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«XyOOMHWK ocBObOMaaeT
ceba cerogHAa HaBcerga
OT HEMOOBUMHHOCTHU YenoBe4YeCKOM

B HEMPEPbIBHOM OBUHKEHNIN>,
[3ura Beptos

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

in continuous movement».
Dziga Vertov
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Onbra LLnwkxo

PacLunpeHHoe ncKycctseo
YacTb 1

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

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

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

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

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

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

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

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

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

Olga Shishko

Expanded Art
Part 1

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

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

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

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

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

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

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



The reference frame-videoart within

contemporary art in dialogue with

alternative cinema

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

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

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

An aspiration towards narrativity and rhetoric was

the cinema’s meaning, aim and all cinematic means

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

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

1. Woody Vasulka, The Art of
Memory, 1987

2. Nam June Paik. Global
Groove, 1973

3. Christian Marclay. The Clock,
2010

4. Douglas Gordon. 24-Hour
Psycho, 1993

Cuctema KoopauHaT — BUAE0apT BHYTPHU COBPEMEHHOIO

MCKYCCTBAa, B guanore c anbTepHaTUBHbIM KWHO

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

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

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

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

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



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

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

(Cepreit JitzeHLuTeitH. YeTBEpTOE M3MEPEHHME B KMHO.

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

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

B3nambiBaa npocTpaHcTBa
BupTtyanbHele npocTpaHcTBa
MHdbopmaumroHHble NpocTpaHcTBa
BuayanbHble npocTpaHcTBa
CoumanbHble NpocTpaHCcTBa

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

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

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

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

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

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

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

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

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

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

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

Cracking Space
Virtual space
Information space
Visual space
Social space

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

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

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

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

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

Christian Marclay still continues to splinter
cinema reality. He seems to search for a lost time,



editing a 24hour video from more than a thousand
film episodes where a clock figures or references

to time are used. The action unfolds in real-time mode
synchronized with the local time zone. When his work
was presented in Moscow at the Garage Centre for
Contemporary Culture, the time on screen corre-
sponded to the current Moscow time. In a dynamic
video without letting the viewer to forget what time

it is the author explores the very cinematic methods
used for creating an illusion of reality. In this work’s
editing the whole range of cinematic means and
know-how's developed in the last hundred years in
the world cinema is employed.

In his 1996 Montage of attractions project
Alexey Isaev has reconstructed Sergey Eisenstein's
3D vision that couldn’t be directly converted into
the linear space of the beginning of the century film
montage. Isaev used various editing options — from
horizontal to vertical, introducing perpendicular
screens and even a moebius-strip screen. The Battle-
ship Potemkin appeared in another spatial-temporal
continuum. As a result the screen has ceased being
a plane, turning into a spatial-dynamic image break-
ing at an angle. The next logical step for the project
was the creation of an online version of an interac-
tive film. Thus Isaev has expanded the action radius
of the revolutionary potential of Eisenstein technol-
ogy to contemporary information era. The way from
a social revolution to the digital one can be traced
through the evolution of the methods of presentation
and representation of form.

Cinema Art for the masses

Video Art for the private life

“The basic definition of an attraction is in assumption
that the viewer should become a participant by means of
technology — which is by the way also a basic definition
of interactivity in the Internet. <...> An attraction, unlike
the traditional art or cinema technology is based on viewer
participation, on a technical provocation, has a certain
technological script hidden in the mechanical body of its
form and scenery. This is the novelty of the art technology
today that provokes a participant in the viewer”.

(Alexey Isaev — from a conversation with Oleg Filyuk).

Images yet to be read

In his “primary” work of 1986 Inside Rooms:
26 Bathrooms Peter Greenaway presented 26 posi-
tions or the 26 letters of the Latin alphabet in one
sociological portrait — people in their bathrooms.
He has mockingly presented the process washing
in public with gestures and various types of behavior
in the private space of one's own bathroom. Greena-
way's works are built on capturing the same elements:
the frame structure, vocabulary, encyclopedia, initials.
In the infinity of visual combinations they provoke
chaos and dissonance. Video language is unique and
close to a poetic utterance.

“Video is not a “text”, it is a sum of various texts which
can equally reference classic disciplines such as paint-
ing and sculpture, music, cinema, theatre and,

of course, television. Trying to define the properties

of video you come to a paradoxical conclusion that
video characteristics are in their absence. Video seems
to be an amorphous surface upon which various texts
and discourses appear”.

KMHOGUIIbMOB, rAe GUryPUPYIOT Yachbl UKW YNOMUHAHWE O BPEMEHM.
HencTtere passMBaeTcA B pexmMe peasibHOro BpeMeHH, CUHXPOHW3K-
POBAHHOro C MECTHbIM 4acoBbIM NMoAcoM. Horaa ero pabora AeMoH-
ctpuposanack B Mockse, B LleHTpe coBpemeHHoOM KynbTypbl «[apam»,
BpeMA, KoTopoe 3puTenb Habnoaan Ha sKkpaHe, COOTBETCTBOBASIO TEKY-
LLLeMy MOCKOBCKOMY BPEMEHMW.

B onHammnyHoM BMOEO aBTOP, HM HA MUHYTY HE MO3BOMNAA 3PUTESIO
3a6bITb O TOM, KOTOPbIM Yac, 3aHAT aHAIM30M CaMMX PEHNCCEPCHUX METO-
[0B, UCMOMNb3yeMbIX AJ19 CO34aHNA WTI03NK peanbHOCTU. B MoHTax aTon
paboTbl MPAKTUYECKKN BKIHOYAETCA BECb CMEKTP KMHOMPHMEMOB M HaXOAOK,
NPUMeHAEMbIX B MUPOBOM KMHO 3a CTO JIeT.

B npoekte 1996 ropa «MoHTax artTpakumnoHos» Anekcen Mcaes Boc-
ctaHoBWn 06beMHoe BuaeHue Cepres S3eHLTENHa, KOTOPOE HE KOH-
BEPTUPOBA/IUCH HANPAMYIO B JIMHEMHOE NMPOCTPaAHCTBO KMHOMOHTama
Havana Beka. Micaes ncnonb3osan pasnnyHble BO3MOKHOCTH KMHOMOH-
Taxa — OT FOPU3OHTASILHOIO K BEPTUKA/IbHOMY, BBOAA MEPNEHONKYNAPHbIE
9KpaHbl M fane axpaH — mebuyc. «<bpoHeHocel, [NotemknH» noasnanca
B APYroM, NpOCTPaHCTBEHHO-BPEMEHHOM KOHTUHYyMme. B pesynsrate
9KpaH nepecTtasan ObiITb NIOCKOCTLIO M MPEBPAaLLAICA B MPOCTPaAHCTBEH-
HO-AMHaMKyecKoe U3obpaxkeHue, omatoleecs nog, yrnom. Cnepyto-
LM JIOTMYECKUM 3TarnoM pasBUTMA NPOEKTa CTaslo Co34aH1e CeTEBOM
BEPCHM MHTepaKTMBHOro punbma. Tem cambim Mcaes paclumpun paguyc
AeVCTBUA PEBOSIOLLMOHHOMO MOTEeHLMana TeXHONorMmM SU3eHLTenHa
[0 COBPEMEHHOM MHPOopMaLMOHHOM anoxu. [yTb oT pesontoummn coumanb-
HOM K PeBOMOLIMK AUTMTaNIbHOM NPOCIEXMBAETCA Yepes IBOSHOLMIO CMo-
co60B npeseHTaLmMK 1 penpeseHTalnm Gopmbl.

RunHoNckyccTBO — B Macchl

BuaoeoMckyccTBo — B 4aCTHYHO MM3Hb

OcHOBHoOe onpegerneHue aTTpakuMOHa — 3TO NPeANoCbIKa, YTO 3pUTENb
OOJIHEH Yyepe3 TEXHONIOMMI0 CTaTb Y4aCTHUKOM, UTO, KCTaTH, ABNAETCA

M OCHOBOWM onpeaeneHus MHTepaKTUBHOCTH B UHTepHeTe. <...>ATTpaK-
LMOH, B OT/IMYME OT TEXHONONUU TPAaAULMOHHOIO UCKYCCTBA UITK KUHEMa-
Torpada, onMpaeTca Ha yyacTUe 3pUTESNA, Ha TEXHUYECHKYIO NMPOBOKaLMIO,
MMeeT HEKUIA TEXHONIOFMYECKUIM CLLeHapHi, CKPbITbIM B MEXaHUYECKOM Tene
dopwmbl M aeKopauui. B aToM U ecTb HOBU3HA TEXHONIOIMU UCKYCCTBA Cero-
OHA, NPOBOLMPYIOLLIEH B 3pUTene yYyaCTHUKa

(Anerceit Mcaes — 13 6eceabl ¢ Onerom ®Oumniokom).

O6pas3sbl, KoTopble HaJo eLle NPoYecTb

B «a3by4Hon» pabote 1986 ropa «B KomHatax: 26 BaHHbIx» [MuTep Mpu-
HyaM nNpeacTasun 26 no3vumi, 26 6yKB aHrMMCKOro andasmTa B O4HOM
COLIMONIOrMYECKOM NOPTPETE — NIOAM, 3anedaT/ieHHbIe B CBOMX BaHHbIX.
Mpouecc Ny6aMYHOrO MbITbA OH HACMELLIMBO NMPEACTABIAET B HecTax
W pasHbIX TUNax NoBeAEHWA B UHTUMHOM MPOCTPaHCTBE COOCTBEH-
HOM BaHHOM KoMmHaThl. [1ponaseneHna PUHYyaA NOCTPOEHbI Ha MPWH-
uMne GpUKCaLIMK OOHKUX M TEX e 3NEMEHTOB: CTPYKTYPbI Kaapa, CroBaps,
SHUMKNoNeann, MHMumanos. B 6eCKoHeYHOCTH BU3yanbHbIX KOMOWHA-
L1 OHW NPOBOLIMPYIOT HeCnopAfoK U AUMCCOHaHCHL.A3bIK BUAEO YHHUKa-
NeH Y NoJo6eH NO3STUYECKOMY BbICKa3bIBAHHIO:
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Bupeo He ABnAeTcA «TeKCcTom», a npeacraenAaeT cobon CymMmmy pasnuy-
HbIX TEKCTOB, KOTOPbl€ B paBHOW Mepe MOryT OTCbIIaTb KaK KIaCCUYECKUM
ancuunimHam — KHUBOMUCHU U CKYNbNTYPE, TaK U K My3biKe, KUHO, TeéaTpy M,
KOHeYHo, TeneBuaeHuIo. MNbiTaAacb Cd)OpMyﬂHpOBaTb XapaKTepHblie ocobeH-
HOCTHU BUAEO, NPUXOAULLb K NapagoKcasibHOMY BbiBOAY, YTO 0co6eHHOCTH
BUOEO — B UX OTCYTCTBHM. Bupeo npeacraeTt aMOpd)HOﬁ NMOBEpPXHOCTbIO, Ha
KOTOPOMH NPOABNAIOTCA pa3fiMiHble TEKCTbl U AUCKYPCHI. . .»

(BukTop Kupxmariep. MyctoTa 13 yepHoro AwmKa // XynomecTseHHbIN wypHan. N2 33).



MccneposaHWe NpoLEeccoB, COEAMHAIOLLMX A3bIK C ABUKYLLMMUCA
obpasamu — ocHoBHasa Tema pabot lapu Xunna. Ero BugeouHcranns-

LMK BbIABNAIOT CBA3K MeXAY A3BIKOM M CaMMM NPOoLLEecCoM hpopMHUpoBa-
HMA obpasos. [epeBoaA B3rNAA Kamepbl C BHYTPEHHEro MMpa BO BHELL-
HMM, Xnnn Kak 6bl CTUpaeT rpaHuLy Memay CyObeKToOM U 06 bEKTOM, TENIOM
W TEXHOSIOTMEN, CNNOBOM M 06pa3omM.

Hanpumep, B pabote «[oBopa, npexae Bcero» Mapu Xunn, CLUA,
1981, 19' 45" aBTOp PUTMUYHO YMTAET TEKCT, U3peaKa ero nepebusaet
9NEKTPOHHaA Menopua. TpyaHo cneauTb 3a CMeHOW M3obpakeHni B ABYX
OKOLLIKaX, 3amnosiHeHHbIX 6bICTPO CMEHAOLLMMW ApYr Apyra naobpame-
HUAMM, BCNyLIMBAACH B TEKCT. CBA3b Mekady HUMK NMOCTOAHHO YCKOMb-
3aeT. Ho ACHO, YTO KamAbI CNor TeKCTa M3MEHAET M30OparKeHHe, a 3BYK,
NpoxoaA Yepes NIEBYHO WM NPaByto KOMOHKY, NepemMeLtaeT n3obpakeHne
B COOTBETCTBYIOLLMI PpparMeHT aKpaHa.

O6pallieH M 3TOT TEKCT K HaM MITK K CaMUM U306pakeHHam?

K10 3TO «MbI», OT NMLLA KOTOPbIX YATAETCA TEKCT: 3PUTENU UK CaMK
cnosa? 3puTenb KaKk Obl TePAETCA B Y3KOM MPOCTPAHCTBE, pasaenatoLlem
crnoBo 1 obpas...

Ha «Meguna ®opyme» 2009 roga B 0o4HOM M3 MHTEpBLIO [apn Xunn
roBopus 06 06LLHOCTH ero N033nK C No33uen pycckux ¢yTypucTos: «<MHe
O4Y€eHb MHTEPECHbI Pa3IMyHbIE SKCMEPUMEHTBI C A3LIKOM, U PyCCKUe dyTy-
PUCTbI, KOHEYHO, ObINM HEBEPOATHLIMKU. XOTeNnock Obl NoceTUTbL AKaaemMuio
3aymu, ecnu 6bl OHa elle CylLecTBOBasar.

«Mbicnb M peyb He ycneBaloT 3a nepexMBaHUeM BOOXHOBEHHOro, n03Tomy
XYyAOHHUK BOJIEH BblpaaTbCA He TOJIbKO o6LWKMM A3bIKOM (nOHﬂTHﬂ), HO

U NNUYHbIM (TBOpeLI. HHDMBM.D,yaﬂeH), U A3bIKOM, HE UMEeLLHUM onpeaeneH-
HOro 3Ha4eHuA (He 3aCTbIBLIJPIM), 3ayMHBbIX>.

(Anexcen KpyueHbix. [leknapaums saymHoro Assika (1921)).

Pacwu1opoBatb A3bIK BULEOMCKYCCTBA, PACKOAMPOBATL €ro,
yBUAETb MHOIOC/IOMHOCTb 06Pa30B M AMCKYPCOB — 3TO 3agaya
CErofHsALHero 3puTens.

«Hy, ecnu 6bl A Toraa nonbiTanca onpeaennTb gnAa cebs, 4TO TaKoe «BUAEO-
apT», A 6bl 6bICTpO ero 3a6pocm1, yBUAEB B HEM COCPeaAO0TOYEeHHOCTb Ha
H306pa)KeHMM, B TO BpeMA KaK Ha caMOM pene 3TO CKopee 3JIeKTPOHHOoe
NPOCTPaHCTBO, YeM He4YTO CPOAHHU KOHLUenTyaslbHOMY UCKYCCTBY. Bnpoqu,
M TaKoe NoOHWUMaHWe OLMBOYHO. I'IpeneCTb BHUpgeoapTa B TOM, YHTO OH NO3BO-
nAaeT gymaTtb BCNyX U «NenuTb>» UAeu. A ULy He CTOJIbKO d)PIHOCOd)CHI'ie

Victor Kirchheimer. The Void from the Black Box // Khudozhest-
venny Magazine. Ne33.

Exploration of the processes that connect lan-
guage with moving images is the main subject of Gary
Hill's works. His video installations reveal connections
between language and the very process of image
construction. Shifting the camera’s gaze from outer
onto the inner world Hill seems to erase the border-
line between subject and object, word and image.

For example, in his work Primarily Speaking
(USA, 1981, 19" 45") Gary Hill himself rhythmically
reads a text, sometimes interrupted by an electronic
melody. It is difficult to trace the change of images
in two windows filled with rapidly changing images
and listen closely to the text at the same time. Their
connection constantly escapes the viewer. It is clear
though that every syllable of the text changes the im-
age and as sound passes trough the left or right
speaker the image is transferred to the corresponding
part of the screen.

Is the text addressed to us or to the images
themselves? Who are “we" on behalf of which the text
is being read — the viewers or the words themselves?
A viewer seems to be lost in a narrow space between
the word and the image...

At 2009 Media Forum Gary Hill said in one
of his interviews that his poetry has much in common
with that of Russian futurists. “I'm very interested
in various experiments with language, and the Rus-
sian futurists were just incredible. | would like to visit
the Zaum Academy had it still existed”.

“The thought and speech are too slow for the experi-
ence of inspiration, that's why the artist is free to ex-
press himself not only in the abstract language
of a concept, but a personal language of an individual
creator, and in language that has no certain meaning
(is not set), in zaum”.

Alexey Kruchenykh, Declaration of the Zaum Language, 1921.

To decipher the language of video art, to decode
it and see the multilayered images and discourses is
the object of the viewer today.

“Well, if | had then tried to define for myself what is video
art, I'd given it up soon, seeing as it was all about



image, while it really is more of a digital space than
a kind of conceptual art. However, this is also incor-
rect. The charm of video art is that it allows one to think
aloud and sculpt ideas. I'm not searching for philosophi-
cal meanings, but rather for logical loopholes. | like sud-
den swings of faith — without them, as well as without
a little chaos and entropy, wandering through quantum
labyrinths of nonsense becomes a bit boring”.
XI Media Forum of the 32 MIFF, GARY HILL: THE VIEWER,
exhibition catalogue, MAL, 2010.

Author’s navigation

in the space of culture

In media art the most interesting is at the junc-
tion of arts, at the verge of poetry, sound, cinema and
contemporary art.

Peter Greenaway has publicly declared that cin-
ema is dead and turned to alternative forms of screen
culture. In his videos and visual performances he
empbhasizes that the language of video art is an his-
torical antithesis to the language of cinema. Now
the avant-garde filmmaker establishes connections
between the millennia-long experience of fine art and
just a century-long one of cinema. At the 2009 Media
Forum in the Tulse Luper Suitcases multimedia per-
formance he became a VJ and conductor — creating
an interactive work before the audience in real-time
mode, a different work with each performance. Here
Greenaway works with various media languages: text,
cinema, TV, Internet and visual art. Due to the polyph-
ony miscellaneous traditions were united, the ancient
and the contemporary came together.

“Cinema is learning anew or should be learning anew.
This is the main mission of what is done in those previ-
ously marginal and now mainstream trends - in the fin-
est sense of this word”.

Naum Kleiman

Cinemutations and mainstream

Works created on the borderline of visual
art, music, sound, technology, and cinema expand
the viewer's idea of what screen culture today is like.

1. Alexey Isaev. Montage of
attractions. 1996

2. Gary Hill. Primarily Speaking.
1981

3. Peter Greenaway at the
2008 Media Forum in the
“Tulse Luper Suitcases”
multimedia performance

4. Gary Hill at 2010 Media
Forum

5. An Anthology of Russian
Video Art, Moscow, MAL,
2000. Cover

CMbICJlbl, CKOJIbKO AbIPKH B JIOrMKe. MHe HpaBATCA BHe3arnHble nepenaabl

Bepbl — 6es3 HUX, @ TaK Ke 6e3 TONMKKU xaoca U SHTPOMNUM, GHV)K.D,aHMﬂ

Mo KBAHTOBbIM ﬂaGMpMHTaM 6eCCMbICﬂMLI,bI CTaHOBUTCA HEMHOIO0 CKYy4YHO».
(XI «Mepama Popym» 32 MockoBCKOrO MeayHapoaHoro kuHodectusans, TAPU XUNIT: 3PUTESb,

kaTanor sbicTasku, MAJ1, 2010).

OpueHTUpOBaHHWE aBTOpa B KyNLTYPHOM NPOCTPaHCTBE

B meonaapte camoe nMHTepecHoe HaxoanTCA Ha NepeceyeHnm
MCKYCCTB, Ha CTbIKE NO33MM, 3BYKa, KWHO, COBPEMEHHOIO UCKYCCTBA.

Mutep MNpuHyar, nybnnyHo o6bABMB O CMepPTH KMHemaTtorpada, obpa-
TUICA K albTePHATUBHBIM popMaM IKPaHHOM KynbTypbl. B cBomx Buaeo-
paboTax 1 BM3yasnbHbIX NeppopMaHCax OH aKLEHTMPYeT BHUMaHWe Ha TOoM,
4TO A3bIK BUAEOMCKYCCTBA MCTOPUYECKM ABAETCA aHTUTE30M A3bIKY KMHO.
Celtyac pexuccep-aBaHrapamucT yCTaHaBNMBAET CBA3W MEXIY MHOMOTbI-
cAYes1eTHUM OMbITOM M306Pa3nTENIbHOMO MCKYCCTBA M TONbKO CTO/IETHMM —
KnHematorpada. Ha «Meauna dPopyme» B 2009 rogy B MynsTUMEAMHHOM
nepdopmarce «HemopaHsl Tronbca Jltonepa» oH cTaHoBUCA BUOME-
eM-AMPUKEPOM — Ha rnasax nybnmMk1 B peasibHOM BpeMeHM co3gasasn
MHTePaKTMBHOE NPOM3BeAeHMe, B Kam/40M HOBOM nepdopmaHce — Apy-
roe. 3aecb [prHyalt paboTan ¢ A3bIKAMM PasfMUHbIX MeAuMa: TeKCTa, KUHO,
Tenesnaenus, MHTepHeTa, BU3yanbHoro nckyccrea. bnarogapa mHoro-
rOIOCUI0 COEANHANMCH TPaOULMK PasdHbIX BPEMEH, CXOOUNOCH ApeBHEE
W aKTyaslbHOe.

<<HPIHeMaTOFpa¢ 3aHOBO YYMUTCA UK OONTHEH 3aHOBO YYUTBLCA. U B aTtom
€CTb rnMaBHaA MUCCUA TOrO, YTO AenaeTcA Ha 6bIBLUMX MapruHanbHbIX,
a HblHe MEMHCTPUMOBCKHUX, B XOPOLLEM CMbIC/Ie ClI0Ba, HanpaBieHUAX»>.

(Haym Knetman).
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HuHOMyTauumn U MEHHCTPUM
Pa6OTbI, CO34aHHble Ha rpaHn Bwsyaanoro MCKyCCTBa, My3bIKVI
BByKa, T6XHOﬂOFMﬁ, HMHemaTorpacba pacwu1pAoT npeacrtaBlieHne saputena
O TOM, KaKkOBa Ha CaMOM Aene coBpeMeHHaAa SKpaHHaA Kyanypa.
MeWHCTpMMHOE KMHO YacTo NvweHo pednexkcui. OHO noTepsano cTu-
Myﬂbl anAa BHyTpeHHeFO POCTa, XOTA 6PO}J,)KeTbI CTaHOBATCA BCe 60ﬂbLIJe
n 6OJ'IbLlJe, a KMHoayﬂ,MTOpMH, BOMPEKHU NporHo3am, He nagaeT.
rlpOHVILI,aTeﬂbelﬁ Fo,u,ap ele B KOHUe CeMHnaeCATbIX 3aABUII,
4yTO KMHeMaTOFpad) TaK U HEe CMOI COCTOATbCA KaKk CaMOCTOATE NbHbIN BUO
VICKyCCTBa, 1M caM pexunccep 3amMonyan Ha MHOr1Me rogpbl, nepeﬁp,ﬂ Ha



paboty c TenesnaeHvemM. B csoem nocnegHem ¢unnome «Coumanmam» oH
COeAMHUN HECOEANHUMOE M BHOBb OTKa3asICA OT KOHBEHLMOHAIbHOMO
A3blKa KMHematorpadun. OH Takke cnneTan A3blKW BUAEO, AOKYMEHTaNN-
CTUKM, NNIACTUYECKKMX UCKYCCTB, UPOHM3WPOBAS HAJ, MOHTAXOM W cTpaTe-
rMer CbeMKU TPaAMLIUOHHOIO KMHO.

«HHHeMaTOFpad} CHUMaeT UICTOPUHN U3 HKU3HU FTMraHTOB, Mbl CUAUM B 3ane
U CMOTPUM Ha HUX CHHU3Y BBEPX. B BUOEO He 4YeNlOBEeK Aae B macwTabe
cBoem I'IpM6J1M3PITeJ1bHO TaKoOro e pasmepa, Kak 1 Mbl camMmu, a 3TO
cBoMcTBO 6onee ApeBHero CoO3HaHuA. B aTtom cmbicne MOHKHO CKa3aTb,
4YyTO BUAEO aHTpOI'IOCOdJM‘-IHO, OHO KakK 6bl paBHO 4YeN1OBEHKY. Mosn nepBean
CcTaTbA O BUAEO, HanMCaHHaA Korga A TOJIbKO OTHKPbINA AnA cebn BUOEOKa-
Mepy, Ha3blBanacb «Y Teba B pyKax TBOA rojsoBa». U BOT umeTb B PYKax
CO6CTBEHHYIO roNIoBY M NPH NOMOLLU 3TOM roNoBbl Kak 6bl popMHUpPO-
BaTb peanibHOCTb, CO3UAATb peasibHOCTb, HaBCTpe4Yy TOMYy OTpameHHOMY
MOTOKY, KOTOPbIA BIMBAeTCA B caMy KaMmepy, — 3Ta GYHKLUA UCKNIIOUHU-
TeNlbHO OopraHU4Ha AnAa BUgeo».

(Bopwc tOxaHaHoB, 13 «AHTONOMMU POCCHICKOro BIAE0apTa, CT. MuneHsl MycuHoin «Ha cTbike KuHo

v BuaeoapTa. YTonua MeaneHHoro suaeo, Mocksa, MAST, 2000).

«Mepauna Popym» — MECTO AEKOHCTPYKLUHUHN MeOgHaA3bIKOB

K 2000-m B1aeoapT ctan caMbiM pacnpoCTPaHEHHbIM U AeMOKpa-
THYHBIM POPMATOM M3 BONBLUIMHCTBA XyAOKECTBEHHbIX A3bIKOB, HE CTECHAA
HW NPAMOTBI BbICKa3blBaHWA, HY MHTOHALLMK, NO3BOMAA NOOYH0 MPOHUIO
W farke nMpuKy. BupeosebicKasbiBaHWe AN1A XyA0KHMKA — 3TO 30HA NO33MM,
W 30Ha AEKOHCTPYKLMK OPYrMX A3LIKOB U Meaua.

MmeHHo B 3TOT MOMeHT cTapTtoBan «Megna Popym». Ero Bo3HUKHO-
BeHWe B pamKax MOCKOBCKOro MexayHapoAaHOro KuHodectraana 6o
He cny4YalHbIM: OHO 6bINO BbI3BAHO MHTEPECOM O6LLECTBEHHOCTU K HOBbLIM
dopmam 1 bopmaTam SKPaHHOM KynbTypbl.

Ecnu KMHOMHAYCTPUMA HaueneHa Ha «NacCUBHOMO» 3PUTENA, KOTO-
pbIM Npocbkinanca oT COBCTBEHHbIX MPE3 TONIbKO B MOMEHT KaTapCHYECKOro
COMnepexunBaHmaA, TO B MeAUaKynsType Mbl UMeeM AeN0 C «aKTUBHbIM»
HabntopaTenem. D10 HOBOE MOKOJIEHWE OMMOHEHTOB 3aHWMAalo U BCe
elle NPoAOMKaeT 3aHNUMaTb AOCTATOYHO aKTUBHYIO MO3MLMIO BOCNPUA-
TWA, rAe MaBHy POsb UrpatoT y4acTUe U MHTEPAKTUBHOCTL B CLIEHapPHOM
NOrvKe NPOU3BEeAEHHA.

«Mep,naxyp,omHMK caMHUM NonoHeHHnem BeLIJ,eﬁ nocTaBJieH B NONI0OHEeHue
aBTO (puTapHoro) asTopctea. Bo-nepsbix, KaKk TBOpUYECKan MYHOCTb, FreHe-
pupyroLian CBOM 3Ha4UMbIH ANUCKYPC, CBOIO PUTOPURY. OH aBTOMaTH4YEeCKH
CTaHOBUTCA B ONMNO3ULIUIO K TOTalIbHOCTHU: K CBOEMY MaTepuany, K 3puTternto,
K COLIMYMY, K BNIacTH, K BDEMEHH MU NMPOCTPaHCTBY>.

(Anexcer Wcaes, w3 katanora VIl «Meana ®opymar» MMK® «AstoputapHocTs», MAST, 2000).

B 2000 rogy, B nepsbit rog, BO3HWKHOBEHWA «Meana Popymar, Mbl
MNPOBENM NoKasbl BUAeoapTa B KMHo3anax (MepBom 1 rMaBHOM N/OLLALKOM
ctan Myseit KuHo, Bo3rnasnsemsin Haymom Knerimarom), u Havanm pa6o-
TaTb C BUAEO03KCNEPUMEHTaMK KMHEMATOrpadmCTOB.

Han-Jliok MNopap, Kpuc Mapkep, Mutep MpuHyan. ...

Bbino ctpaHHo 1 HenpuBbIMHO HabnoAaTb, Kak 9TM MATpPLI, CO3Aa-
TeSIM COBPEMEHHOr0 KMHemaTorpada, TpeneTHo M 6eperHo nccneosanm
3HaKOMbIM, M B TO e BPeMA TaALMK elle CTObKO 3arafoK M napagoKCcoB
A3bIK BUAE0, ero HOBble PaKypPCbl M BO3MOMHOCTH, €ro MiacTuKy U CBA-
3aHHbIe C Heto Hen3BedaHHble dMOLIMOHATIbHO-MHPOPMATMBHbIE MAACTHI. ..

Bropoi «Meaua Popym» coctoan ns 18-yacoBor «AHTONOrMKM poc-
cuicKoro BuaeoncryccTea». Ee nporpamma sritovana 64 smuoeopa-
60Tbl K1aCCMKOB BHAEOMaHPa 1 Moslodbix Xy4oxHKKoB. Buoeonpounase-
AeHunAa, cobpaHHble B aHTONOM MK, NPeACTaBAANN Pa3/IMyHbIe MPAKTUKK

Mainstream cinema is frequently devoid
of self-consciousness. It has lost the incentives for
inner growth, although its budgets are growing and
the audience, despite predictions to the contrary,
has not decreased.

Insightful Godard had as early as in 1970s de-
clared that cinema has not succeeded as a self-suffi-
cient art form and he ceased working as a filmmaker,
turning instead to TV. In his recent film Socialisme
he combined the incompatible and again abandoned
the conventional cinematic language. He also inter-
linked the languages of video, documentary, plastic
arts with irony towards both editing and production
strategies of traditional cinema.

“Cinema is filming stories from the lives of giants, we sit in
the auditorium and look up at them. In video a man is ap-
proximately on our scale in size, and this is characteristic
of a more ancient mind. In this sense you could say that
video is anthroposophic, it is seemingly equal to a man.
My first article on video written when | had just discovered
a video camera was titled “You got your head in your
hands”. And to have one’s own head in your hands and
use this head to construct, as it were, reality, create reality
facing the reflected stream that is pouring into the camera
itself — this function is exceptionally organic to video”.

(Boris Yukhananov, quoted in “An Anthology of Russian Video
Art", Milena Musina “At the juncture of cinema and video art.
A utopia of slow video”. Moscow, MAL, 2000).

Media Forum - a place for

deconstruction of media languages

Towards 2000s video art has become the most
popular and democratic format of the most part of ar-
tistic languages as it doesn't restrain the directness
of an utterance or its intonation, allows for every kind
of irony and even lyric. A video utterance for an artist
is the poetic territory and a territory for deconstruction
of other languages and media.

It was precisely at that moment that Media
Forum was launched. lts emergence at the Moscow
International Film Festival was no accident; it was
induced by public interest in new forms and formats
of screen culture.

If film industry is oriented towards a “passive”
viewer who wakes up from his dreams only at the mo-
ment of cathartic empathy, media culture is dealing
with an “active” observer. This new generation of oppo-
nents has taken and still takes a rather active percep-
tive position where the main role is played by participa-
tion and interactivity in the script logic of a work.

“Media artist by the very state of things is positioned as
author (itarian) authorship. First, as a creative personal-
ity generating own significant discourse and rhetoric. He
is automatically in opposition to totality, to his material
and his viewer, to society, time and space”.
(Aleksey Isaev, from the VII Media Forum “Authoritarianism”
Catalogue, MAL, 2000).

In 2000 at Media Forum'’s first year we had
screening of video art in cinema halls (the first and
main location was the Museum of Cinema, headed by
Naum Kleiman) and we started our work with video
experiments by film makers.

Jean-Luc Godard, Chris Marker, Peter Greenaway...

It was so strange and unusual to watch as
these maitres, creators of the contemporary cinema



explored reverently and with great care the familiar
language of video full of mysteries and paradoxes, its
new angles and possibilities, its movement and emo-
tional and informational layers connected to it...

The second Media Forum consisted of 18hour-
long Anthology of Russian Video Art. The programme
included 64 videos by the classics of video genre and
young artists. Video works collected in the Anthology
presented various practices of contemporary art —
from Moscow conceptualism to radical actionism and
aesthetic experiments with the technology of film/vid-
eo production. An Anthology of Russian Video Art
hadn’t replaced cinematic avant-garde or experiment;
film, but interpreted video art as an independent phe-
nomenon in the sphere of contemporary art.

In twelve years of its development Media Forum
has changed the forms of presenting video art and
interactive forms of screen culture... Media Forum
has successfully started to show cinema at museums
and video art at stadiums.

“Exploring borderline media practices of video art as
logical structures, we searched for a methodology
of video art description, trying to define criteria for its
valuation, lay bare its relevancy which in the first place
lay in the artist’s strategy”.

(Alexey Isaev, Il Media Forum catalogue, MAL, 2001).

Filmmakers began to create works for Venice
biennale and Kassel Documenta, and video artists ap-
peared at major film festivals (for example, Venice and
Rotterdam festivals).

Our list of participants for these twelve years
includes: Yang Fudong (China), Eve Sussman (USA),
Jasper Just (Denmark), Nina Fischer (Germany), Shelly
Silver (USA), Peter Greenaway (UK-Netherlands),
Vito Acconci (USA), Gary Hill (USA), Galina Myznik-
ova and Sergey Provorov (Provmyza group, Russia),
Jean-Luc Godard (France) and many other artists
form more than 30 countries. Parallel to video art
screenings of various artist's works symposiums and
panels were held in various social milieus on various
theoretic aspects of the phenomenon itself.

Does video art actually expand the borders
of cinema or does it have its own goals, audience and
aims? Why do filmmakers present their works at bien-
nales, and video artists participate at film festivals and
how do they divide the territory now, if the borderline
is vague and almost imperceptible? Does cinematic
art develop in the direction of more complicated
forms of perception? What happens when we use
polyscreen screenings, sound experiments, tactile
and olfactory means of influencing the viewer?

“We’re talking however of the first meaning and if a me-
dia art work (or any art work at all) can resist the pres-
sure of the authoritarian machine of entertainment, into
which the world culture is being transformed”.
(Nikita Alekseev, The Cinema of No Importance,
http://www.russ.ru/politics/lyudi/nevazhnoe_kino).

Wandering in the outer territories.

At the border of cinema and video art

Gene Youngblood's Expanded Cinema was
the first research work in which the author examined
video art as an art form that has a great influence
upon adjacent art fields, first of all, upon the future

COBPEMEHHOM0 MCKYCCTBa: OT MOCKOBCKOIO KOHLENTyanM3ma A0 pagu-

KaJlbHOMO aKLIMOHM3Ma U A0 ICTETUHECKMX OMbITOB C TEXHONOrMEN KUHO/

BMO,E0MNPON3BOACTBA. “AHTONOIMA POCCUMCKOro BUAeoapTa» He Noame-

HANa coboW KMHOaBaHrapA, UM KMHOSKCNEPUMEHTLI, HO MHTEPNPETUPOBaa

BMO,E0aPT KaK He3aBMCHMMOeE ABMIeHWE B 0611acTH COBPEMEHHOMO MCKYCCTBA.
3a 12 net cBoero passutna «Meagma Popym» M3MeHUN GopMbl

npeseHTauuM BUOe0apTa U MHTEPAKTUBHBLIX GOPM SKPaHHOM KyNb-

Typbl... «Meama Popym» c ycnexom Havan NnokasblBaTb KMHO B My3ee,

a BMAeoapT — Ha CTadMOoHe.

«I/Iccnep,yﬂ norpaHu4Hblie MeauvanbHble NPaKTUKKU BUOEOUCKYCCTBA KaK JIOrm-
YeCKHe CTPYKTYpPbI, Mbl UICKaNIK ME€TOA4010IrMI0 ero onncaHnAa BUAEOUCHYCCTBAa,
MbiTalIUCb OYEPTUTb KPUTEPHUHU OLI€HKH, BbIABUTb €ro aKkTyasibHOCTb, KOTOpan
B NepBytlo o4yepeab 3aKkno4vyanacb B CTpaTeruM XxygomHUKa»

(Anekceit Ucaes, n3 katanora Il <Meaua dopyma» MMKD, MAT, 2001).

HuHopemuccepbl Havyann co3naBatb CBOM paboTsl Ansa BeHeunan-
CKOM GWeHHane n HaccenbCKoW AOKYMEHTbI, & BUOEOXYLOKHUKM NOABK-
NMCb Ha KpynHEenWux kKuHodectueanax (k npumepy, BeHeumaHckuii
u PoTTepaaMckumi kuHodbecTusanm).

YyacTtHrkamun «Menma Popyma» 3a a1 12 net 6biin: AH PyayH,
(Anonus), Me Cyceman (CLUA), Omacnep Owact (OaHua), Huha duwep
(Fepmatua), LWennu Cuneep (CLUA), NMutep Mpunyait (BenukobpuTa-
Hua — Huaepnangst), Buto Akkonum (CLUA), Mapu Xunn (CLUA), FanuHa
MeiaHukosa u Ceprett Mposopos (rpynna «Mpoemsiza»), Han-ITok
lopap v MHOrMe gpyrve xyooxHUKKW 6onee yem u3 30 ctpaH. Mapan-
NEenbHO C NMOKa30M BUAEO0apPTa PasHbIX aBTOPOB B Pa3dHbIX COLMasTbHbIX
cpepax NpoXoAnIM CUMMO3WYMbl, KPYriible CTOSMbl, MOCBALEHHbIE Teope-
THUYECKWM acrneKTam CaMoro 3TOro ABMEHUS.

[encTBUTENBHO NM BUAE0APT pacLUMpAET rpaHuLLbl KUHEMATO-
rpada unm y Hero CBOM 3agayv, CBOA ayauTopus, cBou Lenn? Movemy
pexmnccepbl NPeACTaBNAT CBOM paboTel Ha BMeHHane, a BUOEOXYO0K-
HWKW CTAHOBATCA rOCTAMU KMHObECTUBANEN, M KaK e UM Tenepb AeNvTb
TEPPUTOPHIO, ECNM FPpaHULLa 3bi6Ka W NOYTH He pasnuunma’? PassuBa-
€TCA JIM KWHOMCKYCCTBO B CTOPOHY 60riee CnoxHbIx $opM BOCNpUSA-
TMAPYTO NPOUCXOAMT, KOrAa UCMOMb3YHTCA BO3MOKHOCTH MOSIMAKPAHHOMO
CKPWHWHIa, 3BYKOBbIX 3KCMEPUMEHTOB, TAKTUIIbHBIX U OBOHATENBHbBIX CMO-
Cco60B BO34ENCTBUA Ha MOCETUTENA?

«Peyb naeT Bce e 0 nepBomM 3Ha4YeHHUHU U O TOM, MOXET JTIM npousBepe-
Hue media uckyccTea (ga 1 N60oro UCKyccTeBa BoobLie) NPOTUBOCTOATL
AaBleHUuro aBTOpMTapHOﬁ MaLlHHbI pa3Bnel-|eHm7|, B KOTOpPYIO BCe 6onbwe
npeppawaeTca MMpoBana KynbTypa».

Hukuta Anekcees, <HeBaHOE KMHO»

http://www.russ.ru/politics/lyudi/nevazhnoe_kino

CK1UTaHUA NO BHELWHUM npocTpaHcTBam. Ha cTbike

KHWHO U BUAeoapTa

«PacwupeHHoe kuHo» [xunHa AHrénaga — nepeoe uccneno-
BaHWe, B KOTOPOM aBTOP MUCCIeayeT BUOE0apT KaKk BUA, MCKYCCTBA,
KOTOPOE OKa3blBaeT OrPOMHOE BMMAHUE Ha CMEKHblE 0611acTH TBOpUe-
CTBa, B NepBYLo o4epeab Ha kKMHemaTorpad byayuiero. B aToi KHure Kpwm-
TUK YTBEPHAAET, YTO HOBOE, PaCLUMPEHHOE, KMHO HeOBXOAMMO ANA HOBOMO
M3MEHAOLLLErocs Co3HaHusA 3puTena. B aton pabote paccmaTpuBaroTcs
pasfnnyHble BUAbI «PacLUMPEHHOM0» KUHO, MO KOTOPbLIM aBTOP MNOHUMaeT
1 Gunbmbl Co cneuadderTamm, U KOMMLIOTEPHOE MCKYCCTBO, W BUAE0APT,
W MyNbTUMEAMMHBIE Ccpeapbl.
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«CeropgHs, Korga roBOpHLLUb O KMHO, UMEeeLlb B BUAY MeTaMOp¢O3bI yeno-
BEYECKOro BOCNpPUATUA», — NHULLET aBTOpP 3TOH HeOO6bIKHOBEHHOM KHUIW.
«TOYHO TaK e, KaK MOHATHE «YeNOBeK» Tenepb MeHAeT cBoe 3Ha4YeHHue Ha
l'Ie.ﬁOBeM/pa(}TeHl'Ie/MaLLIMHa, TaK U onpepeneHue KMHemaTorpacba AOJIHHO
6bITb pacwimpeHo, 4YTO6bl BKMIOYUTL B HEFO BUOEOTPOHURY, MchopmaTm(y
U aTOMHOEe OCBeLueHHe».

TeKcT Ha 060pOTE OPUTHMHATTBHOM CynepoBOKKK

Oxeddppun Loy v MNutep Banbenb Gbinv Kypatopamm nepBom Kpyn-
HOW MemAyHapOAHOW BbICTaBKKW Ha TeMy «KuHo Byayuiero», opraHM3oBaH-
Hom LieHTpoMm 1cKyccTB 1 MmegunaTexHonoruv B Rapncpya. Buaeo, KuHo,
MHTepHeT, KOMMNbIOTEPHbIE MHCTAMIALMK BOMIIOLWAIOT U NPeaBeLLatoT
HOBbIEe TEXHWUKM W GOpMbI KMHEMaTorpada byayLiero.

B kartanore «<KnMHemaTorpag: BoobpameHue B arnoxy noctdunbmar»
(pen. Oweddpu Loy u Metep Baibens) knHo byayliero paccMarpu-
Ba/lOCb KaK BTOPMHEHWE CYLLLECTBYIOLLMX KMHeMaTorpapuyecKkmx KogoB
M MEeTOLOB B HOBble aBaHrapAHble 061acTH, a TaKKe CoeaMHEHUe 1 conu-
weHue KnHo, TB 1 MHTepHeTa B byaywem.

B ranepee «TewTt» npolwuna 6onblaa KoHPepeHUMA nog, Ha3BaHWEM
«OBuylmiica obpas» (Moving Image) ¢ aanbHemnwen nyGnukaumen Bcex
matepuarnos. Y1o genatoT ¢ ABMKYLMMCA 06pa3om ranepen? B Kkakumx
KOHTEKCTax CrieAyeT MCTOPUM NoMeLLaTh OBMHYLUMIACA 06pa3 B UCKYC-
ctBe? KakoB cTaTyc KMHemaTorpada B cBeTe ranepenHoro ¢unoma/
Buaeo? B uucne Boictynatowmx: Oyr AnTtreH, Oasug Keptuc, Oan Mpawm,
Yuneam XoppureH, Byned Xepuorenpar, Kpvccun Anna, Mapk Jlesuc,
JleB ManoBuy, Jlaypa Mansw, OxewH Mapkep v Oxynuan Crannabpacc.

CerogHa B aKpaHHOM KynkType, Ha Haw B3rAA, BUAEOMCKYCCTBO
ABnsAeTcA aBaHrapgom. OH, aBaHrapg, reHepupyeT HoBble 06pasbl, BUPTY-
anbHble Cpeabl, NPUBIIEKaa HOBOrO 3PUTENA, MPUINallan ero K UHTepaK-
TUBHOMY ynpaBneH1Io peasbHOCTbI0. BHe AedbuHULMI, BHE rpaHuL, BHe
onpeaeneHuu.

HoHuenumsa npoekTa «PacwmpeHHoe kuHo» «Meamna Popymar» akc-
TpaBepTHa Nofo6HO camoMy paccMaTtpuBaemomMy matepuany. Mel npea-
NPUHUMAEM MOMbITKY ONPeAennTb BHYTPEHHIO CYLLHOCTb BUOEOMC-
KYCCTBA YepPes €ro CKUTaHWA MO BHELUHUM NPOCTPAHCTBaM (KMHO, TEKCT,
3BYyK, Maccmenma). B 9ToM rofly Mbl NPUMIACKIM K y4acTUIO B MPOEKTe
He TONbKO 3BE3[HbIX aBTOPOB BUAEOUCKYCCTBA, HO U aBaHrapAHbIX TeO-
PETUKOB, COTNaCcHBLUKMXCA NogaepsaTb Hawy MHuMumatey BESBO3-
ME3OHO. OHu MccneaytoT HOBYO MOMMIKPAHHYIO KySbTYPY, «TaKTUbHbIM
KnHemaTorpad», TBOPYECTBO aBTOPOB, CO3Aat0LWMX CBOM paboTkl Ha rPaHK
BM3yaslbHOr0 MCKYCCTBa, 3ByKa, TEXHONOMMKM 1 KMHemaTorpagda. Bce oHm
No-pa3HOMY OCMbIC/TIMBAOT MNOrPaHUYHbIE 30HbLI MCKYCCTBA.

cinema. In this book the critic states that a new
expanded cinema is needed for the new changing
consciousness of the viewer. In the work various
kinds of the “expanded” cinema are examined, mean-
ing films with special effects, digital art, video art and
multimedia environments.

“Today when one speaks of cinema, one implies
a metamorphosis in human perception,” writes the au-
thor of this extraordinary book. “Just as the term ‘man’
is coming to mean man/plant/machine, so the defini-
tion of cinema must be expanded to include videotron-
ics, computer science, and atomic light”

(From the original back jacket copy)

Jeffrey Shaw and Peter Weibel curated the first
major international exhibition — Future Cinema,
organized by ZKM Centre for Art and Media, Karl-
sruhe. Video, cinema, Internet, and digital installations
represented and forerun the new technologies and
forms of cinema.

In the catalogue The Cinematic Imaginary after
Film (Edited by Jeffrey Shaw and Peter Weibel)
Future Cinema was treated as an invasion of existing
cinematic codes and meanings into new avant-garde
fields and also as future union of cinema, TV and
Internet.

At the Tate a big Moving Image conference was
held and its proceedings published. What do galleries
do to the moving image? In what contexts should
history locate the moving image in art? What is
the status of cinema in the light of gallery film/video?
Speakers included: Doug Aitken, David Curtis, Dan
Graham, William Horrigan, Wulf Herzogenrath, Chris-
sie Isles, Mark Lewis, Lev Manovich, Laura Mulvey,
Jayne Parker, and Julian Stallabrass.

Today in screen culture in our opinion video
art is the avant-garde. It generates new images and
virtual environments attracting a new viewer, inviting
him to interactively rule reality. Beyond all definitions,
beyond borders, beyond evaluations.

The concept of the Expanded Cinema Media
Forum project is extravert as the material it explores.
We try to define the inner essence of video art by
its wanderings in outer territories (cinema, text,
sound, mass media). This year we invited not only
the star authors to take part in the project, but also
avant-garde theoreticians, who agreed to support
our initiative PRO BONO. They explore the new
multiscreen culture, the “tactile cinema”, the works
created at the junction of visual art, sound, technolo-
gies and cinema. All of them interpret the border
territories of art in their own way.
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Ypcyna MPpoHe
Vcye3sHoBeHue PaMbl.
norpy:HeHne n y4acrtue
B BUAEONHCTANNALMNAX

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

Ho BHyTpu, Tam 6onblue HeT rpaHuLy!
HaH Tapgbe

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

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

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

Ursula Frohne

Dissolution Of The Frame:
Immersion And
Participation In Video
Installations

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

But inside, no more limits!
Jean Tardieu

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

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

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



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

the control of reason — eliminated the boundaries

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

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

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

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

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

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

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

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

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

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

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

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

18 -19

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



Ot 6enoro Ky6a K YepHOMY ALLUKY

Cawm Tennop-Bya nprHagnekunT K NOKONEHUIO XYO0KHUKOB, YbM
TBOPYECKME METOAbI BNUTaNM B cebA KMHemaTorpadryeCKMi OnbIT.

Mx nHcTannAumMm npeobpasytoT cTaTMyecKoe, penpeseHTaTMBHOE Npo-
CTPaHCTBO My3€es B MPOCTPAHCTBO MPOEKUMK 1 unnto3mi. CooTHocH
obwnn apdeKT nponsseneHni MNonnoka ¢ cerogHAWHEN CUTyaLMEN, Mbl
MOMEM CKa3aTb, YTO XyAOMKECTBEHHaA NPaKTUKa NOCNeAHUX ABYX AeCA-
TUNETUIM NpeBpaTHna YepPHbIM ALLMK B HOBYIO apeHy ANA COKPbITUA pambl.
YepHbI ALLMK cTan 06nacTbio BUPTYyasbHbIX COOLITUIA, MECTOM, rae ny6-
NMKa NepexmBaeT OBUHYLLMECA KapPTMHKKU KaK BCcenornowaroLme obpasbl,
CTUMYNMPYIOLLME YyBCTBA, B TO BPEMA KaK rpaHuLa Mexay TMYHOCTBIO

W BU3yanbHbIM OTO6pakeHWeM pa3mbiBaeTca. Cam My3elr NpoxoauT Yyepes
MeTamop¢$ 03y U CTAHOBUTCA KMHOTEATPOM-B-NPOLLECCe, B KOTOPOM,

kak otmeTun Bopuc Nporic, He0BXOANMMOCTE TEMHOTHI CO34aeT COCTOAHWE
HEBMAMMOCTH, YTO YaCTO C/IMBAETCA CO CTPYKTYPHOW HEBO3MOMKHOCTBLIO
YBUAETb BUOEONPOU3BEAEHWE BO BCer ero nonHote®. Takaa dyHaaMeH-
TaSlbHaA HexBaTKa BMAMMOro NpeBpallaeTca B BbI30B AJ1A 3pUTENA, Koraa
BOCMpHUATUE 0bopayMBaeTCA y4acTUEM.

Tem He MeHee, NapagoKcanbHbIM 06pa3oM Cuna, KoTopasa BbICBO-
6oxaaeTcA B aKTMBHbIX KapTuHax [Nonnoka, coegnHAET 3MOLMOHaNBbHYHO
nctoputo 6enoro Kyba c ee napagamurmaTM4eCKMM NPOTUBHUKOM — Yep-
HbiM AwrKoMm. C 1945 roga oTHOLWEHWE K COBPEMEHHOMY MCKYCCTBY BbINIo
HeoTAENMMO OT penpeseHTaTUBHbIX GyHKLMM Benoro Kyba, ero obpam-
nAawouero yctponctea. B 6enom kybe 06beKT oTAeneH oT CBOEro UCTUH-
HOrO OKPYHEHMA, W 3Ta AEKOHTEKCTyanM3auma NoAHUMAaeT ero Ao cTa-
Tyca npousseneHna nckycctea. [na xusonucu Monnoka «ycuneHHoe
NPUCYTCTBME» PAaBHOMEPHO OCBELLLEHHOr0, «6enoro, naeansHOro npo-
CTpaHCTBa» CTAaHOBWUTCA AEeKOpaLMAMK AN1A NPeacTaBleHNA 3K3UCTEHLM-
aNIbHOrO acreKTa 9KCNPECCHM — BOMJIOLLEHWUE CBASKK «XyAOMHUK-006b-
eKT» B 06pa3e — pacKpblBas MPaKTUHECKN apXeTUMUYECKUM 3CTETUHECKHUI
addekT’. BusyarnbHana xapakTEPUCTMKA SKpaHa KaKk CLEHbl A8 XyLOKHMU-
Ka-aKkTepa, KoTopyto Aan XaHc HamyT, B COBpeMEHHOM KOHTEKCTe O3Ha-
4aeT YepHbIM ALLMK, M 3TO HOBOE None AeMCTBUM Ana ny6nuku. YepHoin
AWK pearnpyeT Ha onbIT NpoeurpyemMbix 06pa3oB 1 3BYKOBOKM ApamaTyp-
rMK, M Yepe3 UMHTEHCMBHOCTb CTUMYNTMPYEMbIX AMOLIMIA B KOHEYHOM cyeTe
B3aMMOLENCTBYET C HApPaTUBHLIMKU CTPYKTYPaMu1 1 CBEPXHYBCTBEHHBIMU
cueHamu. bparan O'doapTH, BeAyWwMiA aHaIMTUK UAE0NOorMK 6enoro
Kyba, yKasbiBaeT, 4To B 6€10M Kybe COeAMHUTUCH «HEYTO OT CBATOCTH
LlepKBH, MOPALOK B 3aNe CyAa, MUCTUKa SKCneprMMeHTanbHOW nabopaTto-
PYW M POCKOLLHBIM OU3alH — BCe AJ1A TOro, 4TOObl NPOM3BECTH Ha CBET
YHWKanbHOE KyNbTOBOE NPOCTPaHCTBO 3CTETUKM»®. Ecnin aTo Tak, TO Yep-
HbIM ALLMK NPUHALANERMT ICTETUKE, COOTBETCTBYIOLLEN NPOCTPaHCTBY
COBPEMEHHOCTH, TOW, 4TO TpebyeT AUCTaHLIMPOBAHHOCTH U ONULLETBOPAET
€0MHCTBO. HepHbIM ALK 3aBOPaAKMBAET, TaK KaK ero Marua nNpuHaaIexuT
coBepLleHHO MHOoMY nopsaaKy. OH YepraeT CBOM CUIbl, OXMBIIAA CTUMY-
TMPYIOLLYIO 9CTETUKY, YKOPEHEHHYIO B 9¢pdeKTe NPUCYTCTBUA CMEKTAKNA,
4TO yKa3blBaeT Ha TeaTpasnbHoe obasaHWe HEeM3BECTHOIO, HEMOCTUHMMOIO.
Morpy#eHHble B MNNIO30PHbLIE MUPBI BUAEONPOCTPAHCTB, 3pUTEN MOryT
nepeceyb NOPOr HEM3MEPUMOrO, HE NMOABEPras PUCKY CBOKO COOCTBEH-
Hyto $dH13nyecKyto 6e30NacHOCTb.

3 Bopyic Mpoiic 3apan BoNpoc, No4eMy aKTyasbHan Xy[OMeCTBEHHAA NPOAYKLMA CNeAYeT NMHM Pa3BUTHA
N0 HarnpasNEeHNIO K apTUKYNALMKM <HEBUAMMOCTM» METOaMM MEXaHNYECKOr0 NPOM3BOACTBA UIbMOB.
MocTonbKy, NOCKOMbKY OHa BOCCTAHABNIMBAET MPOCTPAHCTBEHHBIE NapameTpbl, 06bIYHbIE A1A BOCMPUATHA
$1nbMOB, Nepeonpeensn 1x BPEMEHHbIE NapameTphl, 1 TOrAa CTAHOBUTCH, B CYLLIHOCTH, HEBO3MOKHO
yBUAETL paboTy LIENMKOM B pamKkax My3erHoro nokasa. Cwm.: immaterial Communication’ (6ecena memay
Ypcynoi ®poe, Bopucom Mpoiicom u MeTepom Baitbenem) 8 cbopHmre Annette W, Balkema and Henk
Slager (eds.), Concepts on the Move, Amsterdam and New York: Lier en Boog, 2002. Mogpo6Ho o «Tem-
HEoLLMX BbICTaBOYHbIX NpocTpaHcTBax» Cwm.: Boris Groys, Die Logik der Sammlung, Munich: Carl Hanser
Verlag, 1997, p.22. O suaeonHctannauuax 1990-x Cwm.: Take Ursula Frohne (ed.), video cult/ures, Cologne:
DuMont, 1999.

4 Brian O'Doherty, Inside the White Cube: The Ideology of the Gallery Space, Berkeley: University of
California Press, 1986, p.14.

5 Cwm.: Tam e, ¢.14.

only by the inclusion of time as a point of reference

in its own right, but also by the atmosphere generated
by sequences of images lighting up in the dark, often
with acoustic accompaniment.

From the White Cube to the Black Box

Sam Taylor-Wood belongs to the generation
of artists whose working methods have absorbed
the cinematic experience. Their installations transform
the static, presentational space of the museum into
a space for projection and illusion. Relating the all-en-
compassing effect of Pollock’s paintings to the present,
we can now say that the artistic practice of the past two
decades has turned the black box into the new arena
for the dissimulation of the frame. The black box has
become a sphere for virtual events, where the public
experiences moving pictures as engrossing images
that stimulate the senses, while the boundary between
the self and visual representation blurs. The museum
itself is undergoing a metamorphosis, and is becom-
ing a cinema in-process, in which, as Boris Groys has
noted, the necessity for darkness creates a state of in-
visibility that often fuses with the structural impossibility
of viewing a video work in its entirety®. This fundamental
lack of visibility becomes a challenge for the observer as
perception turns into participation.

Paradoxically, however, the power that unfolds
in Pollock’s action paintings connects the affec-
tive history of the white cube closely with that of its
paradigmatic opposite, the black box. Since 1945,
the reception of modern art has been inseparably
united with the representative function of the white
cube as a framing device. In a white cube, an object
is dissociated from its real surroundings, and this
de-contextualisation elevates the object to the status
of an artwork. For Pollock’s painting, the “intensi-
fied presence” of the evenly lit, “white, ideal space”
became the setting for the performance of an ex-
istential aspect of expression — the embodiment of
the artist-subject in the image — revealing a practically
archetypical aesthetic effect*. Hans Namuth’s visual
characterisation of the screen as a “stage” for the art-
ist-actor has evolved in the contemporary context into
the black box, the new field of action for the public.
The black box reacts to the experience of projected
images and sound dramaturgies, and, through the in-
tensity of stimulated emotions, it ultimately interacts
with narrative structures and numinous scenes. Brian
O'Doherty, a leading analyst of the white-cube ideol-
ogy, states that the white cube connects “some of
the sanctity of the church, the formality of the court-
room, the mystique of the experimental laboratory”
with “chic design to produce a unique cult space

3 Boris Groys addressed the question of why contemporary artistic
production follows a line of development toward the articulation

of “invisibility” by means of mechanical film-production methods,

in so far as it traces the spatial parameters common to film reception
by overdetermining its temporal parameters and making it virtually
impossible to see the whole work under the conditions of a museum
display. See “lImmaterial Communication” (a conversation between
Ursula Frohne, Boris Groys and Peter Weibel), in Annette W. Balkema
and Henk Slager (eds.), Concepts on the Move, Amsterdam and New
York: Lier en Boog, 2002. For more on “Darkening Exhibition Spaces”,
see Boris Groys, Die Logik der Sammlung, Munich: Carl Hanser Verlag,
1997, p.22. For a reflection on video installations in the 1990s, see also
Ursula Frohne (ed.), video cult/ures, Cologne: DuMont, 1999.

4 Brian O'Doherty, Inside the White Cube: The Ideology of the Gallery
Space, Berkeley: University of California Press, 1986, p.14.



of aesthetics™. If this is so, then the black box is

the aesthetic that corresponds to the space of mo-
dernity, one that demands distance and embodies
unity. The black box fascinates because its magic is
of an entirely different order. It draws its power from
the revitalisation of a stimulating aesthetic rooted in
the immersive effect of the spectacle, which beckons
with the theatrical allure of the unknown. Immersed in
the illusory worlds of video spaces, viewers can cross
the threshold of the immeasurable without jeopardis-
ing their own physical safety.

The Art Of The Spectacle

Cinema itself is inextricably linked with modern-
ism in our culture’s metamorphosis into a cinephilic
one through mass media. Regardless of whether its
forerunners were the panorama, the wax museum,
the amusement park or the architecture of nineteenth-
century metropolises that brought about the flaneur,
cinema evolved into the pinnacle medium of the twen-
tiethcentury entertainment industry, doing so despite
(or perhaps because of) its popularisation through
television. Cinema has decisively shaped the artistic
developments of the past decades with an aesthetic
that even Erwin Panofsky recognised as a “neces-
sity” of modern life rather than as an "adornment”®.
In spite of its technological sophistication, something
survived in cinema that was uncanny to modernism:
the popular rhetoric of nineteenth-century simulation
embodied in the narrative style known as melodrama.
To this day the core of the entertainment culture
is based on this development — on people yearn-
ing to be in other places, taking on other identities.
Viewers achieve such transitions and transformations
by means of emotional affect and the perfect illu-
sion — an illusion that uses optical effects and new
visual technologies that make the frame of reference,
by which the image is conventionally characterised,
disappear. Blurring the boundary between spectator
and spectacle allows viewers to imagine themselves
as being part of what affects their perception’.

5 Ibid., p.14.

6 See Erwin Panofsky, “Style and Medium in the Motion Pictures”,
Three Essays on Style (ed. Irving Lavin), Cambridge, Mass.: The MIT
Press, 1995, p.122. For a critical exegesis of Panofsky's essay,
characterising his approach to the aesthetic experience of film

as an attempt to safeguard a concept of reality, which had been

lost in the destruction of the illusionary space in abstract art, see
Regine Prange, “Stil und Medium. Panofsky “On Movies” (ed. Bruno
Reudenbach), Erwin Panofsky. Beitrage des Symposiums, Hamburg
1992, Berlin: Akademie Verlag 1994, pp.171-90. For the relation
between art and cinema, see also Thomas Hensel, Klaus Kriiger

and Tanja Michalsky (eds.), Das bewegte Bild.Reudenbach), Erwin
Panofsky. Beitrage des Symposiums, Hamburg 1992, Berlin: Akademie
Verlag 1994, pp.171-90. For the relation between art and cinema, see
also Thomas Hensel, Klaus Kriiger and Tanja Michalsky (eds.), Das
bewegte Bild. Film und Kunst, Munich: Wilhelm Fink Verlag, 2006.

7 Early film spectacles such as those by Anthony Griffiths, on the other
hand, imitated the panoramas of English landscape paintings or
Francesco Piranesi's spatial caprices. They seem to quote the visual
practices of the panorama, the forerunner of Cinemascope, which also
attempted to convey a total illusion — suggesting to the viewer that he
or she had reached another place simply by looking at something, and
without having had to physically move location. See Kerry Brougher,
“Hitch-Hiking in Dreamscapes”, NotoOrious: Alfred Hitchcock and
Contemporary Art (ed. Kerry Brougher and Michael Tarantino), Oxford:
Museum of Modern Art, 1999. Today's theme parks and hotels in Las
Vegas and Japan are another variation on this particular pleasure:
fairy-tale settings that provide a dream world for visitors, where

the eternal boredom of ordinary life is temporarily set aglow by means

NUcKyccTBO TeaTpanbHOro gemcTea

RuHematorpad cam no cebe cnoxHbiM 06pa3om CBA3aH C MOAEepP-
HW3MOM, C MpeBpaLLeHNeM Haller KynsTypbl Yepe3 MaccMeana B CUHe-
dunbcryto. Hezasmcrumo oT Toro, 6binu v ero NpeaLecTBEHHUKaMH
naHopambl, My3en BOCKOBbIX pUryp, NapKK pasBrnedyeHnn Minm apxmTeK-
Typa meTpononucos XIX BeKa, Bbi3BaBLUAA K MM3HW heHOMeH ¢praHepa,
KWHemaTorpad 3BOSIOLMOHUPOBAN B MMaBHbIM BUL, MHOYCTPUM pas-
BNeYeHW BeKa ABafLaToro, HECMOTPA Ha BCIO MOMYNAPHOCTb TeNeBu-
neHua (unu 6naropaps en). KuHematorpad okoHYatensHo opopmun
XyAOMECTBEHHOE pa3BUTUE NOCNEAHWUX AECATUIETUI C MOMOLLbIO 3CTe-
TUKK, B KOTOpoK aawxe DpBuH NaHodcKuiM npuaHan, ckopee, «<Heobxo-
AMMOCTb» COBPEMEHHOM HM3HH, YeM ee «yKpalleHue»®. Ho HecmoTps
Ha BCE TEXHONMOrMYECKHUE YXULLPEHUA, B KMHEMaTorpade COXpaHUIoCh
HeYTo, YTO MOAEPHU3MY OTBPATUTENBHO: NOMYNAPHaA PUTOPHUKa Noapa-
waHua XIX BeKy, BONnoweHHaA B NOBECTBOBATENIbHOM CTU/IE, U3BECTHOM
Kak menogpama. [lo cerogHALHero AHA cepaLeBMHa KynbTypbl passreve-
HWWA OCHOBaHa Ha 9TOM AOCTUHEHWU — Ha JIIOAAX, MEYTAIOLLMX OKa3aTbCA
B APYroM MecTe, O6biTb KEM-TO APYrvM. 3pUTENW AOCTUratoT NOJOOHbIX
nepexoaoB M NpeobparkeHn NoCpeaCcTBOM IMOLMOHaNBHOr0O adpderTa
W COBEPLUEHHOM WIIO3UM — UINIO3UK, UCMOSb3YIOLLLEN ONTUYECKHE
9¢pPeKTbl M HOBbIE BM3yaslbHblE TEXHONIOMMM, 3aCTaBMAIOWME CHE3HY T
CUCTEeMy KOOpAMHAT, B KOTOPOKM 06pas BbIMMAAWUT NPUBLIYHEIM AJ1A HAC
obpasom. Horpga pasmbiBaeTCcA rpaHMLa Mexay 3pefLLem U 3puTenem,
TO NOCNeAHUHM MOXET NpeacTaBuTb cebA YacTbIo TOro, YTO 3aTparmeaeT
ero BocnpuAaTue’.

Moao6Hyto CTUMYNMPYHOLLYIO SCTETMKY BrepBble HavYanu Mccneno-
Batb ewe B XIX cronetun. Hanpumep, aHrnuiickue (NensamHbie) napku,
NPUXOTIMBO CMNNAaHUPOBAHHBIE TaK, YTOOb! ObITb MOXOMMMK Ha OMKMBLLYHO
KapTWHY, MO KOTOPOM MPOryNMBalOTCA MOCETUTENN, MOXHO paccMaTpuBaTh
KaK NpUMep NPaKTUKK NOrPYHEHUA, MPEABOCXUTHUBLUEN KMHeMaTorpadm-
Yyeckue addeKTbl [onnmByaa B CBOMX NOMbITKaX NEPEHECTH FMOCTEN B UHbIE
peanbHocTh. AnekcaHap Noyn onuckiBaeT, Kak MCKYCHO ObINK CKPbIThI
M3ropoau B TaKUX Cafax, KaK NoavyepKHyTbl Oblv BCE M3MEHEHMA Nem-
3ara, KaKk TBOPYECKM ObINK paccTaBrieHbl NPUYyaMBbIe 30aHUA B popme
aHTUYHbBIX XPaMOB M NaMATHUKOB, PYWH, NOACBEYEHHbIX POHTAHOB M CTPaH-
HbIX FPOTOB, AOMKEHCTBYIOLWME YANBNATL Ny6nnKy. Ero KommeHTapum
CBWAETENbCTBYET O TOM, KaK BefMKa bblna Hy®aa B MN030PHbIX addeK-
Tax, OAHOBPEMEHHO MOAPAKAOLLMX PEANIbHOCTH U NPHUYKpaLLMBaOLLMX
ee®. B aT0T e neprop NoABNAETCA M FOTUYECKWIA POMaH, BO3BELLLAIOLLMHA,
4YTO OTHbIHE BCE AMOLMOHaANbHOE, HamnomHALWwee YyBCTBOM byaeT cpen-
CTBOM pasBfiedeHuA. Takom xof, pasBrTUA COOLITUI NPEB3OLLEN BCE OHM-

6 Cwm.: Erwin Panofsky, ‘Style and Medium in the Motion Pictures, Three Essays on Style (ed. Irving Lavin),
Cambridge, Mass.: The MIT Press, 1995, p.122. Kputnuyecknit ak3eresnc acce NaHodckoro, xapakte- S
PUCTMKA ero MOAXOAA K 3CTETUYECKOMY NEPEKMBaHHIO GUIBMA KaK MoMbITKa coxpannTs KoHuenumo O\
PEeasIbHOCTH, NOTEPAHHYIO BO BPEMA Pa3pyLUEHNA UIMIO30PHOTO NPOCTPAHCTBA B a6CTPAKTHOM MCKYCCTBE |
Cwm.: Regine Prange, ‘Stil und Medium. Panofsky «On Movies»' (ed. Bruno Reudenbach), Erwin Panofsky.
Beitrnge des Symposiums, Hamburg 1992, Berlin: Akademie Verlag 1994, pp.171-90. O6 oTHoLueHw-

AX MEMKIY MCKYCCTBOM M KuHo CMm.: Takie Thomas Hensel, Klaus Kruger 1 Tanja Michalsky (eds.), Das
bewegte Bild. Film und Kunst, Munich: Wilhelm Fink Verlag, 2006.

7 MepBble KMHo3penuia (Hanprmep, CHATbIE SHTOHM MPUPGPUTCOM), C APYrOi CTOPOHBI, NOApPaKani
aHIMMACKMM NaHALWadTHLIM KapThHAM WK NPOCTPaHCTBEHHLIM dpaHTasnAM PpaHyecKo MNupaHesn. Mo Beei
BUAMMOCTH, OHW LIMTUPOBASTM BU3yasibHble MPaKTUKK NaHopambl, MPeALIECTBEHHNLIbI CUHEMACKONA,

KOTOpaA TOMe MbiTanack Co3zaTh NOMHYIO UMIO3MIO — BHYLUAA 3PUTESNAM, YTO OHW AOCTUIIN APYroro MecTa,
npocTo MAAA Ha Hero, 6e3 HeobxoanmocT dramndeckn nepemetatsca. Cwm.: Kerry Brougher, *Hitch-Hiking
in Dreamscapes', Notorious: Alfred Hitchcock and Contemporary Art (ed. Kerry Brougher and Michael
Tarantino), Oxford: Museum of Modern Art, 1999. CeroaHsaluHe TeMaTUYECKUE NAPKK OTAbIXA 1 OTENH

B Jlac-Berace v AnoHun npesctasnAtoT coboit eLé ofHy BapuaLMio 3TOr0 KOHKPETHOrO YA0BONLCTBHA:
CKa304Hble [eKopaLni Co3aaloT ANA NOCETUTENEN MUP MEYThI; TaM BEYHAA CKyKa OBbIHHOM MMU3HK BpEMEH-
HO cropaeT B abCONIOTHOM HeMoCPeACTBEHHOCTH NEPEHMBAHNA. ITO MOMHO CPaBHUTL C KMHOMOCTAHOBKaMMU.

8 Cm.: The Works of Alexander Pope, esq, vol.IX, London 1757, Letter XL, ‘A confutation about defining a
garden, various opinions and some general reflections». Cm.: Takse: http://books.google.de/books?id=IQcf
AAAAMAAJ&printsec=frontcover&dg=inauthor:Alexander+inauthor: Pope&Ir=#PPP1, M1 (last accessed
20 February 2008).



naHua Ppuppuxa LLinerens, KoTopbii NPOPOYECTBOBAN O «pacnpPoCTpaHe-
HWU SCTETUKM MHTEPECHOr0»°.

ScTeTHUKa pUMenKa

[JerpapnpoBasLumi Ao cpeacTBa MacCOBOroO passreveHna bnaropapa
lonnueyay, KMHemaTorpad Nepemnn CBoe XyO0KECTBEHHOE BO3BbILLEHNWE
C NOMOLLbIO BUAEO. AKTyasIbHblE BUAEOUHCTANNALMM HE MPOCTO 3aUMCTBYHOT
9 PeKTbl UOEHTUPUKALMM NYBMKK, KOTOPbIE AENAIOT YCMELLHBIMK KOMMEpP-
yeckue GUIbMbI, OHW TaKKE MCNOMb3YHOT AUCTaHLMPYIOLLMIA NoaXod, CO3Ha-
TeNnbHO NOpOoMHAan B 3puUTene pasovapoBaHue. B To xe camoe BpemMA oHM
04EBUOHO OTOANAIOTCA OT BU3YaslbHbIX 3PHEKTOB XyL0KECTBEHHOIO GMIbMA,
KaK Obl1o0 NPOAEMOHCTPUPOBaHO B BawHOM pabote KOnunaHHbI PeGeHTuL
06 3CTETUYECKOM PEHOMEHE KMHEMATOrPapUUECKHX MHCTaNNALMIA™. [MpoLuno
OKOJ10 CTa NET C MOMEHTA POHAEHUA KMHeMaTorpada, U XyLoHKECTBEHHbIM
«PUMENK» UCTONb3YET PasfiMiHbie METOAbI U CTEMEHW OTHYKAEHWS, YTOObI
BEPHYTb KMHOKIIACCHKY K €€ 3NeMEHTaPHbLIM CTPYKTYpaM, KPUTUHECKK OCBE-
LA MCTOPMIO 3TOMO BUAA MCKYCCTBA C MOMOLLBIO aHATIMTUYECKMX NPOoLLEayp.
Crpaterunu, KOTopble «OTHYKOAKT» OPUrMHATIBHBIE GHITbMBI, UCMOBL3Y-
FOTCA COBPEMEHHBIMM XyLOKHUKAMK KaK CPefCTBa UCCef0BaHWA BOCTPHSA-
TWA KMHO. TEXHWMYECKME acreKTbl KuHematorpada ye CTanm Ona sputenen
KYNIETYPHBIMU KOHCTaHTaMM (Hanpumep, «KUHeMaTorpadUIEcKUil XxapaK-
Tep» YePHOro NPOCTPAHCTBA, YCNOBHbIM HApPPAaTHB, MPEOCTABAOLLMIA TeYe-
HWe CHoMeTa C MOMOLLbHO MOCNeA0BaTENIbHOCTU 00Pa30B, TEXHWMKKU MOHTaMa,
CO3LA0LME UIITTHOBUIO «HACTOALLIEH HU3HU»).

Co0oTBeTCTBEHHO AJ1A XYOO0KHUKOB NMOCTKUHEMATOrPadUYEeCKOM
3pbl, KMHemaTorpad v GpuUbM MHTEPECHBI NPEKOE BCErO HE KaK Npu-
Mepbl OMNpefesieHHbIX ¥aHPOB, HO KaK XPaHWUMMLLA CbIPOrO BU3yaslbHOro
mMaTepuarna, HaBOAHAIOLWErO UNFOCTPUPOBaHHbIE MUPbI MOBCEOHEB-

9 Friedrich Schlegel, Uber das Studium der griechischen Poesie. Kritische Friedrich-Schlegel-Ausgabe (ed.
Ernst Behler) Bd.1., Munich, Paderborn and Vienna: Schoningh, 1979, pp.217-367.

10 Cwm.: Juliane Rebentisch, ‘c) Die kinematographische Installation (Boris Groys, Walter Benjamin) ',
Aesthetik der Installation, Frankfurt/M: Suhrkamp, 2003, pp.179-207.

This sort of stimulating aesthetic first began
to be investigated as early as the eighteenth century.
For example, English gardens, imaginatively land-
scaped as living paintings through which one could
stroll, can be regarded as immersion practices that
foreshadowed the cinematic effects of Hollywood
in their attempts to transport the visitor to different
realities. Alexander Pope describes the artful con-
cealment of fences in such gardens; the alternation
of landscape accents; and creatively staged surprise-
effects in the form of follies built to look like classical
temples and monuments, ruins, illuminated fountains
and bizarre grottos. His commentary documents
a basic need for illusory effects that both imitate and
exaggerate real life®. The emergence of the Gothic
novel in this period heralds the theme of overwhelm-
ing attraction and emotional stimulation as a medium
of entertainment, a development that was to go far
beyond Friedrich Schlegel’s articulated prophecy of
an “escalation of the aesthetic of the interesting™.

The Aesthetic Of The Remake

Degraded to a mass medium by Hollywood, film
has experienced its artistic elevation through the me-
dium of video. Contemporary video installations do
not simply employ the effects of audience identifica-
tion that make commercial entertainment films suc-
cessful; they also employ distancing approaches that

of the absolute immediacy of the experience, in comparable fashion to
a scene from a film.

8 See The Works of Alexander Pope, esq, vol.lx, London 1757, Letter
xL, “A confutation about defining a garden, various opinions and some
general reflections”. Also: http://books.google.de/books?id=IQcfAAA
AMAAJ&printsec=front cover&dq=inauthor:Alexander+inauthor:

9 Friedrich Schlegel, Uber das Studium der griechischen Poesie.
Kritische Friedrich-Schlegel-Ausgabe (ed. Ernst Behler) Bd.1., Munich,
Paderborn and Vienna: Schéningh, 1979, pp.217-367.



consciously instil disillusionment within the observer,
at the same time as creating a palpable detachment
from the visual effects of cinematographic fictions, as
has been shown by Juliane Rebentisch’s illuminating
analysis concerning the aesthetic phenomena of cin-
ematographic installations'. Roughly one hundred
years since the birth of film, the artistic “remake” uses
various methods and degrees of alienation to bring
film classics back to their elementary structures, criti-
cally illuminating the history of the medium'’s effects
through analytical procedures. Such strategies that
alienate “original” films are employed by contemporary
artists as a means of exploring the reception of cin-
ema, the technical aspects of which have become
cultural constants for spectators (i.e. the “cinematic
character” of the black space, the conventional nar-
rative that presents the flow of the plot in sequences
of images, the montage techniques that create the il-
lusion of “real life").

Accordingly, for artists of the post-cinematic
era, cinema and film are not interesting primarily as
examples of particular genres, but as repositories
of the raw visual materials that flood the pictorial
worlds of ordinary culture''. Two general tendencies

10 See Juliane Rebentisch, “c) Dig kinematographische Installation
(Boris Groys, Walter Benjamin)”, Asthetik der Installation, Frankfurt/M:
Suhrkamp, 2003, pp.179-207.

11 The emergence of non-linear structures and the possibility for
interactive audience participation from expanded cinema through
television, video and electronic media has been prompted by a desire
to investigate communication structures and the relevant electronic
possibilities. The disruption of the holistic cinematic experience

is generally referred to by the term post-cinematic. See Peter
Greenaway, “Toward a re-invention of cinema’, Variety Cinema Militans
Lecture, The Netherlands, 2003; also cited by Matthew Clayfield,

‘A Cinema Exploded: Notes on the Development of Some Post
Cinematic Forms”, www.braintrustdv. com/essays/cinema-exploded.
html (last accessed 22 February 2008).

1. Doug Aitken, Electric Earth,
1999, Video Still. © Doug
Aitken

2. Janet Cardiff/ George Bures
Miller, The Paradise Institute,
2001, Installation. Courtesy
Galerie Barabara Weiss,
Berlin

3. Steve McQueen, Deadpan,
1997. 16mm black-andwhite
film, video transfer, silent,
4'30". Courtesy Thomas
dane gallery, London

4. Douglas Gordon, 24 Hour
Psycho, 1993. Courtesy
Gagosian Gallery

B. Isabell Heimerdinger, Interior,
1997-2000. C-Prints,

122 x 162.5 cm each Cour-
tesy Meyer Riegger Galerie,
Karlsruhe

HoM KynbTypbl''. B Mx TBOpUECKNX METOAAX MOKHO Pas3nnMunTb ABe obLime
TeHAeHuMn'2 NepBas, K KOTOPOW NpUHaAIeKaT BUAEOUHCTAIALMKN TaKKX
XyOOMHMKOB, KaKk [ununott Puct u [yr AiTkeH, yTBepanTensHO oTee-
YyaeT Ha WUNIO30PHbIE, SMOLIMOHASTbHbBIE NMPUHLMIMBEI KUHEMaTOr padpruiecKmx
napameTpoB. DT MHCTANALMM CO3LA0T LieSibHble MPOCTPaHCTBEHHbBIE
93¢ deKTbl C MOMOLLBIO MPEBOCXOAHO NOAXOAALLMX APYT Apyry o6pa3os

W 3BYKOB, 3axBaTbIBAOLLMX 3PUTENA U NOrPYyHatOLLMX €r0 B HEKUM MMMHO-
TU3UPYHOLLMIM Kamydnax peanbHocTH. [AnAa goctukeHna nogobHbix addek-
TOB OHW HaMepPEHHO UCMOSb3YOT NPOPECCHOHATbHbBIE NMPUEMbI MOHTaMa

W BeCb TexHonornyeckun peneptyap MTB v lonnueyna, npunaras Bce
YCWNKA, YTOBbI OLLENTIOMWUTL 3pUTENA U BU3YallbHO, U aKyCTMYECKU. B Takux
MMMEPCHUBHbIX MHCTaNNALMAX OCHOBHBLIM POKYCOM ABNAETCA UCCeaoBa-
HWe MerHCTpUMa. 34eckb Mbl BUAMM HEOBXOOMMOCTb NPOopLIBa 3a npe-
Aenbl, enaHne HeobblYHbIX OLLYLLLEHWH, MOAO0BHbLIX TEM, YTO UCMbITLIBAIOT
BO BPEMA perBa WK Ha AUCKOTEKe, MPOHKUKAIOLLYIO BClogy TEXHOOo-

rMHo, MarHeTM3m MHGOPMaLIMOHHOIO MOTOKA, BIMAHWE CPEACTB MacCOBOM
MHbOPMaLMK Ha BCE CTOPOHbLI COBPEMEHHOM KYNbTYpbl, NPUTAraTeNbHOCTb
CHKOPOCTM 1 06aAHNe BO3MOXHOM BE34EeCYLLHOCTH — GyTyprCTUYe-

CKoe obellaHne megma.

Bropoe, 6onee 4eTKo onpeneneHHoe KOHLENTyanbHO Hanpas- g
neHue B BUAEOMHCTaNALMMK, PacKpbiBaeT CYLLHOCTb KMHO U Meana-
KynbTypbl — 3TO XOpoLo obaymaHHble cnektaknu. Paboraa ¢ apxvs- o
HbIMW MaTepuanamm 1 «<MKOHaMM» KMHO- U TENEBU3MOHHON UCTOPUK, (]
TaKuWe XyAoXHHWKM, kak Oyrnac MopaoH v Mbep KOur packpbiBatoT

11 MNoABneHWe HeNMHEMHBIX CTPYKTYP M BO3MOMHOCTM Y4aCTUA MHTEPAKTUBHOM ayANTOPUA U3 PACLUMPEHHO-
ro Yepes TeneBuAEH1e, BUAEO W ANMEKTPOHHOE Meama KnHemaTtorpada, 6bino BbI3BaHO K HM3HU HenaHuem
MCCNEAO0BaTb KOMMYHWUKALMOHHBIE CTPYKTYPbI M COOTBETCTBYIOLLME 3MEKTPOHHbIE BO3MOKHOCTH. Paspbis
LIENOCTHOIO KUHEMATOrPapUYECKOro BOCIPUATUA 06bIHHO 0603HA4AETCA TEPMUHOM «MOCTKUHEMATOrpa-
dunueckniim. Cwm. Peter Greenaway, ‘Toward a re-invention of cinema’, Variety Cinema Militans Lecture, The
Netherlands, 2003; untnpyetca tarie B Matthew Clayfield, ‘A Cinema Exploded: Notes on the Development
of Some Post-Cinematic Forms', www.braintrustdv.com/essays/cinema-exploded.html (last accessed 22
February 2008).

12 O puMeiiKax, 0CHOBaHHbIX Ha KOMMMAALMKM HAMAEHHbIX OTCHATBIX MaTEPUANOB MK MaHWMYNALMN

B aKTyaslbHOM WcKyceTse cM. Stefano Basilico (ed.), Cut: Film as Found Object in Contemporary Video
(exh. cat.), Milwaukee: Milwaukee Art Museum, 2005; u Remakes (exh. cat.), Bordeaux: CAPC, Musee d'art
contemporain de Bordeaux, 2004.



pedneKTUBHbIE NOAXOAbI K MPUPOAE KMHOOOPa30B M MX OTHOLLEHHE K

TeM WwabrioHaM, KOTOpbIE HAaXOAATCA BHYTPU CKIIOHHOCTU 3pUTENA K UOEH-
TdUKaLKUK. DTU UMNYIbCI, OAHOBPEMEHHO MKOHOBOPYECKHE U 3aLLM-
LAKoLME MKOHBI, HEOTBEMEMBI OT O6LLEN KOHLENUMK pumerka. OHu
YKa3blBalOT Ha MHTEPEC K TpaHCHOPMHUPOBaHUIO 0ObIYHBIX MOAENeNn OTo-
OpameHna B KMHO, M 3Ta TeMa ABNAETCA GOKYCOM KamAoro ¢bopmasnbHOro
nepeocMbICNIEHNA HaWAeHHbIX MaTepuanos. BmecTo Toro 4tobbl yroxaatb
BCEOOLUEN Hamae KMHOIPENULL, NOApaKaa MaHepe Takux 3HaMEHMUTbIX
xMTOB, KaK «OkHo Bo aBop» (1954), «Tonosokpymwerune» (1958) u «[cu-
x03» (1960) Anbdpena Xuukora unm «Cunuit 6apxat» (1985) Oasuaa
JlnHua, aTM noaxoabl NPUBEKAOT BHUMAHWE K COCTOAHUIO KUHEMATO-
rpada Kak meauma, cmelwan GOoKyC OT PUMEHKa K KMHeMaTorpapuieckomy
«annaparty» («dispositif»), a noanMuma HabnogaTens CTaHOBUTCA HACTOA-
MM CHOXETOM Npou3BeaeHua. PacluenneHne nepcneKkTmBel 3puTensa
(Npvt NOMOLLM HECKOMBKUX MPOELMPYIOLLMX BUAEOYCTPONCTB, YABOEHUS,
pasfeneHHbIX 9KPaHOB, 3anasabiBaHus Mo BPEMEHU W T.4.) CBOAMT Ha HeT
npuHUMN naeHTuduKkaummn Kpuctmana Meua (c kamepo# unu aktepa-
MK)'2. Tosuumsa Habnopatens, KOTOpLIM BMIOTL A0 3TOr0 MOMEHTA Haxo-
OWNCA BHYTPW OnpeaesieHHON CUCTEMbI KOOPAMHAT BHYTPU NPOCTpaHCTBa
My3ef UM KMHOTeaTpa, TepAeT CBOK YBEPEHHOCTb KacaTeslbHO 06b-
€KTa BOCMNPUATUA. DTO NPOUCXOAWUT U3-3a TOrO, YTO BO BPEMSA NMPOCMO-
Tpa M3obparkeHn CNoCOBHOCTU CUHTE3NPOBaTb MHPOPMALIMIO BpoLLeH
BbI30B C MOMOLLbIO BPEMEHHbIX YCIOBUIM BU3yasilbHOro oco3HaHuaA. PyHpa-
MeHTanbHaA AecTabunuaauuna 3puTend, KOTOPYH 3To BReYeT 3a cobon, —
ele 6onee oTAroweHHan ero cBob6oa0M NePeaBUHEHMA NO UHCTANNA-
LMK — 3TO NepBHYHAA XapaKTePUCTMKa NapaaurmMmanbHOro npeobparKeHnn
My3eMHOM 06CTaHOBKM M3 CUTYyaLMK, CPOKYCUPOBAHHOM Ha OMTHUYECKOM
peLenuun Habntogatenem paboTkl B Ty, YTO COCpeaoTa4ynMBaeTCA Ha OTBET-
CTBEHHOCTM CMOTpSALLEero',

13 Cm.: Christian Metz, The Imaginary Signifier: Psychoanalysis and the Cinema, Bloomington: Indiana
University Press, 1982

14 Moapo6Hee 06 aToM cM.: KommeHTapuu [poiica B ‘Immaterial Communication’, op. cit. AHTonorua Henas-
HWX BUAEO-, KMHO- M KOMMBIOTEPHBIX MPOM3BEAEHNN ncKyceTea. Cm.: Jeffrey Shaw and Peter Weibel (eds.),
Future Cinema: The Cinematic Imaginary after Film, Cambridge, Mass.: The MIT Press, 2003. Co6paHus
Buaeoapta: Ingvild Goetz and Stephan Urbaschek (eds.), Fast Forward: Media Art Sammlung Goetz, Munich:
Kunstverlag Ingvild Goetz, 2003; a Takme Joachim Jager, Gabriele Knapstein u Anette Husch (eds.),
Jenseits des Kinos. Die Kunst der Projektion. Filme, Videos und Installationen von 1963 bis 2005, Werke
aus der Friedrich Christian Flick Collection im Hamburger Bahnhof, der Kramlich Collection und aderen
Sammlungen, Ostfildern: Hatje Cantz Verlag, 2006.

1. Pipilotti Rist, Sip My Ocean,
1996, Installation view
at Fundacié Joan Mird,
Barcelona. Photo: Pere
Pratdesaba, Fundacié Joan
Miré. Courtesy the artist and
Hauser & Wirth

can be discerned in their working methods'2 First,
video installations by artists such as Pipilotti Rist

and Doug Aitken respond affirmatively to the illusion-
ary, affective principles of the cinematic parameters
by creating spatial all-over effects through perfectly
matched images and sounds that captivate the viewer
in a kind of hypnotising reality camouflage. In order
to attain such effects, they consciously draw on pro-
fessional editing techniques and the entire techno-
logical repertoire from MTV to Hollywood production,
endeavouring to overwhelm the viewer, visually and
acoustically. In such immersive installations, the explo-
ration of mainstream themes are the focus of interest:
the need for transcendence; the desire for extraor-
dinary sensations, such as those experienced at

a rave or a dance club; the permeation of technology;
the magnetism of the information flood; mass media’s
influence on every area of contemporary culture;

the attraction of velocity; and the fascination of po-
tential omnipresence, which is the futuristic promise
of the media. Second, the other, more conceptu-

ally defined direction in video installation exposes
cinema and media culture as constructed spectacles.
Working with found footage and icons of film and
television history, artists such as Douglas Gordon
and Pierre Huyghe open up reflective approaches to
the nature of cinematic images and their relevance for
the patterns to be found within the viewer's inclina-
tion towards identification. These impulses, both
iconophilic as well as iconoclastic, are inherent in

the concept of the remake. They indicate an interest
in transforming the usual models of representation in
the cinema, a theme that is the focus of each formal
reframing of found materials. Rather than pandering
to the public’s need for filmic spectacle in the man-
ner of such famous cinematic hits as Alfred Hitch-
cock's Rear Window (1954), Vertigo (1958) and

12 For the remake based on found footage compilation or manipulation
in contemporary art, see Stefano Basilico (ed.), Cut: Film as Found
Object in Contemporary Video (exh. cat.), Milwau kee: Milwaukee Art
Museum, 2005; and Remakes (exh. cat.), Bordeaux: CAPC, Musée
d'art contemporain de Bordeaux, 2004.



Psycho (1960), or David Lynch’s Blue Velvet (1985),
these approaches draw attention to the conditions

of the medium itself, and by shifting the focus of

the remake to the cinematic dispositif, the position of
the observer becomes the actual subject of the work.
Splintering the viewer's perspective (through multiple-
viewers, double vision, split-screens, time-delay, etc.)
invalidates Christian Metz's principle of identification
with the camera (or actors)'3. The observer’s position,
which up until this point had experienced a defined
frame of reference within the space of a museum

or a cinema, loses its certainty regarding the object
of reception because his or her ability to synthesise
information when viewing images is challenged by
the temporal conditions of visual awareness. The fun-
damental destabilisation of the spectator that this
involves — further heightened by the spectator’s free-
dom of movement in front of individual installations —
is a prime characteristic of the paradigmatic trans-
formation of the museum setting from a situation that
focused on the viewer’s optical reception of the work
to one that focuses on the viewer's responsibility.

Representation As Visceral Experience

The experimental character of many video instal-
lations by younger generations of artists brings them
close to the realms of performance art. The sense
of immediacy achieved by the correlation between
stage directions and space recalls the performative
practices of the late 1960s and early 70s, which
focused mainly on the body and the mind, while social
and media conditions were explored through film and
video. In this respect, the works of the 1990s differ
fundamentally from early video works and the ap-
proach that shaped the artistic usage of the me-
dium until well into the late 80s. On the one hand,
the framework coordinates — which still remained
more or less intact in the monitor sculptures of, say,
Nam June Paik, Marie-Jo Lafontaine, Bruce Nauman
and Bill Viola — increasingly dissolve into variable im-
age fields.

Multiple projections onto walls, ceilings, floors
and free-standing screens transform the static
framework of the black box into an experience
of spatial infinity. Cinematographic formats allow for
kaleidoscopic panoramas of moving images, in which
the larger-than-life protagonists occupy the space
with an almost tangible corporeality, like actors on
a stage. On the other hand, the once minimal actions
of early video works make a transition from a “docu-
menting aesthetic” almost entirely devoid of stage
directions, towards theatrical micro-dramas that
involve the audience in psychologically charged nar-

13 See Christian Metz, The Imaginary Signifier: Psychoanalysis and
the Cinema, Bloomington: Indiana University Press, Forward: Media Art
Sammlung Goetz, 1982.

14 For more on this, see Groys's comments in “Immaterial
Communication”, op. cit. For an anthology on current video-, film- and
computer-based artworks, see Jeffrey Shaw and Peter Weibel (eds.),
Future Cinema: The Cinematic Imaginary after Film, Cambridge, Mass.:
The MIT Press, 2003. For collections of video art, see Ingvild Goetz
and Stephan Urbaschek (eds.), Fast Munich: Kunstverlag Ingvild Goetz,
2003; and Joachim Jager, Gabriele Knapstein and Anette Hiisch
(eds.), Jenseits des Kinos. Die Kunst der Projektion. Filme, Videos und
Installationen von 1963 bis 2005, Werke aus der Friedrich Christian
Flick Collection im Hamburger Bahnhof, der Kramlich Collection und
aderen Sammlungen, Ostfildern: Hatje Cantz Verlag, 2006.

PenpeseHTauua Kak BHYyTPEHHUH ONbIT

MHorue monopple XyAOHHUKN MPAKTUKYIOT 3KCNEePUMEHTabHBbIM
XapaKTep CBOWX BUAEOUHCTaNIALMMA, YTO NpUbNMKaeT nx K obnacTtm
nckyccTsa nepdpopmanca. OllylieHne HenocpeacTBEHHOCTH, AOCTUrae-
MOe KoppenaLnen Mexay CLEeHUYECKUMK peMapKkaMm M MPOCTPaHCTBOM,
HanomuHaeT nepdopmMaTMBHbIE NPAKTUKKU KoHUa 1960-x — Havana 70-x,
KOTOpPblE€ KOHLEHTPUPOBAIMCb B OCHOBHOM Ha Tene U Ayxe, B TO BPeMA
KaK couuasbHble MU MeAMaycrnoBuA MCCNef0BallMCh B KMHO U BUAEO.
B atom oTHoweHMKn paboTel 1990-x pyHAaMeHTaNbHBIM 06pa30oM OTNHYa-
toTcA oT bonee paHHUX BUAEONPOM3BEAEHWUM M Noaxoaa, ChopMUpPOBaB-
LLEero Xy4oMeCTBEHHOE MCMOSb30BaHWe 3TOro CpeAcTea BMIOTh A0 KOHLA
80-x. C oHOM CTOPOHbI, CMCTEMA KOOPAMHAT, KOTopaa ocTaBasach
6onee-meHee HETPOHYTOW, HaNpMMep, B CKyNbNTypax U3 MoHUTOpoB Ham
OxyH Marika, Mapu-rHo NadoHTteH, Bproca HaymaHa v Bunna Buonsl —
BCe 6onbLue 1 6onblue pacTBOPAETCA B U3MEHUYMBBIX MONAX M306pae-
HWA. MHOMeCTBEHHbIE MPOEKLMK Ha NOoS1, MOTOMOK, CTEHbl U CBOOOAHO
CTOALLME IKPaHbl TPAHCHOPMHUPYIOT CTAaTUHECKYIO OCHOBY YEPHOMO ALLMKA
B NepenBaHWe NpoCTpaHCTBEHHOM 6ecKoHeuHOoCTH. KHemaTtorpadu-
Yyeckue popmathbl NpeaycMaTpUBatloT KanemaoCKONMYecKne naHopambl
ABUKYLLMXCA 06pa30B, B KOTOPbIX rMNeppeasibHble NePCOHaKM 3aHW-
MaroT NPOCTPAHCTBO C MOYTK OCA3AEMOW TENIECHOCTbLIO, KaK aKkTepbl Ha
cueHe. C opyroi CTOpoHbl, MUHUMasIbHOE AEeMCTBUE PaHHWX BUOAEOPa6OT
TpaHCHOPMHUPYETCA OT «AOKYMEHTUPYHOLLLEN ICTETUKK», MOYTU MNONHOCThLIO
NULIEHHOM CLIEHUYECKMX PEMAPOK, B TeaTpasibHyt0 MUKpoapaMy, BoBre-
KaloLLO ayAUTOPUIO B NMCUXONOMMYECKM 3apAXKEHHbIE MOBECTBOBATENb-
Hble CTPYKTYPbI U BbIMbILLNIEHHbIE NMOCIEA,0BATENBHOCTH AMANOroB. Takum
06pa3om, posib, KOTOPYIO UCMOMNHAET 3pUTeSlb — 3TO TO JIM CBUAETENb,
TO N1M NOTEHLUManNbHbIM aKkTep. Tak npoucxoauT B paboTtax ToHu Ypcnepa,
Monuku Ocxnep v Sun-TTunabl AxTunbl.

OTa dopmMa «3CTETUKM BOCMPUATUA», KoTopyto Maikn ®Ppua KpUTHKO-
Basl 3a «BOOBGpaKaeMyto 3puTeSbHYHO NMO3ULMI0» C CaMOro Havyana, OCHO-
BbIBA€TCA Ha XapaKTepPHOM NCHUXONOrMK BOCNPHUATUA CO CKIIOHHOCThLIO
K NPeACTaBneHMAM, HaNnoMUHaloLLeN paHHWe AOKYMEHTaNbHbIe BUAEO
Haymana, Buto Akkorun, Kpuca BepaeHna v Oxoan OoHac'. HepasHue
paboTbl conocTaBnMbl ¢ 6oee paHHUMK B TOM CMbICTE, YTO OHW MCMOSb-
3YHOT YCUIIEHHOE C NMOMOLLBI0 Meara drandecKoe npucyTcTaue (BUPTY-
anbHOro) repos, YTo6bl AOHECTH BCENOroLWatoLLee oLLyLeHe AeHCTBUA
(HacTosAwemy) 3puTento. OHU TakmKe UCNONb3YOT GUBUYECKME, NCUXOMO-
rMYeCKUe N MHCTUTYLIMOHHBIE YCIOBMUA NOCTPOEHMA, HTOObI HAMEKHYTb Ha
CUTyaLMto, B3ATYIO M3 peasibHOM #n3HW. B Havane 1970-x, 4Tobbl 3anon-
HWTb NYCTOTY MEXAY XYOOKHUKOM U ayauTopuen, KuHematorpad 1 BUAEO
pacLUMPANM BU3yaslbHbIM CNEKTP XyAOKECTBEHHOrO MUPa, B KOTOPOM
AOMUHMpPOBanK Toraa neppomMaHchl U XenneHHrn. Ma3HavansHO OCHOBHOM
XapaKTEPUCTUKOM 3TUX XyOomeCTBEHHbIX popM 1960-x 66110 Hemno-
CPeACTBEHHOE NMPUCYTCTBUE UCMONMHUTENEN W 3PUTENEN, C aKLLEH-
TOM Ha «NPUCYTCTBUM W MecTe». BupgeonepdopmaHc nepeHan atu
CHUTYyaLMOHHO 06YCNOBMIEHHbIE XYA0HKECTBEHHbIE GOPMbI BbIPAKEHWA
W pa3sun ux ganee. beinn cospaHbl CNOKHBIE KOMMO3MLKK, B KOTO-
pbIX TECHO CMeTeHbl AEUCTBUE M 3an1caHHbIM Matepuan, npuyem
aypa ®MBOro AEeNCTBUA B KAYECTBE TOYKMU OPHUEHTaLMK AN1A NyOnnKK
HUWKOr4a Ha camoMm Jere He nponagana. Ppua KpUTMKOBaN MHOTME
npov3BeAeHUA MUHUMAITMCTUYECKOrO MCKYCCTBA 3a UX «TeaTpanbHOCTb» —
3a Ty BXXHOCTb, KOTOPYHO OHW NMPUAAOT 3PUTENIO, 3a TO, Kak OHW 3aBUCAT
OT NPUCYTCTBUA 3pUTENA, NO3BONAIOLLErO MNEPEKUTL ONPEAENIEHHOE «HyB-
CTBO ANMUTENBHOCTH», 3X0 MK «Be3rpaHyHOCTb». Kak 6bl TO HKU BbIno, ero
KpUTHKa Bblna B 3HAYMTENBHOM CTEMEHM NOA0PBaHa HAPOUYMTO TeaTpanb-
HbIM MeToAoM paboTbl B 90-X, KOTOPbLIM HE TONMBKO YKa3blBaeT Ha 3Have-
HWe BpeMeHHOro ¢aKTopa B BUAEO, KaKk cpeacTsa caMoro no cebe, HO

15 Michael Fried, ‘Art and Objecthood’, Artforum, vol.5 no.10, Summer 1967, pp.12-23, nepeneyataHo
B c6opHuKke: Gregory Battcock (ed.), Minimal Art: A Critical Anthology, New York: Dutton, 1968, pp.116-47.
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W OENCTBUTENbHO NOAYEPKMBAET NepPpOpPMaTUBHYO NPUPOAY OTHOLLEHWH
MeKIY 3pUTENEM U XyO0HKEeCTBEHHOM GOPMYTMPOBKOM'E.

PaHHAA nonbiTKa aKcneprMmMeHTanbHbIM 06pPa3oM U3y4nTb ITOT Nepe-
XOA, NN pa3pbiB Mexay M3obpameHnem 1 GU3MYECKUM OMNbITOM Npea-
cTaeneHa ¢unbmMoM-uHcTannAumen ana Mpamva «TenecHei 3axsat»
(1970-72). B atom dunbme MYM¥UYMHA N MEHLLMHA CTOAT CMIMHOM K CNKHE
B LMSIMHAPUYECKOM KOMHaTe, 06nuL0BaHHON 3epKanamu. Kaxabii BeaeT
Kamepy BOKPYr CBOEro OB6HaKeHHOro Tena. 3aTeM B KaKOM-TO MOMEHT
aKTepbl 0OMEHWBAKOTCA KaMmepaMK 1 NPOAOIKALOT nepdopmMaHc,

B TO BPEMA KaK M30OparKeHNA NpoeLmpyroTCA Ha MPOTUBOMOSIOKHbIE
CTEHbI KOMHaTbl. 34eCb 3pUTESNb CTANIKUBAETCA C OOKYMEHTUPOBaHUEM
TeN MOYTU B HaTypasibHytO BENWYMHY, B TPOMHOM 3epKaslbHOM OTobpae-
HWK, KOTOPOE NPEACTaBNAET TPEXCIIOKHYIO TOUKY 3PEHUA: aKTepa, Kamepbl
n 3putena. KybucTckaa dparmeHTauma NepcrneKkTMB NoMoraeT BOCCTaHO-
BUTb GMU3UYECKM OLLYTUMbIM NeppopMaHC B KMHOODpa3ax, B TO e camoe
BPEMA yCHIMBAA BOCNPOWU3BELEHWNE TENT — U MX OTHOLLEHWE K peaslbHOMY
NPOCTPaHCTBY, U K MPOCTPAHCTBY MNPOEKLMM — B AMHAMUKE «B3PbIBAO-
werocA obpasa», 4TO CMeLaeT KUHOM300paKeHne BrivKe K CKynbnType
Kak npucyTcTeuio'”. Obpallanch K YeOBEYECKOMY TENy, ero OTHOLLE-
HUIO K apXUTEKTYPE U MEAMA KaK K BUPTyanbHOMY paclumpermio (obuwe-
CTBEHHOIO) MPOCTPaHCTBA, «TeneCHbIM 3axsaT» NPeABOCXMLLAET BUAEO-
MHCTaNNALMK C BPEMEHHOW 3a4€PHKOMN 1 3epKalbHble, NONYNpo3paYyHble
NPOCTPaHCTBEHHbIE KOHCTPYKLIMK, NO3Ke co3aaHHble [pamoM, B KOTo-
pbIX 3pUTENb M OOGBEKT paccMaTpUBaOTCA M CBOAATCA BMECTE C NMOMO-
LB MHOFOYMCIIEHHBIX 3epKasl U YyCTPOWCTB ¢ 3epKaniamu. CyTb aThX
paboT yxe He B anodeo3e BU3yanbHOro AeMCTBKA, HO, CKopee, B npe-
0bpareHnn OBUKYLLErOCA, aKTMBHOIO TeNa U ero OTparKeHHbIX 06pa3oB.
Hak 1 B 6onee no3gHWx 3a3epraneHHbIx nomelleHrax [pama, nybnunka Ha
MHCTaNNALMAX BUOUT CeOA ye He TOMbKO rnasamMu, HO GaKTUYeCKM BOC-
MPUHUMAET CBOE COOCTBEHHOE PM3MYECKOE BOBNIEYEHWE. DTO AMHAMM-
YyecKoe npeobpameHre NPOCTPaHCTBA BEAET, MO CyTH, K NPUAAHMIO NPO-
CTPaHCTBEHHOM GpOpPMbl BPEMEHHOMY, CO 3HAYUTENbHBIMK MOCNEACTBUAMM
ANA npoeLumpyemoro obpasa.

CtuB MakKyuH B cBOEM MHCTannAumMn «Hesoamytumbin» (1997)
paboTaeT C NOXOKMMK MeTOAaMM BIMAHUA Ha 3puTens. Hak n Bo MHO-
rmMx npousseaeHuAx 90-x rogos, KMHoo6pa3 MakKkyrMHa [EeMOHCTPH-
PYIOT B 3aMKHYTOM, TEMHOM NPOCTPaHCTBE, U OH 3aHUMaET LIeNyto CTEHY
OT nona Ao notonka. B yepHo-6enom punome MaKkKkynH OxMBNAET CKETY
M3 NoNynAPHOro aMeprUKaHCKOro Hemoro kKuHodunbma «Iapoxon-bunn,
mnaawmin» (1928), uzobparmas bactepa KutoHa. OH CTOUT HENOABUKHO,
CMMHOM K dacapy AoMa, KOTOPbIM MeAJIEHHO NafaeT Ha Hero, Ho, K yAnB-
NEHWIO 3pUTENA, OCTaBNAET ero HeBpeauMbIM, GnarogapA OKOHHOMY
npoemy, NapatoLLemMy TO4YHO TyAa, FAe OH CTOUT. HUMKHAA rpaHb NpoeK-
LMK 34eCb HaXOAMTCA Ha OAHOM YPOBHE C MOSIOM MHCTaNIALMOHHOMO
NPOCTPaHCTBA, TaK YTO KaxKeTcA, OyATo CTeHa BanMTCA NPAMO B KOM-
HaTy, rAe HaXxoAMTCA 3pUTENb, T. €. BhMadaeT N3 NPOEKLMOHHOMO Npo-
CTpaHCTBa. DTa CLeHa He CONPOBOXOAETCA 3BYKaMH, ANUTCA 4 MUHYThI U
6e3 KoHLa NOBTOPAETCA, TaK KaK punbM 3aKosbLIOBaH M naeT 6e3 nepe-
pbiBOB. PacluenneHne TO4KK 3peHNA, NpeacTaBleHHOe Ha KapTUHKe pas-
HoOGpasreM yrnoB 3peHUA Kamepbl, AOMNOMHAETCA ApamMaTypruen onu-
CaHWA — 1 YyCUNMBaAETCA BCe BOMbLUMM YCKOPEeHWeM nageHua gacana
nop, KoHew, punbma. Tak 3puTenb Bce Honee owywaeT GU3MHECKH MOBTO-
pAaeMocTb cobbiThA. Mtak, MakkymH HacTanBaeT Ha ¢rn3nyecKom ocAsae-
MOCTH KMHeMaTorpagpryecKoro oneiTa, CTaNIKMBaA 3pUTENA CO BpeMeEHEM

16 HecmoTpa Ha To, 4To Ppurp 3aKneitMmun nioboe NCKYCCTBO, KOTOPOe BKMloYaeT B ceba nyGnuKy,
MHOTME XyAOMHMKM, HaunHaa ¢ 1960-x rofos, paboTanu Haz cUCTEMaTUYECKUM paspyLueHnem Muda
0 HE3aNHTEPECOBAHHOM 3pUTENE.

17 Cm.: ‘Dan Graham, Body Press (1970-72) ', 8 David A. Ross (ed.), Seeing Time: Selections from the
Pamela and Richard Kramlich Collection of Media Art (exh. cat.), San Francisco: San Francisco Museum of
Modern Art, 1999, pp.70-71.

rative structures and fictional sequences of dialogue.
The role of the spectator thus oscillates between that
of eyewitness and potential actor — as in the works
of Tony Oursler, Monika Oechsler and Eija-Liisa Ahtila.
This form of “reception aesthetic”, which Michael
Fried has criticised as being a “fictitious viewing posi-
tion” right from the start, is based on a distinctive psy-
chology of reception with a performative disposition
that recalls early documentary videos by Nauman, Vito
Acconci, Chris Burden and Joan Jonas'®. The recent
works are comparable to the earlier ones in the sense
that they use the medially heightened physical
presence of the (virtual) protagonist to transpose
a gripping sense of action to the (real) spectator,
and also use physical, psychological and institutional
framework conditions to imply a real-life situation. In
the early 70s, by occupying the void between artist
and audience, film and video broadened the visual
spectrum of an art world dominated by performances
and happenings. With an emphasis on “presence and
place”, the immediate presence of both performers
and spectators was originally the prime characteristic
of these 60s art forms. The “video performance” has
taken these situationally-based artistic forms of ex-
pression a step further, creating complex composi-
tions that interweave action and recording media
without actually abandoning the “aura” of the live
act as the point of orientation for the audience.
Fried criticised many works of Minimalist art for their
“theatricality” — for the importance that they placed
on the viewer, how they depended on the presence of
the spectator to experience a certain “sense of dura-
tion”, echo or “endlessness”. However, his criticism
was magisterially undermined by the deliberately
theatrical approach of work in the 90s, which not only
points out the significance of the time factor in video
as a medium in itself, but actually accentuates
the performative nature of the relationship between
the spectator and the artistic formulation'. An early
attempt to experimentally investigate this transition or
breach between representation and physical experi-
ence is Dan Graham's film installation Body Press
(1970-72). In it, a man and a woman are standing
back-toback in a cylindrical room of mirrors, and each
is guiding a camera around their naked body. After
the actors exchange cameras at a certain point, they
continue the performance, while the pictures are pro-
jected on the opposite walls of the room. The viewer
is thus confronted with an almost life-size docu-
mentation of their bodies, in a treble mirroring that
represents the three-fold viewpoint of actor, camera
and spectator. The cubist fragmentation of perspec-
tives helps to restore the physically tactile aspect of
the performance to the filmic images, while intensify-
ing the portrayal of the bodies — both in their relation-
ship to real space and to the space of projection — in
an “image bursting” dynamic that shifts the filmic
representation closer to that of sculptural presence'”.

15 Michael Fried, “Art and Objecthood”, Artforum, vol.5 no.10, Summer
1967, pp.12-23, reprint in Gregory Battcock (ed.), Minimal Art:
A Critical Anthology, New York: Dutton, 1968, pp.116-47.

16 Whereas Fried stigmatised all art that included the beholder,
many artists have been working since the 1960s on a systematic
deconstruction of the myth of the disinterested viewer.

17 See “Dan Graham, Body Press (1970-72)", in David A. Ross (ed.),
Seeing Time: Selections from the Pamela and Richard Kramlich
Collection of Media Art (exh. cat.), San Francisco: San Francisco
Museum of Modern Art, 1999, pp.70-71.



In addressing the human body and its relation to ar-
chitecture and to the medium as the virtual exten-
sion of the (public) space, Body Press foreshadows
the time-delay video installations and mirrored, semi-
transparent spatial constructions Graham later made,
in which the viewer and the object viewed are brought
together by multiple mirroring devices. The key no
longer lies in the apotheosis of visual action, but,
rather, in the transfiguration of the moving, active body
and its reflected images. As in Graham's later mir-
rored environments, the spectators in the installations
no longer see themselves in terms of the gaze alone,
but actually perceive their own physical involvement.
This dynamic transformation of space leads, in fact,
to a spatialisation of the temporal, with significant
repercussions for the projected image.

In his installation Deadpan (1997), Steve Mc-
Queen works with similar ways of affecting the viewer.
As is the case with many works from the 1990s,
McQueen’s film image is shown in a closed, dark
space, and it covers an entire wall from ceiling
to floor. The black-and-white film shows a scene
in which McQueen re-enacts a sketch from a popular
American silent movie, taking on the role of Buster
Keaton in the comedy Steamboat Bill, Jr. (1928).

He stands his back to the facade of a house that
slowly falls towards him, only to leave him unhurt, to
the viewer's surprise, due to a window aperture in
the wall that falls precisely over the place where he
stands. The lower edge of the projection is flush with
the floor of the installation space, so that it looks as
though the wall of the house were actually falling into
the room where the viewer stands — which is to say,
falling out of the projected space.

The scene, which is silent and lasts 4 minutes,
repeats itself as the film plays on in an uninterrupted
loop. The splitting of the point of view represented in
the image into a variety of camera angles, combined
with the dramaturgy of the depiction — and intensified
by means of the ever-increasing speed of the fall-
ing facade towards the end of the loop — causes
the viewer to become increasingly physically aware
of the repeated event. McQueen thus insists upon
the physical tactility of the cinematic experience,
by confronting the viewers with the time and space
of their “own physical reality"'®. Viewers are pulled
into the event, becoming aware of themselves while
watching the scene — an effect that is emphasised
by the reflection of the image on the floor of the black
box. The black box can be freely entered by visitors,
who are then allowed to experience the space-filling
resonance of the projected light as a physical real-
ity the closer they get to the image and, hence, to
the event. Referring to James Coleman’s installations,
Rosalind Krauss once stated that the physical dis-
tance between the observer and the image is lost, as
if in a “lightning storm”'®. Krauss'’s statement can be
generalised as a commonplace phenomenon in any
art involving projections of light, because of the fact
that video images themselves create light in space.

This explains their power to attract viewers into
darkness.

18 See Chrissie lles, “Steve McQueen. Deadpan (1997)", in ibid.,
pp.134-35, here p.135.

19 Rosalind Krauss on James Coleman’s Box (ahhareturnabout)
(1977), in Yve-Alain Bois and Rosalind E. Krauss, Formless: A User’s
Guide, New York: Zone Books, 1997, pp.161-65.

M NPOCTPAHCTBOM WX «COBCTBEHHOM PpU3MUYECKOM peanbHOCTH» 8. TybnuKka
3aTArnBaeTcA B COObITME, OCO3HAET CBOE MPUCYTCTBME, MOKA CMOTPUT Ha
CHATBIM MaTepuar, — 1 3ToT adPeKT NoaYepKMBaETCA TEM, YTO KapTUHKA
oTpamaeTCA Ha Nosny YepHoro AlmMKa. B yepHbIM ALKMK noceTuTenn MoryT
BXOAMTb CBOOOAHO M 3aTEM MM MOXHO Ha onbiTe Mcnpobosatb 3anosn-
HAIOLLMIM NPOCTPAHCTBO PE30HAHC NPOELMPYEMOro CBeTa Kak puanye-
CHKYIO peaslbHOCTb — 3TO OLLYLEHWE TEM CUIIbHEE, YeM BnunxKe OHU NOAXO-
[OAT K KapTUHKE W, COOTBETCTBEHHO, K COBbITHIO. [0BOpA 06 MHCTaNNALMAX
Oxenmca Hoynmena, PosannHaa Kpaycc onpeaenuna, 4to ¢usnye-
CKaA AMCTaHUMA Meway HabniogaTenem n obpasom yTepaHa, Kak 6yarto
BO BpeMs rpo3bl'®. YTBepkaeHe Kpaycc MOKHO 0606LWMTL M CHUTATD
TUMMUYHBIM GEHOMEHOM B NIO6OM NPOM3BEAEHUM UCKYCCTBA, BRIKOYAOLLEM
B cebA CBETOBblE NPOEKLMK: AeN10 B TOM, YTO BUAE006pasbl camu no cebe
reHepUpYOT CBET B MPOCTPAHCTBE. DTUM 06BACHAETCA TO, YTO OHU
C TaKoOM NTIEerKOCTbIO NMPUTATMBAIOT 3pUTENEN B TEMHOTY.

dapcoBoe, HO U poxaatoLlee KnaycTpopobuto NoBTOpeHHe dppar-
meHTa B «HeBo3myTMMOM» MaKKyuHa, no cyTv aena, GpyHKLMOHMPYeET
KaK LMTaTa M3 MOHOTOHHOro peneptyapa nepdopmaHca 1970-x, KoTo-
pbI BbIN HaLeneH Ha To, YTOBbl «yaapvTb 3pUTENA B LIEHTP ero ¢puanye-
cKoro npucyTcTeuA»?. MoMeHT TPEeBOrM, OLLyLLaeMOK 3pUTeneM, Korga
¢dacan noma onacHO HaBUCaeT Haf, aKTepPOM, COMOCTaBMM C YyBCTBaMM,
POXAAIOLLMMUCA B peaynbTaTe MpoCcMOoTpa 3axeaTbiBatoLero neppop-
maHca Kpuca Bepaera «Ctpensii» (1970), rae repoit CTOMT B OMUAAHWM
BbICTPEesia B pyKy. OTO TOMbKO OAMH U3 MHOMMX MPUMEPOB TOrO, KaK nep-
dopmaTmBHblE MeToabl 1970-x NpoBoLMpoBann GUIUHECKYIO U NMCUXONO-
rMYECKyto peakruumto y nybnukun. Bonee Toro, pabota MakKkymnHa AemMoH-
CTPUPYET XapaKTEPHbIM MOTUB NOABELLIEHHOCTH, TPEBOIM OMMAAHUA,
[0 TaKOW CTeneHu, YTo nageHue dpacaga CTaHOBWUTCA BHYLLAKOLLMM CTPaXx,
a BOBCE He IOMOPUCTMYECKHUM arnemMeHToM. OTnnyanach OT TOMMKK «OpH-
rmHana» — B Hem Bactep KuToH npeacTaeT 6€CTONKOBLIM MasbiM, KOTO-
pOMYy, TeM He MeHee, NOCTOAHHO Be3eT — «persiMKa» BeIBOAMT Ha CBET
KOHCTPYKLMIO TUMMYHOM PUTOPHKM HAMBHOCTKW 3TOMO MOMNYNAPHOrO *aHpa.
Taxow caBur B 3Ha4eHWM OOHaPYHMBAETCA B O4EHb MANIEHbKMX 3HaKax
OXHMAaHWA, NPEeABaPAOLLMX CEPUIO NaJeHWH: 3acTbiBwasA nosa MakkymHa
W Kannau nota MoryT ObiTe MPOYMTaHbl KaKk Criedbl NoAaBeHHOro cTpaxa.
Belioenasa ¢usmyeckyto yrposy v npegnonaran ncUxonorMiyecKkoe CoCToA-
HWe TPEeBOXKHOCTH, MaKKyWH BUOOM3MEHAET NPUTBOPHYO 6€30MacHOCTb
3MNM304a, AOCTUIHYTYIO NPWU MOHTaxe paHHen Bepcuu. MckntoueHHble
4yenoBeyvecK1e YyBCTBa, NOABEPILUMECA YUCTKE U3-32 KOMUYECKOM CYyLL-
HOCTU UCTOPHUYECKOM BEPCHUK, BO3BPALLAIOTCA B €€ PUMENKE, KaK BHe-
9KpaHHbIe CNEKTPbl TEXHWMK KMHemaTorpaduyeckon aepeannaauunm. Bot
KaK NpoKoMMeHTMpoBana ato Kpuccu Ainc: «3puTens 3acTpan Ha non-
nyTH Mexay CBOMMU BOCMOMUHAHMAMK 06 OPUrMHaIbHOM HEMOM dUnbMeE,
$hEeHOMEHONOrMYECKOM BPEMEHW PEKOHCTPYKLMK NocrefoBatesb-
HOCTU M BPEMEHEM W NPOCTPaHCTBOM COOCTBEHHOM PUINYECKOM
peanbHOCTH cMoTpALero»?!. UMeHHO pUMENK cO30aeT BO3MOKHOCTb
Ans Toro, 4yto Xon docTtep Ha3biBaeT «BO3BPaLLEHUEM HACTOALLErO»,
NMoKasblBas, 4TO MO¥HO FOBOPUTL O HACTOALLEM TOMbKO Toraa, Koraa
pywmrTCA oToOpaMkeHWe peanbHOCTU — KaK B Cllyqae AeMopanmayto-
LLMX TPaBMbI, LLOKA M yKaca??,
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18 MonBneHne HeNMHENHBIX CTPYKTYP M BO3MOKHOCTM YHACTUA MHTEPAKTUBHOM ayANTOPUM U3 PaCLIMPEHHO-
ro Cwm.: Chrissie lles, ‘Steve McQueen. Deadpan (1997) *, 8 ibid., pp.134-35, 3aecb p.135..

19 PosanuHa Kpaycc o pa6ote [ixermca Koynmera «Box (ahhareturnabout) (1977), B Yve-Alain Bois and
Rosalind E. Krauss, Formless: A User’s Guide, New York: Zone Books, 1997, pp.161-65.

20 Michael Newman, ‘McQueen’s Materialism’, Steve McQueen (exh. cat.), London and Zurich: ICA and
Kunsthalle Zurich, 1999, p.60.

21 C. lles, ‘Steve McQueen', op. cit, p.135.

22 Cwm.: Hal Foster, The Return of the Real’, The Return of the Real, Cambridge, Mass.: The MIT Press, 1996,
pp.126-168; cm. Takwe Hal Foster, ‘Obscene, Abject, Trauma’, in October 78, Fall 1996, pp.106-124. 06 ot-
HOLWEHMAX MEM Y M306parKeHHem 1 peanbHoCTbIo B o6pasax cM. Takke Michael Wetzel, Die Wahrheit nach
der Malerei, Munich: Wilhelm Fink Verlag, 1997. KacatensHo ctpateruii cosaaHna aGppeKToB peansHocTy
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Motus BHywWatoLWero cTpax Konnanca (He nyTaTb ¢ XOpoLUo npo-
CUMTaHHBIM HapacTaHueM HanpameHusa B dunbme KutoHa) npespaluaet
HOBYIO MOCTaHOBKY CLieHbl MakkyMHOM B CMMNTOM NopasrieHnA yrpo-
Karowen peanbHOCTH HITIO30PHBIM XapaKkTePOM KMHOpEenpe3eHTa-

LMK, XyaomecTBeHHAA MMUTaLMA OTMEYaEeT rpaHuLy Mexay KMHopeab-
HOCTBIO U HMU3HBIO, MEHAY MCKYCCTBEHHOCTBLIO KMHEMaTOrpadryecKom
WNO3KMK W NPeayyBCTBYEMOM «HM3HEMOA0BOHOM» peanbHOCTLIO. Tem

He MeHee, paboTta MakKyMHa oCHOBbIBaETCA M Ha GUKLMK NPeacTaBne-
HWA, NOCTaBNEHHOrO TOMBbKO AJ1A KaMepbl; ero OTHOLEHWE K peanbHOCTH
ABNAETCA B TOW Me CTENEHN CKOHCTPYMPOBAaHHLIM, YTO W NpeacTasne-
HWe KuToHa, Beab OHO HeceT cBOe rMbenibHOoe NnocnaHue, NogyepKmBas
OMacHOCTb MOMEHTa C NOMOLLLI0 COBCTBEHHOIO penepTyapa Teatpanb-
HocTu. Kak oTmevaeT Opuka Puwep-Ilnxte, naxe «neppopmatmeHan
acTeTuKa», Bo3HMKWwana B 1960-e, c ee cpeacTeamu «nepeonpeneneHua
OTHOLLEHWI MEeXy aKTepamMn U 3pUTENAMU», HE CMOrNa NepecTynuTb rpa-
HULLbI MEXAY NCKYCCTBOM U MMU3HBIO, MEXOY 9CTETUYECKUM WU CoLMarnb-
HbIM, MEXAY NMONUTUYECKUM W 3TUYEeCKMM»23. U Bce e, nepdopmaTrBHOE
noeTopeHve MakKynHa, HUCMpOoBepraa KOHTPONIMPYEMYIO W YNPaBIAEMYHO
NOTMKY HappaTUBa, BbI3bIBAET K MW3HM NOAABNEHHYIO CBEPXbECTECTBEH-
HOCTb U HEYBEPEHHOCTbL pa3BrieKaTenbHOM AEeCTPYKTUBHOM 3CTETUKM. To,
4TO OH PUINYECKN NPUCBaAMBAET CLEHKY HUTOHa — NPaKTUKyA BUA, MeTa-
MKOHOBOpPYECTBa — NULLIAET OpUrMHan ero ¢anbwnBon 6e3BpegHOCTH,
CO3aHHOM MNNO30PHBIMK CPeacTBaMU KMHeMaTorpada. He obmaHbiBa-
ACb Mo nosody ¢anbLIMBOro xapakTepa cBoer CO6CTBEHHOM MOCTaHOBKHM,
MaKKyWH OXOTUTCA 3a pa3oyapoBaHWEM 3pUTena, NMPOCTO BO3BpaLLas
NoACcO3HaTeNbHblE U NOAABNEHHbIE NCHUXONIOMMYECKUE SNEMEHTbI B JIOTUKY
¢unbma. bnarogaps aton HebonbLLOW, HO 9¢pdeKTUBHON CMeHe GOKyCa,
KamywancA 6aHanbHoM agantauna MaKkKyMHa KynbTOBOM CLEHbI U3 KMHO-
NOBECTBOBaHMA, Pa3pbiBaeT OTHOLLEHMUA C HATypanM3upytoLLLe cTpaTte-
rMen KMHematorpagpuyecKom peanbHOCTH, KOTOpPas yxe npuobpena cra-
TYC peasibHOCTW BTOPOro NopAaaKa.

npOCTpaHCTBa Ana npoeKuun U BHyLLeHUA

CgA3b Mexay NOBTOPEHUEM, APAMOM W Pe3yNLTaToM, CTOSb APKO
BblAeneHHaAa MakKyMHOM, xapaKkTepuayeT YepHbIM ALLMK He TOSbKO
Kak KOMHaTy AJ1A NPOEKLMI, HO M KaK MPOCTPaHCTBO, B KOTOPOM Mpoby-
WAaeTcA NCMXONOrM4YeCKoe M 3MOLMOHANTBHOE, B NPOTMBOBEC CO3epLia-
TenbHOMY Knuwe 6enoro Ky6a. BcnomHum adppeKTrBHbBIE XapaKTEPUCTURHM
6enoro Kyba: «mLeHHoe TeHu, 6efoe, YNCTOe, MCKYCCTBEHHOE — MPOo-
CTPaHCTBO, MOCBALLEHHOE TEXHONOMMKU 3CTETUKM»; MeTadopa He vep-
HOro ALLMKA 3aKNYaETCA B BO3BPALLEHUW BBITECHEHHOMO M3 CO3HaHUA,
Boopy#eHHoe cpeacTBamMmn 3CTETUKM HOBbIX TEXHOSOMMIA, 3TO BO3BpPALLLE-
HME — He TONbKO ogobpeHne NoToka 06pa3oB, 0BLIYHOMO ANA MacCOBOM
KynbTypbl. OHO eLle 1 KOMMNEHCUPYET AEKOHCTPYKLMIO Tex cdep, KOTO-
pble MHa4Ye MCKIOYalTCA MM NOAABAAIOTCA B KOMMEPYECKOM Meanaac-
TeTnKe. Takum 06pa3om My3er CTaHOBUTCA HOBOM MOLLLAAKON ANA KUHE-
MaTorpaguyeCcKMx SKCNEPUMEHTOB TOr0 POAA, Y KOTOPbIX BCE MEHbLUE
BO3MOKHOCTEMN ObITb MOKa3aHHLIMW B @BTOPUTETHBIX MHCTUTYTax KUHEMa-
Torpada. Cepuu xyoo0HKeCTBEHHBIX KUHO- U BULEOUHCTANNALMM pa3BuBatoT
COOCTBEHHYIO BM3yallbHYIO AMHAMUKY, yBEKOBeunBan ceba B KayecTse
TpaBMaTHUYeCKWX COBLITMIM A0 COCTOAHUA oaepHUMOCTU. B nosTope-
HWM MHAMBUAYaANBbHBIX CEPUM, TaK Kak OHW BblIM NOPOXAEHB! OTPULIAHMEM
NOBECTBOBaHWA, MOTUB BPEMEHMW BbIABUIraeTCA BNepes, Kak 9CTETUYECKUM
OMbIT FAE-TO MEXAY YPE3MEPHOCTHLIO M COKpaLLEHUEM.

und Kontingenz als Signaturen des Realen in der Photographie der Gegenwart, 8 Hans Belting, Dietmar
Kamper and Martin Schulz (eds.), Quel Corps?: Eine Frage der Reprasentation, Munich: Wilhelm Fink Verlag,
2002, pp.401-26.

23 Erika Fischer-Lichte, Aesthetik des Performativen, Frankfurt am Main: Suhrkamp, 2004, p.352.
24 Cwm.: B. O'Doherty, Inside the White Cube, op. cit, p.15.

The slapstick-like, yet claustrophobic repetition
of the scene in McQueen's Deadpan functions as
a quotation of the monotonous repertoire of perform-
ance of the 1970s, which aimed to “hit the viewer in
the centre of his physical presence”?. The moment
of anxiety sensed by the viewer when the facade
of the house drops dangerously towards the actor
bears comparison with that felt in considering Chris
Burden's spectacular performance Shoot (1971),
the documentation of which shows him stand-
ing in anticipation of being shot in the arm — just
one of many examples of performative approaches
from the 70s that aimed at provoking physical and
psychological reactions from audiences. Moreover,
McQueen'’s work displays the characteristic suspense
motive, to the extent that the facade’s fall is a fear-
inducing rather than humourous event. Differing from
the logic of the “original” — wherein Buster Keaton
poses as the clueless hero notoriously privileged by
his good luck — the “replica” brings to light the con-
struction of the typical rhetoric of naivety in this popu-
lar genre. This shift of meaning is revealed in the mini-
mal signs of anticipation that precede the threatening
series of falls: McQueen's tense pose and perspira-
tion marks can be read as traces of suppressed fear.
By emphasising the physical threat and suggesting
a psychological state of anxiety, McQueen revises
the episode’s feigned harmlessness, as it is achieved
by the editing of the earlier film. The excluded human
affects, which have been banned from the comical
nature of the historical version, return in its remake
as the off-screen spectres of filmic de-realisation
techniques. Chrissie lles has commented: “The viewer
is caught somewhere between the past memory of
the original silent film, the phenomenological time
of the sequence’s reconstruction, and the time
and space of the viewer's own physical reality" It
is the remake that allows for what Hal Foster calls
“the return of the real” by demonstrating that one
can only speak of a real when the effect of reality’s
representation collapses — as in abjective practices
of shock, trauma and horror?2.

The motive of the fear-inducing collapse (not
to be confused with the calculated suspense of
the Keaton film) turns McQueen'’s restaging into
a symptom of suppression concerning a threatening
reality by the illusionary character of filmic repre-
sentation. The artistic imitation marks the boundary
between filmic reality and life, between the artificiality
of cinematic illusion and anticipated “life-like” real-
ity. Nevertheless, McQueen's scene is also based
on the pretence of a performance solely staged for
the camera; its relation to reality remains as much
a construction as Keaton’s performance because
it also mediates its subversive message by empha-

20 Michael Newman, “McQueen’s Materialism”, Steve McQueen (exh.
cat.), London and Ziirich: ICA and Kunsthalle Zurich, 1999, p.60.

21 C. lles, “Steve McQueen’, op. cit, p.135.

22 See Hal Foster, The Return of the Real, The Return of the Real,
Cambridge, Mass.: The MIT Press, 1996, pp.126-168; also, Hal Foster,
“Obscene, Abject, Trauma”, in October 78, Fall 1996, pp.106-124. On
the relation between representation and reality in images, see also
Michael Wetzel, Die Wahrheit nach der Malerei, Munich: Wilhelm Fink
Verlag, 1997. Concerning the strategies of generating reality effects

in visual media and contemporary art, see Ursula Frohne, “Beriihrung
mit der Wirklichkeit: Kérper und Kontingenz als Signaturen des Realen
in der Photographie der Gegenwart’, in Hans Belting, Dietmar Kamper
and Martin Schulz (eds.), Quel Corps?: Eine Frage der Représentation,
Munich: Wilhelm Fink Verlag, 2002, pp.401-26.



sising the danger of the moment through its own
repertoire of theatricality. As Erika Fischer-Lichte has
pointed out, not even the “performative aesthetic” that
emerged during the 1960s by means of “re-defining
the relation between the actor and spectators” was
able to “transgress the boundaries between art and
life, between the aesthetic and the social, political and
ethical"?®. Nevertheless, McQueen's performative rep-
etition, in subverting the controlled and directed logic
of the narrative, brings the suppressed uncanniness
and uncertainty of an amusement-geared destruc-
tive aesthetic into being. His physical appropriation

of Keaton’s scene — in practice a kind of meta-icon-
oclasm — robs the original of its fake harmlessness

as created by its illusionary filmic features. Without
embezzling the fake character of his own restaging of
the scene, McQueen preys on spectators’ disillusion-
ment, simply by re-inserting the unconscious and sup-
pressed psychological dimensions of the filmic logic.
With this slight but effective shift of focus, McQueen's
seemingly banal adaptation of an iconic sequence
from the filmic narrative breaks with the naturalisa-
tion strategies of a cinematic reality that has acquired
the status of a second-order reality.

Spaces for Projection and Suggestion

The connections between repetition, drama and
effect — so clearly highlighted by McQueen — dis-
tinguish the black box not only as a projection room,
but also as space in which the psychological and
the affective are evoked, in contrast to the contempla-
tive cliché of the white cube. While recalling the af-
fective characteristics of the white cube as “shadow-
less, white, clean, artificial — the space is devoted
to the technology of aesthetics”, the metaphor of
the black box consists of the return of the repressed?.
Enabled by means of the aesthetics of new technolo-
gies, this return is not only the product of an affirma-
tion of the flood of images common to popular culture,
but also compensates for the deconstruction of areas
that are otherwise excluded and suppressed in com-
mercial media aesthetics. The museum thus becomes
a new venue for cinematic experiments of a kind that
have fewer and fewer possibilities of presentation
in established film institutions.

The film and video sequences of artistic installa-
tions develop their own visual dynamics by perpetu-
ating themselves like traumatic events to the point
of obsession. In the repetition of individual sequences
as generated by the rejection of narration, the motif
of time comes to the fore as an aesthetic experience
somewhere between excess and reduction.

Douglas Gordon has emphasised this in his
remakes of such films as Hitchcock's Psycho (1960),
which he slowed down so that it takes 24 hours
to play, thereby disturbing the continuum of the film.
The almost static images in 24 Hour Psycho (1993)
return the medium to the state of a raw material
whereby the narrative flow breaks down?. The dou-

923 Erika Fischer-Lichte, Asthetik des Performativen, Frankfurt

am Main: Suhrkamp, 2004, p.352.

24 See B. O'Doherty, Inside the White Cube, op. cit, p.15.

25 For more information on Gordon'’s film adaptations, see Russell
Ferguson, Douglas Gordon, Cambridge, Mass.: The MIT Press, 2001;

Katrina M. Brown, Tate Modern Artists: Douglas Gordon, London: Tate
Publishing, 2004; Philip Monk, Double-Cross: The Hollywood Films

Hyrnac MopooH nogyepKHYN 3TO B CBOMX PUMEMKaX TaKWX Gpunb-
MOB, KaK XMYKOKOBCKMM «[Tcrxoa» (1960), KoTopbii OH 3aMeanus, Taxk
4TO BpeMA MnoKasa 3aHnmano 24 yaca — TakMM o6pa3oM OH HapyLUKMIT KOH-
ThHYyM ¢unbma. [Noytn ctaTMyeckne obpasbl B «24-4aCOBOM NCHXO3€»
(1998) Bo3BpALLAOT ITOT BMA, UCKYCCTBA K ChIPOMY Matepuarty, Nocpes-
CTBOM Yero HapyLuaeTca TeyeHne noBecTBoBaHUA. [1BoMHOE 3HaYeHWe
crnoBa «cacneHc» (HeonpeaeneHHOCTb U MPUOCTAHOBKA) COOTBETCTBYET
AvaneKkTuKe cmblicna, 06o3Havaemoro npoueccom y MlopaoHa: pactaru-
BaA puUNbM W yOUpas 3BYK, OH AeaKTUBUPYET IMHEMHOE NOBECTBOBaHWE —
CaMbli BaXHbIM 9N1EMEHT, KOHCTPYMPYIOLLMIM HapacTaHWe HanpAKeHUs,
ocobeHHo B dpunbmax XnyKkoka. bnarogapa aTomy akueHT cmellaeTca Ha
abCcontoTHOE NPUCYTCTBME MOMEHTA U ApamMy AeTaleM, MeCTOB M N03, YbA
M30MNALMA B 3aCThIBLUMX CXEMaX BblPAKEHWUA PECTPYKTYPUPYET OTHOLLIE-
HWA MeXay aKTepoM U 3puUTeneM. TexHMYeCKUM NoTeHLMan Takoro poaga
CTPYKTYpasnbHOro pacyneHeH1sa ¢uibMa U ero UCNosb30BaHWA B KayecTBe
«pepn-menpa» He Obin JOCTYMNEH A0 NOABNEHUA BUAEO, CKPbIBAOLWErO
NoKagpoBy0 CTPYKTYpPY, KOTOpasA B NPOTUBHOM Cly4ae HeEMUHYeMO 6bl
nposBunachb NPy MeasIeHHOM NpourpbiBaHKK. [0paoH BOCcnonb30Bancs
npeuMyLLLecTBaMM 3TOro NpoLiecca «BuaeoaHanMsa», YTobel Hay4YHo
ncenepoBath «CUMNTOMBI» KMHEMaTorpada Kak KpUTEPUA HaLller KyneTyp-
HOW camouaeHTUPMKaLMK. TOT PaKT, YTO CTETUKA HEKOTOPbLIX ero ApYy-
rmx paboTt, 0CO6EHHO TeX, KOTOPbIE MCMOSL3YHOT KOMMUMALMKU aPXMBHOIO
KWHOMaTepuana, onpeaenAaeTca NorpaHMyHbLIMKM COCTOAHMAMM paccyadKa —
NCMX030M, SKCTa30M, CyMacLLeCTBMEM M IUPOPHUEN — CNYHUT UHTEHCUDU-
KallMW NPOCTPAHCTBA MPOEKLMM, & C HAM M onbiTa 3putend. OcobeHHo 3To
KacaeTCA Tex Cnyvyaes, KorAa NPOEKLMOHHbIE 9KpaHbl CTOAT CBOOOAHO,
M n306pameHnA NPoeLmMpyoTCA Ha 06e CTOPOHbI 3KpaHa, Nobywaan 3pu-
Tenew nepeaBUratbCA B NPOCTPAHCTBE, YTOOL! yBUAETL paboTy BO BCeM
ee nonHote. B Taknx MHCTaNNALMAX Ny4n npoeKkTopa HensbexHo 3aae-
BatOT 3PUTENA B KaKMe-TO MOMEHTBI, U €ero TeHb NagaeT Ha npoeLmpyemMoe
n3o6pareHne, Nofo6HO «HeraTMBHOMY BTOPHKEHUWIO B anu304»26.B atmx
AEKOHCTPYKLUMAX cTaporo matepuana lopaoH co3paeT 3epKano, B KOTO-
POM OTpamaroTcA CKpbiThle paHTasun 3puTtena®.Tak kak MopaoH Beiau-
paeT NPOM3BEAEHUA U3 UX KOHTEKCTA M JIMLLAET MX Hay4HOM 1 0bpa-
30BaTenbHOM GYHKLIMK, OLLYyLLLEHWE HEHOPMAJIbHOCTH NeperMBaeTCA
KaK KOHPPOHTaLMA C NoAaBNeHHbLIMKM 061aCTAMU NOACO3HATENBHOIO
WK e paccmaTpuBaeTca ¢ 6eCnpUCTPaCTHBIM W HE3aUHTEPECOBaHHbIM
OTHOLLUEHWEM K CTpafaHWAM NepcoHaxa BU3yanbHOM nocneposatesib-
HOCTU. [1eKOHCTPYKTHUBHBIM NepecMoTp HaUAeHHOro ¢punbmMa He TONTbKO
0o6HaXKaeT OTHOLLEHUWA, COEAMHAIOLLME PEXUCCEpPa, XyAOKHUKA U 3pUTena
M MX 3KCMNyaTaTOPCKMUE HeNaHWA, HO TaKKe M 3anyThiBaeT, BeAb 3pUTenu
BUAAT cebs, cMoTpA (M3MeHeHHbIN) MaTepuan dunbma, OHW oTAAT cebe
OT4eT B CBOEW COOCTBEHHOM CUHTE3MpPYOLWEN GYHKLIMM B PEKOHCTPYKLIMM
ucTopuu ¢punoma.
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25 Bonee noapo6Ho o k1MHo-aganTaunax lopaoHa cm. Russell Ferguson, Douglas Gordon, Cambridge, @
Mass.: The MIT Press, 2001; Katrina M. Brown, Tate Modern Artists: Douglas Gordon, London: Tate Pub-
lishing, 2004; Philip Monk, Double-Cross: The Hollywood Films of Douglas Gordon, Toronto: Art Gallery
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26 Cm.: Lynn Cooke, ‘Douglas Gordon: Ein visueller Mensch, einer der sehen kann’, Douglas Gordon (exh.
cat.), Hannover: Kunstverein Hannover, 1998, n.p.

27 ByaiteprcTuieckoe OTHOLEHKE K 06pasy — TeMa MHOKECTBA NPOM3BEAEHNI XYA0KHWUKOB, paboTaloLLmX
B BUAEO, poTorpadun u KuHemarorpade. Buxktop Beépammn, Ctan [yrnac, Meep FOur, Cunan LLepman

n Dxedd Yonn ncecneaytot npobnembl MOEHTUYHOCTH KMHemaTorpada, CBA3AHHOM C OMMAHNAMM MyBaMKM
1 camofiepHaBHbIM KOHTPONEM PEeMMCCEpa y pyna KMHemaTorpaduyeckoro mexaHnsma. bonee noapo6Ho
06 atom cm. Kerry Brougher, ‘Hitch-Hiking in Dreamscapes’, op. cit.



Mo Ty CTOpPOHY MNNO3nKn

MpvBneyeHwe 3putensa BHyTPb NPOM3BEAEHNA BO MHOMMX OTHOLLIE-
HUAX TUMUYHO ANA TOro METOAA, C NMOMOLLbIO KOTOPOro XYA0HHUKK obpa-
LLAIOTCA K YCNOBHOCTAM KMHemaTorpaduyeckoro meama. Bmecto toro
4TOObI MOOLPATE KPUTHHECKYIO AUCTaHLMIO OT acTeTukM [onnmeypa —
9CTETUKM HACTONBKO MPUBBLIYHOM, YTO OHA MOSIHOCTHIO YCBOEHA 3pUTe-
namu — Oyr ARTKeH MCnonb3yeT NOMHYH0 YyBCTBEHHYIO MOMOLWEHHOCTb
ayaouTopuy, NpUcBanBan M yCUNMBas TeXHWKKU MHAyCcTpun. OTnpaBnas
3puTeniel CBOMX MHCTaNNALMI B BOOBpamxaemoe nyTeLecTsne ¢ nomo-
b0 BU3YaslbHbIX CLEEHAPUEB KOPUOOPHOIO THMa, OH obpalLaeT U=
30pHbIM 3PGEKT B BbIMBILLIIEHHYHO TOUYKY CKOMOPUIUUECKOIO KenaHua?,
[eHepupys noTpAcatoLme NnaHopamMbl B ropAYKe BU3yaslbHbIX M MPOCTPaH-
CTBEHHbIX NepexnBaHni, ANTKEH co3paeT KMHeMaTorpapryecKkue nemn-
3aMHble BUAbI, BO3HMKatoWwKe nogobHo paTa-mMopraHe, — nydile BCEro
MM NOAXOAMT NpunaraTefilbHoe «rpaHano3HbIN». B cBoem cTmuxoTBOpe-
Hun «CooTtBeTcTBUA» U3 cOopHUKa «LiBeThl 3na» Boanep onuceiBaeT aToT
NpPOCTOp B TEPMUHaX 6€3rpaHMyHOCTH M 3a4apOBaHHOCTH, KOTOPbIE OH
MoYyBCTBOBAJ1, BXOAA B APYry peanbHOCTb, HE pacnpoLLaBLIMCh MOos-
HOCTbIO C KOOPAMHATaMK «peaslbHOro M1pa». Takom aTpubyT NorpyHeH-
HOCTH, BaXHaA 4aCTb OMNbITa MHOMMX MHTEPHET-Nonb3oBartenemn, 60po3s-
AALWMX UCKYCCTBEHHO CreHepupOoBaHHble NPOCTPaHCTBEHHbIE CUCTEMBI
nop, 4yMOM IMYMHOM, 06 bEAMHEH C YHUUTOMAIOLLLEH PaMKKW U NPOCTPaH-
CTBa BU3yaslbHOM PUTOPUKON BUOEOUHCTANNALMM AUTKEHA KaK FOPU3OHT
KynbTYpHOro nepesknBaHua-onbita. OKpyKeHHan BU3yalbHbIMK AeKopa-
LMAMM, CO3AAHHBIMU M3 CUHEDHITBCKUX MPOEKLMIA DK30TUHYECKHX U TamH=-
CTBEHHbIX MECT U rOPOAOB, Ny6IMKa NOKOPeHa MMMEPCHUBHBIM 0baaHUeM
06pa30B, KOTOpble MeHbLLE HanpaBneHbl Ha pasobnadeHne MaxmHauum
KUHOMNNIO3KWH, 1 BonbLUe Ha TO, YTOOLI BbI3biBaTb B BOOOpameHUn nepe-
MuMBaHMe abCoNTHOrO NPUCYTCTBUA B Npoeunpyemor cueHe. Nocetun-
TeNIM MOTYT KynaTbCA B CNaBe KMHO3MM304a M OLLYLLATh TOT e SNEeKTPU-
3yloLWM 3PPEKT, 4TO OMNMMUCaH NMPOTArOHUCTOM «DNIEKTPUUECKOW 3EMN»
AnTrena (1999), Koraa oH rOBOPMT, KaK JOCTUYb OKOHYAaTENbLHOIrO €AuH-
CTBa CO CBOMM OKPYMeHWeM Yepes TaHeL,: «HacTo A TaHLy Tak 6bICTpO,
4TO CTaHOBJIKOCh TEM, YTO OKPYHaeT MeHA, 3TO KaK NuLa, A Kak byaTo
nornowaro o6pasbl, Nornowaro MHPopMaLmto, Kak 6yaTo em Ux. ITo To,
4TO A MOJyYatd TOSIbKO Ceryac»*.

O6pasbl «3abpoLUEHHbIX» CLEH M3 KMHOGUNIBbMOB B paboTtax Usa-
6enb XanmepaunHrep, oTAenbHble PUrypbl B KOTOPbLIX 3aMa3aHbl a3po-
rpadom, nHave BU3yanM3MpyoT NOTEPIO peaslbHOCTH, CBA3bIBaA ee
C LMPPOBOM TEXHUKOM UnK cneuadpdperTamn. Ee kaapel U3 punbmos
BCE eLle MOryT paccMaTpu1BaTbCA, KaK CLLEHbl, B KOTOPbIX 3pUTENN YyB-
CTBYytOT cebA aKTepamu, a TaKk*Ke MOryT 6blTb NPOYUTaHbl Kak 06pasbl
CO3HaHMWA OTCYTCTBYIOLUMX NepcoHaken. Halwa KynsTypHasa namaTb
aBTOMaTUYECKM 3aHWMMaeT MycTble NPOCTPaHCTBa B 3TUX 0b6paboTaH-
HbIX KMHOKaZpax, KOTopble HeMeAJIEHHO MOryT 6bITb BU3yaslbHO AEKO-
AWPOBaHbl Kak KMHOCPea, Tak Kak OHW BHYLLAIOT, YTO HaM 3HAKOMbI 3TH
MecCTa, XOTA Ha CaMOM Aerne Mbl HUKorga Tam He 6binn. O6pasbl Xan-
MepAUHrep OTCbINAlT HAC K TOMY, YTO OTCYTCTBYET — MOYTH B TOM e
CMbICNE, Kak CamMO KMHO HEM3MEHHO OTChINaeT K M3HavyaslbHO 3anucaH-
HoMmy 06pasy, YbA MMMONETHOCTb, KaKk rOBOPAT, 3acTaBuna HokTo 3ame-
TUTb, YTO KMHO HabnNtoAaeT, Kak AeNCTBYeT CMepThb.

OTa Ke cuna apxetuna, KOTOPOM KMHO GOPMUPYET KOHCTPYKLMUIO
peanbHOCTH, noaTonkHyna Jlynay Jloynep K co30aHn0 KUHOMHCTANNALLMM,
LOBOAALLEN TEMY YePHOTO ALLMKa (KaK KyNsTYPHO 0BYCMNOBNEHHOrO HAO-
30pHOMO NPOCTPAHCTBA), A0 KpanHocTU. B ceoem «KuHodunbme 6e3 nso-
6pamenuna» (1979) oHa nokassisana Kknaccuky Monnueyaa, Ho y6pana
NaMmnoYyKy M3 NPOEKTOpPa, TaK YTO GUIbM NULLMICA KaK CBeTa, TaK

28 Moapo6Hyto uHdopmaumio o pabotax dyra AitTkeHa cm. B Daniel Birnbaum, Doug Aitken, London:
Phaidon, 2001.

29 W13 MoHomora rmasHoro repos BuaeonHcTannaumm [yra Aitrera «Inextpuueckan semns» (1996)

ble meaning of the word suspense corresponds to

the dialectic of meaning that is an indicator of Gordon’s
process: by stretching the film and removing its sound,
he de-activates the linear narrative that is of central
importance to the build-up of tension, in Hitchcock’s
films in particular. In doing so, he shifts the emphasis
to the absolute presence of the moment and the drama
of details, gestures and poses, the isolation of which,
in frozen schemes of expression, restructures the re-
lationship between actor and viewer. The technical
potential for this kind of structural dissection of film
and its use as a ready-made was not available before
the advent of video, which conceals the frame-by-
frame structure that would normally appear in a slow
playback. Gordon has taken advantage of this process
of “video analysis” in order to examine the “symptoms”
of the film scientifically as a touchstone of our cultural
self-awareness. The fact that the aesthetic of some

of his other works, specifically those using compiled
archival film material, is dominated by extreme states

of mind — psychoses, ecstasy, madness and eupho-
ria — serves to intensify the space of projection and
hence the viewer’s experience. This is especially so
when the projection screens are free-standing and

the images are projected onto each side of a screen,
prompting viewers to move around the space in order
to view the work in its entirety. In these installations,
the projector’s rays inevitably hit the viewer at certain
points, and the viewer’s shadow falls on the projected
image “like a negative intrusion in the scene”?. Gordon
holds up a mirror to the viewer's hidden fantasies

in these deconstructive reframings of old footage?”.
Since Gordon's works are wrenched from their context
and stripped of their scientific and educational function,
the sensation of abnormality is experienced as a con-
frontation with the repressed areas of one's subcon-
scious, or regarded with a detached and disinterested
attitude towards the tormented character of the picto-
rial sequences. The deconstructive reframing of found
film not only openly reveals the relationships connect-
ing the director, artist and viewer and their exploitative
desires, but also confuses the way that the viewers see
themselves watching the (altered) film material, as they
develop an awareness of their own synthesising func-
tion in the reconstruction of film history.

of Douglas Gordon, Toronto: Art Gallery of York University, 2003;
Russell Ferguson (ed.), Douglas Gordon (exh. cat.), Los Angeles and
Cambridge, Mass.: Museum of Contemporary Art and The MIT Press,
2002; and Douglas Gordon: Kidnapping, Eindhoven: Stedelijk Van
Abbemuseum, 1998. Specifically on Gordon's 24 Hour Psycho, see
Ursula Frohne, “Douglas Gordon, 24 Hour Psycho, Anamorphosen
des Kinos”, Kunsthistorische Arbeitsblatter, vol.11 no.4, pp.15-24;
and Ursula Frohne, “Double Feature: Filmadaptation in Contemporary
Art’, Félschungen. Zu Autorschaft und Beweis in Wissenschaften und
Kunsten (ed. Anne-Kathrin Reulecke), Frankfurt am Main: Suhrkamp
Verlag, 2006, pp.364-89.

26 See Lynn Cooke, “Douglas Gordon: Ein visueller Mensch, einer
der sehen kann”, Douglas Gordon (exh. cat.), Hannover: Kunstverein
Hannover, 1998, n.p.

27 The voyeuristic relationship to the image is the focus of many
works by artists whose media are photography, video and film. Victor
Burgin, Stan Douglas, Pierre Huyghe, Cindy Sherman and Jeff Wall
explore issues surrounding cinematic identity, which is connected with
the public's expectations and the autocratic control of the director

at the helm of the cinematic apparatus. For more on this, see Kerry
Brougher, “Hitch Hiking in Dreamscapes’, op. cit.



Beyond illusion

Drawing the viewer into the work is, in many
ways, typical of the way artists address the conven-
tions of cinematic media. Rather than encouraging
a critical distance from the Hollywood aesthetic — so
familiar that it has been completely internalised by
viewers — Doug Aitken speculates on the audience's
total sensual absorption by appropriating and intensi-
fying the industry’s techniques. By sending the view-
ers of his installations on fictional journeys through
passage-like visual scenarios, he turns an illusory
effect into the vanishing point of scopophilic desire®®.
Generating overwhelming panoramas in a delirium
of visual and spatial experience, Aitkin creates cin-
ematic landscape views that emerge like fata morga-
nas, and can best be described as vast. In his poem
“Correspondances” from Fleurs du mal, Baudelaire
describes this vastness in terms of the sense
of boundlessness and fascination he felt at entering
into an “other reality” without fundamentally departing
from the coordinates of the “real world”. This immer-
sive attribute, which is vital to the experience of many
an Internet user navigating through artificially gener-
ated spatial systems in the guise of a substitute per-
sona, has converged with the frame-bursting, space-
bursting visual rhetoric of Aitken’s video installations
as a horizon of cultural experience. Surrounded by
visual backdrops made up of cinephilic projections
of exotic and mysterious locations and cityscapes,
the audience is enthralled by the immersive charm
of the images, which are aimed less at revealing
the machinations of filmic illusion than at conjuring up
the experience of absolute presence within the pro-
jected scene. The visitors can bask in the glory of
a film scene and sense the same electrifying effect
described by the protagonist in Aitken's Electric Earth
(1999) when he speaks about achieving ultimate
oneness with his surroundings through dancing: “A lot
of times | dance so fast that | become what surrounds
me, that's like food, like | absorb the images, absorb
the information, that's like | eat it. That's the only now |
get"?. Isabell Heimerdinger's pictures of “abandoned”
film sets with the figures airbrushed out of them visu-
alise the loss of reality in another way, linking it with
the digital technique of special effects. Her film stills
might be regarded as scenes in which the viewers
imagine themselves as actors, and can also be read
as images of the consciousness of the absent char-
acters. Our cultural memory automatically occupies
these empty spaces in her manipulated film stills,
which can be visually decoded immediately as cin-
ematic ambience, for they suggest to us that we know
these places without ever having actually been there.
Heimerdinger’s images refer to that which is absent
in much the same way as cinema itself invariably re-
fers to an image originally recorded, whose transience
is said to have prompted Cocteau to remark that film
watches death at work.

This archetypal force by which film moulds
the construction of reality also prompted Louise
Lawler to create a cinema installation that takes to
the extreme the theme of the black box as a culturally

28 For more information on Doug Aitken’s works, see Daniel Birnbaum,
Doug Aitken, London: Phaidon, 2001.

29 From the monologue spoken by the protagonist in Doug Aitken's
video installation Electric Earth (1996).

1 n3obpaxeHuna, 1 nybnunke octanack B Ka4eCTBE TOYKM OMOPbI A4S1A TOro,
4TOGbI CNEAMTb 3a CIOMETOM NULLb 3ByKOBaA A0OPOMHKa. B MHTMMHOM atmo-
cdepe 3aTeMHeHHON KOMHaThl JToynep BO3HMKaeT HOBOE OLLyLLeHWe
KWHemaTorpada, abcTparMpoBaHHOe OT ApamaTypriu, CBA3aHHOW C U30-
H6pameH1eM, akyCTUYECKHU CTUMYNMpPYIOLLEe aCCOLMaTUBHbLIE BO3MOMHO-
cTv ny6nukun. Ecnun npn HopmansHOM xofe Bellen OTCyTCTBHE M3obparke-
HMA BbINo 6bl «6pakoM», TO B KOHTEKCTE apT-Npe3eHTaLMn OHO Ha Aene
YCWUNKIO CTeMNeHb BOCMPHUATUA, MOBMIM30BaB BHYTPEHHKWE NpoLeccsl hpop-
MUWPOBaHWA UITHO3KK, KOTOPbIE HUKOIAA He BblBalOT MOTHOCTHIO MCKITO-
YeHbl M3 Hallero SMOLMOHaNbHOMO BOCTIPUATHA «Npea-Co34aHHbIX 06pa-
30B» MeAMaKynsTypbl — Kak yxe otmeTun 3urdpug Kpakaysp B cBoem
OMUCaHUKM KUHOpaHTa3WM, KOTOPblE OH Ha3Bas «MevYTamu obLiecTsa»®,

3puTenb B Kagpe

HepaBHue OTKpbITUA B 0611acTh 3NEeKTPOHHbLIX 06pa3oB cHabamnnu
Hac HOBbIMM TEXHOMOMMAMM MOTPYHEHUA U YHaCTHUA, OTKPbIBaA LUMPO-
KM noTeHuMan ANA XyOoKeCTBEHHOro NpuMeHeHnA. MHoxecTBeHHble
napannesibHble NPOEKLUU U CIOKETHbIE TMHUKM B HeAaBHWUX paboTax Cam
Tennop-Bya, Ctena Oyrnaca u OxeHeT Kapandd B3pbiBatoT NpocTpaH-
CTBEHHbIE U BPEMEHHbIe CTPYKTYpbl. Bonee Toro, cueHorpadpuyeckm
HaKknagelBaA ApYyr Ha Apyra pasfmyHble Yriibl CbeMKMW, CerMeHTbl U30-
6pakeHna 1 ayanoMMNynbChl, OHW TaKke AOCTUraloT «dCTETUKM MHO-
MEeCTBEHHOM BUAMMOCTH W 3BYKa», KOTopasa TpebyeT akTMBHOIro B3au-
MOAENCTBUA MeXay 3puTeneM, Buaeo- 1 ayanosanuncamu. CornacHo
NPUHLMMY YMHOKEHUA TOYEK 3PEHUA C NMOMOLLBIO HECKOMbKUX Kamep,
06beaMHeHHbIX Hanopgobue LWapHUPHOro YCTPOMCTBA; pasfinyHbie nep-
CMEKTMBbI MOCTaHOBKM NPOELMPYIOTCA NapanniensHo, dparmMeHTupys,
TaknMm 06pa3oM, He TONMbKO MPOCTPAHCTBEHHYIO LLeNIOCTHOCTb, CyLe-
CTBYHOLLYIO B TENIEBU3UOHHBIX LIOY, BEIXOAALLMX B NpamMomM adupe (rae
TOXE MCMONb3YITCA HECKONBKO KaMep, HO TPaHCNALMA AT B KamablM
onpeaAeneHHbI MOMEHT BPEMEHHW C OAHOM U3 HMX), HO TaKMe U oce-
BO€ BWEHMWE, MOBTOPAEMOE B KMHemaTtorpade u TenesuaeHuun. IToT
BbI30B HOPMATWMBHOMY CMHTAKCMCY KMHO Kak MCKYCCTBa NnoAvyepKMBaeT
M NPOCTPaHCTBEHHOE NPUCYTCTBHE CIOKETa, KOTOPOE BCE Yallle NPU3bi-
BaeT K CMHTEe3MpYyloLLeMy BoBrleYeHUIO Ny6nmKku. [lemoHCcTpupys aToT
BWJ, BblpaXeHMA, KOMNO3MLMOHHOE BOBNeYeHMe 3puTena TpebyeTca
yHe A0 TaKoW CTemneHH, 4TO NCUXOSIorMYeckmne U pusnyeckne GpyHKLUU
npoTaroHMCcTa 3aBepLUeHbl TONbKO Brarogapa y4acTByHOLLEMY BOCNPUA-
THIO 3puTenA. HaKk TonbKo 3puTeNb CTan y4aCcTHUKOM NMOCTaHOBKM, Napa-
METpPbl 3CTETUKU BOCNPUATHA, KpUTUKOBaBLLenca Maliknom ®@pugom,
npeBpaTUIMCh B aKTyanbHbIM NPUHLAM BIMAHUA.

B pab6otax Tennop-Bya KOMOMHATOPHBIM aCNeKT BOBNEYEHUA 3pU-
TenA ABNAETCA KoYEBbIM MOTUBOM. XOTA ee BUAEOMPOEKLIMK B HATY-
panbHYO BEIMYMHY 4acTO pacnpenenAtoTCA No BCEM YETbIpeEM

CTeHaM nomMelieHnA, OHn q)OpMMpyPOT €ANHYHO MCTOPHIO, KOTOpPaA CTD
CTaHOBWTCA YnTabenbHOM B OoAHOBpPEeMEeHHOM NpoTHUBONOCTaBNEeHNUN |
nHaonBUAayanbHbIM CErMEeHTaM M306pa>+(eHm=|, HW OOWH U3 KOTOPbIX O
HE o6pe3aeTCH M HE MOHTHMpPYyEeTCA. OTot npuHUKN OOCTHUraeT anored ™

B ee paboTe «TpeTba cTopoHa» (1999), B KOTOPOWM 3PUTENL OKPYHEH
CeMbio napannenbHbIMK cLeHaMu Ha BedepuHKke. OTaenbHble U30-
BpameHnA CoeanHAIOTCA, 4TOObI CO3AaTb MPOCTPAHCTBEHHbBIN KOHTUHYYM,
B KOTOPOM NIOAN N3peKa NepeaBuratoTca Yepes BbiMbILLIEHHOE Npo-
CTPaHCTBO, M306paMeHUsa KONEBIIOTCA Memay NPoeKuMAMK (Kak, Hanpu-
Mep, Koraa pyKka OfHOM akTPUChl NMOABNAETCA HAa COCEAHEM JKpaHe, H4ToObI
NPUKYPUTL Y MYHUYKWHbBI, 4O STOMO NMOKa3blBAEMOro OTAESIbHO Ha COCeAHEM

30 Cwm.: Doris Mampe, ‘A Movie Will be Shown without the Picture’, Moving Images, Film Reflexion in der
Kunst (katanor seictasru), Leipzig: Galerie fur zeitgenossische Kunst, 1999, pp.132-33; v Siegfried
Kracauer, ‘The Little Shopgirls Go to the Movies’, The Mass Ornament: Weimar Essays (ed. Thomas Y. Levin),
Cambridge, Mass.: Harvard University Press, p.292 (Bbiaenerua Kpakxayapa).



aKpaHe). DTa KOMMNOSULMOHHAA TEXHUKA MHOMKECTBEHHBIX MPOEKLMOHHbIX
9KPaHOB, Ybe MNPOCTPAHCTBEHHOE BbipaBHUBAaHWE 3aMeHAeT Aueretnye-
CKyl0 pamy 1 Ha cCaMOM Aefle NepeceKaeT «39CTeTUHECKYIO rPaHb Memay
cLeHom 1 nybnuron»®'. Takaa CnoxHan pemmnccypa OKoHYaTeslbHO pas-
pyLUaeT KIaCCHMYECKMUIM MOPALOK B 3a/e, IAe 3p1TENn CMOKOMHO CHUOAT

M CMOTPAT Ha TO, Y4TO NPOMCXOAMT Ha SKPaHe, N 3aMeHAEeT ero Bceobb-
€MJTIOLLMM, MOYTH 0CA3aEMbIM CLieHapMeM, B KOTOPOM nepdopmMaTnBHOE
BOBJIEYEHWEe 3pUTENA 334aeTCA C TOr0 MOMEHTA, KaK OH MMM OHa BXOOAT

B NomelleHue. PacluaTtbiBas, TakMmM 06pa3oM, AOKYMEHTalbHble CErMEeHTbI,
XyOOMHMK fobMBaeTCA ycnexa B NoYTH ByKBasIsBHOM NpeobpareHmm Yep-
HOrO fLLMKA B KOMHATY, FAe NPOXoAuT BeYeprHKa. PrUsnyecKoe CTOSKHO-
BEHWE C NPOTaroHUCTaMM B HaTypasibHyt0 BE/IMHYMHY B BUAEOpparmeHTax —
TaK e, Kak 1 Apyraa nybrvMKa B KOMHaTe — 3acTaB/iAeT 3pUTeNa 0Co3HaTb
CBOIO COBCTBEHHYIO POJib XyAOMHMKA BHYTPU KPYIroW, apeHonoao6HoM
npoekuunn. N Tak apXMTeKTypHbIM aHcamb5ib, CBA3AHHBIM G ANEereCncoM
BMOEOMPOEKLNI, B ByKBaSIbHOM CMbIC/le 06pamnAeT ABMMHYLLErOCA 3pU-
TenA BMecTe C BOJHYIOLWMM NMPOCTPAHCTBOM ABMMHYLLIMXCA M306pameHni,
KoTopble Iuynnana BpyHo nccnenyet B cBoew BennKonenHom paborte,
MOCBALLEHHON OTHOLLUEHUAM MEMAY XYAO0MECTBEHHOM MHCTANALMEN,
apPXUTEKTYPOM M KMHO®2,

B 1o Bpemsa Kak Tennop-Byn nocTturaet soeneveHuns saputena rmas-
HbiM 06Pa30M C MOMOLLbIO BU3YaslbHOM CTUMYNALMK GPUSUHECKMX W MPO-
CTPaHCTBEHHbIX KOHTPOMbHbIX ToYeK, Hapandd nepeasuraet acnext
BOBJIEYEHMA 3PUTENA HA YPOBEHb aKYCTUYECKOrO BOCMPUATHA, YTO 6bifo
Bblpa31TesibHO NPoAeMOHCTpUpoBaHo B pabotax «Cnyyai ¢ Miopuan
Nank» (1999) unun «MHcTuTyT pas» (2001). Mpousseaeqna Kapandd —
3TO W BO3BpALLLEHWE K NPOCTPAHCTBY KMHO, KaK K MECTY BUPTYaslbHOro
MyTeLwecTBNA — HEYTO BPOAE «MPOTOKOCMMUYECKOrO Kopabna», Kak AHHa
@puabepr Koraa-To onncana GyHKLMIO paHHero kKuHemaTorpada ¢ ero
CMOCOBHOCTbLIO AaTb 3PUTENAM BO3MOMHOCTb 3abbiTb O CBOEM pearb-
HOM OKPYHMEHWW W, CUAA B YAOOHBIX KPEcnax, Jame U O CBOEM Tesle —

Ha Kakor-To MomeHT?3. Cuctembl Dolby ctepeo nepeHocaT cobbiTHA

C 9KpaHa B KMHO3a/ C TaKMM aKyCTUYECKMM COBEPLUEHCTBOM, YTO 3pUTENN
olywatoT ceba B camom rylie npoucxogailero. [Neperoponxa mexay
9KpaHHbIM BbIMbIC/IOM W peasibHOCTbIO 3aa paspyLlaeTca A0 TaKom cTe-
neHu, 4To NybnmKka, NpuieaLan B KMHO, AENCTBYET KaKk NPOAO/MKEHME
NpOeKLUMOHHOro aKpaHa. Kapandd eue 6onee noguepkHyna aToT acnexTt
MornoLweHna, rnepbonnM3anpoBas akyCTUYeCKOe BOCNPUATUE B CBOMX
MHCTA/INALMAX: NOCETUTENAM BblOAOT HaYLLHWKM, TaK YTO CNOBa, KOTOPble
OHM CJIbILLAT, KamyTcA 0OpalleHHbIMM NePCOHAIbHO K Kamaomy. B pesynb-
TaTe MHOMME Ha4YMHAOT OCMATPMBATLCA C YAUBIEHUEM, U B U3YMIIEHUK
ornAAbIBaTbL APYrKX 3puTenen. Tak BU3yasibHOe U akyCTUHECKOE BOCTIPUA-
Te y Ny6/nKM NepeceKaroTca U MEHAIOTCA MecTamu Apyr C APYrom, Npo-
BOLIMPYA NOCTOAHHOE NapaienbHOe BHUMaHWe K BUAEOM306pameHmIo

W APYrvM 3puTenam. STo 3aTparMBaeT TeMy 3penuiLa, UCTosb3yHoLWero
Npu1BIIeKaTENbHOCTb M306parKeHMH, 4TOOL! 3aBnafeTb TEIOM M HyBCTBaMM
ny6nukn. OOHaAKO B TO e caMoe BpeMA 3TOT AeKOHCTPYKTUBHBIM noaxopn,
K BU3YasIbHOM M CITyXOBOW CMHXPOHHOCTM KMHO NopoxaaeT HyBcTea (camo)
OTHYMAEHWUA, KOTOpoe AocThraeT 6osee CnoxHoro cnocoba BU3yannan-
POBaHWA W YBENNYMBAIOLLMXCA 3PPERTHOCTH M FTOMOreHN3aLMK KyNbTyp-
HOWM NPaKTUKM B KOMMEPYECKMX MeauaBbinycKax. MTak, KoHew, Unno3um
HayYMHaEeTCA C y4acTuA 3pUTenA.

31 Martin Hentschel, ‘Fotografie, Malerei, Film: Sam Taylor-Wood's Deklination der Gattungen’, Sam Taylor —
Wood: Third Party, Ostfildern-Ruit: Cantz Verlag, 2000, p.21.

32 Cwm.: Giuliana Bruno, Atlas of Emotion: Journeys in Art, Architecture and Film, London: Verso, 2002.

33 Anne Friedberg, Window Shopping:Cinema and the Postmodern, Berkeley: University of California Press,
1993.

defined illusory space. In A Movie Without the Pic-
ture (1979), she showed Hollywood film classics,

but removed the light bulb from the projector so that
the film had neither light nor image and the audi-
ence had only the sound track as a point of reference
for the plot. In the intimate atmosphere of Lawler's
darkened room a new sense of cinema occurred that
abstracted from the image-related dramaturgy of film
and stimulated the associative capacity of the pub-

lic acoustically. Whereas losing the picture would
normally be regarded as a “fault”, in the context of this
artistic presentation it actually heightened perception
by mobilising inner processes of illusion that are never
entirely uninvolved in our affective appropriation of our
media culture’s “pre-produced dreams” — as already
noted by Siegfried Kracauer in his description of film
fantasies as “the daydreams of society"®.

Framing the viewer

Recent developments in the field of electronic
images have provided new techniques of immer-
sion and participation, opening up wide potential for
artistic application. Multiple parallel projections and
narrative strands in current works by Sam Taylor-
Wood, Stan Douglas and Janet Cardiff explode space
and time structures. Moreover, by overlapping various
camera angles, image segments and audio impulses
scenographically, they also achieve “multiple sight
and sound aesthetics”, which require active interplay
between the viewer, the video recording and the au-
dio recording. According to the principle of multiply-
ing viewpoints by using different cameras, all of which
respond to one another as articulating apparatus, vari-
ous perspectives of a scene are projected in parallel,
thereby fragmenting not only the spatial continuity
that exists in live television productions (which also
use several cameras but broadcast only one angle at
a time), but also the axial vision reproduced in televi-
sion and cinema. This challenge to the normative
syntax of the filmic medium also underlines the spatial
presence of the plot, which increasingly appeals to
the synthesising involvement of the audience. By
dismantling the conditions of the medium in this way,
the compositional involvement of the viewer is called
upon to such a degree that the psychological and
physical functions of the protagonist are completed
only in the participatory reception of the specta-
tor. Just as the viewer has become a participant in
the scene, the parameters of the aesthetic of recep-
tion criticised by Michael Fried have become the ac-
tual principle of impact.

In the work of Taylor-Wood, the combinatory
aspect of viewer involvement is the key motif. Although
her life-size video projections are often distributed
over all four walls of the room, they form a single story
that becomes legible in the simultaneous juxtaposition
of the individual picture segments, none of which are
cut or montaged. This principle culminates in her work
Third Party (1999), in which the viewer is surrounded

30 See Doris Mampe, “A Movie Will be Shown without the Picture”,
Moving Images, Film Reflexion in der Kunst (exh. cat), Leipzig: Galerie
fiir zeitgendssische Kunst, 1999, pp.132-33; and Siegfried Kracauer,
“The Little Shopgirls Go to the Deklination der Gattungen”, Sam Taylor
Movies', The Mass Ornament: Weimar Essays (ed. Thomas Y. Levin),
Cambridge, Mass.: Harvard University Press, p. 292 (emphasis by
Kracauer).



by seven parallel scenes at a party. The individual im-
ages combine to create a spatial continuum in which
people occasionally move through the fictional space
and fluctuate between projections, as when the arm
of one actress appears in the neighbouring screen
to get a light from a man previously shown in isolation
on an adjacent screen. This compositional technique
of multiple projection screens whose spatial alignment
replaces the diegetic frame actually crosses the “aes-
thetic boundary between stage and auditorium™'.
Such complex directing ultimately dissolves the clas-
sical order of the auditorium in which viewers sit
still, watching what is happening on the screen,
and replaces it with an all-embracing, almost tactile
scenario in which the performative involvement of
the viewer is a given from the moment he or she enters
the room. By staggering the documentary segments
in this way, the artist succeeds in almost literally
transforming the black box into a party room. Physically
encountering the life-size protagonists in the video
sequences — as well as other spectators in the room —
makes viewers aware of their own role as artists within
the arena-like, all-round projection. Thus, the architec-
tural ensemble, linked to the diegesis of the video pro-
jections, literally “frames” the mobile spectator within
the emotive space of moving images that Giuliana
Bruno explores in her brilliant study of the relation
between art installation, architecture and film?32.
Whereas Taylor-Wood achieves specta-
tor involvement primarily by visual stimulation of
the physical and spatial points of reference, Cardiff
shifts the aspect of spectator involvement to the level
of acoustic perception, as impressively demonstrated
in The Muriel Lake Incident (1999) or The Paradise
Institute (2001). Cardiff's work is also a return to
the cinema space as a place of virtual travel — a kind
of “proto-spaceship”, as Anne Friedberg once de-
scribed the function of early cinema because of its
capacity to allow viewers to forget their real environ-
ment and, seated on comfortable upholstery, even
their own bodies for a while®. Dolby surround-sound
systems transport the on-screen events into the cin-
ema auditorium with such acoustic perfection that
the spectators feel as though they are in the midst
of what is happening, dissolving the membrane
between the fiction of the screen and the reality of
the auditorium to such a degree that the auditorium in
the cinema functions as an extension of the projection
screen. Cardiff has further emphasised this aspect
of absorption by exaggerating the acoustic percep-
tion in her installations: visitors are provided with
headphones so that the words they are hearing seem
to be addressed to them personally, with the result
that they tend to look around in surprise and aston-
ishment at other members of the audience. In this
way, the audience’s visual and acoustic perceptions
cross and shift in relation to one another, provoking
constant parallel attention to the video image and to
the other spectators. This touches on the theme of

31 Martin Hentschel, ‘Fotografie, Malerei, Film: Sam Taylor-Wood's
Wood: Third Party, Ostfildern-Ruit: Cantz Verlag, 2000, p. 21.

32 See Giuliana Bruno, Atlas of Emotion: Journeys in Art, Architecture
and Film, London: Verso, 2002. 33 Anne Friedberg, Window Shopping:
Cinema and the Postmodern, Berkeley: University of California Press,
1993.

33 Anne Friedberg, Window Shopping:Cinema and the Postmodern,
Berkeley: University of California Press, 1993.

the spectacle that uses the fascination of the images
to grasp the body and senses of the audience. At

the same time, however, this deconstructive approach
to the visual and auditory synchronicity of cinema
creates feelings of (self-) alienation, which achieve

a more complex way of visualising the increasing
spectacularisation and homogenisation of cul-

tural praxis in commercial media emissions. Hence,
the end of the illusion begins with the participation of
the spectator.

Translated by Ishbel Flett.
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Jlee MaHoBu4
NHTepnpeTauyuna
rmbpungHbIx megna

HeBugumasa peBontouus

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

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

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

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

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

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

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

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

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

Lev Manovich

Understanding
Hybrid Media

The Invisible Revolution

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

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

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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

meauatexHuK. Ecnn B 1990-x rogax KoMnbloTepbl MCMNONb30BaIMCh

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

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

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

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

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

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



«Matpuua», «<l'opog rpexa», «300 cnapTaHueB» 1 Apyrue ¢punbmsl,
CHATbIE C UCNO/Ib30BaHMEM BMPTYaslbHOro NPOCTPaHCTBA, NPUBMEKaoT
pasnunyHble Megua Ana Co34aHMA HOBOM CTUIM30BaHHOM 3CTETUKM, KOTO-
PYtO HENBb3A CBECTH K YHe 3HAKOMOMY CTUIIIO KMHemMaTorpagda ¢ HaTy-
panbHbIM ABUKEHWUEM UM KOMMbLIOTEPHOM TPEXMEPHOM aHMMaLmMK. B aTux
dunbmax NpoABNAETCA Ta He NTOrMKa, YTo U B aHUMUPOBAHHOM rpa-
buKe, KoTopan Ha NEPBLIM B3MMAL KaXKeTCA PaAUKalibHO MHOW. DTa Ta He
NOrMKa, KOTOPYIO Mbl Habnoaaem B 61M0ONOrMK Npy Co3aaHnM rmbépuaos.
PesynsraT rubpuamsanmmn — He NPOCTO MeXaHW4YeCcKan CymMmMa pasfyHbIX
yacTem, HO HOBbIM «BUA» — HOBbIM BUA, M3006pa3UTENLHOM 3CTETUKM, KOTO-
poro paHee He CyLLeCTBOBasO.

my6buHHaA npeapacnoNoXeHHOCTb K PEMHUKCY

BaHanbHO roBopmTh, 4TO Mbl MBEM B «KynbType pemukcar». CerogHsa
Ha MHOMMX NOLWaaKax KynbTypbl MU CTUA MU3HWU: My3blKa, MOAa, AM3anH,
MCKYCCTBO, BEO-NPUNOKEHUA, Meana, Co34aBaeMble NoNb30BaTENAMM,
efa — Be3ae AOMUHUPYET PEMUKC, CUHTES, KOMNam, MaL-an v nonyppu.
Ecnn 1980-e npownu noa 3HaKkoMm nocTtmMozepHuama, To 2000-e —
nop, 3HaKOM pPeMHKCa, 1, BO3MOKHO, PEMUKC ByaeT AOMUHMPOBATb M
B creaytoliem gecatunetTin. Huwe npMBoaATCA BCEro HECKOBKO Npw-
MepOoB COBPEMEHHOI0 MHOroobpasna B NpaKTUKe peMukca. B 3um-

Hen Konnekunn 2004—2005 rogoe dwoH ManbaHo (amsaiHep MOAHOMO
noma [mop) cmelwan o6pas 6poaaru, HeMeHCKUe TpadmLmMKU, BOCTOY-
HOeBpPOMNeMCKMUe MOTMBbLI M MHOIOE Apyroe, CobpaHHOe UM B nyTeLle-
cTBMAX No BCceMy Mupy. B nocnenHue Heckonbko net DJ Spooky pa6o-
TaeT Hapg, «BospoxaeHneM Hauun», NONHOMETPaKHLIM peMEeNKOM dunbMa
A.Y. Tpudoduta 1915 roaa, «PoxaeHre Hauuu». B anpene 2006 ropga

B LleHTpe AHHeHbepra YHuBepcuteTa FOmHon KanvdopHum npowna
AByxaHeBHaA KoHdepeHuua «CeTeBble ayaUTOPHUM», NOCBATUBLLAA OTAESb-
Hble CEeKLMW PasnnyHbIM TUNaM PEMHUKCOBBIX KynbTyp B MIHTepHeTe: nonu-
THUYECKWE BUAEOPEMUKChI, My3blKaslbHblE BUAEOKUMbI aHUM3, MALLMHMMA,
anbTepHaTUBHbLIE HOBOCTHbIE NMPOrPaMMbl, BTOPHEHUA B MHPPACTPYKTYPY
n T.n.5 (B BONONHEHME K 9TUM TUMaM, B CETH TaKiKe PacTeT YUCIO MILU-
anos, onpegenaemMbix Bukvneamen kak «cavt unu npunoxeHue, obbeau-
HAIOLWEee AaHHbIe N3 HECKOMbKMX MCTOYHUKOB B OOMH MHTErPUPOBaHHbIM
MHCTPYMEHT)®.

PemuKc naHavanbHO 6bI1 4eTKO onpeaenAemMbIM W y3Kocneunanb-
HbIM MY3blKaslbHbIM TEPMUHOM. XOTA NpeLefeHTbl PEMUKCOB MOXHO Obl10
BCTPETUTb W paHblUue, HO CTaHAAPTHOM MPaKTUKOM peMUKe ctan ¢ 1970-x
rofoB., Korga 6binv BBeAeHb B 06MX0A, MHOrOKaHanbHble MUKLLEPHbIE
nyneThl. Hak TONbKO BCEMKW COCTaBNAKOLLMMKW My3blKallbHOM KOMMO3ULIMK —
BOKaOM, YAAPHbIMW U T. 4. — CTaN0 BO3MOXHO YNpPaBATb B OTAE/bHOCTH,
noABMNIack BO3MOXHOCTb MUKLLMPOBATL KOMMO3MLMIO: U3MEHATL YPO-
BEHb 3ByKa OfLHWX KaHa/OB, 3aMeHATb CTapble arieMeHTbl HoBbIMU. [ocTe-
NEeHHO TEPMUH «PEMUKC» Npruobpen bornee LWMPOKoe 3HaYeHWe, U CEroaHA
MM 0603HavatoT Nobyto NepepaboTKy yHKe CYLLEeCTBYHOLWMX NPOM3BEOEHUN
KynbTypbl, 6yab TO M306pasnTenbHbIe MPOEKTHLI, NPorpaMmMHoe obecneye-
HWEe WNK TEKCT NUTepPaTypPHOro NPOM3BeAeHHUA.

MO*HO N1 NOHATL HOBBLIM TMOPUAHBIA A3bIK ABUKYLLMXCA 0bpa-
30B KaK peMHKc? A nonarato, MOXKHO, EC/IM Mbl OTMETUM OLHO NMPUHLU-
nuaneHoe pasnunyne. TUMUYHBIN PEMUKC KOMOUMHUPYET KOHTEHT BHYTPU
O[HOr0 MeAua UM KOHTEHT pasfnyHbiX Meguna. Hanpumep, B My3bikanb-
HOM peMMUKCe CBeAEHbl JOPOHKH, 3anncaHHble MHOIMMK My3blKaHTamu,
BMAEOKNMMbI-aHUME HaKNaAbIBatoT 3NM304bl U3 MyNbTGUIbMOB-aHUME Ha
My3bIky. [MpodeccrnoHanbHoO co3paHHaa aHMMMpoBaHHaA rpaduka 1 apy-
rMe NPOEKThl U3 Cepbl ABMMHKYLLMXCA 06pa30B TaKkKe 0ObIYHO CMeLLMBatOT

5 http://netpublics.annenberg.edu/, Beinowero 04.02. 2007,
6 http://enwikipedia.org/wiki/Mashup_%28web_application_hybrid%?29, seinomxero 04.02. 2007.

the already familiar look of live-action cinematography
or 3D computer animation. Such films display exactly
the same logic as motion graphics, which at first
sight might appear to be very different. This logic is
the same one we observe in the creation of new hy-
brids in biology. That is, the result of the hybridization
process is not simply a mechanical sum of the previ-
ously existing parts but a new “species” — a new kind
of visual aesthetics that did not exist previously.

Deep Remixability

It is a truism that we live in a “remix culture.” To-
day, many cultural and lifestyle arenas — music, fash-
ion, design, art, web applications, user-created media,
food — are governed by remixes, fusions, collages, or
mash-ups. If postmodernism defined 1980s, remix
definitely dominates 2000s, and it will probably con-
tinue to rule the next decade as well. Following are
just a few examples of the current diversity in remix
practices. In his 2004 — 5 winter collection, John Gal-
liano (a fashion designer for the house of Dior) mixed
vagabond look, Yemenite traditions, Eastern European
motifs, and other sources, which he collects during
his extensive travels around the world. Over the last
few years, DJ Spooky has been working on Rebirth
of a Nation, a feature-length remix of D.W. Giiffith's
1915 film The Birth of a Nation. In April 20086, the An-
nenberg Center at the University of Southern Califor-
nia ran a two-day conference on “Networked Publics,’
which devoted separate sessions to various types
of remix cultures on the web: political remix videos,
anime music videos, machinima, alternative news, in-
frastructure hacks, and the like*. (In addition to these,
the web also houses a growing number of software
mash-ups defined by Wikipedia as “a website or ap-
plication that combines content from more than one
source into an integrated experience”)s.

Remixing originally had a precise and narrow
meaning specific to music. Although precedents
of remixing can be found earlier, it was the introduc-
tion of multitrack mixers in the 1970s that made
remixing a standard practice. With each element of
a song — vocals, drums, etc. — available for separate
manipulation, it became possible to remix the song —
to change the volume of some tracks or substitute
new tracks for the old ones. Gradually the term remix
became more and more broad, today referring to any
reworking of already existing cultural work(s), whether
visual projects, software, or literary texts.

Can we understand the new hybrid language
of moving image as a type of remix? | believe so —
if we make one crucial distinction. Typical remix
combines content within the same media or content
from different media. For instance, a music remix may
combine music elements from any number of artists;
anime music videos may combine parts of anime
films and music taken from a music video. Profes-
sionally produced motion graphics and other moving-
image projects also routinely mix together content
in the same media and/or from different media. For
example, in the beginning of the “Go” music video,
the video rapidly switches between live-action foot-
4 http://netpublics.annenberg.edu/, accessed February 4, 2007

5 http://enwikipedia.org/wiki/Mashup_%28web_application_
hybrid%29, accessed February 4, 2007.



age of a room and a 3D model of the same room.
The live-action shots also incorporate a computer-
generated plant and a still photographic image

of mountain landscape. Later, shots of a female danc-
er are combined with elaborate animated typography.
Throughout the video, we also see the characters
being transformed into abstract animated patterns.
And so on.

Such remixes of content from different media
are definitely common today in moving-image culture.
But for me, the essence of the “hybrid revolution” lies
in something else altogether. Let's call it “deep remix-
ability” What gets remixed today is not only content
from different media but also their fundamental tech-
niques, working methods, and ways of representation
and expression. United within the common software
environment, cinematography, animation, compu-
ter animation, special effects, graphic design, and
typography have come to form a new metamedium.
A work produced in this new metamedium can use
all the techniques, or any subset of these techniques,
that were previously unique to these different media.

We may think of this new metamedium as a vast
library of all previously known media techniques. But
that is not all. Once all types of media met within
the same digital environment — and this was ac-
complished in the second part of the 1990s — they
started interacting in ways that could never have been
predicted or even imagined previously. Typography
is choreographed to move in 3D space; motion blur
is applied to CGil; algorithmically generated fields
of particles are blended with live-action footage
to give it an enhanced look; a virtual camera is made
to move around a virtual space filled with 2D draw-
ings. In each of these examples, the technique that
was originally associated with a particular medium —
cinema, cel animation, photorealistic computer graph-
ics, typography, graphic design — is now applied to
a diffirent media.

Such interaction among virtualized media
techniques is a key feature of moving-image culture
today. Therefore, | have decided to introduce a spe-
cial term — deep remixability — to differentiate it from
the simple remix of media content with which we are
all familiar, be it music remixes, anime video remixes,
1980s postmodern art and architecture, and so on.

From Media to Algorithms

Why did the hybrid revolution take place? Why
do the numerous moving-image sequences we see
today use juxtapositions of media and hybrids of dif-
ferent media techniques as their basic aesthetic
principle? We can identify many social and cultural
factors that all could have played, and probably did
play, some role since their emergence in the 1990s —
for instance, branding, youth markets, and the web.
However, | believe that these factors alone cannot ac-
count for the specific design and visual logics that we
see today in media culture. Similarly, they cannot be
explained by simply saying that contemporary global
consumption societies require constant innovation,
novel aesthetics, and effects. This may be true — but
why do we see these particular visual languages as
opposed to others, and what is the logic that drives
their evolution? | believe that to properly understand

KOHTEHT OOHOro Meaua u/vnun pasnuuHelx megna. Hanpumep, B Havane
BMOEOKMMA Ha necHto «Go» nporcxoauT BLICTPOE NEPERITIOYEHNE MEKIY
HMBOW CHEMKOM KOMHATbLI M TPEXMEPHOM MOAENLIO 9TOM e KOMHAThI.

B Kagpax *vBOM CbEMKM MHKOPNOPMPOBAHO CreHEPUPOBAHHOE KOMMbHO-
TEPOM pacTeHue U poTorpadua ropHOro nemsama. 3aTeM Kaapbl C TaH-
LLOBLLMLEN KOMOUHUPYIOTCA CO CITOMKHOM aHUMMPOBAHHOM TUMOrpadUKOM.
Bo BceM Knvne mMbl BUAWM TpaHchopMaLMio NepcoHakern B abCTpaKkTHbIe
aHWMUPOBAaHHbIE Y30pbl U T.4.

[MonobHble PEMUKChI KOHTEHTA M3 Pa3/IMYHbIX MeAua CerogHA ABNA-
tOTCA OObIYHBIMK B KyNbType ABUKYLLMXCA 0bpasoB. Ho ana meHa cama
CyTb «rMOPUAHOM PEBOMIOLMKU» B HEM-TO COBepLUeHHO Apyrom. [asanTte
Ha30BeM 3TO MMYGUHHOM NPEAPACMONOKEHHOCTLIO K peMuKcy. CerogHa
PEMUKCYETCA HE TONTIbKO KOHTEHT PasfiiHbIX Meama, HO U MX COBCTBEHHbIE
OCHOBOMONaratoLwmne TEXHWKK, MeTodbl paboTbl U CNOCObLI penpe3eHTaLmm
u BolpareHus. O6beanHeHHble 06LLen cpeaon NporpaMMHOro obecneve-
HWA, KMHemMaTorpag, aHMMaLnA, KOMMNbIOTEPHAA aHMMaLUMA, cneudddeKrTsl,
rpadpuyeckum gn3amH 1 Tunorpadmrra GopmMMpyroT HOBLIM MeTaMeauyM.
Pa6ora, cospaHHaa npu NOMOLLM 3TOFO HOBOIO MeTamMeAnyMa, MOKET
MCNONb30BaTh BCE T€ TEXHUKM MMM N0OOM Habop TEXHWK, KOTOpble paHee
OTHOCW/IUCb TOSIbKO K KAKOMY-TO OAHOMY BWAY Meaua.

Mel MoXeM NpeacTaBUTe cebe STOT HOBLIM MeTaMeanyM Kak obLwmp-
Hyto BMONMOTERY BCEX paHee M3BECTHbIX MeanaTexHuKk. Ho aTo ewwe
He Bce. KaKk TonbKo BCce THMbl Meama BCTPETUINCL B €AMHOM Lndpo-

BOM NPOCTPaHCTBE — 3TO Cly4nsIOChb BO BTOPOM nonosuHe 1990-x — oHM
Hayann B3aMMOAENCTBOBATL TaKMMK cnocobamu, KoTopble ObiNo HEBO3-
MOXHO NpeacKasaTb UK Aaxe BoobpasuTb paHblue. Tunorpagpuka
Tenepb ABUraeTcA B TpexmepHom npoctpaHcTee, B CGl-rpaduke ncnonb-
3yeTcA pa3mblTUe, CreHEPUPOBaHHbIE MO anrOpUTMY NONA YacTUL, CMELLU-
BalOTCA C KaZpaMu HMBOW CbEMKH, YTOObI YyCHIUTL BrevaTneHue oT 9TUX
KagpoB, BUPTyasibHaA Kamepa ABUraeTca B BUPTyallbHOM NpPOCTpaH-
CTBe, HanoHEHHOM ABYXMEPHbIMW PUCYHKaMK. B Kamaom M3 npueeaeH-
HbIX MPUMEPOB TEXHWKA, N3HA4Ya/IbHO aCCOLIMMPOBABLLAACA C KOHKPETHBLIM
mMeaua, Hanpumep, KMHematorpadom, LennynoMaHon aHumaunen, ¢poto-
peasMCTUHHOM KOMMbIOTEPHOM rpadpuKom, TMNnorpadrKon, rpapuyeckum
AN3anHOM — Tenepb NPUMEHAETCA MO OTHOLLEHUIO K APYrvM Meauma.

MopobHoe B3anMopenCTBUE BUPTYANTM30BaHHbIX MEAUATEXHUK —
KNIOYEBaA XapaKTEPUCTURA CErOAHALLHEN KYNbTYPbl ABUMYLLMXCA U30-
6paweHni. [oaTomy A pewmn BBECTH 0COBLIM TEPMUH — MTyOMHHAA
NPeAPacrnonoMeHHOCTb K PEMUKCY — YTOBbI OTNIMHYKUTE e OT MPOCTOro
MMWKLWMPOBaHWUA MEANAKOHTEHTA, C KOTOPLIM Mbl BCE 3HaKOMbl B hopme
My3blKasbHbIX PEMUKCOB, aHWUME, BUAEOPEMUKCOB, MCKYCCTBA WU apXUTEK-
Typbl noctmogepHa 1980-x un T.4.

OT meagMa K anropyTmam

Oruero npousoLuna rubpuaHas pesontouua’? MNoyemy 6ecumc-
NEeHHble NOCea0BaTeNbHOCTH ABUHYLLMXCA U300paKeHUH, KOTopble
Mbl BUAWM CErOAHA, MCMOMb3YHOT NPOTUBOMOCTaBNEHNE PA3NNYHbIX
Meaua U rubpuabl pasnmnyHbiX MeauaTeXHUK Kak 6a30BbIM NPUH-
umn acTeTMKU? Mbl MOXKEM MAEHTUOULMPOBATL MHOKECTBO COLM-
anbHbIX U KyNbTYPHbIX GpaKTOPOB, KOTOPbIE MOIK Bbl ChirpaTh B 3TOM
KaKyl0-TO POsib B CBA3M C Ux noasneHuvem B 1990-x rogax, u, no scemn
BEPOATHOCTH, 3Ty POJib Chirpasii, HanpumMep, 6PEHANHT, MONOAEKHbIN
pbIHOK cbbiTa n UHTepHeT. Kak 6bl To HX 6bINO, A Nonarato, 4To 3TH dak-
Topbl camu No cebe He MOryT 6bITb OTBETCTBEHHBIMM 3a creunduye-
CKWW AM3arH W U306pas3nTesNibHYO NTOTMKY, KOTOPblE Mbl CErOAHA BUAMUM
B MeAuaKynsType. TOYHO TaK ®e 3T ABNEHUA HeNb3A 0OBACHUTL NPO-
CTO yTBEPH/AEHNEM, YTO COBpPeMeHHoe rnobanbHoe obL,ecTBo notTpeb-
neHuA TpebyeT NOCTOAHHbIX MHHOBaLMM, HOBOM SCTETUKM W b deK-
TOB. OTO MOXET ObITb NPaBAOM, HO MOYEMY Mbl BUAUM MMEHHO 3TOT
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n306pasnTenbHbIM A3bIK, @ HE KAKOM-TMOO APYroM, U MO KaKoM NTOrMKe
MPOMCXOAMT ero aBonouMaA? A nonarato, YTO AJ1A NPABUILHOrO NOHWMA-
HMA 3TOro Npouecca HeobXoAMMO NPUCTaNILHO PACCMOTPETL NPOrpPamMmbI
ANA Megnagmn3anHa v UX MCMonb30BaHWe B MPOW3BOACTBEHHON Chepe.

B cepennHe 1990-x oTHOCHTENBHO HEepOporve rpadpryecKue Tep-
MWHanbl U NEePCOHasNbHbIE KOMMbIOTEPLI, CHAOKEHHbIE NPOorpaMmamm
no obpaboTKe M30bparKeHUH, rpadryecKomMy AM3anHy, aHMMaL MK, obpa-
GOTKM BMOEO, HANOMEHWIO M3o6pameHmnit (compositing), cosgaHuio crew-
9¢pPEKTOB U UNNOCTPaLMI CTann 06LWwenoCTyNHbIMK ANA GpunaHcepoB-
An3aiHepoB rpadurKKn, MNNIOCTPATOPOB, a TakKe ANA HeboNbLMX CTYANUM
aHMMaL MK 1 nocTnpodaKLwH. Kak yxe rosopunock, peaynsratel Obinm
MPOCTO KoMoccanbHbIMU. 3a NATUNETHUI NEPUOA, COBPEMeHHas n3obpa-
3uTenbHaA KyneTypa npetepnena ¢dyHaameHTanbHble M3meHeHusa. Brnpo-
4yeM, NPOU3BOAMTENN KOMMBIOTEPHbIX MPOrpamMmm 0BbIYHO He CTaBAT CBOEM
Lenblo COBEPLUMTL peBontoumio. Haoboport, nporpammHoe obecneyeHue
0b6bI4HO CO3paeTCcA ANA TOro, YToObl OTBEYaThb 3a/a4aM yHe CYLLEeCTBYH-
LLMX NPOM3BOACTBEHHbIX MPOLLECCOB, Paboymnx ponemr 1 NPUBbIYHbLIX 3a8a-
HWUIM. DTO NPUMEHUMO K BOMbLUEN YacTW NPOrpaMm AnsA MeauannsanHa,
co3paHHbix B 1990-e.

Ho nporpammHoe obecneyeHne cxome C pas3nnyHbiMK BUAAMKU Opra-
HW3MOB BHYTPU DKOCUCTEMBI — B A@HHOM Clly4ae, BHYTPU €4MHOIr0 KOM-
NbOTEPHOrO NpocTpaHcTea. [ocne «BbiMyCcKa» OHWM HA4YMHAKOT B3aUMOAEN-
CTBOBaTb APYr C APYroM, MyTUpOBaTb U co3pasatb rubpuasl. Hesnamman
PEBONIOLMA, KOTOPaA NpousoLwa Bo BTOpor nonosuHe 1990-x MoxerT,
TakWMM 06pa3oM, 6bITb MOHATA KaK Nepuod, CUCTEMaTUHECKOW rMbpuansa-
LMK PasnmnyHbIX NPOrpamMm, M3HavabHO NpeaHas3HayYeHHbIX 417 UCNOosb-
30BaHWA NpodeccroHanamu, paboTaroLmmMm ¢ pa3HbiMK Megua.

K 1993 rogy ocHOBHbIe NpOrpamMmMHble NPUITOMKEHNA ObINK Yie AOCTYMHbI:
Adobe lllustrator pna cospanuna BekTopHom rpadurm, Adobe Photoshop
AnAa 06paboTtkn nzobpamenun, Wavefront n Alias ona cospanmna Tpexmep-
HbIX Mogenen n aHumaumn, Adobe After Effects pna neyxmepHon aHuma-
LMK 1 BM3yanbHbIX 9¢derToB. Bo BTopor nonosuHe atoro AecATUNETHUA
NpPO13BOAMTENKW NPOrPaMMHOro obecrnevyeHrA NOCTENeHHO AOMONHANM
TEXHONOMMK, KOTOPbIe CAeNanu aTu NPOorpaMmbsl COBMECTUMBIMU APYT

¢ apyrom. B pesyneraTe K KoHLy 1990-x MOXHO 6blNI0 KOMOUHMPOBaTL
onepauuun 1 dopmaTbl penpeseHTaLMu, Tak1e Kak pacTpoBoe n3obpamke-
HWe, BEKTOpPHOe n3obpameHue, TPEXMEPHYIO MOAENb M LndpoBOe BUAEO
B paMKax OfHOro npoekTa. A nonarato, YTo rMbpuaHbLIN M306pa3nTeNbHbIN
A3bIK, KOTOPLIM Mbl BUAMM CErOAHA BO BCEW KyNbType ABUKYLLMXCA 0bpa-
30B U MeauaamsanHa BoobLue, No 6onbluen YacTu ABNAETCA pe3ynLTaToM
3TOM HOBOW COBMECTMMOCTU OCHOBHbIX MPOrpaMM MeavaansanHa.

B 10 Bpema Kak aTOT A3bIK NoALEepPHMBaET KarkyLumeca 6ecHncneH-
HbIMW BapuaLmu, oTobpakaeMble B KOHKPETHbIX Meanaamn3anHax, ero
obLwan normka MoxeT BbiTb CBeAEHA K OOHOMY YTBEPHAEHUIO: TMOPU-
An3auma unu rmybruHHaA NPeApPacrnonoMEeHHOCTb K PEMUKCY pasfnyHbIX
Me[MaTeEXHONOrMM U Meanan3bikoB. [MBpHan3aLnA 1 eCTb NPoABIEHNe
3TOM rNy6UHHOM NPEeapPacnonoXEHHOCTH K peMuKcy. Elle oaHo Baxk-
HeMLee NOCNeacTBHE 3TOr0 OTHOCUTCA K MBMEHEHMIO cnocoba ¢pyHK-
LIMOHUPOBaHWA PasfinyHbIX MeguaTexHuK. [pyrum nocneactesmem AenA-
eTcA TpaHcpopMaLmA paHee HeM36emHbIx apTedaKToB MeaUaTEXHONOM MK
B HOBblE TEXHWKW Mednaan3anHa.

KomnbloTepusauna coenana BUpTyanbHbIMW NPAKTUHECKHU BCE TEX-
HWKK CO3MaHuA U MOAMPUKALMKM Meana, «M3BNEKaA» UX U3 KOHKPETHbIX
MaTepuasnbHbIX MEAUAHOCUTENEN, B KOTOPbLIX OHK 3apPOAUINUCE, U Npe-
BpaLLan UX B alIFOPUTMbI. DTO 03HAYAET, 4TO B GOMBLLUMHCTBE CIlyYaeB Mbl
6onee He MOXEM HaWTU HWU OAHY U3 STUX TEXHWUK B YUCTOM M3HAYANBHOM
Buae. MeamaTexHnKn CTaHOBATCA «MeperpyHeHHbIMU» U YCUIEHHbIMM,

WX MPUMEHEHMWE U CMEKTP PacLUMPAIOTCA, W yNpaBneHne UMK AenaeTca
ACHO BblpaMeHHbIM, GpOopManM30BaHHbIM, MOAJIEHKALLMM KONMYECTBEHHOM
OLEHKe, 1 MPOorpaMM1pyeMbIM.

this, we need to carefully look at media design soft-
ware and its use in production environments.

In the middle of the 1990s, relatively inexpensive
graphics workstations and personal computers run-
ning image editing, graphic design, animation, video
editing, compositing, special effects, and illustration
software became commonplace and affordable for
freelance graphic designers, illustrators, and small
postproduction and animation studios. As we have
seen, the results were dramatic. Within about five
years, modern visual culture was fundamentally
transformed. However, the makers of software used
in production usually do not set out to create a revolu-
tion. On the contrary, software is usually created to fit
into already existing production procedures, job roles,
and familiar tasks. This applies to most media design
software released in the 1990s.

But software is like various species within
the common ecology — in this case, a shared
computer environment. Once “released,” they start
interacting, mutating, and making hybrids. The invis-
ible revolution that took place in the second part of
the 1990s can therefore be understood as the period
of systematic hybridization between different soft-
ware originally designed to be used by professionals
working in different media. By 1993, the key software
applications were already available: Adobe lllustrator
for making vector-based drawings, Adobe Photoshop
for editing of continuous-tone images, Wavefront
and Alias for 3D modeling and animation, and Adobe
After Effects for 2D animation and visual effects. In
the second part of that decade, software manufactur-
ers gradually added technologies that made these
programs compatible with one another. As a result,
by the end of the 1990s, a designer could combine
operations and representational formats such as a bit-
mapped still image, a vector image, a 3D model, and
digital video within the same design project. | believe
that the hybrid visual language we see today across
moving-image culture and media design in general
is largely the outcome of this new compatibility among
key media design software.

While this language supports seemingly numer-
ous variations as manifested in the particular media
designs, its general logic can be summed up in one
phrase: hybridization, or deep remixability, of previ-
ously separate media techniques and media lan-
guages. The crossover effect is one manifestation
of this deep remixability. Another crucial effect relates
to the changes in the way that separate media tech-
niques can function. Yet another effect is the transfor-
mation of what were previously unavoidable artifacts
of media technologies into new techniques for media
design.

Computerization virtualized practically all media
creating and modification techniques, “extracting”
them from their particular physical medium of origin
and turning them into algorithms. This means that,
in most cases, we will no longer find any of these
techniques in their pure original state. The media
techniques became “supercharged” and amplified;
their range and application were extended; and their
controls were made explicit, formalized, quantifiable,
and programmable.



The Aesthetics of Continuity

Today, there are many successful short films
under a few minutes and small-scale building projects
based on the aesthetics of continuity, but the next
challenge for both motion graphics and architecture is
to discover ways to employ this aesthetics on a larger
scale. In architecture, a number of architects have
already begun to successfully address this challenge.
Examples include already realized projects such as
the Yokohama International Port Terminal or the Kun-
sthaus in Graz (2004), as well as those that have yet
to be built, such as Zaha Hadid's Performing Arts
Centre on Saadiyat Island in Abu Dhabi, United Arab
Emirates (2007).

According to computer scientist Alan Kay, who
proposed this term in the 1970s, we should think of
the digital computer as a metamedium containing all
the different “already existing and non-yet-invented
media"® What does this imply for the aesthetics
of digital projects? In my view, it does not imply that
the different media necessarily fuse together, or make
up a new single hybrid, or result in “multimedia”, “in-
termedia”, or a totalizing Gesamtskunstwerk. Different
media become compatible but at the same time they
can preserve their distinct identities.

To show us our world and ourselves in a new
way is, of course, one of the key goals of all mod-
ern art regardless of the media. By substituting all
constants with variables, media software institutional-
izes this desire. Now everything can always change
and everything can be rendered in a new way. But,
of course, simple changes in color or variations in
a spatial form are not enough to create a new vision
of the world. It takes talent to transform the possibili-
ties offered by software into meaningful statements
and original experiences. Many talented designers
and artists working today offer us distinct and original
visions of our world in the stage of continuous trans-
formation and metamorphosis: visions that are fully
appropriate for our time of rapid social, technological,
and cultural change.

6 Alan Kay and Adele Goldberg, “Personal Dynamic Media,’ IEEE
Computer 10, no. 3 (March 1977). My quote is from the reprint

of this article in New Media Reader, ed. Noah Wardrip-Fruin and Nick
Montfort (Cambridge, MA: MIT Press, 2003).

OcTeTHKa HenpepbIBHOCTH

CeropHa cyLecTByeT MHOMO yAa4HbIX KOPOTKOMETPamKHbIX Grnb-
MOB OJIUTENIbHOCTBIO MEHEE HECKONMBKUX MUHYT U CTPOUTENBHBIX MPOEK-
TOB Masiloro macltaba, KoTopble OCHOBaHbl Ha 3CTETUKE HEMPEPbLIBHO-
CTH, HO cneayolan 3apaya An1A cospaTtenel aHMMUMPOBaHHOM rpaduKm
W apXMTEKTOPOB — HaMTK CNOCODbLI NPUMEHEHUA ATOM ACTETUKK B 6OIb-
lWKx maclwTabax. B apxuTeKType HeCKONbKO MacTepoB yxe Havanu pabo-
TaTb Haf, 3ToM 3apadent. [prMepammn MOryT CNyHUTb KaK yxe BOMNIOLWEeH-
Hble MPOEKTBI, TAKUE, KaK TEPMMHAN MexayHapoaHoro nopta B Mokorawe,
KyHcTtxayc B Mpaue (2004), Tak v Te, KOTOPLIE eLUe He 3aBepLUeHb
K MOMEHTY HanMcaHuA 3TOM CTaTbM, Hanpumep, NpoekT LleHTpa nepdop-
MaTMBHbIX MCKyccTB Ha ocTpoBe CaaaumaT B AGy-[labu apxutektopa 3axu
Xagup, (2007).

Mo cnosam y4eHoro B 061acTi TEOPHK BbIYUCIIUTENbHBIX CUCTEM
AnaHa Kes, koTopbii BBeN a10T TepMuH B 1970-X, Hy*HO paccMaTpuBaTb
KOMMBIOTEP KaK «MeTaMefnyM», KOTOPbIM COOEPHUT BCE pa3HOObpasHbie
«y}Ke CyLLeCTByIOLWHME U eLle He U306peTeHHble Meama»’. YTo aTo 03Ha-
yaeT AJ1A ICTETUKM IMEKTPOHHbBIX NpoeKToB? C MOEN TOUYKM 3peHus, 3TO
He 03HavaeT, 4To pasnnyHble Meana 06A3aTeNlbHO COMbIOTCA BOEAWHO
MK co3panyT OOMH HOBbIM TMOPKUA, MK JafyT B pesynbraTe «MynsTU-
Meguar», «<uHTeEpMeamna» unu TotanbHel Gesamtskunstwerk, T.e. yHuBep-
callbHOe CMHTeTHYeCKoe npou3seaeHre. PasnuuHble megma ctaHoBATCA
COBMECTMMbIMM, HO B TO #€ BPEeMA COXPaHAIOT CBOK UAEHTUYHOCTD.

[MokazaTb HaM Halw MUpP M HacC camux MO-HOBOMY — 3TO W €CTb OAHa
13 rMaBHbIX Lieflel COBPEMEHHOIO MCKYCCTBa B LeNTOM, 6€30THOCHUTENbHO
K Megua. 3aMeHAs BCe NOCTOSAHHbIE HA MePeMeHHble, MeavanporpaMmsl
MHCTUTYLIMOHAIU3MPYIOT 3TO CTpeMeHne. Tenepb BCe MOXeET Bceraa
MEHATBCA U BCE MOXHO nepepatb no-HoBomy. Ho KoHeuHo, npocToro
M3MEHEHWA LBeTa UM BapuaLmm NPOCTPaHCTBEHHOM pOpMbl HeA0CTa-
TOYHO AJ1A CO3[aHUA HOBOIro BUAEHWA Mupa. Heobxoomm TanaHT, 4Tobsb
npeobpasnTb BO3MOXKHOCTH, Npeanaraemble NporpamMMHelM obecneve-
HWeM, B OCMbIC/IEHHbIE BbICKa3blBaHWA M OPUrMHaNbHbIM OMbIT. MHOrne
TaNaHTIMBbIE AU3aVHEPBI U XyOOKHWKK, paboTatolwne cerogHa, npeana-
ratoT HaMm YeTKOe N OpUrMHaNIbHOE BUAEHWE Hallero Mmpa B COCTOAHWUM
HenpepbiBHOW TpaHchopMaLun M meTamopdo3s, BUAEeHWe, KOTOPOe MOSHO-
CTbIO COOTBETCTBYET HalleMy BpeMeHHW ObICTPO M3MEHAIOLLMXCA COLMYMa,
TEXHOSIOMUM W1 KyNbTypbl.
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Aptyp u Mapunynzs Hpokep

Bupeoppend

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

B BUAeoapend.

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

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

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

Bupeo Kak o6onoyka HoOBOoro KMHO

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

B HbIHELLHeHN Yepeae o6pa3oB.

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

Arthur and Marilouise Hroker

VIDEO DRIFT

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

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

Video as the Skin of the New Cinema:

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

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

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



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

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

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

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

Video is the Iris of Social Networking
Technologies:

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

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

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

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

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

npetepneny ¢atanbHOE yBENMYEHNE B CBOEW CKOPOCTH OBUKEHUSA

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



Bupeo — pagyiKa couranbHbIX CETEBbIX TEXHONMOMMM

Buaeoppeiid — aTO KaaooHEBHOE, eeYacHOe U eleMHUHYTHOe nyTeluecT-
BUE NOCTYENIOBEYECKOro Tena No OTKPLITOMY KOCMOCY B MegMaapXve BoC-
NOMHWHaHHUH, COObITUM, KOMMYHHUKaLMUK: aBTOGUOrpacdUYECKHUX, HCTOpUYE-
CKMX, NTOKanbHbIX, B3ATbIX U3 BCEX PErMOHOB U nepudepui, BCeX LeHTPOB
rno6anbHON MHTEHCUBHOCTH, B KOTOPbIEe MPEBPaTHUIICA CEFOAHA Hall MUP.

M Bce 310 BHE3anHO 3aKoH4Mnochb Buaeoaperdom. Ha nepsbivi
B3MNA4, BUAEO Ka3anoCb BCErO NULLUb elle OLHOM TEXHONOIMEN, 3aMEHAI-
Ler YenoBeYeCKUI rnas BMaeomatpuuen ¢ obpasamu. B 1990-x 6bin
MOMEHT, Kora ANuTeNbHOe Hacneame BUAEO Ka3anocCb ABOSKWUM: BENU-
KonenHaA Bblpa3uTeNbHOCTL BUAE0aPTa, C OAHOM CTOPOHBI, U HOBbIM BU3Y-
arnbHbIM A3bIK KMHO (C ApOMHaLLLer KaMepoin), MO3BONAIOLWMM NepeaaThb
naTtuHy a¢deKTa peanbHOCTM B MeAMa, KOTOpoe UCHe3no Obl B MPOTUBHOM
cnyyae. Kak 6bl To HM 6b110, NOAOOHO CamMoM NOCNEeAHEN U3 BCEX Komep-
HWUKOBCKWX PEBOSIIOLMM, BCE 3TO UBMEHMNOCH, KaK TONIbKO BUAE006pasbl
CTanu AMHaMUYECKUM COAEpHaHMEM coLManbHbix ceTer. Bupeo Hemea-
NEeHHO MPEeBPaTUNOCh U3 NocneaHero yoexuila NPOAYKLUA NOMHOCTLIO
yacTHbIX 06pa3oB H6e3 JOCTyNa K cpeAcTBaM COObLEHWA, B BE3OECYLLNUM
BM3yaslbHbIM A3bIK /1A CAMOro rnobanbHOro apxmea M3 BCEX TEXHOMNOMM-
4YeCKMX CPeacTB KoMMyHMKaumn — YouTube. Bnaropaps atomy, npoayk-
LMA MM3HU pe3KO cTana LMbpoBLIM BOCNPOU3BELEHNEM €€ BUOE0APXMBA,
a AWKaA UMpKynAaumMa obpa3oB 3aMeHu1a NOCTaHOBOYHOE 06LLeHME HblHe
BbITECHEHHOIO KyNbTYPHOIO MNOPAAKA; MOOUNBHOCTb Ke cTana ynpaenaTe
BCceM. To, YTO MPOM3OLLO, HEMBL3A CYUTATb UCKITHOUYUTENBHO TEXHOSIOMM-
4YECKOM PEBOMNIOLMEN, STO HENb3A NOHATL, OCTaBasACh B paMKax TEPMUHOB
A3blKa KOMMYHWKaLIMM, KaK HeNb3A CBOAMTL BCe K Aebatam o BU3yanu-
3aumun. Bupeonperid Bnepsble Obin BeIpareH TeM KynbTYpPHbIM B3PbI-

BOM, KoTopbIM 6bin YouTube, a Tenepb 3T0 AMHAMUYHBIM ABUraTenb BCEro
Meamakomnnekca. Ml raeHoe, no ceoer npupoae oH rnyboko 6uonorm-
yeH. CnoBHO Te Tena AaHHbIX, B KOTOPbIE Mbl BCE NPEBPATUNNCD, BNep-
Bbl€ MONYYUIN MUSHEHHYHO CMNY, CNMOCOBHOCTE KOMMYHWULIMPOBATb Ha TOM
€MHCTBEHHOM A3blKE, KOTOPbIM LEeHEH B NOTOKE AaHHbLIX — PEMUKCUPO-
BaHHOM A3blke B1aeo. OTBepran cTapbli 3aKPbITbIM NOPAAOK KOMMYHHWKA-
LIMOHHOWM CWIbl, MPU KOTOPOM 3/IUTa FOBOPMT, @ Mbl CIyLLIAeM, *H13HEeHHanA
CuIa, KOTOPOM U ABnAeTCcA BUaeoapend, BLIHOCUT BCE Ha MOBEPXHOCTb,
NPUBOAUT BCE B ABUKEHME.

HoHeuHo, KynkTypa Buaeoaperda Bce ele CBUAETENBCTBYET O MPU-
CYTCTBMMW peanbHOW BNacTH, KOTOpasd, B CYLLLHOCTH, U NPOABUIraeT ero,
MOTMBWpPYET ero AeMCTBUA, 3a0CTPAET €ro ConpoTUBIIEHNE U MOBUIIN-
3yeT ero BHMMaHWe. Mbl MoxeM Habnopate 9To nosctoay. Hanpumep,
«ApabcKana BecHa», HacTosALlee Havyano XX| BeKa, COBEPLUEHHO O4E€BUOHO
6bl1a NI0JOM NOTPACAIOLLENO YENIOBEYECKOr0 MyXecTBa, MHAMBUAYa b~
HOrO M KOMMIEKTUBHOIO, Ha BCEX yNuLax 6IMMHEBOCTOUHbIX FOCYAaPCTB,
Haxo4AWMXCA NOL BNacTbio TUpaHoB. Ho oHa 6ecnpecTaHHO TpaHCu-
poBanacb NOTOKOM BUAEOKaAPOB. Y AEMOHCTPaHTa, KOTOPbIN AEPHUT
B pyKax NyCTYyO0 KaHWUCTPY U3-NMOA, CIe30TO4MBOro rada ¢ HafnuChbio Ha
Hen: «CpenaHo B CLLA», Take ecTb M MOGUIbHBIM TenedoH, C MOMOLLbIO
KOTOPOro OH 3anevyaTnesn 3ToT MOMEHT A/1A robanbHOro BUAEONOTOKa.
HaxeTca, 4to y ntogen B Tonne, cobupatolieinca, 4Tobsl 6OpoTECA C Npa-
BMTE/IbCTBEHHLIMW BOMCKaMM, BOOPYXKEHHbIMW AyOUHKaMH, BCeraa, fame
B MOMEHTbI CaMOro OTYaAHHOIO HACWITUA, HAXOAMTCA MHOMECTBO BUAEO-
kamep. M kawpas Kamepa — Kak HeobXoAMMbIM NONUTUYECKUIM NpoTE3
NOBCTaHLa, KOTOPbLIM OAHOBPEMEHHO BopeTcs U 3aIMBaeT BUAEO B UHTEP-
HeT. [Mpeanonaranu, 4To Hawe BPeMsA CTaHET KOHLLOM TEXHOIOMMYECKOro
AetepmuHM3ma — Gyayliee, 3aCThiBLIEE B KPEMNKOM XBaTKe BO3POCLLEN
BMNacTW — HO O4YEHb CKOPO CTaso ACHO, 4TO BepHO obpaTtHoe. Mbl cernyac
HaXOAMMCH B NPOLEcce BeNMKoro (BUAe0) NPoBywaeHs, KOr4a BCAKOe
3epHO YeNloBEeYeCKOro, CTpacTH, 3aA4a4u1, NPOTECT, OTAOXHOBEHWe, bpefs,

tions, some autobiographical, others historical, some
local, others drawn from every region, every periphery,
every center of the global intensity that is the world today.

All that suddenly ended with video drift. On
the surface video was just another technology of sub-
stitution replacing the ocular eye of human flesh with
the video image-matrix. In fact, there was a moment
in the 1990s when it appeared that the lasting legacy
of video would be twofold: a brilliant expression of in-
novative video art on the one hand, and a new visual,
hand-held, jump cut language for cinema providing
a patina of reality-effects for an otherwise obsolescent
media. However, like the most recent of all the Coper-
nican Revolutions all that changed instantly when video
images became the dynamic content of social network-
ing technologies. Instantly, video as the last bunker
of essentially private image production without access
to the means of communication became the pervasive
visual language for that most globally archival of all
technological media of communication — YouTube. With
this, the production of life flipped into the digital repro-
duction of its video archive, the wild circulation of im-
ages replaced the staged communication of the now
superceded cultural order, and mobility was everywhere
sovereign. Never exclusively a revolution in technologi-
cal affairs, never understandable in terms of the lan-
guage of communication, never reducible to debates
on visualization, the video drift that was expressed
at first by the cultural eruption that was YouTube and
that is now the dynamic driver of the entire media
complex, is deeply biological in nature. It was as if
the data bodies that we have all become were provided
for the first time with the power of life, with the ability
to communicate in the only language that counts in
the data stream — the remix language of videos. Refus-
ing the previously closed order of communicative power
where elites speak and we listen, the power of life
that is video drift brings everything to the surface, puts
everything in circulation.

Certainly the culture of video drift still witnesses
the presence of real power, that in fact is what drives
it on, what motivates its actions, sharpens its resistance,
mobilizes its attention. We can see this everywhere. For
example, the Arab Spring that, in reality, inaugurates
the twenty-first century is most definitely powered by
awesome human courage, individual and collective, in
the hard streets of all the tyrannies of the Middle East,
but it is relentlessly witnessed by streamed video im-
ages. The protestor that holds a spent tear gas canister
stamped “Made in the USA" also has a cell phone
witnessing the moment for the global video stream.
The gathering crowd that battles state security forces
armed with batons always seems, even in the midst
of the most frenzied scenes of violence, to have many
cameras in the air, each attached like a necessary politi-
cal prosthetic to an insurgent protester who simultane-
ously resists and uplinks. These were supposed to be
the end times of technological determinism — a future
frozen in the grasp of fully augmented power — but they
have quickly proven to be something very different. We
are in the midst of a great (video) awakening, a time
in which every granular trace of the human, its passions,
its challenges, its protests, its retreats, its delirium, its
tedium, finds its place in the image-repertoire. So then,
an end to visualization and the beginning of human
(video) vision. The data body has grown an eye: its



name is video, its community of solidarity is the social
networkiits privileged medium is the Internet, its domi-
nant sign is the accelerating speed of circulation, and
its political center is every periphery — the abandoned,
the accidented, the abjected, the excluded, the name-
less. Now as always, images are never really visual
representations, but something more eschatological,
namely witnesses to our having existed, traces of those
who until the great awakening never had a means

of communicating that which was unrepresentable,
unintelligible, unknowable.

Remix Culture:

With this, we are plugged directly into the full
force of remix culture. Aesthetically, every bit of hu-
man creativity is flowing in this direction. Like talisman
of a big cultural shift in the making remix musicians,
remix video artists, and remix performance artists were
the first to seize on epiphanies of new human vision that
could be struck on the metal of the video stream. When
the history of the great video awakening is written
it most certainly will inscribe in its most honorary regis-
ter the names of that emerging multitude of artists and
musicians and performers who recognized in the mi-
nor epistemological profile of remix video production
the haunting archetype of new modes of the passion
to communicate, satirize, witness, and even explore.
They were the earliest code-breakers, at first unnoticed,
sometimes proscribed, never really properly acclaimed,
but now such obviously sensitive barometers of the ma-
jor cultural revolution that is video drift. But it is not,
in the end, to the artistic genealogy of creative video
production that the phenomenon of video drift owes its
inheritance. Once again, remix culture is a primarily bio-
logical phenomenon — an important turn in the always
random and unpredictable histories of human evolution.
For what's really remixed by global access to the video
stream are the shifting boundaries of all the referents:
gender, class, race, nationalism, knowledge, even
sexuality. When every periphery is a potential centre,
when each individual a possibly doubled witness--
immediate participant or spectator from afar — when
every sound and image potentially breaks the barriers
of geographical distance, sexual difference, national
difference, what's actually being remixed, suddenly and
inevitably, by the culture of video drift are all the crashed
boundaries, the challenged frames of reference, the po-
rous borders. It is not much discussed, but the speed
of video drift has mobilized other drifts, the first tangible
hint of which is the pervasive contemporary mood of un-
certainty.

But if the culture of video drift has its seduction,
it also possesses its own theater of cruelty. After all,
it is best not to forget the insightful teaching of Ni-
etzsche's Zarathustra, namely that nature is always
simultaneously cheerful and hard because like the four
humors of classical mythology — earth, air, fire, and
water — nature has no necessary morality. Open to all
possibilities, nature does not discriminate between
human purposes nor prejudge in advance the question
of human valuing. Video drift is like that. It may have its
technologies of aesthetic affirmation with their evocative
renditions of video art, but it also has its technologies
of prohibition. The latter are everywhere in the new ma-
terialism of video surveillance: video images from preda-

M YHbIHWE — BCE HaxXO4WT CBOE MecTo B ero o6pasHom peneptyape. Utak,
HACTYNWI KOHEL, BU3yann3aLmu 1 Hadano yenosedeckoro (BMaeo) euae-
HUA. Y umndpoBoro Tena OTKPLINCA 1as: ero MMA — BUAEO, ero 06LWECTBO
CONMAAPHOCTHU — coLmManbHana ceTb, ero n3bpaHHaa cpepa — MHTepHer,
€ro JOMUHaHTHBIM 3HaK — BCE YBEIMYMBAIOLLAACA CKOPOCTb OBUKEHWS,

a ero nonMTUYECKUN LEHTP BCtogy Ha nepudepun, Cpeam NOKUHYThIX, CNy-
YaMHBbIX, YHUKEHHbIX, UCKMtOUYEHHBIX, 6e3biMAHHBIX. CeromHs, Kak 1 Bce-
roa, obpasbl He ABMAOTCA NO-HACTOALLEMY BU3YaslbHbIMU M306paKEHUAMM,
HO YeM-To ropasgo 6osee aCXaToONOrMYECKUM, @ UMEHHO: CBUAETENAMM
TOro, Y4TO Mbl CyLLECTBOBASM, CllefamMu TeX, KTO 4O 3TOrO BESIMKOro npoby-
WOEHWA HUKOTAA HE MMEN MHbIX CPEACTB KOMMYHHWKALMK, KPOME Henpea-
CTaBAEMbIX, HEBPa3yMUTENbHbIX M HEMO3HABAEMbIX.

HynbTypa pemuKkca

M BOT Mbl NoaxNtoHaeMca NPAMO K KyNbType peMUKca BO BCeW ee
nonHote. C aCTeTMYECKOM TOUKM 3peHUA Kamaas YacTuua Yenoseve-
CKOW KpeaTMBHOCTM TeyeT B 3TOM HanpasneHuu. [logobHo TanmcmaHy
B 9TOM rPaHAMO3HOM NMPOMUCXOAALLEM CENYaC KynbTYPHOM CABMIe, My3bl-
KaHTbl, BUOAEOXYAOMHUKN U XYAOMHUKH, 3aHUMatownecs neppopman-
COM, NEPBbIMK MOHAM, YTO MMEHHO C NMOMOLLBIO PEMUKCA MOXHO NPONeTb
XBany TOMy YenoBe4YEeCKOMY BUAEHMIO, 4TO ByaeT oTnevaTaHo B BUOEOMO-
ToKe. Horpa 6yneT HanncaHa MCTOPUA BENIMKOrO BUAEOMPODYHAEHUA, TO
B MNOYETHOM CMMUCKE MMEH HaBEePHAKa OyayT Te M3 MHOMECTBa My3blKaH-
TOB, XyAOMHWKOB M apTUCTOB, KTO YrNALEN B MallOM 3MMCTEMOSIONMYECKOM
npodune BUOAEONPOAYKLMN PEMUKCOB NPUTAraTeNbHbIM apXeTun HOBbIX
BMAOB CTPACTU K KOMMYHWKaLWK, caTupe, CBUAETENbCTBY M UCCNEno-
BaHWAM. OHW Gbinv NepBbIMU, KTO B3noman koa. CHavana ato He 3ame-
TWUIIX BOBCE, NMOTOM OOBABUIIM B KOPHE HEMPAaBUIbHbBIM, U HUKOrA4A He NpuU-
BeTCTBOBaNM egnHomywHo. Celvac e ctano 6omnee Yem o4eBUAOHbIM,
4TO OHM BbINIM YYBCTBUTENbHBIMM HapoMeTpamMn TOW BENIMKOM KyNbTYPHOM
peBonoLMK, KOTopana HaldbiBaeTcA Buaeoapenrdom. Ho, B KOHLe KOHLOB,
He Xy[,0MeCTBEHHOW reHeanorMm KpeaTMBHOM BUAEOMPOAYKLMK BonbLue
Bcero o6asaH ¢eHomeH Buaeopperida. lNosTopmmca, KynsTypa peMrKca —
B NEpBY0 o4epeAb YUCTO BUONOrMYecKnn GeHOMEH — BarKHbIM MOBOPOT
B BEYHO HEMNpeaCcKa3yeMon 1 Cny4yanHOW MCTOPUM HYeI0BEYECKON 9BO-
noumun. Hto Ha camom aene NoaBeproch PEMUKLLMPOBAHUIO C rnobarsb-
HbIM JOCTYMNOM K BMAEOMOTOKY, Tak 3TO MiaBatoLlue rpaH1Lpsl Bcex 060-
3HavaeMblx 0OBEKTOB: MONa, KNacca, packl, HaLMOHANM3Ma, 3HaHUsA, faKe
ceKkcyanbHocTh. Horpa nobas nepudepua ABNAETCA NOTEHLMANBHBIM
LEHTPOM, KOrAa Kamabli MHOMBUAOYYM — BOSMOMKHO, YABOEHHbIM CBUAE-
Tesb, T.€. HENMOCPEACTBEHHBIM YHaCTHWUK UK HabntoaaTtenb C AMCTaHLMK,
Korga Kamabli 3BYK M 06pa3 MOryT cnomatb 6apbepbl reorpapuyeckoro
pacCTOAHUSA, pa3HULbl B MOSIE U HALMOHAIBHOCTH, TO BHE3arNHO
M Hen30erHO, C MOMOLLBIO KyNbTYpbl BUAeoAperdpa MMEHHO pa3bu-
Tble BApebe3rn orpaHnyeHna, paMKkM COOTHOLLEHWH, YA3BMMbIE rpa-
HWLBI PEMUKLLMPYIOTCA Ha cCaMoM Aene. DTo He YacTo obcykaaeTcs,
HO CKOpOCTb BUAeoapenda Mmobunmsosana u octanbHble aAperdsl QU
M NepBbIM HAMEK Ha 3TO — HblHELLIHee BCEeMNPOHUKAOLEee HacTpoeHe <t
HeyBEepEeHHOCTH.

Ho ecnu y KynbTypbl BUOeoapeida 1 ecTb CBOM cobnasHUTENb-
Hble CTOPOHbI, Y HEE TaKke eCTb U CBOW TeaTp KeCTOKOCTH. B KoHLe KoH-
OB, Nnyylle He 3abbiBaThb riyboKoe yyeHre Huulwe, yelt report 3aparty-
CTpa yTBepmaasl, YTo NpUpoAa 0AHOBPEMEHHO J06pa 1 3na, BeApb, KaK
W y YeTblpex 3arIeMeHTOB aHTUYHOW MUPONOrnKM — 3eMIIM, BOAbI, BO3A4yXa U
OrHA — y Hee HeT Heobxoaumon Mopanu. OTKpbLITas BCEM BO3MOKHOCTAM,
npuvpoaa He AenaeT pasfMunA MemAy PasHbIMU YENOBEYECKUMU LLeNAMM
W He npejpeLuaeT BONPOC YeI0BEeYEeCKOM LLeHHOCTH 3aroas. Buaeoapend
Nnoxox Ha npupody. Y Hero MoryT 6biTb CBOW TEXHOSIOMMK 3CTETUHECKOMO
YTBEPHAEHNA C UX YKITOHYMBBIMM TONKOBAHUAMKW BUAE0APTa, HO TaK*Ke

™M
<
I



M CBOM TEXHONOrmuK 3anpetueHns. [llocneaHne NpucyTCTBYIOT NOBCIOAY

B HOBOM MaTtepuanname BMOEOoHabNoaeHWA: BUAe006pasbl C 3THUX XMLLL-
HbIX TPYTHEWN, CaTENNMTOB Ha Opbu1Te, MHTENNEKTYanbHbIX 3HEProCUCTEM,
Kamep HabntodeHWA Ha ynuuax, B asaponopTax, TPaHCMOPTHBIX TEPMUHA-
nax v B op1CHbIX 3gaHuAx. B To BpemA Kak BuaeoHabnoaeHe HUKoraa
He CMOMXeT NpeofoneTb bapbep KOXKW UK 3anedaTneTb CEeKpeThl Yeno-
BEYECKOro cepaLa, OHO, BECbMa BEPOATHO, MOMET NPOCNEANUTb OBUHKE-
HWUA Tena v Npeayragate BapuaHTbl YHENOBEYECKOM MOBHNBHOCTH. 34ech
BMAeoapend NpeacTaeT KNHOYEBOW CLLEHOW, HA KOTOPOW pa3BHBAETCH
AeNCcTBME COBPEMEHHOMO TeaTpa MEeCTOKOCTH, Iae AeTanv JIMYHOM aBTo-
6urorpadum HenpecTaHHO apXMBMPYIOTCA U UCCNeOyoTCA Ha NnpeamMeT
cnepoBs MHbOpMaLuK, OT MPOrpaMm, Pacno3HatoWwmx 1L, 40 NOMHOCTbLIO
pasgeBaroLLMX CKaHepoB — BUAMMO, CKOPO M30OPEeTYT CKaHepbl, TaK Xe
npocmartpueatoLre mosr. boapuiap, BO3MOXHO, 1 yMep, HO TO, O YEM OH
CTOJIb HACTOMYMBO NPOPOYECTBOBAS — «3/10M AEMOH 06pa3oB» — n3nyyaeT

NO3UTUBHOCTb, U TOJIbKO cenyac nony4aet xonogAawyr ayuly M3BeCTHOCTb.

Mocemy B BeK MHPOPMALIMOHHOM KynbTypbl, HTOObI BbI¥UTb, TENO
Hay4aeTcA nnaeaTtb B NOTOKe MHPopmaumun. Ero pagymHaa obonoyra cka-
HMpyeTcA Kamepamu n doTorpadupyeTca, 3aTeM OHa XpaHUTCA B 6ase
AaHHbIX C/Tyw6bl OxpaHbl asponopTa. Ero AsnmeHnA CKBO3b SKOHOMMIO
MPOCIIEHMBAIOTCA MO NCTOPUM €ro COOCTBEHHOM KPEAMTHOM KapTbl, OHO
oT4aeTcA BO B/laCTb BCEX BE3AECYLLMX TEXHONOMMM, aCCOLIMMPYEMbIX
C COBPeMeHHOM MeaMuUnHOW, passnexaeT ero YouTube, oHo nogkntoya-
eTCA K CoLMasibHbIM CEeTAM, ero Co6/1a3HAIOT 9KPaHbl C BbICOKMM pa3pe-
LLIeHWeM — Ku1HO, TeneeupaeHue, Blue Ray. Ot ero ywein taHyTCA nposoaa,
MO KOTOPbIM TPAHCAMPYOTCA 3ByKM M3 Alnogda v aKkpaHa Annaaa, Kamaan
ero (MHTepHeT) MbIC/b TEPMENMBO 3aNMCHIBAETCA 3aTaMBLUMMWUCA CaTen-
NUTamMK HauMoHanbHOM cucTembl 6esonacHocTu. [polue roesops, cero-
[HA Teno NpoKanblBaeTCA, NPOTbIKaeTcA, nccnepyetca u obpabaTbiBaeTcA
MHPOPMALIMOHHOMW KyNbTYPOW.

B ytronnyeckon dpase MHGOPMALIMOHHOM KyNbTYPbl Mbl MOMEM BCE
eLLe MWUTb C WITFO3NEN, YTO ¥ KUBOPros ecTb ABOMHAA M13Hb: HACTUYHO
OHM 3anyTa/MCb B CeTAX Toro, 4To [JoHHa Xapaysi KpacHOpe4nBO Ha3bl-
BaeT «MHPOPMATUKOM rOCNOACTBA», HO BCE Me CNOCOOHbI ABMraTbCA
CO CKOPOCTbIO CBETA, MWUTb B MOrPaHU4HbIX 06/1aCTAX M Y4UTbCA 3aHOBO
TOMy, KaK NnpeofonesaTb No6eAO0HOCHO pa3pyLllaemMble 6apbepbl MOEH-
TWYHOCTHK. DT0 Bbina anoxa Bui3biBatowero «MaHudecTta kKnb6opra» [JoHHbI
XapayaK, KOHLENUMKM «HapyLIEeHHbIX rpaHvL» Anntokbep Po3aHHbl CToyH
n onncaHna KaTpuH Xann3 TBOPYECKMX BO3MOKHOCTEN M OMacHO-
cTemn nocTtyenoseyeckoro byayuiero. Bce 6binn HACTPOEHbI KPUTUHECHKH,
HO OCTaBa/IMCb BEPHbI NPEMMYLLLECTBEHHO BMHAPHOMY XxapaKTepy MH$Op-
MaLMOHHOM TEXHONOMMM M UCKPEHHe Mnonarasu, 4To Ha pynHax Hdopma-
THUKW JOMWUHUPOBAHWA BO3ABUIHETCA BO3MOMHOCTb HOBOW HOPMbI 4eno-
BEYECKOM MAEHTMYHOCTH, OTBEYaloLLen 3a4a4aM HU3HU Ha MOrpPaHUYHbIX
3eMnAx.

B oncronunyeckon dase nHpopmaLMOHHOM TEXHONOMMK yToNNYe-
CKaA Bepa B POMaHTUKY NMOrpaHUyHbIX TEPPUTOPUI NOLLATHYIaCk B CBA3M
C peanusaluen Toro, 4To MHGopMaTHKa JOMUHMPOBaHKA Nprobpena ayx
COMNPOTHBIIEHWA, CBOMCTBEHHBIN NMOrpaHnyHbIM TeppuTopramM. OKasanocs,
4TO MHPOPMALMOHHAA KynbTypa NIOOUT KyNbTypy 13roes. A3biK NnocTyeno-
BEYECKOro J0XOAMT A0 HAC MMEHHO C NMOMOLLbI0 KUGEPHETHHM.

Htak, knbepHeTuKa cTaHoBUTCA rMbpraom. OHa NMTaeTcA A3LIKOM
pasnnymnA; 4YaCTUHHO YESI0BEHECKMM, HACTUYHO KOZ, YaCTUYHO MalLLMH-
Hbil. Byayliee rymaHomnaos, aHoponaos, KMOOPros 1 KIOHOB. KMbepHe-
TWKa — 3TO M eCTb NnorpaHuyHaa Tepputopua. OctaeBnas nos3aam Yeno-
BEYECKUN A3bIK, KWOEpPHETUKA NPUBETCTBYET A3bIK NOCTYENOBEYECKUM.
OH ye nepellen Ha CTOPOHY MHTENNEKTa POBOTOB, OAETbIX B CUUKO-
HoByto NnoTb. MHpopMauMOHHbIE TEXHOTOMMKM PaboTatoT Ha TOo, YTOOI
noJopBaTh yBEPEHHOCTb B UCTOPHMHECKOM MOCTOAHCTBE JIIOACKOMO
poAa — OHW NpeanaratoT 3aHUMMaTesbHble KapTHUHbI MOCTYEI0BEYECKOro

tory drones, orbiting satellites, smart grids, closed-cir-
cuit cameras on street corners, airports, transportation
terminals, office buildings. While surveillance video can
never break the skin barrier and record the secrets of
the human heart, it most certainly can traces bod-

ily movements and preemptively anticipate patterns

of human mobility. That's video drift as the key site of
the contemporary theatre of cruelty where the details
of personal autobiography are relentlessly archived and
mined for traces of information, from facial recognition
software to fully body scanners and, very soon, full mind
scanners as well. Baudrillard may have died, but that
which he so hauntingly prophesied — the “evil demon
of images” — with its radiating positivity is only now ris-
ing into chilling prominence.

For this reason, in the age of information culture
the body learns to swim in the data storm for reasons
of survival. Scanned by surveillance cameras, the sig-
nature of its iris photographed and data banked by
electronic airport security, its movements through
the economy electronically tracked by its own credit
card history, probed by all the ubiquitous technologies
associated with contemporary medicine, entertained
by YouTube, connected by social networking technolo-
gies, seduced by the high-definition screens of mass
media — cinema, television, and Blue-Ray - its ears
hardwired to the sounds of iPods and the screen
of iPads, its every (Internet) thought patiently recorded
by the hovering satellites of the national security system,
the body today is punctured, pierced, probed and pum-
meled by information culture.

In the utopian phase of information technology, we
could still live with the illusion that cyborgs had a double
life: partially enmeshed in what Donna Haraway has
eloquently described as the “informatics of domina-
tion," but also free to move at the speed of light, to live
on the borderlands, to learn anew how to negotiate
the boundaries of identity that are triumphantly dis-
solved. That was the age of Donna Haraway's evocative
“The Cyborg Manifesto,” Allucquere Rosanne Stone's
conceptualization of “breached boundaries,’ and
Katherine Hayles' vision of the creative possibilities and
dangers of the posthuman future. All critical, but all re-
maining faithful to the essentially binary character of in-
formation technology, to the belief that out of the ruins
of the informatics of domination would emerge the pos-
sibility of a new form of human identity that would be
equal to the challenges of life in the borderlands.

In the dystopian phase of information technology,
the utopian belief in the romanticism of the borderlands
has been shaken by the realization that the informatics
of domination has appropriated the resistance spirit
of the borderlands. It turns out that information culture
really likes outlaw culture. Cybernetics is precisely how
the language of the posthuman is delivered to us.

Cybernetics goes hybrid. It feeds itself with
the language of difference: part-human/part-code/part-
machine. A future of humans, androids, clones, and
cyborgs. Cybernetics is the borderland. Abandoning
the language of the human, cybernetics celebrates
the language of the posthuman. It has already gone
over to the side of robotic intelligence skinned with sili-
cone flesh. Information technology works to undermine
confidence in the historical persistence of the human
by presenting fascinating visions of a posthuman future,
stripped of the complexities of the human condition,
liberated from the messy world of intermediations, but



always fully seductive because of its irony, indetermi-
nacy, and ambivalence.

This, then, is the culture of video drift with all its
seductions and cruelties. But for all that the digital dia-
lectic that always dwells silently, but for all that no less
passionately, within the spectacle of the image cannot
long be repressed. With the triumph of the (video)
image, that which was supposedly eliminated forever
by the positivity of new visual codes — the unspoken,
the unthinkable, the uncanny, the liminal, the incommen-
surable-- have quickly become an ineluctable part of
the posthuman condition. So then, to which future are
we being delivered by video drift? How do we negotiate
the unexplored borders between an information stream
that would be free and an increasingly bunkered surveil-
lance culture? Like earlier pilgrims of the technological
way, we demand meaning of the universe, but receive
only enchanting video images in reply.

Video Dirift is the electronic circuitry of the data body.

6yayLero, M36aBfIeHHOro OT BCEX CNOMHOCTEN YelI0BE4YECKOro CyLLEeCT-
BOBaHMWA, OCBOBOMAEHHOrO OT 3anyTaHHOrO MMUpa NOCTOAHHOMO NOCpes-
HWYECTBa, CO6IA3HUTENILHOIO CBOEM MPOHWEN, HEONPEAENEHHOCTHIO
M aMBMBANIEHTHOCTbIO.

TakoBa KynbTypa BUaeoppenda, Co CBOMMU COBNAa3HUTENbHBIMM
M ECTOKMMK cTopoHamu. Ho To, uTo undpoBas ananekTvka, npucy-
Wwan 3penuiLly obpasa, He CrbillHAa HaM, He 03Ha4aeT, YTO OHa NuLIeHa
CTPacTH, 1 oHa He MoxeT 6onee 6biTk nogasnaema. C nobenon (smaeo)
06pa3a, To, YTO, Ka3anoCb, UCHE3/0 HAaBCerAa Noj, HaTUCKOM HOBbIX BU3Y-
anbHbIX KOAOB — HEBbIPAXKAEMOE, HEMBICIMMOE, HEOGBACHMMOE, C TPY-
[AOM BOCMPUHUMAEMOE, HECONOCTABUMOE — BLICTPO CTAHOBUTCA HEU3OEH-
HOM YaCTbO NOCTYENOBEYECKOIO COCTOAHMUA. TaK K KakoMy we Byaywemy
HeceT Hac Buaeogpend? Hak HaMm nepecekaTb HeMcCrenoBaHHbIE rpa-
HULbI MeXay MHOOPMALIMOHHBIM NMOTOKOM, KOTOPbIM CTAaHOBUTCA COBCEM
cBoboaHbIM M BCe 6onee n H6onee 3aroHAEMOM B yron KynsTypor Habnto-
AeHuna? Mofo6HO NanoMHUKaM TEXHOMOMMYECKOrO MyTH BblbiX BPEMEH,
Mbl 33@aeM BCENEHHOM BOMPOC O CMbICSIE MPOUCXOAALLENO, HO B OTBET
nosyyaeM NvLlb YapyoLimre Bruaeoobpassi.

Bupeognpeiid — 3To anekTpoHHas cxema LuudbpoBOro Tena.
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Tponpg Jlynpgemo
Pe3ncreHTHOCTbL
KnHemaTtorpadya

KaweTca, Bcerna rosopunu o rpagyLieM KoHue KMHematorpada.

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

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

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

Trond Lundemo

The Resistance
of Cinema

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

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

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



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

Navigability

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

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

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

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

Bo3moHHOCTHU ANA HaBUrauuu

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

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

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

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

B NPOCTPaHCTBE ranepeu

Kak yTBep#aan Kypatop Mapk Haw B KaTanore BeiCTaBKM
«Documenta 11» (2002), pacugeT TeMnopasbHbIX MEANANPOU3BEAEHHUH
B Xy[4OMECTBEHHbIX yYPEHOEHMAX B NOCNEAHWE rogpsl BomowaeT B cebe
MOLLHOE CTPYKTYpHOE M3MEHEHME B BOCNPUATMM UCKyccTBa. [anepes —
BCe, YTO YroAHO, HO TONMbKO He NyCToe NPOCTPaHCTBO AnA cBOOOAHOM
BCTPEeYM OBMKYyLLerocA obpasa co 3putenem, aTo NPOCTPaAHCTBO, KOTOPOe
66110 pagmKanbHO TpaHchopMMpoBaHO MeamapaboTamm, obnagatoLLmMmMm
KaTeropuvemn anauMTenbHOCTH. HenpuAaThe NMHENHOro NpUHUMNA B apT-MH-
CcTannAUMAX, 0COBEHHO YaCTO UCMbITbIBAEMOE SKCNEPTaMK U LLeHUTE-
NAMM UCKYCCTBa, MOMXeT ObITb MCTOTIKOBaHO Kak 3aliuta pas U HaBceraa
YCTaHOB/IEHHOrO B ranepee nopagka. [lprynHa aToro HenpuATUA B TOM,
4TO TPAAMLIMOHHOE OCHOBaHWE LLIEHHOCTM M3ALLHbLIX UCKYCCTB — MHAM-
BMAyanbHOE CO3epLaHMe MCKYCCTBa M acCoLMaLnm, BO3HUKaIOLWME NpH
3TOM, — HaCTO OTPULLAETCA B TeMnopanibHOM MHcTannAumu. lNpeacTas-
NeHHaA KaK KMHOGKUIbM WM NPOCTPAHCTBEHHAA KOMMO3WULIMA MHOMMX
9KPaHOB, MHCTANNALMA OBUHKYLLMXCA 06Pa30B B NPOCTPAHCTBE XyA0MHe-
CTBEHHOM ranepen 4acTo NPOBOLMPYET y 3pUTENA HEKOTOPOE HEeyao-
B/IETBOPEHKE, MOTOMY YTO COTHW YacOB BUAEO, AAKE B PaMKax KPYnHOro
MepOonpUATUA, Takoro Kak «Documenta», cBOAAT Ha HET BO3MOMHOCTb
3puTena 0CBOUTL IKCMO3MLMIO LienmKoM. He cnyyaiHo pabota [dyrnaca
loppoHa «[Ncuxo 24», KoTopas 13-3a CBOeM ASIMTENbHOCTHU BCerga ocTa-
€TCA BO MHOMOM HeJ0CTYMHOW NOCETUTENIO, B TEYEHWE A0Nr0ro BpeMeHU
cuynTaeTcA 06pasLLOBOM, MOCKOMbKY 3aMeyaTeslbHO BbIABMAET «HEMOCTH-
MMMOCTb» XPOHOSIOrMKUK OBUMHKYLMXCA 06pa30B B rafieperHon MHCTannA-
unn. IBrKylumeca obpasbl CTPYKTYPUPYIOT ranepenHoe NpoCcTPaHCTBO
BO BpemeHW. Banstep BeHbAMKWH onuMckIBan oTpuuaH1e MHOAUBUAYANbHOrO
CO3€epLaHnA B KMHemMaTorpade Kak peLuaroLmMi ¢aKTop, KOTOPbIM M3Me-
HWMN KOHLLEMUMIO MCKYCCTBA, TOYHO TaK e W ABUMHKYLLMMCA obpa3s oKa-
3bIBaET COMPOTUBIEHME NOMMKE BOCTNIPUATUA raieperHoro MCKyccTaa.
Y puxyLleroca obpasa eCTb BHYTPEHHAA PE3MCTEHTHOCTL K NpeBpaLle-
HUIO B 0OBEKT MHAMBUAYANIBHOW HaBUraumMn M CyObEKTUBHBIX acCoLMaLIMM.
OH oTtpuuaeT cTabunbHbIA, GUKCUMPOBAHHLIM W 3aaHHbIA CYy6BEKT UCKYC-
CTBa B TPaAMLIMOHHOM MOHWMaHWK U 3anadHOM KoHTeKcTe. BmecTo atoro
B MHCTaNNALMU ABUKYLLIMNCA 06pa3 NoavMHAET 3pUTeNA ero COOCTBEHHOM
TEMMNOPasIbHOCTH M CaM NPoayLMpyeT CyOBbEeKTUBHOCTb Kak NpoLiecc.

KuHematorpaduueckoe Bpema He coBnagaeT co BpeMeHem peHome-
HonoruyeckuM. KnHopeknccep v TeopeTrk HaH DnwTeiH nMcan o KuHe-
maTorpade B 20-e, 30-e 1 40-e rogbl Kak 06 MHOM BPeMEHW 1 NPOCTPaH-
CTBE M0 CPaBHEHUIO C TEMM, YTO YNPaBMAKOT HaLIMMW NOBCEAHEBHBLIMU
4yBCTBaMK. DNACTUYHOCTb BPEMEHHW W NMPOCTPAHCTBA B KMHO NpeacTas-
nAeT 3puTento cnocob BOCMPUATUA, HECOBMECTHUMBIVM C HaBUraLmen
BO BPEMEHW M NPOCTPAHCTBE, OT KOTOPOW Mbl 3aBMCHMM B Hallewn nosce-
AHEBHOW #K13HW. 1o aTOM NpMyYMHE NTMHENHOCTL ABMKYLLEerocA obpasa
ABNAETCA HENPEMEHHbBIM YCTOBUEM NPOAYLIMPOBAHWA HEaHTPOMonornye-
CKoro crnocoba BOCNPUATHA.

LUuTtnpoBaTb ABUHKEHHE

37K KayecTBa KMHeMaTorpada Kak NPOCTPaHCTBA U BPEMEHU, OTNINY-
HOro OT Hallel NOBCEeAHEBHOM «OMNTUKM», M 0ByCnaBnMBalOT CONPOTHB-
neHve apuyLleroca obpasa «Bepcumn 3putensa». OHM Takwe AenatoT
KnHemaTorpad HeJOCTYMHbIM Af1A LIMTMPOBaHWA BHE ero CO6CTBEHHOM
TEXHONOrMun. S1a HeNnpUcrnocobneHHOCTb KMHemaTorpada Ana LMTposa-
HMA JIEXWT B €ro Pe3NCTEHTHOCTK K 06e3aBMHMBaHMIO. B cTatbe Paiimona
Bennypa «HepocTynHbil TekcT», HanncaHHow B 1973 roay Kak KpaTHui
KOMMeHTapui k pabote HKprctnaHa MeTua 0 KMHO K A3bIKe, KMHEMaTo-
rpaduryeckmi o6pas ocTaeTCA HELMTUPYEMBIM MOTOMY, YTO €ro AB1He-
HMEe HEeQOCTYNHO TEKCTY M unocTpauun, [1BuweHne Bcerga Tepaetca

The resistance of cinema in the gallery

As argued by the curator Mark Nash in a text for
the catalogue of 2002s Documenta 11, the prolifera-
tion of time-based media in art institutions in recent
years embodies a powerful structural change in art
reception. The gallery is anything but a blank space
for an unconditional encounter between the mov-
ing image and the visitor; it is a space that has been
radically transformed by time-based media. The not
uncommon aversions, especially among experts
and connaisseurs of art, towards the linear mode of
the moving image in art installations may be seen
as a defense of the established order of the gal-
lery. This is because the foundation of the values
behind fine arts — the individual contemplation that
occurs and the associations that arise before the
work — is often negated in time-based installation
art. Whether presented in a cinematic mode or as
a spatial arrangement of multiple screens, moving-
image installations in the gallery often provoke some
degree of discontent among spectators, because
the hundreds of hours of video at a major event like
Documenta negate the viewer's mastery of the exhibi-
tion. It is no coincidence that Douglas Gordon's 24
Hour Psycho, which in its temporal duration remains
partly inaccessible to the visitor, long has remained
what is perhaps the most emblematic work of moving-
image installation practice, since it highlights exactly
this “unattainable” dimension of the time-based image
in the gallery installation.

This is because the moving image structures
the gallery space in time. Just as Walter Benjamin
described the negation of individual contemplation
in cinema as the decisive factor that transformed
the concept of art, there is a resistance in the moving
image towards being integrated in the logic of re-
ception of the gallery arts. The moving image has
an internal resistance to its being subject to individual
navigation and subjective associations. It negates
the stable and fixed, pre-existing subject of the tradi-
tional understanding of the arts in a Western context.
Instead, the moving image makes the spectator sub-
ject to its own temporality, and produces subjectivity
as a process in the installation.

Cinematic time is not phenomenological time.
The filmmaker and theorist Jean Epstein wrote
on cinema in the 1920s, ‘30s and ‘40s as a time and
space alterior to that governing our everyday senses.
The elasticity of time and space in cinema confronts
viewers with a mode of perception that is incom-
mensurable with the navigation in time and space
on which we depend in our everyday lives. For this
reason, the linearity of the moving image is the con-
dition for producing a non-anthropological mode
of perception.

Quoting movement

These properties of cinema as a space and time
different from that of our everyday optics constitute
the resistance of the moving image to the “spectator’s
cut” They are also what makes cinema impossible
to quote outside its own medium. The “un-attainabili-
ty" of cinema for quotation lies in its resistance to im-
mobilization. In Raymond Bellour’s “Le texte introuva-
ble; written in 1975 as a short comment on Christian



Metz's work on film and language, the film image
remains un-quotable because its movement is inac-
cessible for text and illustrations. Motion is always lost
in description, in frame enlargements and in graphic
patterns of movement. With analog and digital video,
if we understand these media as different from
cinema, a quotation of movement becomes possible.
This is why Bellour today identifies a new “un-attaina-
bility” in the installation mode. The interplay between
screens, sounds and gallery spaces produces new
forms of montage of a complexity beyond description.

The temporality of cinema and film installations
still eludes quotation, and the very same dimension of
the moving image is what makes it resist the discours-
es of subjective contemplation and free associations
of ideas in art institutions. The pathways of the spec-
tator, the movements and time spent in various places
in the museum space, have always defied quotation
in all arts and media. The individual reader's pauses,
re-readings, skipped passages and so on in literature
have never been quotable. Or should it rather be
claimed that these subjective aspects to the moving-
image installation today are to a certain degree attain-
able? The many small films documenting art installa-
tions on YouTube illustrate a personal experience of
a visit rather than a work. Aren't the visit, the excerpt
and the personal association exactly the mode of
the online video servers?

The position of cinema within the mass culture
of capitalism has spurred many acts of resistance
to its dominant modes of production, economy and
ideology throughout film history. But as many filmmak-
ers have addressed, the issue of resistance in and
through cinema cannot be isolated from the resist-
ance of cinema. The linear mode of the moving image
makes the audience confront a time and space be-
yond phenomenological perception. This temporality
is also what makes cinema elude quotation. Cinema
resists an easy assimilation to digital ubiquity, but also
the temporality of the gallery associated with the fig-
ure of the visitor, the flaneur or the user: It resists
the subjective authority that informs the concept of
the “spectator’s cut”

B OMMCaHWK, B YBENMYEHHbIX Kagpax v rpadpuyeckux mogensax. C nosas-
NeHWeM aHasIoroBoro U LMdpPoBOro BUAEO, ECNIU NOHMMATL 3TW Meaua
KaK OT/IMYHblE OT KMHemaTorpada, LMTUPOBaHWUE ABUKEHUA CTAHOBUTCA
BO3MOXHbIM. BoT noyemy Bennyp cerogHA onpenenaeT HOBYHO «HEA0CTH-
MMMOCTb» B popMe nMHCTannAumK. BaaumoaencTane memxay akpaHamu,
3BYKOM W MPOCTPaHCTBOM ranepen NpoayLupyeT HoBble GOPMbl MOHTaHA,
YbA C/IOKHOCTb HE NOAAAETCA ONUCAHUIO.

TemnopanbHOCTb KMHEMaTOrpada 1 KnHemaTorpadUyecKux MHCTan-
NALMI BCE eLe YRIOHAETCA OT LMTUPOBAHUWA, U MMEHHO 3TO U3MepPeHHe
ABMKYyLLeroca obpasa 1 3acTaB/IAET ero CoNpPOTUBIATLCA AUCKYpCam
CyOBEKTMBHOIO CO3epLiaHna U CBODOAHOM accoLumaLMn MO B XyOome-
CTBEHHbIX MHCTUTYTax. [yTh 3puTens, ABUxeHWe 1 BpeMsA, MpoBeAeHHOoe
B pasnnyHbIX MecTax My3eMHOro NpoCTPaHCTBa, BCeraa ConpoTUBIAIMCH
LMTMPOBaHMIO BO BCEX MCKycCTBax M meaua. B nutepatype npv nHamem-
AyanbHOM YTEHWW HUKOrAa He NoAAABaIUCh LIMTUPOBAHWUIO OCTAHOBKM
Npv YTEHWH, NepeYnTbiBaHME, NMPOMNYCK Kakux-To oTpbiBKOB. Mnn, Bo3-
MOXHO, CreyeT yTBepwaaTh, YTO 3TU CYOBEKTMBHbIE aCMEKTbl N0 OTHOLe-
HMIO K MHCTaNINALMK ABUKYLLMXCA 0Opa30B CerofHA A0 KAKOW-TO CTEMNeHu
AOCTUHMMBI? MHOXECTBO PONMKOB, AOKYMEHTUPYIOLLIMX apT-MHCTaNNALMK
Ha YouTube, nnntoctpupytoT, cKopee, NMMYHBIM OMbIT NMOCELLEHWUA ranepeu,
a He camy paborty. Pa3se Takoe nocelleHne, OTpbIBOK paboThl U NIMYHbIE
accouualmu He NpeacTaBnAT cob0M B TOYHHOCTM MOAYC OHMTAMHOBbIX
BMOEOCEPBEPOB?

Ha npotaxeHunn Bcel MCTopuK KnHemaTorpada ero nosioxeHue
B paMKax MacCOBOM KyNbTypbl Kanutannama CTUMYNMPOBasio ero Conpo-
TUBNEHWE AOMUHAHTHLIM dopMamM NPOU3BOACTBA, SKOHOMUYECKOM
W MOE0NorMyecKomn coctaBnAtowMM. Ho MHOrMe pexmnccepbl CTONKHYNUCH
C TeMm, YTo Npobnema ConpoTUBNEHUA B KMHeMaTorpade U NnocpeacTsoM
KuHemaTorpada He MOXKeT ObITb OTAeneHa OT COOBCTBEHHOM PE3UCTEHT-
HOCTU KMHemaTorpada. JInHerHbIM cnocob CyLLeCTBOBaHWUA OBUKYLLMXCA
06pa30B 3acTaBnAeT NybMKy CTaIkKMBaTbCA CO BPEMEHEM M NPOCTPaH-
CTBOM 3a npeenamuv ¢eHoMeHosIormiyeckoro socnpuatusa. M umeHHo ata
TEMMNOpPasbHOCTb 3aCTaBAAET KMHO YCKONb3aTb OT LUTHUPOBaHWA. KuHe-
maTorpady npucyLla pe3nCTEHTHOCTb K NPOCTOM aCCUMMIALMK C ero
Be3AeCyLeN LMPPOK, HO TaKKe U K TeMNopanbHOCTH ranepeu, KoTo-
pana accounmpyeTca ¢ GpuUrypor nocetutens, dnaHepa mim nonb3osa-
TenAa. KuHematorpad conpoTtnBnAeTcA Cy6bEeKTMBHOMY BIIMAHMIO, KOTOPOE
1 GOpMUPYET KOHLLENLIMIO «BEPCHUM 3pUTENA».
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Painmon Bennyp

O gpyrom KuHO

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

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

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

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

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

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

Raymond Bellour

Of An Other Cinema

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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

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

MHOKeCTBO MHCTANNALMIK CErOAHA B OCHOBHOM MOMyyaeT onpe-
AeneHve o6bEKTOB BUAEOApTa UMK e GUNbMOB-UHCTANIALMKM, UCTO-
pUA KOTOPbIX HECKOMbKO No3abbiTa, HO cervac BHOBb 3asABnAeT o cebe'.
OTH MHCTaNNALMK M UMMYNbChI, UX OXUBIIAIOLLME, MOFYT NMOKa3aTbCA cned-
CTBMEM TaK Ha3blBAEMOr0 KPMU3MCa KMHO, a TaKKe TPyAHOCTEN B COBpe-
MEHHOM WCKYCCTBe, Belb MMEHHO MHCTANIALMK CTAHOBATCA WX APYaMLLM
npossneHvem. CnoxHo BNMcaTb 3T paboThl B TpaaMLIMK NNaCTUYECKOIO
MCHYCCTBa, KOTOPble OHK OYEBUOHO YaCTUYHO NOAPLIBAIOT, HE MeHee
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1 O6 aTom cBMAaeTenbCTBOBasA BLICTABKE, 3aymaHHan JomuHmK ManHu, nog HassaHnem»' Projections, les
transports de 'image». BoictaBka akcnoHupoBanace ¢ Hoabpa 1997 ropa no AHeape 1998 B HaumnoHansHom
CTyAUM COBPEMEHHBIX MCHYCCTB BO Ppetya (katanor XasaH/®penya/AFAA).



3aTPyAHUTENIbHO BOCMPHUHUMATL MX KaK TPaOMLMOHHBIM KMHEMaTorpag
WKW KaK NPUMOKEHWE K HEMY; Gblo Gbl AOBOSILHO IYMNO NPOAOSIKaTb
(HaCKOMBKO 3TO BOBMOMHO) OCMApUBAaTL UCTOPUYECKYHO U MHCTPYMEH-
TaslbHYt0 HEMOBTOPUMOCTb KMHemaTorpada. [onyyaeTca, 4To CTpaHHbIN
3ambicen 3TUX paboT COCTOMT B TOM, YTOBbI KaK HUKOM4a LUMPOKO OTKPbITh
He nopaatoLLyoca ONpeAeneHnio ABepb B APYroe KMHO, B paMKax KoTo-
pOro yCnoB1A 3CTETUKM BecrnopaaKa OCBeLLEeHbl W «paclumpeHbl». Jlydie
nonbITaTbCA ONUCATb €r0 HKAHCHI, YeM AenaTb BUA, YTO BO3MOMHO MO~
4aTb O HUX.

MocToAHHO MeHAtowascs, nnogoTBopHas pabota ToHu Ypcnepa naet
npeacTaBneH1e 0 MOAENM APYroro KMHO, C 6e3rpaHMyHON CUNOW CTa-
KuBatoLLLero Aga npuHumna. [NepsBbiii NPUHLMM — OTKPbITas 3aHOBO MPOEK-
unA, pasapobneHHas n yMHoxeHHaA. Btopor — npoekTl Ypcnepa: nuua
WK cleHbl (CoNPoBOXaaeMble MOHONOraMu U AMANoramMm), KOTOPbIE OH
CHAN WM NO3aMMCTBOBAJ, BbibUpaeTca MaTtepman C APKO BblpakeHHbLIM
nonMMoperamom. BHyTpu aTux NpogymaHHbIX [0 MefloYer NOCTaHOBOK OH
cobupaeT CyLecTB, *#epTB 6e3ymMHOM cyabbbl 06pa3oB, NnepemellBaeT
WX B OOHOM WUIIM B HECKOJBKMX KOMHaTax, NPy 3TOM UCMOMNb3yA BO3MOK-
HOCTM apXUTEKTYpsl My3eeB (4BepH, NIMHTYChI, TECTHULLI. ..), OH pasMe-
WAEeT OGBEKTLI UIIM MUHYTHbIE AEKOPATUBHbIE 3NIEMEHThI KaK Ha TeaTpasib-
HOM cueHe, Aabbl NOCPeaCTBOM UX pa3HOObpa3na co3aaTb HaCENeHHbIe
MUpsbl. Tak OH M306peTaeT CBOEro pofa KMHO, MeTaduanyecKoe, obLLecT-
BEHHOE 1 B TO e BPeMA HemnpeKpaliatoleeca 1 pparmeHTapHoe, MEXAY
anemMeHTaMu nepeaBuUraeTcA 3puTesb, B KAKOM-TO MOMEHT OH OCTaHaB-
NMBaeTCA, CTaB YacTblo 060OLLEHHON MUHW-NPOEKLMK, ByATO NoaBep-
raacb My4uTeNbHBIM Cna3mam. Henosek, KOTOpPLIM BCE 3TO BUAMWT, Nepe-
cTaeT OblTb 3pUTENEM B NMOHUMaHWK TeaTpasibHbIX M KMHOTpaauuun. Ho
A Aymato, YTO 3TO CyLEeCTBO, Ha CaAMOM Aene, Heflb3A OTHECTU U K TUMy
¢dnaHepa, KoTopbiv JoMuHKK [NanHK BHOBL HanonHun ayxom boa-
nepa. Ans ¢pnaHepa gonxkHa Obl 6bina cyllecTBOBaTb HACTOALLAA TONMNA,

K TOMY ¥e ynuua — He canoH. CnyyaiHbIi U 4acTo HeyBEPEHHbIN, B CUTYa-
LMK, CXOMEN C TeaTpasibHbIM CMEKTaKIEM, 3aKMOYEHHBIM B CTEHbI My3€s,
3adUKCHUPOBaHHbIM Npou3BeaeHMEM GopMaribHO MOXKET BbiTb Ha3BaH ero
noceTUTeENEM — HO HET NPaBUIIbHOIO MMEHW A/1A PaCTBOPEHHOrO, ppar-
MEHTUPOBAHHOIO, NOTPACEHHOMO, BPEMEHHOIO HabnogaTens.

HecKkonbKko KOMHaT

HoBatopcteo [yra AiTkeHa B BeHeunn B 1999 roay sakntoyanoce
B TOM, 4TOObI BNpeAb UCMONb30BaTb HECKOMBKO KOMHAT He AJ1 MPOCTOro
YNopsAA0YMBaHWA 3TanoB CEPUM MHCTaNIALMK, BapbUPYHOLWMX OAMH 3aMbl-
cen (Kak caenan bunn Buona co cBomMMM «[T0XOPOHEHHBIMU CeKpeTamm»
Ha BueHHane 3a yeTbipe roga 4o 3TOro), HO rMaBHLIM 06Pa30M, A8 UMH-
TauuK paccKasbiBaHMA McTopuK. [abbl fobuTecAa NnogobHoro addekTa, oH
PEeLnn pasaenuTb OrPOMHbINM KOPUAOP Ha TPU-4eTbipe KOMHaTbI (LeH-
TpanbHaA KOMHaTa NeperopoxeHa ABYMA NPO3payHbIMU Neperopos-
KaMu, 0OXOOAMMK A0 CepefnHbl ee BbICOThI, TO €CTb MOMET paccMaTpu-
BaTbCA NMB0 Kak ofHa, NMMBO Kak [Be) U YCTPOWUTL BXOA/BLIXOA, B KaMO0M
ero KoHue. Bocemb aKkpaHOB pa3MelLeHbl Ha CTEHax BCEX YeTblpex npo-
CTPaHCTB TakMM 06pa3om, 4Tobbl Bceraa 6biv OAHOBPEMEHHO BUOHbI
Mo KparHen Mepe ABa M3006paeHna, a B HEKOTOPbIX TOYKaxX KOpUAopPa,
€C NMOBEPHYTLCA BOKPYI CBOEM OCH, MOXHO YBUAETb A0 WECTH. «ODneK-
Tpuyeckana 3emna» elle 6onee MHTepeCHa: 34eCb NoABNAeTCA aktep/
repor — MONIOA0M YEPHOKOXMI No UMeHU Anu [1RoHCOH, dunbM paccka-
3biBaeT 0 HeM (AMTHeH 06bIYHO CHMMaeT GUbM — a 3aTeM COCTaBnfeT
BUAEOMNPOEKLIMM U3 TLLATESIbHO OTCHATLIX KAAPOB) M OBHaMaeT duamnye-
CKYH W, KOHEYHO, UHTENNEKTYasbHYO TpaeKTopui. MNepBbii aKkpaH noka-
3bIBAET €r0 JIeKallWM Ha KPOBaTH M AepHallvM B pyKe NynbT, 3TO Harno-
MWHAHWE, YTO aMEPUKAHCKUIM BUAEO-apT OAEPHMUM TeNIeBUAEHUEM;
BOnpoc 6onee He 3aKNOYaETCA B KPUTUYECKUX CBA3AX, HO B HEMPECTaHHO

the effect of the so-called 'crisis' within cinema and
to the difficulties of contemporary art, of which instal-
lations are probably the most vivid manifestation. But
if it is difficult to assimilate these works to the tradi-
tion of the plastic arts, the very fi work of which they
explode, it is no less difficult to take them as belong
to traditional cinema or as a supplement of cinema;
it would rather be fit to continue (to the extent that
it will be possible) to recapture cinema the historical
and formal singularity of its own device. The strange
form of these works is thus to open ever more clearly
the indefinable expansion of an other cinema, ac-
cording to which the conditions of an aesthetics
of confusion are clarified and amplified. It is better
to try to describe its nuances than to pretend to be
able to escape them.

Subjected to an incessant transformation,
the already ample work of Tony Oursler furnishes
a model for an other cinema, crossing two principles
with limitless forces. The first principle is a reinvention
of projection, divided and multiplied. Oursier projects
faces or scenes th. he has filmed or borrowed (ac-
companied by monologues and dialogues) onto ma-
terials with an exaggerated polymorphism. Secondly,
within thes elaborated stagings, he assembles these
beings, victims of their frantic destiny of images, mix-
ing them into one or several rooms, taking advanta of
the opportunities offered by the architecture of muse-
ums (doors, winck beams, stairs...), arranging objects
or minute decorative elements like a theatrical scene,
in order to elaborate, by means of their variation,
horn”: inhabited worlds. He thus invents a kind of cin-
ema, just as metaphysical a social as fragmented and
permanent, between the elements around which one
circulates, but in front of which one also pauses, sub-
jected to the anguished throes of a generalised mini-
projection. The being who sees all this is no longer
a spectator of the sort fashioned by traditional theatre
and cinema. But nor do | think that this being is truly
the type of flaneur dt Dominique Paini has reinvested
with Baudelarian affects. There would nee to be a real
crowd for that, and the street is not the Salon. As
random and often uncertain as it is, in the situation of
a semi-spectacle inferred by the museum, the work
fixates that which one could call its visitor — but there
is no right word with which to grasp this dissolved,
fragmented, shaken, intermittent spectator.

Several Rooms

Doug Aitken's innovation in Venice in 1999 was
to conceive several rooms no longer simply in order
to arrange the phases of a series of installations as
the many variables of a device (as did Bill Viola at
the Biennale four years earlier with his Buried Se-
crets), but rather in order to simulate the recounting
of a story. To achieve this effect, he conceived a huge
corridor with an entry/exit at each end, and divided
it into three or four rooms (depending on whether
one takes the central space, which is divided by two
transparent half-sized walls, as one or two rooms).
There are thus eight image-screens arranged on
the walls all along the four spaces, in such a way
that one can always see at least two images at once,
and sometimes one can catch sight of up to six, by
turning oneself around at a few select points within
the corridor. The interest of Electric Earth is furthered



by the actor/hero, a black youth named Ali Johnson,
about whom the film (Aitken usually shoots in film —
carefully shot images that he then projects in video)
recounts or exposes the physical and doubtlessly
mental trajectories. A first screen shows him laying
on his bed playing with the remote control, recalling
the American thematic of video art obsessed with
television; the question is no longer one of a critical
relation, but rather of-a pure-expansion of information
and flux. A last screen, at the other end of the cor-
ridor, suggests the end of something, via the closed
image of a tunnel. In the temporal and spatial interval
between these two screens, an imagery is narrated
around his vibrant body: the city, drugs, machines,
screens that go on and off, images are shown, events
accumulate, so many flickerings all along this rhizome-
work.

Doug Aitken, who was awarded the Biennial's
Lion D'Or for Electric Earth, is a Californian American.
He began his career in advertising and mi videos. He
recognises no ready-made definition of his art, and
especially not the category of video artist, describ-
ing himself first and foremost as close to cinema. He
has shown certain works successfully in the form
of continuous projections, and more often as instal-
lations (he likes to mark the difference, on which he
always works, between the voyeur and the active
participant)?.His 1998 installation®, Eraser, shows
clearly how he constructs a process that stages
the fiction of the documentary gaze through the un-
folding of space. Aitkin undertook and filmed a seven-
mile trek on the lie Montserrat in the Antilles, an area
evacuated in 1995 after the devastating eruption of
a volcano. He divided his progression along these
seven miles into three segments, three rooms: two
screens at right angles in the first two rooms, three
screens in the third; and always a biased perspective
in order to glimpse the route that links them.

Two or Several Images

Is it possible in a single room? This is the ques-
tion, concerning the cinema of fiction, that the English
artist Sam Taylor-Wood poses.

Already five years ago, in the work Travesty
of a Mockery, two shots are brought together at
the juncture of two walls, one shot on each wall,
showing a man and a woman, in order to reinterpret
one of the great scenes in the history of cinema,
the domestic quarrel, to which both Rossellini and
Godard have given a modern fullness. The force
of the arrangement is that its symbolism is, in this
case, too simple — the separation of the two screens
suggesting the separation of two beings — and this
simplicity clashes with the separation between two
shots, which cinema takes as its law. The sem-
blance of absurdity that most often encloses each
of the characters in their own framework thus makes
the temporal succession of shots, the connection
of which becomes visible at the angle where the walls
meet, surge forth between the shots in a virtual man-

2 See in particular two interviews with Aitken, the first by Francesco
Bonami, 'Doug Aitken: Making Work without Boundaries', in FlashArt,
the second by Giovanna Adamasi in —cross, no 2, 1999.

3 The two screens on the left and right can be reversed, as they were
when moved from the 1997 Venice biennial to the 1999 Karlsruhe
biennial.

paclumpaAtoLLemMmca MHdopmMaLMoHHoM noToke. [NocneaHni skpaH, B Npo-
TUBOMOJIOKHOM KOHLIE KOpHAopa, Yepes KaApbl 3aKPbLITOro TyHHeNA Hame-
KaeT Ha OKOH4YaHWe Yero-To. Bo BpemMeHHOM 1 NPOCTPaHCTBEHHOM NpoMe-
MYyTKe Memay 3TMMM ABYMA aKpaHamu 06pasHblii pacCKas3 BEAETCA BOKPYr
ero BM6pMpyIoLLLEro Tesa: ropof, HapKOTUKK, MEXaHW3Mbl, FacHyLLMe

1 3aropatolumeca Tabno, obpasbl MOKa3aHbl, COOLITUA HaKaNIMBaKOTCA,
Kak MepLaHWe NPoeKTa-prU3oMbl.

Oyr AiTreH, amepurarel, n3 KanugopHuu, nonyymn 3onotoro nbsa
BeHeuwnaHcKom 61eHHarne 3a «9nektpuyeckyto 3emnto». OH Hayan cBoto
Kapbepy B PEKNaMHOM AeATENbHOCTH MU My3blKanbHbIX BuAeoKunax. OH
He NpM3HaeT cTaH4apTHbIe onpeaeneHna AJ1A CBOEro MCKYccTBa, 0COBEHHO
KaTeropmio «BUAEOXyAOMHMK», ONUCbIBaA ceba npemae Bcero Yepes 6mm-
30CTb K KMHemaTorpady. Hekotopblie cBoM paboThbl OH YCMELHO NpeacTas-
nAn B GOpMe HernpepbIBHbIX MPOEKLMIM, M Yalle — UHCTanAuMM (emy Hpa-
BMTCA NOAYEPHKMBATb Pa3HMLLY, Ha[, KOTOPOKM OH BCerga paboTaeT, Mexay
ByanleprCTOM U aKTUBHBIM y4acTHUKom?). Ero uxctannaumua 1998 ropa
«JTacTK»® ACHO NOKa3blBaeT, Kak ANTKeH, BOCMOJIb30BaBLLUCL PA3BO-
payMBaroLLMMCA NPOCTPAHCTBOM, GOPMMPYET XyOOMECTBEHHbIM 3aMbl-

Cesl U3 JOKYMEeHTalIbHOro B3rnaga. ANTKeH 3adyman U OTCHAN CeMUMUIIb-
HbIM nepexopa, no octposy MoHTceppar (Manble AHTUIIBCKKE OCTPOBa)

B 1995 roay, Korga nocne paspyLIMTENbHONO M3BEPHEHNA BYNIKAHA HUTENN
ocTpoBa 6binn aBaKryrpoBaHbl. OH pasfenun cBoe NPoABUKEHWE MO CeMU
MUAAM Ha TPW CerMeHTa, Ha TPW KOMHaTbI: ABa 3KpaHa Nnog, NPAMbIM YoM —
B MepBbiX ABYX KOMHaTax, TPM dKpaHa — B TPETbEW; 1 BCeraa CMeLLeHHasn
nepcneKTMBa, YTobbl NPOCMAaTPUBAICA NYTb, CBA3LIBAIOLLMMA MX.

[Ba unn HecKoONbKO M306paeHun

Bo3MOXKHO N NOMECTUTbL MX B OAHY KOMHATY? AHITIMMCKanA XyO0H-
Huua Cam Ternop-Byn 3agaeT 10T BONPOC B CBA3M C XyAOKECTBEHHbLIM
KWHemaTorpadgom.

Yxe natb net Hasap, B pabote «[lapoana Ha HacMeLlKy» ABa Kaapa
6blIM CBeAEeHbl B MeCTe COeMHEHWA ABYX CTEH, MO KaZpy Ha Kamaom
cteHe. OHM NOKa3blBaIv MY}KUYUHY U HKEHLLMHY W TPaHCITMPOBaN o4e-
peaHyto MHTepnpeTaLmio O4HOM U3 BENMYaNLLMX CLLEH B UCTOPUWN KUHO —
CLLeHy CeMenHOM ccopbl, KoTopon 1 Poccenunn, n lopap npuaanv non-
HOTY COBpPEMEHHOro 3By4aHuA. CUMBOIMYHOCTb PACMOMNOKEHNUA B ITOM
cllyqae o4eHb MPOCTa, B 3TOM €€ Cha, — pasaesieHne ABYX 9KPaHOB OTO-
OpamaeT pasgeneHue AByX CyLLECTB — 3Ta MPOCTOTa CTallKMBaeTCA C pas-
AeNoM Mexay ABYMA Kadpamu, YTO KuHematorpad NpUHAN Kak CBOM
3aKoH. HaxnmocTb abCcypAaHOCTM NOYTH BCeraa ConyTCTBYHOLWAA Nep-
COHamaM B UX COOCTBEHHOM CUCTEME LLIEHHOCTEWN, BOT YTO BbiCTpanBaeT
nocrnenoBaTelbHOCTb KapoB BO BPEMEHHW, CBA3b MEMAY HUMKW CTaHO-
BWUTCA BUAHA B Y1y, rAe CXOAATCA CTeHbl, U HabMpaeT MHTEHCUBHOCTb
Mexay KagpoB — B Boo6pakeHnn. O6beKThbl, KOTopble Nepemella-
IOTCA U3 OQHOM PaMKK B APYryt0, HaNnpUMep, CTakaH MOJIOKa, CKO-
BOPOAA, U perke: HeOKRMaaHHblEe PE3KME CTONIKHOBEHWA ABYX TN
B OAHOM Kazpe, — BOCMPUHUMAIOTCA, KaK NpeHebpexnTensHoe OTHO-
LeHWe K pasaenbHbIM NpocTpaHcTBam. Beap 06b14HO, Kak BOMpeKH,
TaKk 1 6naropgapA pa3gpobneHHOCTH, 3pUTenb Gpunbma oxMaaeT
YBaMeHUs K NPUHLMIY OQHOPOAHOCTM NpocTpaHcTaa. (BamHo, uto
BO BpemA npeseHTaumu «[lapoamu Ha Hacmelky» B ranepee «White
Cube» (Benuitt Ky6) B JToHAOHE, BO BTOPOM KOMHATE MOMHO BbINO yBu-
AeTb Ae dpoTorpaduru-naHopamel, Gnarogapa 1M, TLLATENBHO BblAEpHaH-
Hble MHTepBasbl Mexay GUrypamMm akTepoB, KaKeTCA, NepPeRTMKatTCA
C 9TUMM HaZpesamu, YTO OTCYTCTBYHT B MHCTannsaumu.) Cam Ternop-Bya
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2 Cm.: HTepBblo ATKEHa, B YaCcTHOCTH, ¢ PpaHyecko BoHamu «[yr AiiTken cospaeT paboThl 6€3 rpaHuLp,
wypHan «FlashArt» 1 ¢ JxoBaHHoi Anamasm B wypHane « — cross» no 2, 1999,

3 [1Ba aKpara 3Toi paGoThl, MpaBbli W NEBbIN, MOTYT MEHATLCA MECTAMM, KaK 3TO BbINI0 cenaHo nocne
TpaHCNopTUPOBKKM paboTsl ¢ BeHeumaHcKor Bunertane 1997 ropa Ha 6ueHHane B Kapncpys 1999 ropaw



MOBTOPMNA W YCNOXHWNA JENCTBO, Ha 3TOT pa3 OHa MCMosb3oBana Tpu
CTEeHbI: MO OAHOMY U30OPaKEHUIO Ha CTEHe, YETBEPTYIO CTEHY OCTaBUB
ana Habnopatena (Atlantic, 1996). Korpa nocetuteny BXoaaT B KOM-
HaTy, crneBa B HEMOCPEeACTBEHHOM 6M30CTM OHWM 0B6HapyMBatoT M3obpa-
MEHWEe HeHLLUMHbI 0bpalLatoLLEenCa K My)UYMHE C FOPbKOW CTPACTHOCTbIO;
crnpasa — pacnonoXeHHbIM Nog NPAMbIM YINOM Kagp NoKa3biBaeT HEPBHO
LBUraloLLIMeca PyKH My#uuHbl (crrapeTa, xnebHbIe KPOLLKK); HaNpoTUB
nocetTuTens — Kagp: obLMI NnaH KOMHaTbl B pecTopaHe, 3a CTOSIOM CUOUT
napa, kotTopas 6ornee nnn meHee 6bicTpo y3HaeTcA. CKBO3b GOHOBLIN LUYM
CIbILLIHBI OTPLIBKK MX pa3roBopa. OnATb *e, IpMeM NPOCT, NOYTU CIIULLIKOM
MPOCT, OAHAKO ¥e XUTPO 3aKPyyeH: HEBO3MOKHO NepecTaTb NepeymcnaTe
He TONbKO BO3MOMKHbIE KOMOWHALMKW M3 ITUX TPEX CUMBOJSIMYECKUX KaapOB,
CMOHTMPOBAaHHbBIX KaK KMHO, HO U CBA3M, BbIOpaHHbIe NOCPEeAHUKOM, Ha3bl-
BaeMOro — CTOPOHHMM, a TaKKe BCEBO3MOKHbIE BapHaLMu NpPOonopLmM

M KOHTYPOB, KOTOPblE OHW MOTYT NogpasymMeBaThb.

Ana-Jinmsa Axtuna

OcobeHHO MHTepeCHO B TBOPYECTBE ITOM PUHCKOM XYOOH-

HWLLbI TO, YTO OHa OTKa3biBaETCA NPU3HaBaTb CyLLLECTBOBaHME 3a3opa
Meray MHCTannAaumnen M ¢unbMom, Myseem u kuHo. K npumepy, «Cero-
AHsA» (1996-97) — 3T0 KOPOTKOMETPaMHBIN GUNBM M BULEOUHCTANNA-
umA B Tpex annsogax. OH NpegHa3HavyeH KaK Af1Aa nokasa no Tenesn3opy,
B KMHOTEaTpax, Ha KMHOpECTUBANAX, TaK U A1 NPEe3eHTaUuKn B KapTUH-
HbIX ranepesax u Mysesx. «Jawe nydwe», «A/Msi; Ok, Cepbiti» (1993) — Tpu
KOPOTKWE ayAMOoBHU3yasibHble MCTOPHUK/GUNbMBI. DTU GUIbMbI LEMOHCTPU-
PYIOTCA U KaK He3aBMCHMbIE NMPOEKTHI, U KaK KOPOTKOMETPaMKU — B KUHO-
TeaTpax U Ha pasHbIX TENEKaHanax — Mexay pexknaMon 1 Tenenepena-
yamun. C 1995 roga Kkatanoru AxTuibl BRIKOHYAKT MHOXECTBO CChITOK

KaK Ha KMHO- M BMAeodeCTUBaNU, TaK U Ha NePCOHaNIbHbIE UK TPYNMNo-
Bble BbICTaBKW. Ee paboTbl YacTO CONPOBOMAAITCA HACTOALLMMU TUTPAMM,
onpeaenfarwmMMU X Kak «KUHO/BUAEOUHCTANIALMK», B KOTOPLIX Nepeymc-
NATCA AUCTPUOBIOTOPBI U TEXHUYECKME PabOTHUKK, COaePHUTCA dop-
MYJIMPOBKa «CLLeHapUCT U pemxmnccep...». [oceTnTb ogHy 13 BeICTaBOK
AXTHNIBI — 3HAYMT NOKOPUTLCA PAAY HEABHBIX CMELLEHUH, KOTOpble 3acTa-
BAT HAaC COMHEBATLCA B TOM, KaK CrieayeT oxapaKkTepn3oBaTb MPOMCXO-
Aawee. ITO YPOBEHb, HA KOTOPOM MHOE KMHO OCO3HAeT ce6s HacToRA-
LM, HO TOXE M OTCTPAHAETCA OT HEro, Mo 3aKOHY N TMOKOCTU MU e
13-3a BECKOHEYHOM NOPUCTOCTH onbiTa (Kak B ee BuicTaske 2000 roga

B BepnuHe B pockowHown HoBoM HaunoHanbHoM ranepee, CrpoeKTUpo-
BaHHOM Mucom BaH aep Poa).

Cepus poTorpadmin BolaenfaeTca cpeam nNATH SKCNOHUPYEMbIX paboT
(so3BpalLan Kk npeabiayLLed BoicTasKe B Mysee Ppuaepvumanym B Kac-
cene). LLlecTb xopoLwo 0cBeLLEHHbIX CEPUM, KaKaaa No TPU UK YeTbipe
06pa3sa, 06bIrpLIBalOT pasnaj BpeMeH M HecoBnadeHWe AeNCTBUA BHYTPH
TEMbl UMK CUTYaLMK, TaKMM 06pa3om, elle pa3 HanoMWHanA, YTO NepPexoa,
ot poTorpadumm K KMHO HenadbeweH U Bcerga npouncxoamt. Pabotel «A/Mei;
Ok, Cepblii» NpoeuupytoTcA, MenbKas, Ha TPY 3KpaHa; NPUXoauTcA AenaTb
yCcunue, YTobbl CKOHLEHTPUPOBATb BHUMaHWE Ha YETKO CTPYKTYpUpOBaH-
HbIX, KOMMaKTHbIX 4EBAHOCTOCEKYHAHbIX pUNbMax, 06bIrpbIBaOLLUX CyYam
OTYYM/OEHWA BHYTPU CEMbH, B CEKCE M obLecTBe.

[nAa kawpoon 3 Tpex ocTaBlIMXCA paboT BblaeNeHbl OTAeNb-

Hble nomeLleHnA. [lBe KOMHaTbI A51A YUCTOM NPOEKLMK, C ABYMA SKpa-
Hamu ana «Cnym6bl yTeweHua» (24 MUH, Takme LEMOHCTPUPOBANach

B 1999 ropy Ha BeHeumaHcKom 6ueHHane) u Tpema — ana «<Ecnu 6ol

6 6bina 9» (10 MuH, 1995). [1n4 YeThipex NPUBUIErMPOBaHHLIX FOCTEwM

B LlEeHTpe OAHOM M3 KOMHAT NOCTaBfIeH AWBaH, OCTallbHble 3pUTENU BbIHY-
WaeHbl 66inu cToATL (TO e u ¢ paboTor «[MpuropoaHbI Mo3r»). B apy-
rOM MOMELLLEHWH Yy 3a4HEN CTeHbI, Kak 6bl B BeCTUOIONE KMHOTeaTpa,

Ha pacCTOAHWW Apyr OT Apyra 6ecnopAA0YHO PacronomeHbl Kpecna.

ner. The objects that move from one frame to the oth-
er — a glass of milk, a frying pan — or the rare, sudden
and violent confrontations between two bodies in one
frame are perceived as a transgression with respect
to the split spaces that the gaze of the film spectator
commonly conceives, both despite the segmentation
and because of it, as participating in a principle in

a homogenous space. (Significantly, during the pres-
entation of Travesty of a Mockery at the White Cube
Gallery in London, one sees in a second room two
photographic 'panoramas', due to which the carefully
arranged intervals between the actor-figures seem

to echo those cuts that are absent from the installa-
tion.) Sam Taylor-Wood repeated and complicated
the operation this time by making use of three walls,
one image per wall, reserving the fourth wall for

the spectator [Atlantic, 1996). When spectators enter
the room, to their left there is an extremely close-up
image of woman addressing a man with a miserable
vehemence; on their right, a wide-angle shot shows
the hands of the man moving nervously (cigarette,
bread crumbs); facing the spectator, in the general
shot of a room in a restaurant, one more or less
quickly recognises the couple seated at a table.4 One
understands fragments of their conversation through
the background noise. Here again, the device is sim-
ple, almost too simple, yet severely contorted: one
never stops imagining not only the possible combina-
tions between these three symbol-shots of the cin-
ematic editing, but also the intermediary choices that
they call forth, and the possible variations of propor-
tions and figures that they infer.

Eija-Liisa Ahtila

What is particularly interesting in the work
of this other Finnish artist is that it no longer takes
as granted the hiatus between installation and
film, museum or cinema. Thus, Today (1996-97)
is 'a short film and a video-installation formed in three
episodes. It is intended to be presented on television,
at movie theatres and film festivals, as well as in art
galleries and museums. 'Even better', Me/We-,

Okay, Gray (1993) are three short audiovisual
stories/film productions. The films are shown both
as independent works, and as a short at the movies
and on different television stations, between
commercials and TV shows.' Since 1995, Ahtila's
catalogues also list in their references just as many
selections in film or video festivals as in individual
and collective exhibitions. Her work often includes
real credits, identifying it as 'film/installation video',
and mentioning the distributors and technicians and
the formula 'written and directed by'. To visit one

of Ahtila's exhibitions is to submit to a series of subtle
displacements that make one doubt how to identify
it. This is the degree to which the other cinema takes
itself as real, but also detaches itself from it, as if by
a principle of malleability, or by an endless porosity
of the experience (as in her exhibition in 2000 at

the sumptuous Neue Nationalgalerie designed by
Mies van der Rohe in Berlin).

A series of photographs stands out from among
five displayed works (recalling a previous exhibition at
the Fridericianum in Kassel). Six well-lit series, each
composed of three or four images, bring into play



the divergences of time and action within a theme

or a situation, as a way of once again recalling that
one inevitably and always passes from photography
to cinema. One also notices Me/We, Okay and Gray
shown on three monitors in a fleeting space; one
must make an effort to concentrate on the very struc-
tured and very dense ninety-second films that bring
into play situations of familial, sexual and environmen-
tal alienation.

The three other works each occupy an inde-
pendent room. Two of then are pure projection spac-
es, with two screens for Consolation Service (24,
also shown at the 1999 Venice Biennial) and three for
If 6 was 9 (10', 1995: In one of the two rooms, a sofa
has been placed in the middle to accommodais four
privileged spectators, while the rest have to stand (as
was also the case with Suburb Brain) — in the other
room, armchairs have been arranged in a discontinu-
ous fashion against the back wall, as if to suggest
the antechamber for the movie theatre. The 'show
times' are announced for Consolation Service and
it is striking to notice the extent to which the quality
of attention and this also of the work itself changes
depending on whether the black drapes at the two
entries are fully closed. For Consolation Service is
a film that recounts the difficult history of the sepa-
ration of a couple with a child on two screens.

The sound and the dialogues (and the subtitles) are
identical on both screens, only the images continually
change. All of the implications of the strange sup-
plement that the double screen creates with respect
to perception, identifications and emotion would have
to be approached in detail, which entails much more
difficulty than does a traditional analysis. Scenes at
the social worker's or psychotherapist's office are
striking because of the diversin of editing and stag-
ing solutions, in particular when threaded panoramic
screens allow the woman to pass into the same frame
as the man, and vice-versa, wtirih most often a com-
positional cut between two screens guarantees. And
of which the care-giving character also enters each
of the two screens as a possible common third party.
Not to mention the variable proportion of the size of
the shots, fixed just as much in an elliptical simultane-
ity and in their succession

But the strongest effect depends on or results
from memory. In Venice, strolling aimlessly (let's
say | was stricken by the festival fever), | walked
too quickly by this film-installation that demands
a spectator, and had kept only a depressing blur
of a memory of these bodies in conflict. Only after
having watched Consolation Service a second time,
more carefully, did | take into account that these
filmic bodies now live on in me, like the lives of so
mam other bodies more or less, destined to remain
depending on the form-giving or structuring power
of the film, of which this anomalous device has
become a fascinating example. There is something
similar in If 6 was 9, which reveals, on three screens
and in a serial fashion, the sexual discoveries of
a group of adolescents. The play of the screens
is more varied here; the story is more flrnd treated
as a ballet of situations and impressions, with
multiple voices. One of the screens serves to detail
a fragment of the second (on the screen at the rig-
tat, a close-up of a cake that one of the heroines
is eating on the middle screen. while the third

Ona «Cnyx6bl yTelweHWA» 06bABNANOCH pacnncaHWe NoKasos, A 6bin
nopameH, yBHAEB, Kak MEHAETCA Ka4eCTBO BHUMAaHMA K NPOUCXOAA-
LeMy M Ka4eCTBO camMoM paboTkl B 3aBUCMMOCTH OT TOrO, MOSTHOCThIO

NN 3aKpPbITbl YEPHbIE NOPTbePbI Ha ABepAx. «Cnyxba yTeweHusa» — 310
bu1nbM, KOTOPBIM Ha ABYX 9KpaHax paccKasbiBaeT 3amnyTaHHYH UCTOPHIO
pebeHKa 1 paccTatoleica napbl. 3syK U auanoru (a Takme cy6TUTPbI)
MOEHTUYHBI Ha 060MX 3KpaHax, NiMllb 06pa3bl NOCNeAoBaTEIbHO MEHA-
totcA. Bce nocnencTsna HeoObIKHOBEHHOMO pacLUMpeHUA, CoO3aaBae-
MOrO ABOMHbLIM 9KPAHOM MO OTHOLLIEHMIO K BOCMPUATUIO, MOEHTUPHUKALMM
M 3MOLIMAM O0MKHbI ObITb PACCMOTPEHBI AeTaNnbHO, 4TO 6onee 3aTpyA-
HWUTENbHO, YeM TPaaMLMOHHBIM aHann3. CueHbl y couuanbHoro paboT-
HWKa 1N B KabnHeTe ncuxoTepanesTa U3YMIAKT HEOObIYHBIMK MOCTaHO-
BOYHbLIMU U MOHTa¥HbIMW PELLEHUAMM, B HACTHOCTH, KOrga CoOeAMHEHHOE
B NaHopamy M3obparKeHne NO3BOMAET HEHLLMHE NepenTh B Kaap, NoKa-
3bIBaOLLMM MYHUMHY, Halle e, Ha0bopOoT, pa3BOAMT MX: pa3pbiB obecne-
4yMBaeT KOMMNO3WLMOHHAA rpaHb Mexay aKkpaHamu. M1 cobcTBeHHO nep-
COHaX — CoLMasbHbIM PabOTHUK TaKKe BXOAMT B KamablM U3 9KPaHOB,
CTaHOBACH MOTEHLMANbHO TPETbUM Y4aCTHUKOM. Yie He roBopA O Bapbu-
PYIOLLMXCA MiaHax, CIMTbIX KaK B SNTMNTUYECKYI0 OQHOBPEMEHHOCTb, TaK
W B WX NOCNeA0BaTeNIbHOCTb.

Ho cambivi cunbHbIM abdeRT 3aBUCUT OT NaMATH UK CTaHOBUTCS ee
pesynsratoM. becuenbHo nporynueaack no BereunaHckon 6ueHHane
(crameMm, A nan »epTeoi GecTUBaNLHOM NUXOPaAKH), A CIMIUKOM BLICTPO
npowen MMMo dUNbMa-MHCTANNALMK, KOTOPOM HEOBXOAMUM 3pUTENb, HO
B NaMATW 3aCTPANO rHeTyllee pacnsbiB4aToe BOCMNOMUHaHWE 06 aThX
KOHONMKTYOLWMX Tenax. Jlnwe nocMoTtpes «Cnyxby yTelueHna» BO BTO-
pow pas, 6onee BHUMATENBHO, A OCO3HaJ, 4TO 3TU KMHOTENa NPOAOIKaoT
HWTb BO MHE, NOJ06HO MHOMMM APYriM Tenam: B 3aBUCHUMOCTK OT GopMOo-
06pasyroLLei UM KOMMOSULMOHHOM Curtbl dpunbMa (Yemy aToT aHoMarb-
HbIlt MPOEKT CTas 3axBaTbiBaOWMM MPUMEPOM), UM B BOMbLLEH UM MEHb-
LUIEer CTeneHn Cy*AEeHO 0CTaTbCA BO MHe. YTOo-To BpoAe 3TOro NpomcxoamT
n ¢ pabotom «Ecnu 661 6 6bina 9», 3aeChb Ha TPeX aKpaHax, B CEPUMHOM
dbopme NoKasbIBaKOTCA CEKCyarnbHble UIrpbl FPyMnbl NOAPOCTKOB. Mrpa
9KpaHOB 3aechb 6onee pazHoobpasHa; UCTOPHUA BOCNPUHMMAETCA, CKOpPee,
KaK MHOroronockli 6anet cutyaumi u BnedatneHni. OOuH U3 akpaHoB
noKasblBaeT Aetanb — pparmMeHT M3obparkeHna co BToporo. Ha axkpaHe
crnpaBsa KpyMHbIM Kagp NMpora, KOTOpblM eCT OfHa U3 repoMHb Ha LieH-
TpanbHOM 3KpaHe. B 310 Bpema TpeTui aKpaH ymxe oTobpamaeT Apyrom
06pa3 (B faHHOM cryuae — APYryto AeBOYKY). TpU COBAMHEHHBIX IKpaHa
MOryT ChOpPMUPOBAaTL CNMTHBIM Nen3am, naHopamy. MHoraa cnoxHo 3ano-
MHWUTb 06pa3bl MU3-3a NPUCYTCTBUA MY3blKK, KOTOPaA cama 3aJaeT onpe-
[eNeHHyYI0 NocnenoBaTeslbHOCTb, YACI0 KOMOMHaLMK elle 6onee yMHOMa-
etca. TeM He MeHee, B NaMATK BCMNJIbIBAOT JMLA U NEN3AKM, U3 KOTOPbIX
COCTOMT $UnbM, — HaCTOALLME KaApbl, CTabUIIbHbIE C YHETKUMU KOMMO-
3ULMAMK U NOCNEeA0BaTENbHOCTLIO.

A Bce ewe aymato o pabote «CerogHa», KOTOPYHO BriepBbIe YBU-
Aen Ha BuaeodecTusane, rae oHa 6bina nokasaHa Ha MOHMTOPE
WM SKPaHe; NO3He A CTONKHYNCA C HEW OMATb — CPeau ABYX APYruX
BUOEO B cocTase MHcTannaumm (B Ymkarckom Mysee coBpemeHHOro
UCKyccTBa oceHbio 1999). 3neck TakiKe NpeacTaBneHsbl TpU 3KpaHa —
B 9TOT pa3d — Ha TPeX CTeHax, Kak B HcTannauum Cam Tennop-Bya.
Tpu aKkpaHa NoKasbIBatOT TPW pasHbIX BOCMPUATUA OQHOIO M TOMO Ke Chny-
4an: CMepTb OedyLUKK, C KOTOPbIM NETHUM BEYEPOM MPOM30LLEeN HecyacT-
HbIM cry4ai. Ml BHOBb Ha Tpex aKkpaHax pa3BopayvMBaeTcA napasnesb TO
nm ¢ «Tpema weHwmHamu» (1952) Anppe Muwwens, To nin ¢ Tpems Bep-
cuamu «[Tucbma Tpem weHam» (1949) MaHkesuua. AHanorus, o4eBMaHo,
BBOAMT B 3abnyxaeHWe: aTa UcTopua 0b yBepeHHoW B cebe namMATH, KOTo-
pan CBOOMT pasHble NpoLUnble BpeMeHa B eMHCTBEHHOE BPEMA TaK,
6YLTO CylLecTByeT BUPTYyanbHOCTb 06pasa-kpuctanna (MaHkesuy — oguH
U3 ApYanLLIKX NPUMepPOoB, NpUBoAUMbIX Lenesom). Tpu aKpaHa AXTUAbI
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camu o cebe ABNAIOT OTAENbHbIE UCTOPUM, OLLYLLEEHWE NPOU3BONBHO
BbIOpaHHbIX O4ePTaHWM, HECTOB, TOXAECTB U CNOB COeaMHAET 1 pasbpa-
CblBaeT MX. Tpu CTyna CUMBOSIU3MPYIOT BbI30B, OPOLLEHHBIN 3PUTENIO:
OOMH CTYN B CepeamHe: NOTEPAHHbIM M OAMHOKWIA; APYrov BBEPX HOramMu —
B YrIly; TPETUIM — NOBEPHYT K CTEHe.

CTpacTtb K MHCTaNNALMAM NOANMUTLIBAET CTPACTb K GpWUIbMY OJ1A TOro,
4TOGbI B30OPBATL €€, KOrAa NPUEM He BMULLIETCA B KMHOCUTYauuto. [opo6-
Hoe npousoLwno B BepnuHe ¢ «AnH, Aku 1 Borom» (1998). OrpomHoe
NPOCTPaHCTBO OCBELLLEHO pa3HOo0bpas3HbIMK NpoeKumaAmMU. [1Ba pasHbix
SKpaHa: OiMH YCTaHOBMIEH OKOJO BX0AA, Nepes, HuM Kpecno (byaTo 6bi
TOMLKO A71A OQHOIO 3PUTENA), APYroM — HaL KYLIETKOM NCHUXOaHaNIUTHKa
(Ha Hel cuaAaT HeckonbKo noceTutenei). LLlects MOHUTOPOB NoMeHbLLE
paccTaBeHbl BOKPYT, Ha HUX KPYTATCA BblAyMaHHbIE MOHOOMM LIECTH
PasHbIX My}4YMH, 3TW NEPCOHaKM B3ATHI M3 Aena AKM, CTpagdaroLwero ncu-
XO30M FOHOLLIK, YbMM MOPTPETOM U ABNAETCA MHCTannAuMA. Ha cteHe —
nnakatbl C MMEHaMKW UCMOSHUTENEN M CLLeHapUeEM MHCTANALMK B Pa3Bu-
THW: CTPYKTYPOM, KOTOPYHO AKK CTPOUT BOKPYT ¢puUrypbl AHH, BblAyMaHHOM
1M KeHWwmHbl. Cama «apxuTeKTypHas» popma nopasuTesibHa: AMHaMUKa
MHCTaNNALMM, HECMOTPA Ha TO, YTO CLIeHapWK 3TOro aHcaMb1A NPOEKTOB
ABNAIOTCA BbIAYMKOM (XOTb M ONMUPAIOLWENCA Ha peanbHble GaKTsl) oTpa-
HaeTCA B APYroM KMHO ropasfo MCKPeHHee, YeM AuHaMUKa GUIbMOB,
MbITAIOLLMXCA €€ MOBTOPUTE.

OAVH N1 HECKONbKO NPUEMOB

[Bawabl 3a cBoto Aonryto Kapbepy aHC ABenb aKCNeprUMeHTUMpOBan
C “MOHOJIOrOBOM» CYLLLHOCTbIO KMHO3KpaHa. [epBbii pa3 — B 1927 roay
B «<HanoneoHe» (Napoleon vu par Abel Gance), npembepa KOTOporo
coctoanack B Onepe B CMMBONMYECKUI AeHb — 7 anpena. B ToT Beuep,
a 3aTeM TONbKO B KMHOTeaTpe «MaprBo» nopameHHble 3puTeny Mmenm
BO3MOXHOCTb yBHAETb ABa OOKOBbIX 9KPaHa, BHE3anHO NOABUBLLMXCA
BO BpeMA ¢puHaNbHbIX 3NM3040B, B KOTOpbix BoHanapTt HaunHaeT ceoto
UTaNbAHCKYIO KamnaHWio. ST ABa 6OKOBLIX 9KpaHa NPoeLMpoBav pas-
Hble Kagpbl, TO4YHEE, CBOAAT adPeKT 0OHOro Kaapa B naHopamy. 3ByKO-
Bble GpubMbl ByayT onpasaaHbl B 6€3ymMmu, BCE ellle aCCOLMMPYOLLIMMCA
C 9TUM HenpeacKasyeMbiM 3penuLLeM, B TeHeHNe MHOMMX NeT CBA3bI-
BaeMblM C MOSTOALIMW AHAMWU UCTOPHK K1HO Boobue. CnepoBaTenbHo,
BOMPEKM ThiCAYaM BapuaLMi, NPOAMKTOBAHHbBIX apPXUTEKTYPOM KMHOTE-
aTpos, 1 6yATo Gbl HA3/T0 MHOTOYMCIEHHBIM SKCNEPUMEHTAM €ro «nep-
BOOLITHOro» Nepuoaa, KMHematorpad octaeTcA TeM Xe, YTO M NepBble
nokasel 6patkeB JTloMbep: npoeLMpoBaHMeEM eAMHON KapPTUHKK Ha OOMH
9KpaH. TakMm ByaeT nonoxeHue Aen BrioTb A0 NOABNEHUA MalleHb-
KOro 3KpaHa TeneBM30pa, BEPOSIOMHbIM 06pa3om pa3 1 HaBcerga pas-
PYLUMBLLIErO MOHOMOJIMIO Ha NPOAYLIMPOBaHWE ABUMKYLLMXCA 0Opa3os, 4YTo
B 1953 roagy HasepeT aHca Ha MbICNb AaTb CBOEM MeYyTe HOBOE MMA —
«nonusuaexue». OH Nnpeackasan «Bpems pasbutoro obpasza», «nonet
MCKpPbl, OGHOBPEMEHHO BbICEYEHHOM OBYMA WM HECKOSIbKMMK 0Bpasamm»
CTaHOBMWTCA AJ1A HEro rMneprunHo3oMm, NpeaHasHayeHHbIM 414 AoBefe-
HMA HabntogaTena A0 TOYKKW «MOSTHOrO OTOXAECTBNeHUA». [aHC n30bpen
He YTO MHOE, Kak NpoeKT runepdunbma. OaHaKo e, Korga oH NPOTUBO-
NOCTaBNAET «YyMHOMEHHblE 06pa3bl» «CNOKEHHBIM BMecTe obpasam», OH
y¥e Mo CBOeMy CTynaeT MyTb JIOrMKK pacluMpeHus, MpOTMBOMNOCTaBNAA
«OrpaHUyYEHHOMY BUAEHMWIO»* KUHO3pHTENA 06pa3 Apyroro KMHO, pacLuu-
peHHOro KuHemartorpagda, KOTOPOMy He XBaTaeT Ono3HaBaTesbHbIX YepT
M NErko y3HaBaeMoM MOEHTUYHOCTH, TaK KaK ero yCTPOMCTBO MEHAETCA

4 TepmuH Mackana Boruuepa, ncnonbaosarHbii Takke Ceprwem Jann B ctatbe 'Du defilement au defile’,
B wypHane «/ccneposanuna no ¢potorpadmm» Homep 7, 1989, B KOTOPOIt TaKme UCNONL3YIOTCA Apyrke Tep-
MWHbI AN1A 3TOr0 0CO60ro apPeKTa MHCTANNALMM B MOASIMHHBIX GopMax KMHemaTorpada.

screen circles in on another motif (in this case,
a second giri r the three screens can, by being
added together, form a continuous landscape.
the beginning of a panorama. So many combina-
tions are possible, with a certain musical sense
in which music itself participates, that the memory
of images is made difficult. But one nevertheless
recalls faces and landscapes having been included
in the shots — real cuts, stable and reliable in their
framing and relations.

| still think of Today, which | first saw in a video
festival, a stoiy shown on a monitor or a screen; | en-
countered it again later, along with two other videos,
as an installation (at the Chicago Museum of Contem-
porary Art, autumn 1999). Once again, three screens,
this time on three walls, as in Sam Taylor-Wood's
installation. But here the three screens concern
three different points of view on the same story or
event: the death in an accident one summer night of
the grandfather. Once again, one imagines the three
versions of Mankiewicz's A Letter to Three Wives
(1949) or Andre Michel's Trois Femmes (1952),
unfolded over three screens. An obviously deceptive
analogy: the story concerns assured memory and in-
tegrates its past times into one single time, as if there
were the virtuality of the image-crystal (Mankiewicz
is one of Deleuze's strongest examples). But Ahtila's
three screens themselves suppose an exploded story,
a random sense of configurations, gestures, identities
and words that make and unmake them. Here, three
chairs announced the challenge issued to the specta-
tor: one in the middle, lost and alone; another upside
down in the corner; the third turned against the wall.

The desire for installations thus makes use of
the desire for film in order to explode it, when the de-
vice doesn't glide into the situation of cinema. In Ber-
lin, Anne, Aki, and God (1998) occupied this place.
A large room, lit by a multiplicity of projections. Two dif-
ferent screens, one set up near the entry facing an arm-
chair (as if for one single spectator), the other above
an analyst's couch (on which some visitors sit). And six
monitors reducing all around, through the fiction-mono-
logue of six different masculine characters, the faces of
the case of Aki, the psychotic whose portrait the instal-
lation presents. On the walll, posters show the credits
and develop the installation's 'scenario' in progress,
the structure that Aki makes around the figure of Anne,
the woman he has invented. One striking thing in this
very architectural configuration: the most fictional
scenario of this ensemble of works (although based
on real facts) is that in the face of which the other cin-
ema responds by means of the most honest dynamic
of the installation, rather than by those of film, which
doubles it.

One or Several Devices

Twice in his long career, Abel Gance wanted
to address the monologic nature of the cinematic
screen. The first time was in 1927, in Napoleon vu
par Abel Gance (Abel Gance's Napoleon) the pre-
miere of which was on the symbolic date of 7 April at
the Opera. On that night and subsequently exclusively
at the Cinema Marivaux, amazed spectators were able
to see two lateral screens suddenly emerge during
the final sequence, when Bonaparte undertakes his
ltalian campaign. These two lateral screens project dif-



ferent shots or reduce the effect of one same shot into
a panorama. The 'talkies' will be justified in the madness
still attached to the unforeseeable spectacle linked

for a long time to the early days of its history. Cinema
consequently, and despite the thousands of variations
associated with the architecture of theatres, will remain
what it has been ever since Lumiere's first showings,
as if in spite of the multiple variations of its 'primitive’
period: the projection of a unique image on one single
screen. And logically, this will be the case until the small
screen of television, in its perfidious manner, will have
broken once and for all the monopoly attached to

the production of the animated image, which will allow
Gance to reformulate his dream in 1953 as 'polyvision'.
Indeed, 'The Time of the Broken Image', as he predict-
ed, by 'the spark that flies from the simultaneous shock
of two or several images', is for him a hyper-hypnosis,
intended to fix its spectator to the point of 'total identi-
fication'. What Gance conceives is a hyper-film-device.
And yet, when he opposes 'images that are multiplied'
to 'images that are added together', he enters, in his
own way, into an expanding logic that will oppose

the 'blocked vision of the cinema? spectator to the vi-
sion of an other cinema, an expanded cinema, lacking
identifications and the identity of which is less simple
to take hold, since its arrangement changes with every
occurrence®. Because one cannot claim to be able to fix
an identity whose variation defines its very meaning and
value, one can at least try to distinguish some models
of it, as a way of terminating an adventure by making
other works enter into it, works that have in common
with the first ones the opening of a limitless malleability
of devices to the supplements of fiction and the docu-
mentary gaze.

THE WALL. It is one of the oldest figures
of video art. It was useful to Paik's planetary simulta-
neism and to Chris Marker's historicism. It is moving
to see that it was able to open itself to an auto-por-
trait of old age and contemplation. The Solo Scenes
of the Swiss artist Dieter Roth, whose death marked
the 1999 Venice Biennial, show this on dozens
of monitors forming an immense and crazy rec-
tangle, a super-screen of the details in which one
finds God, as the empty and extraordinary equality
of every instant.

THE ROOM. Though many other spaces lend
themselves to installations, the closed, dark room
seems to be the place where that experience is best
played out, since it mimics more than others the new
beginnings of cinema through the detours and the dis-
guises that we have seen. Showing himself to be
sensitive to this aspect, Dominique Paini suggested
that such a varied and repeated device would relate
less to cinema than to the romantic dream, splendidly
formulated long ago by Caspar David Friedrich, expos-
ing each of his works only in a black box with appropri-

4 This formulation is Pascal Bonitzer's, taken up again by Serge
Daney in 'Du defilement au defile', in La Recherche photographique,
n0.7,1989, which tracks, under other names, what we could call

a certain installation-effect in the true forms of cinema.

5 With these words Gene Youngblood predicted in his famous book
Expanded Cinema, London, Studio Vista, 1970 a global mutation

of human subjectivity in the paleocybernetic age. We can more
modestly take from it the idea of an endless variability of the modes
of projection, of diffusion and of reception of images, around the ideal
world of cinema.

C KamablM HOBbIM MHUMAEHTOM®. HUKTO He MOXeT TpeboBaTb AeTeEpMU-
HaLKK ABMEHWUA, OCHOBHBLIM CMbICSIOM W LIeHHOCTBIO KOTOPOro ABMNAETCA
BapMaTMBHOCTb. YTOOBI MOCTaBMTb YCIOBHYIO TOYKY B 9TOM aBaHTHOpe,
nonbelTaeMcA Hay4YMTbCA OT/IMYaTbL ero 0b6pasLpl 1 BelbMpaTe Nogxoaallue
Cpeauv ApYrux NPOEKTOB, 3TO AOMKHbI ObiTb PaboThl, CXoAHbIE C Npeablay-
LWMMKU 6e3rpaHMyHON MTMOKOCTBIO METOA0B, a TaKHKe — OTKPBLITOCTBLIO K pas-
HOOBPAa3MIO XyA0MECTBEHHOMO BbIMbIC/A U K AOKYMEHTallbHOMY B3rnagy.

CTEHA. OgHa u3 ctapenwmx ¢opm Bugeoapta. OHa 6bina Ucrnosnb-
30BaHa B NnaHeTHOM cuMmynbTaHuame [MNarika n nctopmame Kprca Map-
Kepa. TporarenbHO BUAETb, HTO OHA CMOITIa PACKPLITLCA KaK B Tpaau-
LMOHHOM aBTOMOPTPETE, TaK U B camoco3epuaHny. «CorbHble CLEHbI»
LBenLapcKoro xyooxHuka dutepa Pota, cmepTb KoTOoporo nopasvna
BeneunaHcryto 6nenHane B 1999 roay, nokasbiBaMCb Ha MHOMECTBE
MOHMTOPOB, CPOPMMPOBAHHBIX B OFPOMHbIM 6€3yMHbBIM NATUYTONbHUK,
cynepaKpaH, rae cpeam AeTanen KTo-To, ObiTe MOMET, yBUAWT B NyCTOTE
M UCKIIOYMUTENIbHOM paBeHCTBE Kamaoro MrHoseHua — bora.

HOMHATA. XoTf 1 MHOrve Apyrve NnpocTpaHCcTBa MOryT GbiTb
MCNoNb30BaHbl 1A MHCTAALMH, NWLLIb 3aKpbITaAd TEMHaA KOMHAaTa OKa-
3blBaeTCA MECTOM, FAe 3TOT NpUeM Haunyylwnm obpas3omM cpabaTtbiBaer,
Beb OH OKOJIbHbIMW NYTAMU W SKCMEPUMEHTaMM, KOTOpbIE Mbl HabaaNM,
6onee Apyrux noapamxaeT HOBbIM HAYMHAHUAM KnHemaTtorpada. myboko
NpPOYyBCTBOBaB 3TOT acnekT, [JloMuHWK [NavHn npeanonomn, 4To cTonb
pa3HoobpasHbIM 1 4acTo NOBTOPAEMbIM MPUEM MMEET MEHbLLEE OTHO-
LIEHWE K KMHO, YeM K POMaHTHYeCKoMYy CHY. [laBHbIM-AaBHO NoAo06HYo
Mbicnb chopmynuposan v Kacnap dasug Ppuapux: oH AEeMOHCTPUPO-
BaJ1 BCE CBOMW PaboThbl MCKTHOYMTENBHO B HEPHOM 3aMKHYTOM MPOCTPaH-
CTBE C COOTBETCTBYIOLMM OCBELLEHNEM W JarKe C My3blKallbHbIM CONPO-
BoxaeHuem®. MpuBnekaTenbHas naes, Tem 6onee ecnm Mbl Ha CTOPOHE
My3€€eB W HMBOMWUCH; NpeacTaBum cebe, YTO HMBOMUCH BonbLue HeT, Toraa
Hama yBEKOBEYMTL ee TONKHyna 6bl Hac Ha NyTb ABUHYLLUXCA 06pa3oB.
Ho co Bcem yBaxeHWeM K OpyroMy KMHO, Aena 06CTOAT COBCEM He TaK,

K TOMY ¥€ HOBOE KMHO yHacne[oBano MHOKECTBO BedyLumX uaen u ouryp
ot ctapoi dopmel. OaHOM 3aHEN CTEHbI, OTBEAEHHOM MOA, YaCTb NPOEK-
LMK, He JOCTaTO4HO, YTOBbI OTpaKaTb TAMHCTBO AOCTOBEPHOCTH, 3aKIIHO-
YeHHoe ANA 3pUTenA B 3anpeTHOM NpoeKuMoHHOM byare. Ho nocetutenu,
MCNONb3YyoLWMeE 3Ty CTEHY, YTOBbI MPUCIOHUTBECA K HEW, CTOA UK CHAA,

a TaK#e NOABNAOLLMECA TO TaM, TO 34EeCh CTYNbA, MOKa3bIBAIOT, YTO CKIOH-
HOCTb K MOAParKaHWIO Y 3pUTENA yHRMBaETCA C 3abnyxaeHrem 06 n3bbl-
TOYHOW NPOCTOTE M YaCTO NMOOMEHAET €ro, B Ty e CEeKyHAY OTKpbIBaA

B MMP MHBbIX, NPOeLMpyeMblx 06pa30B MHOXKECTBO HOBBbIX, NapafoKcallb-
HbIX Mmke-Ba3eHoBbIX OKOH.

HomHaTa Takke CnysuT NpUcTaHULLEM, Kak Mbl BUAENN, O1A HEKO-
TOPbIX NPOEKLMK, MOCBALLLEHHbIX OKPYKatoLen cpeae: B HUX 06pasbl
NOABNAIOTCA MNO-Pa3HOMY, W 3a CHET OOHOBPEMEHHOCTH POXOAETCA
«nonveuaeHne». OHO BbIXOAMT 3a Npedesibl NOBEPXHOCTEN SKpaHa
WM Jame HECKOJMIbKMX 9KPaHOB, NPOAOKanA cCHabaTe NnpeacTasne-
HWe HOBbIMW ApamMaMK U CLEHHYECKUMU CBA3AMU. HoMHaTbl Bronsl,
HanpOoTMB, NOMHbI MOMMPOHMAMK CO3epLLaTENTbHO-TEMATUHECKOMO
xapaktepa. PaccmMoTprM B 3TOM acnekTe MHCTaNNALMK aHMNTIUMCKUX
XYMOMHUL-61M3HeuoB [xenH 1 Jlynsel Yuncon: «[opog LTazu»
(1997) u «famma» (1999). OcTaBuM 3a cKoBKaMu poTorpadum
W CKYNbNTYpPbl, MX CONPOBOMAAIOLLME, MPOCTPAHCTBA UK ABUKYLLMECA
06pasbl; OPUrMHANIBHOCTL 3TUX MHCTANNALMIA 3aKTHO4AETCA B YMHOKEHUN
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5 Tarmmu cnosamn [nH AHr6nas npeackassiBan B CBOEN 3HAMEHUTOM KHUre «PaclumperHoe KiHo» (JToH-
ao, Ctyana Bucra, 1970) robanbHylo MyTaLmio YENOBEYECKON CyGbEKTUBHOCTU B NaNEOKMGEPHETUHECKYIO
3noxy. Mbl Moxem 60ne CKPOMHO 3aUMCTBOBATL OTTy/1a Mae H6ECKOHEYHOM BapUaTMBHOCTH CNOCO60B
npoeurpoBaHms, Anddy3nn 1 BOCNPUATUA 06Pa30B BOKPYT MAEANILHOMO MUPa KUHO.

6 B nprBoanmbix PonaHaom Pextom pasnunyHbix npumepax, BAOXHOBMBLLKX [anHu, Mcronb3osanmch
yeThIpe PUCyHKa Ha Npo3payHoit Gymare, OCBeLLEHHbIE M3HYTPU, KOTopble PexT ynopobnaAeT Bonwwe6HOMY
boHapio unu noanuHHoN Aropame (cM. La letter de Humboldt, Paris, Christian Bourgeois, 1989, cc. 109-11).
Mopo6HOE BOCMPHATHE NPOMU3BELEHMI MCKYCCTBA HAXOAMTCA MAE-TO MENAY HUBOMMCHIO M (10) KHemarTo-
rpadom.



HenpepbIBHbIX ABUHKEHUM U KOMMIOHOBKE HECKOMBbKMX KaapoB B COOPHbIE
BEPTUKa/IbHbIE M FOPU3OHTa/IbHbIE CETKU. PopMoobpasytowan 1 Gyk-
Bas/lbHO OLLYTUMaA dHEPreTUKa yHacCHbIX MECT, TakMX Kak WTab-KeapTvpa
MWHUCTEPCTBA roc6e30MacHOCTM WM BOEHHOM 6a3bl — BOT O YeM paccKa-
3bIBa€T KOMHATa, NPKW 3TOM C ABYX-TPEX NOMHOCTBLIO NOKPLIThIX MPOEKLMEN
CTeH ofHOBpeMeHHO. Hamepa nepeHoCHT CBHAETENA B 9TU HYTKUE MeCTa,
4TO6bI CO34aTh 3pEnuLLE, B KOTOPOM OH Bbl MoYyBCTBOBA Ce6A NorMmaH-
HbIM, MOMHOCTLIO 3aXBa4YeHHbIM.

YT0 KacaeTcs BUOEOMNPOEKTOB, KOTOPLIE XOTAT BbITb NPOU3BEAEHUAMM
HMBOMUCH, B UX HEMPUKPLITOM COCTA3aHWM C KAPTUHOM KaK TaKOBOM, CTa-
HOBWTCA O4€BUOHBIM: OHM HAaKOHEL,-TO MOTYT 3aHATb CBOIO HULLY B TOM
NPOCTPaHCTBE, KOTOPOE MX TaK 3aBoparkuneaeT. «BcTpeya Mapuum n Enu-
3asethl» (The Greeting) Bunna Buorbl, natas ua uHctannaumi «Moxo-
POHEHHBIX CeKpeToB» (1995), BOOXHOBEHHAA OAHOMMEHHbLIM NOMOT-

HoM MoHTopmo (1514—16), NpoLLNo 0ceHbio Bbina NoKasaHa OTAeNbHO
OT 6ONbLLOW PETPOCMNEKTMBLI aBTOpa — B 3ase YnKarckoro MHcTuTyTa
MCKYCCTB, K M3YMIIEHUIO MOCETUTENEN: B OKPYHEHUN TBOPEHMH [oH-
TopMmo, TuumaHa 1 Apyrux, — No BCEM TPAAULMAM My3eMHOro obpaLleHna
C KapTUHOM.

CEPWW. BnyxaaHve U3 KOMHaTbl B KOMHATy — 3anporpaMmMmnpoBaH-
HbIM APYrMM KMHO@KT, B CBA3WU C 3TUM 3peHue GYHKLMOHUPYET B pexnmMe
CKayka u ¢unrcaumu. [NopasutensHo, 4To rae-To mexay «[oxopoHeH-
HbIMU CEeKpeTamMu» 1 «DNEKTPUYECKON 3emnen», Cpearu MeToaonorye-
CKMX MapagurM n GnyKkTyauum nosecTtsoBaHua [apn Xvnna HegasHo Brep-
Bble MPMBIIEKNA BO3MOKHOCTb CO34aHuA cepuit. HazBaHue ero paborbl
MOXOXKe Ha KOMOJ, C HECKONBbKUMM AlMKamu: «<Mmsa, 4yTo-To Bpoae Kom-
HaTbl, ABa BMAA opymwus u HaTiopmopT» (MTanepes Bap6apel MencToyH,
Hbro—l7lop+(,1 999). bes pgonrux cnos cnegyet OTMETUTb, YTO BCE MATb
npyvcnocobneHu 3aenCcTBOBaHbI B CO34aHUN Tena-obbeKTa — aBTonopT-
peTa XyLOMHUKA KaK BENMKOro cospartens 06pasos (MMUOK-MeliKepa).

C ofHOM CTOPOHBI, TEMHAA KOMHaTa UCMeLLpeHa CNensaWUMK BCrbILIKAMU,
30eCb CTPOBOCKONMUYECKana NPOeKLMa 06CTpenueaeT BuamMMbli cton (rnas
NpeBpaLLaeTcA B AMKUI aBTOMATU3MPOBaHHLIN MEXaHW3M); C APYrok CTo-
POHbI, eLLe YeTblpe XOPOLLO OCBELLEHHbIE KOMHAThI UM Apyrue nove-
WweHun. B Tpex U3 HMX pacnonoXMNnCb B pa3HOM CTEMEHU BOMSIOLLEH-
Hble 06pa3kl, B 3aBUCUMMOCTH OT BbIOpaHHOM CTpaTerMn npoeLmpyemMble
Ha [ABYX UIK Tpex aKpaHax (Ha AByX 3epHaibHbIX 3KpaHax MOMHO YBUAETb
cypporaT — peBepCMpOBaHHbIM Kaap, KPYMHbBIM MaH TaKoro we Kaapa,
n3obpamatoni XyooRHUKa cnepeam 1 c3au, ronoc HasblBaeT ero UMA:
«[apu, Mapw...». lNocneaHAs KomHaTa NpegHasHavyeHa AN1A ABYX aKCTpe-
MaJlbHbIX ECTOB, BBOOALLMX HEKOHTPONMpyeMoe HanpsxeHue. Ha atot
pa3 06pa3 yxe aHanoroBbiv, 310, CKOpee, 06pa3-cuHTE3, Hecnpu-
CTPacTHO U HECKOHEYHO COEAMHAIOLLMM OOBbEKTLI B HENPEKPALLLAKOLLLEMCS
asueHnn. Mntepec kK nogobHomy 6ecuenoseyHoMy 06pasy obycnos-
NeH BbIBOPOM MeToAa: HENPEPLIBHLIM Kaap NociefoBaTeslbHO CKOMb3UT
no TpUHaauaTh akpaHaMm (BOCEMb MOHWUTOPOB M NATb HACTOALLMX SKpa-
HOB), 3TO ABMMEHWE He NnpepbiBaeT HW1 ofHa naysa. [Jo HacToAwero Bpe-
MEHW HeBWAAHHaA popmMa KOMMO3ULMK: Tenepb Nepexos, OCYyLLEeCTBNAETCA
He OT Kaapa K Kagpy, HO OT 3aKpaHa K 9KpaHy, NPbIXKKA 3peHUA Nponu-
CaHbl B MPOCTPAHCTBE, OTKPbIThIE CKIEMKN AEMOHCTPUPYIOTCA TEXHUKOM.
Ot B3pbIBaHWA 06BEKTA — K B3PbIBY BOCMPHUATUA U Er0 KOHTEKCTA.

BE3OECYLWHbIE 9KPAHbI. B opyrom kMHo BCe cTaHOBUTCA 9Kpa-
HOM, W 9KPaH MOXET NosABUTLCA rae yrogHo. CaMmoe toMopHUCTHUYECKOE
W My4MTENBHOE BOMIIOWEHWE — 3TO MUHWATIOPHBIM 3KpPaH, MOPOM BCEro
napy AIOMMOB, HanpumMep, ycTaHoBneHHbIH [ununotrti PucT B nono-

BULY B My3ee «PS1» (KBuHc, Hbro—I7I0pK). Kak ToNbKO KTO-TO HaKNoHA-
€TCA K HeMy, OH BUOMUT BEPTUKaANIbHO NOABNAIOWLMMCA 0OBEKT — NHLLO,
6yATO M3 AMBI, KyAa OHO BHOBb nagaeT. [lopa, B KOHLe KOHLLOB, 0CO3HAaTb,
4YTO CTPaHMLLA ye NepeBEPHYTA, U YTO HYENOBEYECTBO MMEET OCHOBAHUA
6ECMNOKOUTLCA: BMECTO TOrO, 4TO6bl X0OMTb B 06pase (Bommem), Kak B 970

ate lighting, and even music®. The idea is seductive

if we take sides with the fine arts and museums; and
were there no more painting, one could imagine that
a desire to eternalise it today takes this route through
animated images. But things seem contrary with
respect to an other cinema, a new cinema that owes
to the old form so many of its obsessions and figures.
The back wall where part of the projection probably
takes place does not have the mystery of a true, forbid-
den projection booth with respect to the spectator.
But the visitors who use this wall to lean on, seated

or standing, and the seats that appear here and

there, show that a mimetic of the spectator lives with
an overly simple errancy, and often substitutes for it, in
the same moment making so many new, paradoxical
and quasi-Bazinian windows opened on the world out
of the diverse projected images.

The room also shelters, as we have seen, some
environmental projections according to which the im-
ages penetrate differently, by simultaneities of which
'polyvision' exceeds the frontality of one or several
different screens, while continuing to bring dramas and
scripted places into play, contrary to the speculative-
thematic polyphonies of viola's rooms. Let's think in this
regard of the installations of the english twins jane and
louise wilson: Stasi City (1997) and Gamma (1999).
Without mentioning the photographs and the sculptures
that accompany it, the spaces, or the moving im-
ages, the singularity of these installations is to multiply
uninterrupted movements and compositions of sev-
eral shots assembled in both vertical and horizontal
networks. A form-imposing and almost literal physicality
of terrible places — headquarters of the political police
or military bases — is thus transmitted within the room,
and on two or three entirely covered walls at the same
time. The camera bears witness to these terrible places
in order to create a spectacle in which one finds oneself
both trapped and intensely aware.

As to video work that wants to be painting, in
the overt competition that it has with the picture, it
is revealing that it could finally penetrate the true
space that haunts it. Thus, viola's the Greeting,
the fifth of the installations of Buried Secrets (1995),
inspired by one of Pontormo's Visitations (c.1514—
16), was shown last autumn, isolated from his large
retrospective in a room at the art institute of chicago,
to the astonishment of many visitors: right in the mid-
dle of the pontormos, the titians and other assembled
works, as tradition of the museum of painting wants.

THE SERIES. Wandering from room to room
has become a programmatic act in an other cinema.
According to which vision operates by jumps and
fixations. It is striking that midway between Buried
Secrets and Electric Earth, between a paradigm
of devices and the fluctuations of a story, the pos-
sibilities of series has recently attracted Gary Hill
for the first time, the title of whose work is a bit like
a chest of drawers: A Name, a Kind Of Chamber,
Two Weapons and a Still Life (Barbara Gladstone
Gallery, New York, 1999). Without lingering here
too long, let's say that the five devices brought into

6 In the diverse examples given by Roland Recht and by which Paini
is inspired, there are four transparent images on paper, lit like wagons,
in which Recht sees the equivalent of a 'magic lantern' or the effect
of a 'true diorama’ (La letter de Humboldt, Paris, Christian Bourgeois,
1989, pp. 109-11). This already puts the experience halfway between
painting and (pre) cinema.



play participate in the genesis of a body— the auto-
portrait of the artist as a great image-maker. On

the one hand, a dark room criss-crossed with blinding
flashes, where a stroboscopic projection hits a visible
table (the eye is reduced to the state of an automatic
and wild machine); on the other hand, four more or
less well-lit rooms or spaces. Three of them shelter
corporeal images to differing degrees and according
to various strategies, on two or three screens (one
notices on two mirrored screens a false shot/re-
verse shot, the same close-up shot of the artist from
the front and from the back, with the voice that names
himself: 'Gary, Gary..."). The last room stands out

for two extreme gestures, inducing an unmasterable
tension. This time, the image is no longer analogical;
it is rather an image of synthesis, coldly and end-
lessly assembling objects, due to an interminable
movement. The interest of this inhuman image comes
from the chosen device: the continuous shot passes
successively across thirteen screens (eight monitors
and five real screens) without its movement appearing
to be interrupted. A hitherto unseen form of composi-
tion is thus put into place: no longer from shot to shot,
but from screen to screen, jumps of the eye inscribed
in space, gaping jointures exhibited by the machinery.
One moves from the explosion of the body to the ex-
plosion of perception and its reference.

SCREENS EVERYWHERE. In the other cin-
ema, everything becomes a screen, and the screen
can appear everywhere. The most humorous and
torturous epiphany is the miniature screen, sometimes
only a few inches, installed by Pipilotti Rist in a floor-
board at psi (the large museum in Queens, New
York). As soon as one leans down, one sees the face-
body coming up vertically, as if from the pit into which
it falls again. One finally understands that a page
has been turned and that humankind has grounds
to woriy: instead of walking in the image, as augustine
believed because he always took himself as stand-
ing before the image, humankind can now walk, often
without even noticing, on the image’.

THE PROJECTION. But the image also
resides in the indeterminate distance of its projec-
tion, the great frontal projection of a single image on
a single screen. In the other cinema the image itself
can either undertake its own transformation, its self-
destruction, or metamorphose its power to fascinate.

The coupled installations of Stan Douglas and
Douglas Gordon (Dia Art Center, New York, 1999) pro-
pose this work of mutation. Double Vision does it twice.
Stan Douglas decided to use a pastiche style for
a Canadian television show (two men confronting each
other in a room), but in such a way that the image slides
from its overly simple realist illusion to a continual and
variable unfolding of its motifs, to the point of produc-
ing contradictory perceptions. These are extraordinary
images, never before seen, of a savagely cruel degree
with respect to the eye that perceives them.

Cinema can also be reinvented, an other cin-
ema, by other means. | can think of nothing that does
this better than Photograph, the installation by James
Coleman (which arrived in Paris at the Marion Good-
man Gallery in the spring of 2000, after New York and
Barcelona). Im agine a deep and dark room into which
7 Saint Augustine: 'Although man worries in vain, he does however
walk in the image.'

Bepun bnameHHbIM ABrycTuH, owywan ceba Bceraa Kak Obl CTOAWMM
nepefn 06pa3oM, YerIOBe4ECTBO TEMEPb MOKET, AaXe He 3ameyan aToro,
HacTynaTb Ha 06pa3s’.

MPOEKLUMA. O6pas, ogHako, HaxoamMTcA Ha HEONPELAENIEHHOM pac-
CTOAHWM OT CBOEM MPOEKLIMM, fake 3HAMEHNTON GPOHTANIbHOM MPOEK-
LMW e0MHOM KapTUHKKW Ha eOuHbIM aKkpaH. B gpyrom kKMHo 06pas moxeT
unm cam no cebe MEHATLCA, UM CaMOYHUUTOKATBLCA, €ro MiNeHUTeNbHanA
MOLLb MOXET NPUHUMATb CaMble pasHble 06nYbA.

MapHas uHctannauma Crena Oyrnaca v Oyrnaca Fopaona (Apt-
ueHTp «Dia», Hoto-Mopk, 1999) unntocTpupyeT 3T0T NpoLLece MyTa-
umu. «[1BoMHOE BUAEHbE» NOKa3biBaeT 970 Asaxabl. CteH [dyrnac Buibpan
CTWIb NacTHLLa, OBLIrpLIBaA KaHafacKoe Tenewoy (ABoe MyMUYnH B O4HOM
KOMHaTe IMLOM APYr K APYry), HO TakuM 06pa3oM, YTo6bI 06pas CHOSb-
31N OT CBOEW NPOCTENLLEN PEANTMCTUYECKOM UITIIO3UK K HENpPeCcTaHHOMY
BapbUpPYHOLLLEMYCA Pa3BopavnBaHUIO NENTMOTUBOB, 4,0 TOFO MOMEHTA,
Korga BO3HWKAKOT NpoTMBOpeYallme Apyr Apyry BocnpuATMA. HUKTO H1KO-
roa He BUAEN TakWe HeobblYHble 06pa3bl — AOBEeAEHHbIE A0 OUKO MeCTo-
KOM CTeMneHW No OTHOLUEHMIO K B3rNALY MX BOCMPUHUMAIOLLLEMY.

Monb3yAck ApyrMMKM METOAAMU, MOXKHO 3aHOBO M30OPECTH KnHe-
maTorpag Kak apyroe KnHo. Cambii NydWwri npUMep TOMy — MHCTanNA-
uma Oeiimca Konmana «®otorpadus» (nocne axnoanummn 8 Huto-Mopke
n BapcenoHe, npreeserHan BecHon 2000 roga B lNapwx, B ranepeto
MapuoH Myaman). Mpeacrasste cebe rnyboKkoe, TEMHOE NPOCTPaH-

CTBO, MOMNaBLUKE B HEFO NOCETUTENM NPUrBOKAEHbI K CTEHE, KaKk 6abouKM.
OKpaH — faneKo, NPOeKLMA NOKa3biBaeT COKHbIN, NOMHbIM KOHTPACTOB
06pas. 3ByK TaKKe O4eHb KPaCHB: rofoC MasIEHbKOW AEBOYKM YUTAET

Ha KNIaCCHYECKOM CTapOM aHMTMMCKOM HEMOHATHBIM TEKCT MPUBETCTBUA,
KOTOpbIM NepebuBaeTca pUTMOM cbuToro apixaHuA. Hactein ana Kon-
MaHa Npuvem — NPOEKTUPOBaHUE AMANO3UTUBOB, COCTaBIIEHHbIX B COOT-
BETCTBMM C MyAPO OTMEPEHHBIM PUTMOM, B CBOIO OYEPEAb KOPPENUPYLO-
MM C MHULMMPOBaHHbLIM MM 3amMbiciioM. Ha aToT pas Temon ctana rpynna
MasleHbKUX AEBOYEK, BMECTE C MallbYMKaMK YHaCTBYHOLLMX B PeneTULMAX
K LUKONBHOMY CMEKTaK/0 B OAHOM M3 6eaHbIx npuropoaos. HevacTo cta-
THYHblE GoTOrpadrmn KarKyTCA aHUMUPOBAHHBLIMU, Kamdasa M3 HUX obna-
AaeT CaMOCTOATENbHOM LIeHHOCTbIO 6narogaps 1x Komnoauumun. Hevacto
NtoAM CXBaTbIBAOTCA TaK MHTEHCMBHO. HonmaH nogyYepkMBaeT aTy HanpA-
WEHHOCTb C CaMoro NepBOro MOMEHTa, YTOObl 3aKPEenUTL B NaMATH 3pH-
TeNA W aKLEHTMPOBaTb ero BO3ENCTBUE, OH B Bonee KOPoTKOM dopme
elle pa3 NoBTOPAET BCTyneHWe: KBa3nbecco3HaTeNbHble OBUKEHWA
BbI3BaHbl HAJIOMEHWEM HECKOJbKMX CanaoB Ha $GOH, HAMOMUHAIOLLMM
nonynApHbIe y NepenneTYMKoB TEMbI, TaKMe KaKk obnaka unu TymaH. Ytobbl
He 06e3ymeTb OT HUMX, A HaYa BCMOMUHATb N1LA Clerka aHUMMPOBaHHbIX
WEHLLUMH B KOHLLE HaYanbHbIX TUTPOB «[1epCoHbI» (1966) Nurmapa Bepr-
maHa. CTpaHHbIM 06pa30M, TaKMe MNOYTH HEBECOMbIE ABUKEHUA MOAB-
NAIOTCA U B *MBbIX Kagpax ¢punemos beprmaHa v B ctatMuHbIX 06pa-
3ax uctopun HonmaHa. Y Koro-to BO3HWKaeT BOMPOC, B YEM Pa3fiMymA
mexay «Potorpadpuert» n punbmom «BanetHaa nonoca» Kpuca Map-
Kepa (1962). KoHeuHo, BceM M3BecTHa McTopua U3 dpunbma Map-
Kepa, MCTOpKUA O YenoBeKe, NpecnefyemMoM BOCMOMUHAHWEM M3 CBO-
ero [eTCTBa; rofloc 3a KaAPOM PaCCKa3biBAET UCTOPUIO, My3blKa He
[o6aBnaeT el ApamaTuyeckoe 3BydaHue. C nepBoro B3rnsaaa 3akag-
POBbIM TEKCT, COYMHEHHBIM HonmaHoM, o4eHb Janek oT CONpPOBOXAAEMOrO
MM U306pameHnA, OH HaBOAMT Ha MbICTTb 06 MCKYCCTBE KOHTPanyHKTa.

Ho Ha camom gene oH paboTtaeT Ha 06pags, NnpMaaBas HOBbIE OTTEHKM
pas3BopaynBatoLLeMyca ctoxeTy. [1pepbiBatoLeeca AbixaHWe 1 3a0bl-
XaroLLMMCA ronoc y4acTBytoT B 9pdeKTe, NPOU3BOAMMOM NpepbiBaHUEM
BMAEOopAna, CO30AETCA UIMO3MA TOro, YTO MMEHHO OHM 33[at0T ABUKE-
Hue. He n3obpetasa KMHO, AUCTaHLMA Mewy TEKCTOM W o6pa3om, cropee,
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7 BraxeHHbIi ABryCTUH: «XOTA 0 TLETE 3aB0TUTCA YENOBEK, HO BCE e XOAMT OH No 06pasy (Bommio).



6n13Kka knHematorpady HHaH-Mapwu LUtpay6a, Hanpumep, nepson YacTtu
dunbma «CrvILKOM paHo — CAMLLKOM NO34HO». DMOLMOHaNbHOe BO3aeN-
CTBWE YCHIMBAETCA AMCTaHUMEN, YyBCTBEHHOWM PacCyAMTENIbHOCTBIO 9KC-
NPeCcCHBHbIX KaAPOB. Toraa BO3HUKAET MbICIIb, YTO MCKYCCTBO MHCTAs-
NALMK — 3TO APYroe KMHO MOMET C JIErKOCThLIO HE TOMbKO NpUbaMKaTbCA
K MCKYCCTBY KMHeMaTtorpagda, HO Takke 1 BbiTb paBHbIM eMy.

MeuTtaewsb 06 aTom, npocmatpmas «BeHeumn» Teepn KyHuena. O1a
MHCTaNNALMA SKCMOHWPOBaniachb NPOU3BONbHbIM cnocobom Ha BeHe-
unaHckon buenHane 1995 ropa. NpaBunbHO ee Nokasanu NULWb NPo-
LLIOM BECHOM — B Y3KOM KOMHaTe nepes CKamMernKkou, NpeaHa3Ha4yeHHOoM
ana aputenen (Ha ero nepcoHanbHow BeicTaBke «Si Lent» B ranepee MeoH
Nam6epr). O6pas cTpyuTcA NOAO06HO MCTOPUYECKOMY «MYTEBOMY» CHUMKY
Bonbworo kanana, coenadHomy lNMpomuo. Ho 3peck asukeHve B nepsyto
ovepenb UCXOAMT OT 0OBLEKTOB — CYA0B BCEX Pa3MepoB, KOTOPbIE NepHo-
AMYECKM NPOMIbLIBAOT Brepea, U Hadaj, BHyTpH 3adUMKCUPOBAHHOMO Kaapa.
Tak poxpaeTca OPOHKb HU3HKU, NOMMaHHaA 1 NpeobpaxerHHas. bnarogaps
MOYTU HE3aMETHBLIM aCCOLMALMAM W YCKOPEHHOM CbEMKE, 3TOT BMA, Ha
naryHy He3amMeTHO OMMBNAET 6ecrnpepbIBHbLIM CUHKOMUYECKMIM PUTM BCErOo
TOro, YTo HeceT B cebe 06pa3, Kak BUAEHUE UBMEHSAIOLLErOCA HMBOMUC-
Horo nonoTHa — cobopkl 1 nycTeiHM MoHe, cxBayeHHble B eAMHOM 6110Ke.
Mpuwno Bpema anov TyMaHHOM HOYM NAcTb Ha NMOTOKK BOZ, U OKyTaTb 3pH-
TeNnA COMHeHMEM — OH 6onblue He NOHUMAET, KTO OH TaKOM.

visitors enter and become visitors pinned to the walls
like butterflies. The screen is far away, the projec-
tion shows a difficult image with profound contrasts.
The sound is also very beautiful, the voice of a very
young girl reciting an enigmatic text to the rhythm of in-
tercut breaths, an address in classically arranged old
English. As is often the case with Coleman, a projec-
tion of diapositives are chained together according to
a wisely measured rhythm, according to the fiction that
it inaugurates. This time its subject is a group of very
young girls participating with some boys in rehears-
als for a school play in a poor suburb. Rarely have still
photographs appeared animated, each by their own
internal quality as if due to the agency of their composi-
tion. Rarely have human beings been grasped with such
intensity. Coleman underlined this tension with an inau-
gural moment, a prelude briefly reshown twice in order
to stress its evocation and perpetuate its effect: quasi-
insensible movements are produced by superimposition
of several slides on a background that evoke certain
bookbinder themes like clouds or fog. In order to not
be so obsessed with it, i quickly thought of the faces
of barely animated women at the end of the open-
ing credits of Ingmar Bergman's Persona (1966). In
a strangely proximate way, such imponderable move-
ments affect both the mobile shots of Bergman's films
and the immobile shots of Coleman's imagistic story.
One wonders also what differentiates Photograph from
La Jetee (1962). There is of course a story in Marker's
film, the story of a man marked by his childhood image;
the story is recounted in voice-over, and music works
for dramatic effect. The text composed by Coleman
is, in appearance, very far from its image, and refers to
an art of the counterpoint. But he also works this image,
contributes to carrying along its fiction. The suspended
breaths and the gasping of the voice participate in sus-
pensions of photography, its flow from affects to the illu-
sions of the movement that it produces. Rather than
inventing cinema, the distance manifested between
text and image comes close to the cinema of Straub, in
the first part of Trop tot, trop tard, for example. The ef-
fects on the senses created by distance, the sensual
intelligence of the expressive shots. One is thus led
to think that the eminent contemporary critic mentioned
earlier was not right, and that the art of installations,
this other cinema, can just as easily approximate as be
equal to the art of cinema.

One also dreams of this when looking at Thierry
Kuntzel's Venises, shown in a haphazard fashion at
the Venice Biennial of 1995, and reprojected today as
it should be, in a narrow room facing a bench offered
to spectators (this occasion was his exhibition Si Lent
last spring at the Yvon Lambert Gallery). The image flows
as in Promio's historic 'travelling' shot on the Grand
Canal. But the movement comes above all from the
objects — boats of all sizes — which pass intermittently
back and forth within a fixed framework. It becomes
the trembling of a life, trapped and transfigured. For due
to the quasi-invisible links and its accelerated time, this
view of the lagoon insensibly animates the endless but
syncopated rhythm of all that is shown in the image, as
in a vision of variable painting — Monet's cathedrals and
deserts captured in a single block. It is the time that one
red and foggy night falls in the flow of water and that
the spectator no longer knows who he is.
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Oneca TypKuHa

PacLwunpaowanca
BCceneHHasA
pacLUMpPEHHOro KUHO

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

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

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

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

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

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

Olesya Turkina

The Expanding Universe
of the Expanded
Cinema

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

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

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

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



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

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

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

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

a phenomenon of mass culture.

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

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

2. Dziga Vertoy, The Eleventh,
1928

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

PacluimpeHHoe KMHO CBA3AHO He TOMbKO C NOMCKaMK HOBOM [lyXOBHO-
CTH, C NOMbITKAMW OTKPbITb «OBEPHU BOCTIPUATUA»® U HAWTK CNOCO6 KOMMY-
HMKaLMK B KOCMHYECKYIO 3pY, HO M C OTKa30M OT TOT/IbHOCTU KMHO3KpaHa,
OT €AMHCTBEHHOM TOYKM 3PEHMA U B KOHEYHOM CYETE OT MOHOKYAPHO-
CTH 3peHuA. HTobbl caenatb 310, XyA0HHUKAM HY#HO OblNO OTOpBaThCA
ot 3emnu. Kocmoc Kak Mndonorus, Tak v peasibHble NoneTsl CTali OAHOM
M3 BaXKHEWLLWX TeM ANA paclUMpeHHoro KuMHo. [Npeauncnosre BakmuHcTepa
dynnepa K KHire AHr6naga HauMHaEeTCA C NoseTa HaLlero «<KOCMUYECKOro
Kopabna 3emnsa», GyOyLMe MUTENM KOTOPOro BHYTPUYTPOOHbLIE 3apoabILLM —
HaceneHue «YTpobo3eMenna» roToBo BOCCTaTb M OTKa3aTbCA BbICAAUTLCA
Ha 9TOM NnaHeTe B 3HaK NpoTecTa NPOTUB HecnpaseaiBocTh. CBoe-
06pa3HbIM UTOrOM NEepPBOro aTana OCBOEHUA «KOCMUYECKOro adderTa»
B 9MOXy peasibHbIX KOCMWUYECKMX NOSIETOB M OQHOBPEMEHHO Havaiom
€ro MaccoBOM KoMMepLUmanusaumm ctan knHodunem Ctannun Kybpuka
«Kocmunueckaa Oamnccesn. 2001» (1968)°. Anekceit JleoHOB, NepBbitt
YenoBeK, BbilleALINA B OTKPbIThIM KOocMoc B 1965 roay, nocmoTpes
«Kocmuueckyto Ogumcceto: 2001 » ckasan, YTO OH Kak ByATo BTOPOW
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3 Gene Youngblood. Expanded Cinema. P41

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

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

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

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



pa3 no6biBan B KocMoce’. He coBcem ACHO, 4TO MMeHHO B ¢dunbme Hy6-
pYKa KOCMOHaBT NocyMTan Hambonee NPUBIMKEHHBIM K «peanbHOCTU» KOC-
MMYECKMX OLLYLLLEEHUH, OCODEHHO, €CNTM MPUHATL BO BHUMaHWe NpeaesibHO
ApKUe reomeTpryeckme (MOXHO Jawe CHasaTb TOMONOrMYECKHE) KaPTUHDI
camoro JleoHoBa, caenaHHble C «<HaTypbl», Takue, Kak «Hocmuueckan 3apsa»,
«HoyHoe cBeyeHne opeona atmocdepsbl» unu «onyborn nosc». My6oxoe
yepHoe HebOo C MepLaloLLMMK 3BE3JaMK W NaBatoLLMMU B HEBECOMO-
CTW acTpOHaBTaMM, MeAJIEHHOE ABUKEHME KOPabna 1 KpyHeHWe KocMuYe-
CKOM CTaHLMK MITK NYNIbCUPYHIOLLYIO NMCUXOAENMYECKYIO FeOMETPHIO 3Be3-
HbIX BPAaT, pa3peLUatoLLytoCA B aHWNMHOBBLIX naHawadTax? Hag Bcem atum
AOMMWHUpPYeET rna3 acTpoHasTa. [na3 — a1o o6pa3 camoro axkta 3peHua. Pac-
LUIMPEHHOE KMHO, 3TO HE CTOSTbKO YMHOMEHWE KONMYECTBa SKPaHOB, CKOMbKO
n3MeHeHWe cnocoba CMOTPEHMA.

PaclmpeHHoe KMHO CBA3aHO C KMHO3KcNnepumeHTamn 1920-x ronos,
C aHWMMaLMOHHOM abCcTpaKLUMen, «abCcontoTHLIM drneMomM», Mo onpeaerne-
HUIO HEMELIKOrO KMHopexmccepa Banstepa Pytmana, Ho, npexae Bcero,
C naeen abcTpaKkTHOro McKyccTsa. HoBbIM cnocob BuaeHna — 6ecnpeameT-
Hoe McKyccTBo — 3apoaunca B Poccun B 1910-x ropax. Pycckui asaHrapg,
OTKpPbIT MUPY TpK NyTH B 6ecnpeameTHocTh?. B 1916 rogy Kasvmup Mane-
BMY nucan Muxauny MatiowwuHy: «<Hosas Mos suBonNMCh He npuHaan[emuT]
3emrie UCKIUMTENBbHO. 3emna GpoLleHa KaKk A0M, U3beAEHHbIV WalLIAaMM.
M Ha camom pene, B YenoBEKe, B €r0 CO3HAHWK NIEHKUT YCTPEMIIEHWE K NPO-
CTPaHCTBY, TArOTEHWE «OTpbIBa OT Lapa 3emnu»°. CynpemaTtniyeckme Kom-
noauunn Manesuya napAT Ha 6enom ¢poHe B 6€3B034yLLIHOM NPOCTPAHCTBE,
He oT6pacbiBas TeHEW, He NOoABNACTHblE rpaBuTauunn. OHW NeTAT No auaro-
HanM Ha 3puTena 3 6eCKOHEeYHOM My6brHBI KOCMHUYECKOrO NPOCTPaHCTBa
Hanogobue TOoro, Kak NoneTAT Yepes CeMbAeCAT NeT U3 SKPaHHOM TEMHOTBI
BcenenHolt 3seagHble Paspywwrenu (Star Destroyers), TIE uctpebutenu
(TIE Fighters) u opyras KoCMUYECKas TexHUKa 6eCNPEePLIBHO Cpamatowancs,
YHUUTOMatOLLAA MPOTUBHUKA M caMa pasfeTatoLlaca Ha YacTu B «3Be3f-
Hblx BoMHax» [xopa Jlykaca'. Mpuyem Manesuy He TONbKO B3rMAHYN Ha
3emnto U3 KocMoca, Ho 1 caenan B 1924 rogy pUCyHOK MeRNnaHeTHbIX
CTaHLMM — «MNaHWUT 3EMJIAHUTOB», KOTOPbIE MOMYT BOCMPUHUMATLCA B Kade-
CTBE NPOTOTHMOB KaK peasibHbIX, TaK M KMHeMaTorpaduyecKmx MexayHapos-
HbIX KOCMUYECKKX cTaHUMKH. OH onrcan cocToAHWe HEBECOMOCTH — «6e3-
Becus»'" — KaK NIacTUYeCKoe CBOMCTBO CynpemMaTMaMa 1 UCronb30Bas
CNOBO «CMyTHUK» A1 UCKYCCTBEHHOrO cnyTHUKa 3emnu. «3emnsa v JlyHa —
MEMY HUMM MOMET BbiTb MOCTPOEH HOBLINA CMYTHUK, CyNpeMaTuyeckui |...]
Pabotas Hap cynpemaTtn3om, A 0bHapy#u, 4TO ero popMbl HAYEro obLiero
He MUMEOT C TEXHWKOM 3eMHOM NMoBEPXHOCTH. Bce TexHnyeckne opraH1amel
TOMeE ABMNAIOTCA HE YEM MHBIM, KaK MTEHBKUMM CMYTHUKaMKW — LieNbIA HMUBOM
MUP, FOTOBbLIN yNETeTb B NPOCTPaHCTBO M 3aHATL ocoboe MecTo. [...] Cynpe-
MaTHyYeCK1e GpOopMbl Kak abCTpaKLmA CTanu YTUNUTapHBIM COBEPLLEHCTBOM.
OHu ye He KacaroTcsa 3emi, X MOXKHO paccMaTpmBaTh M M3y4yaTb Kak BCA-

7 370T Hanbonee LeHUMbI N1caTenem-GaHTacTom 1 coasTopom CTamnm Kyb6puka no «Kocmuyeckoit
Oawccee: 2001» ApTypom Knapkom oT3biB kocmMoHaBTa Anexces JleoHosa o dunbme LnTHpyeTca no: Kapn
®puaman. «2001: Kocmmyeckan opmnccea Kybpuka. Popma 1 MAEONOrna B GpaHTaCTUYECKOM KiHo». PanTa-
CTHYecKoe KuHo. Snusop, nepseiid. M., 2006, Hosoe nuteparypHoe o6o3peHue. C.357

8 Bblpatowuitca nccnegosatens pycckoro aBaHrapaa E.®. KosTyH MeTadopuyeckn Hassan ato Tpema
nyTAMK B 6ecnpeameTHoCcTH: Bacnnua KaHAWHCKOro, MONOKMBLLErO Ha4ano abCTPaKTHOMY SKCMpeccho-
HI3MY, KOHCTPYKTUBHOrO reomeTpuama Hasnmupa Manesuya, 1 «6ecrnpeMETHOro BbIBOAA C NOMPaBKOW Ha
npupoaHocTe» Muxamnna JlaproHosa. K aTomy TpeTbemy nyTh, KoBTyH oTHOCKT TBOpYecTBo NaBna PunoHo-
Ba, MOHWMAIOLLLETO KMBOMMCh KaK NpoLecc, NofobHbIi Guonorudeckomy, u 3opBeaa Muxavna MaTiowumHa,
€O CBOMCTBEHHOW eMy «opraHuKoi». Cwm.: E. KoBTyH. «TpeTuit nyTb B 6ecnpeameTHocTy». «Bennkan ytonua.
Pyccruit n cosetckuit aBanrpas 1916-1932». BepH: Bertenu, M.: Tanapt, 1993

9 Uwut no: K.C. Maneswu. Mucbma k M.B. Matiowmnny. [My6nukauma E.®. KoeTyHa / ExeronHuk pykonuncHoro
otaena MNywknHckoro Joma Ha 1974 rog. J1.: Hayka, 1976. — C. 192.

10 Cynpematnyecran anHammnKa «38e3aHbIX BoMH» Jyraca ocobeHHo 3ameTHa B TpeTkei 4acTh <Mmnepua
HaHoCKT oTBETHBIN yaap» (1980)

11 Alexandra Shatskikh. The Suprematist Cosmism of Kazimir Malevich. The Cosmos of the Russian Avany-
Garde: Art and Space Exp;oration, 1900-1930. State Museum of Contemporary Art. Costakis Collection.
Curated by: John E. Bowlt, Nicoletta Misler, Maria Tsantsanoglou. Thessaloniki, 10.12.2010-27.03.2011

Earth, its future inhabitants — the embryos, citizens of
Wombland — are ready to revolt and refuse to come
out to this planet as a protest against injustice.
Stanley Kubrick's 20071: A Space Odyssey (1968)
was a singular result of the first stage of mastering
the “cosmic effect” in the era of real space flights and
at the same time the beginning of its mass commer-
cialization®. Alexei Leonov, the first human to walk

in space in 1965, said after watching 2007: A Space
Odyssey that it was like being in space for a second
time”. It's not clear what exactly did the cosmonaut
consider to be so close to the “reality” of the sensa-
tion of space in Kubrick’s film, especially if we take
into account Leonov's own paintings — extremely
bright and geometrical (one can almost say topologi-
cal), painted from life, such as “The Cosmic Dawn”,
“The Night Glow of the Atmospheric Aureole” or
“The Blue Belt". The deep black sky with its glim-
mering stars and astronauts floating in zero-gravity,

a spaceship’s slow motion and a space station’s rota-
tion, or the pulsing psychedelic geometry of the star
gate, delivered in aniline landscapes? The eye of

the astronaut dominates all of this. The eye is an Im-
age of the act of vision itself. Expanded cinema is not
so much multiplying screens as transforming the way
we see.

Expanded cinema is related to the film experi-
ments of the 1920s, to animated abstractions and
the German film maker Walter Ruttmann’s definition
of “absolute film", but first of all to the idea of abstract
art. The new way of seeing — non-figurative art — origi-
nated in Russia in the 1910s. Russian avant-garde re-
vealed three ways to non-figurativeness to the world?®.
In 1916 Kazimir Malevich wrote to Mikhail Matjuschin:
“My new painting does not belong to the Earth exclu-
sively. The Earth is deserted as a house cankered by
worms. And inside the man really, in his conscious-
ness lies the aspiration towards space, gravitation
towards breaking free from the Earth globe". Malev-
ich’'s suprematic compositions float on white back-
ground in an empty space without casting a shadow,
beyond gravity. They fly diagonally towards the viewer
form the endless depth of the cosmic space as
seventy years later in George Lucas's Star Wars Star
Destroyers, TIE Fighters and other space technics will
fly from the darkness of the screen of the universe,

6 In Youngblood's book the third part deals with the 2007: A Space
Odyssey: Part Three: Toward Cosmic Consciousness. Gene Young-
blood. Expanded Cinema.

7 This comment on the film by Alexei Leonov, most valued by Arthur
Clark, a sci-fi writer and Stanley Kubrick’s co-author of the 2007

A Space Odyssey is quoted in: Carl Freedman. Kubrick's 2001 and
the Possibility of a. Science-Fiction Cinema// Fantastic Cinema.
Episode One. M, 2006, New Literary Review (NLO), p. 357. (Kapn
Ppuaman. “2001: Kocmmyeckas ognccea Kybpuka. Popma u
naeonorua B GaHTaCTU4ECKOM K1HO". PaHTacTUYECKOoe KMHO.
Onuzop, nepsbii. M., 2006, Hosoe nuteparypHoe 0603peHue).

8 Evgeny Kovtun, an outstanding expert on Russia avant-garde has
metaphorically named these three ways in non-figurativeness: Vassily
Kandinsky, the founder of abstract expressionism, Kazimir Malevich
with his constructive geometrism and Mikhail Larionov’s “non-figura-
tive output with allowance for naturalness”. As examples of the third
way Kovtun cites the works of Pavel Filonov, who saw painting as

a biological-like process and the ZorVed group of Mikhail Matjuschin
with its inherent “organics”. See E. Kovtun. The Third Way In Non-
Figurativeness // The Great Utopia: Russian and Soviet Avant-Garde
1915-1932. Bern: Benteli-Werd Verlags AG, M.: Galart, 1993.

9 Quoted from: K.C. Manesuy. MNMucbma k M.B. Marttowmny. My6Gnuk
auma E.®. KoetyHa/ExerogHuk pykonucHoro otaena MNywkiHcKoro
[owma Ha 1974 rog. J1.: Hayka, 1976. — C. 192.



unceasingly fighting, destroying the enemy and being
blown to pieces™. Besides, Malevich did not only look
upon Earth from space, but sketched interplanetary
stations in 1924 — Earthits’ planits (planity zemly-
anitov) that can be perceived as prototypes for both
real and cinematic international space stations. He
described the zero-gravity state as unweightness
(bezvesye)'! as a plastic property of suprematism
and used the word sputnik for the artificial Earth
satellite. “Earth and Moon — between them a new
sputnik can be built, a suprematic one. [...] Working
on suprematism | found that its forms have nothing
in common with the technics of the Earth's surface.
All technical organisms are nothing else but small
sputniks — a whole living world ready to fly off into
space and take a specific place there. [...] Supremat-
ic forms as an abstraction have turned into utilitarian
perfection. They do not touch the Earth already, they
can be viewed and studied as any planet or a whole
system™?2. The utilitarian perfection of suprematism
lies not in satellites and cosmic stations being cre-
ated from Malevich designs, (this in fact didn’t happen
although the multimodule “Mir” station can be easily
compared with the suprematic compositions), but

in the fact that the plastic discovery of the artist,
whether consciously or not, has served as a model
for the future representations of space, including Hol-
lywood productions and avant-garde cosmic poems
of the expanded cinema.

Malevich has written several articles on contem-
porary cinema in which he talked about expanded
time (in comparison to a theatre production) and
about non-figurative cinema that should be created
with rhythm, colour and light only'®. Having cre-
ated the surplus element theory transferring one
visual system into another, Malevich searched for it
in the new cinema, but he haven'’t found anything
analogous to the discoveries in painting in the works
of contemporary filmmakers, with the exception
of Dziga Vertov, whose films he compared to Cubo-
Futurism, noting, for example, that The Eleventh has
“a significant percentage of abstract moments". Ma-
levich wrote that cinema at best follows in the tracks
of painting and dreamed of “pure”cinema. In his arti-
cle “And Images Triumph on the Screens” (“U nurytot
nMKK Ha aKpaHax”) Malevich wrote that the film
directors have found in their hands “only a new

10 The suprematic dynamics of Lucas's Star Wars is especially
evident in the third episode — The Empire Strikes Back (1980)

11 Alexandra Shatskikh. The Suprematist Cosmism of Kazimir
Malevich. The Cosmos of the Russian Avant-Garde: Art and Space
Exploration, 1900-1930. State Museum of Contemporary Art.
Costakis Collection. Curated by John E. Bowlt, Nicoletta Misler,
Maria Tsantsanoglou. Thessaloniki, 10.12.2010-27.03.2011

12 See K.S. Malevich “Suprematism: 34 Drawings” in: K.S. Malevich.
Collected Works in 5 vols, Volume 1. Articles, manifestoes theoretical
works and other writings. 1913-1929. General editorship, preface,
compilation, commentary by A.S. Shatskikh. M., “Gilea”, 1995, p.
186.

13 On the subject of Malevich and film in general and on the art-
ists’ relationship with the filmmaker Sergey Eisenstein, whom he met
in 1925, see articles: Annette Michelson. Reading Eisenstein Read-
ing “Capital” (Part 2)// October, Vol.3 (Spring 1977), pp.82-89. MIT
Press and Alexandra Shatskikh. The Burlington Magazine.Vol. 135,
No. 1084 (Jul., 1993), pp. 470-478. A. Shatskikh. “Kazimir Malevich
and Film". Malevich. Classical Avant-Garde. Vitebsk-3: a Collection.
Vitebsk, 2000, pp.10—32. And also the book coinciding with an ex-
hibition of the same title: Margarita Tupitsyn. Malevich and Film. With
essays by Kazimir Malevich and Victor Tupirsyn. Yale University Press
new Haven and London in association with the Fundagao Centro
Cultural de Belém. 2002.

KYHO MIaHeTy MW LENyto cucTeMy»'2, «YTUnMTapHOe COBEPLLEHCTBO Cynpe-
MaTM3Ma» 3aK4aeTCA He B TOM, HTO CMYTHUKW M KOCMUYECKME CTaHLMK
CTanu cosgasartb Mo pucyHkam Manesuua (aToro Kak pas He NPOM3OLLIIO,
XOTA, MHOrOMOZY/bHYHO KOCMHYECKYO CTaHLmo «Mup» BNonHe MOXKHO Bbio
CPaBHWUTL G CYNPEMaTUYECKUMH KOMMOSULIMAMM), & B TOM, YTO MNaCcTUYECKOe
OTKPbITUE XYOOMHWKA OCO3HAHHO WITK HET MOCNYHWIO MOAENbLIO AnA Byay-
Ler penpeseHTaLMn KOCMOGCa, B TOM YMcne W B [onnmneyackux dunbmax,

W B aBaHrapAHbIX KOCMUYECKKUX NMO3Max PacLUMPEHHOMO KUHO.

ManeBuy HanMcan HECKONMbKO CTaTeM, MOCBALLEHHbLIX COBPEMEHHOMY
KMHO, B KOTOPbIX OH FOBOPWI O «PACLUMPEHHOM» BPeMeHU (Mo OTHOLIEHMIO
K TeaTpanbHOM NOCTaHOBKE) M 0 6ECNPEeAMETHOM KMHO, KOTOPOE LOMKHO
C034aBaTbCA UCKITFOUUTENIBHO PUTMOM, LIBETOM W cBETOM'3. ABTOp TEOpHM
«NpPHHaBOYHOrO 3N1eMeHTa», NepPEeBOAALLErO OAHY HMUBOMMUCHYIO CUCTEMY
B Apyryto, Manesuy nckan ero n B HOBOM KnHO. Ho He Haxoamn aHanora
HMBOMUCHBIM OTKPBITUAM Y COBPEMEHHBIX PEXMCCEPOB, 32 UCKIIOYEHUEM
O3vrn BepToea, 4bk ¢punbmbl OH cpaBHMBaN ¢ Ky6odyTypr3mom, oTme-
yas, Hanpumep, 4To B «OauHHaLaTOM» (1928) ecTb «3HAYUTESNbHBIN npo-
LEeHT abCTpaKTHbIX MOMeHTOB». ManeBuy roBopun 0 TOM, 4TO KMHO B Jy4-
LIeM Criyyae crieayeT 3a HUBOMMUCHIO, 4TO Obin M306peTeH KMHoannapar,

a He meTod. OH NpM3bIBan KUHOPEKUCCEPOB OTKA3aTbLCA OT NEPEABUKHU-
4ecTBa, OT NOAPAKaHUA PearlbHOCTU M MeyTaN O «4UCTOM» KMHO. B cTaTbe
«U NURYIOT NWKK Ha aKpaHax» Manesuy nncan o ToM, YTO Y PEHMCCEPOB-
NMOCTaHOBLLIMKOB OKa3asIoCb B PyKax «/1Llb HOBOE OpyAne NPOU3BOA-
CTBa, KOTOPbIM MOXHO BO BPEMEHW pa3BepThiBaTb KAPTHUHY, 3aCHATL CBe-
TOM AIBIEHWE W B KMHOKaAPWK, KaK paHblle HanncaTb CBETOM 3THOOMK» 4,
Hame pabotbl Ceprea OM3eHWTENHA OH Ha3blBas «NEPEdBUKHUYECT-
BOM», OTMEYas, TeM He MEHee, YTO Y DM3eHLUTENHA eCTb MPEUMYLLLECTBO
nepes ApyrMMu pexmccepamm — 060CTPEHHOE HyBCTBO 3aKOHa KOH-
TpacT. Ecnv Oi3eHwTenH onnpanca Ha KoHTpacT, To BeptoB — Ha nokas
«BelLM Kak TakoBom»'®, Bo Bpems cBoen noesaku B Bepnvn B 1927 roay
Manesuny yBnaen abctpakTHble dunbmel [aHca Puxtepa, KoTopble Tak emy
NMOHPAaBUINCH, YTO XYAOMHUK OCTaBUIT PEXUCCEPY CLieHapui cynpema-
THUYECKOIrO XyA0MECTBEHHO-Hay4HOro ¢punbma. «HMBONUCHL M Npobnemsbl
APXMTEKTYPHOr0 NPUBNMKEHUA HOBOWM KNAaCCHUYECKOM apXMTEKTYPHOM
cucTeMbl»'6.9T0T cueHapui nonan K Puxtepy nuwb B KoHue 1950-x rogos.
CynpemaTuyecKas aHMMaLMA Tak 1 ocTanack HepeanM3oBaHHoOW. Hocmu-
YyecKoe npocTtpaHcTBO Manesunya — 310 6eCKOHeYHOCTb 6enoro xoncTa,
€ro cBeyeHu1e, B TO BPEMA KaKk B KMHO HEU3MEPUMYIO rybuHy AaeT vep-
HbIM $OH, oTcyTcTBME cBeTa. KocMnyeckana 6eCKOHEeYHOCTb No-pas3HoMy
npeAcTaBneHa Ha 9KpPaHe KMHO U Ha SKpaHe KapTuHbl. Tem He MeHee,
3HaMeHUTbIM «YepHbiM KBadpaT» Manesnya HeOAHOKPATHO CpaBHWUBaNM

M C YepPHbIM 9KPaHOM, U C KUHOKaLPOM.

Ecnun nop, pacwmMpeHHbIM KMHO NoapasymeBaTb M3MEHEHWE TOUKM
3pEeHnA U NPUHLMMMANBHO HOBbLIM B3rNAA Ha MMP, TO MOXHO Ha3BaTb
elle O4HOro NpeaWwecTBeHHMKa 3TOro GpeHoMeHa. DTO pacluMpeHHoe
CMOTpeHue xynowHrka Muxavna MaTiowmHa, co3aasLuero ABUHKEHUE g

12 K.C. Maneswu. «Cynpematiam. 34 pucyHxar: Kasummnp Manesuyd. Cobparie codnHenma B natv Tomax. |
Tom 1. CtaTbu, MaHNdeCThl, TEOPETUYECKUE COYMHEHUA U Apyrie paboTel. 1913-1929. 06w, pea., BCTyn. <t
CTaTbA, COCTaBeHWe, NOAroToBKa TeKcToB 1 kommeHTapun A.C. Latckux. M, «Funes», 1995, c. 186. Ide)

13 Teme «ManeBuy v KMHO» B LIENOM, 1 B3aMMOOTHOLLIEHMAM XyAOKHMKA C KMHopewuccepom Cepreem
OW3eHWTeNHOM, C KOTOpbIM OH No3Hakomunca B 1925 rogy, nocealeHsl ctatbu: Annette Michelson.
Reading Eisenshtein Reading «Capital» (Part 2)// October, Vol.3 (Spring 1977), P82-89. MIT Press

v Alexandra Shatskikh. The Burlington Magazine.Vol. 135, No. 1084 (Jul, 1993), pp. 470-478. A. Wat-
cKux. «<Kasnumup Manesuy u kuHo». Manesuy. Knaccuueckuin aarrapa, Bute6ek-3. C6. ctatei. Butebek,
2000. Cc.10-32. A TaK e npuypodeHHan K OTKPLITWIO OAHOMMEHHOM BbICTaBKW KHura: Margarita Tupitsyn.
Malevich and Film. With essays by Kazimir Malevich and Victor Tupirsyn. Yale University Press new Haven
and London in association with the Fundagéo Centro Cultural de Belém. 2002.

14 K.C. ManeBuy. <M nuRytoT KKK Ha akpaHax»: Kasumup Maneswu. Ykas. cou,, c. 291
15 K.C. Manesuu. <M nukyioT nukm Ha akparax»: Kasummp Manesuy. Ykas. cou, ¢. 292

16 3710T cueHapwit, B KOTopoM Manesuy AEMOHCTPUPYET TPAEKTOPHIO CABUra reOMETPUYECKUX NEMEHTOB,
onybnunkosaH ¢ kommeHTapuamn A, LLlaTckinx B: K. Manesuy. «XyaomecTBeHHO-Hay4HbIA dunbM. «HinBonunce
1 NPOGNEMbI aPXUTEKTYPHOrO MPUBIMMEHNE HOBO KNACCUYECKOM apXMTEKTYPHOM crcTemMbl, Manesny.
Knaccuyecknin asaHrapa. Butebek-3. C6. crateit. Bute6er, 2000. Ce. 33-40 1 B: Margarita Tupitsyn.
Malevich and Film. Pp.58-59.



«3opBen» (Bperune Beaanue). Ha MartiowmHa noenman MeTtp YeneHckmin'?
C TEOPUEN YETBEPTOro U3MEPEHMA, Yba KHura «Tertium Organum» (1911),
coeanHMBLIAaA NpeacTaBnNeHla O TEOPMM OTHOCUTENBHOCTHU C AYXOBHbLIMM
MCKaHMAMKW BPEMEHW, OKasana 6onbluoe BO3AENCTBUE Ha XyLOKECTBEH-
Hoe coobecTBo. «3opBen» — 310 «paclumpeHue» co3HaHUA OgHOBPE-
MEHHO C pa3BUTUEM GU3MONOrMHECKNX BOSMOKHOCTEN 3PEHUA, AOCTHUIHY-
ThIX 3a CHET TPEHWUPOBKK. B «OnbiTe xynoxHWKa HOBOM Mepbl» MaTioLwmnH
onucan 3BOMIOLMIO BU3YasTbHOrO BOCMPUATUA OT ABYX U3MEPEHUIM K YeTbl-
peM, OT erMneTcKux penbedos K Kybrctam, 4OO6ABMBLIMM K TPEM NPO-
CTPaHCTBEHHbLIM U3MEPEHUAM BPpeMA. TONbKO pa3BnBas CBOW CMNOCOBHO-
CTH M 06peTA HaBblKM PaCLUMPEHHOO CMOTPEHUA, XYAOMHMK, MO MHEHMWIO
MaTiolwKHa, OTKPOET «HOBbIM NPOCTPAHCTBEHHbIM peanvam». Paclumpe-
HWe BO3MOKHOCTEN 3peHua BNIOTb A0 cdepuryeckoro, ¢ oxaatom B 360
rpagycoB, B3aMMOBMAHWE $OPMbI, LIBETA U 3BYKa, NPOABIEHNE HOBbIX
CBOWCTB LiBeTa B ABUHEHUN — BCE 3TO M MHOrOe Apyroe CTaso OCHOBOM
B TEOPWU U MPAKTUKE pacLUMpPeHHOro cMoTperua. CpaBHMBas pacium-
peHHoe cMoTpeHre MaTiownHa ¢ NonynApHLIM B TO BpEMA NpeacTasne-
HWeM o cuHacTe3un, Maprapeta Tunebepr'®, Hawna nNATe NPUHUMNWANb-
HbIX OTNMYMK. Bo-nepBbix, y MaTtowmHa M3 nATM cnocob0oB Y4yBCTBEHHOMO
BOCMPUATUA, ONUCBLIBAEMbIX MPU CUHICTE3UM, — 3PEHUE, CNyX, OCA3aHHE,
060HAHME U BKyCa — COXPaHWUINCh TONTbKO TPH, a ABa MNOCNEAHUX 3aMe-
HEeHbI «“MbICIIAMW», BO-BTOPbIX, B TEOPMM PACLUIMPEHHOrO CMOTPEHMA pas-
NMYHbIE KaHamnbl BOCMPUATMUA HYHHO CHavYana pasaenvTb, 3aTeM paclum-
pPYUTb NOCPEACTBOM TPEHMPOBKMK U TOMBKO NMOTOM COEANHWUTL B €4NHOE
obLee, B-TPeTbUX, PpaClUMPEHHOE CMOTPEHKE, B OT/IMYME OT CUHICTE3NMH,
paccmaTpuBaniocb MaTioWKWHBIM Kak NpeaenbHo OTCTPaHEHHOE OT 3MO-
LMK, B-4eTBEpPTbIX, CTOCOBHOCTH PaCLUMPEHHOr0 CMOTPEHUA MOMHO YCO-
BEPLUEHCTBOBATb MOCPEACTBOM TPEHUPOBKM, MOIBOMAIOLLEN «Pa3BUTb
B Xy[AOMHWKE HOBYIO KYNbTYPY W HOBbIM OpPraHW3m BOCMPUATUA»'®, B-NATbIX,
OOCTUrHYTblE peaynbTaTthl B paCLUIMPEHHOM CMOTPEHWKU MOTYT, MO MHEHWUIO
XYAOMHWKA, MPUBECTHU K HACNIeACTBEHHBIM M3MEHEHHAM.

[MoHATME CHMHICTE3UM, KaK W PaCLUMPEHHOE CO3HAHWE, Ha MPOTAHKE-
HMK XX BEKa NeperunBao pasnunyHble TpaHchopMaLMm, OCTaBasCh, TEM
He MeHee, OAHOM M3 BarKHENLLMX MeTadOop, ONMUCHIBAOLLMX HOBYHO KapTHUHY

MUpa, rae pasyimiHble owyLleHnAa 1 Buabl MCKyCcCTBa 6blfIv B3aMMOCBA3aHHbI.

3T0T eLle 0OAMH AEeMOH aHalIorm NO3BOSIAN FOBOPUTL O «LIBETHOM CRyXe»

y NO3TOB, XyAOKHWKOB W KMHOpPexMccepos, y Aptypa Pembo 1 Bnagummpa
Ha6okoBa, PepeHua Jlncta n AnekcaHgpa CrpabuHa, Bacununa KanauH-
ckoro u Cepres OnseHwTenHa. CMHICTE3WA M3 NCHUXONOMMYECKOro cTana
acTeTndecknm peHomeHoMm. Bo BTopoit raee «Synaesthetic Cinema: The
End of Drama» cBoem KHuru «PaclunperHoe kKuHo» AHrénag onvcan GuH-
9CTETUYECKOE KMHO KaK Crocob, MOCPeACTBOM KOTOPOro YeNoBEK MomMbiTa-
eTcA Bblpa3nTb TOTalbHbIM GpeHOMeH — cBoe co3HaHue.?® CuHacTeaus Obina
OOHWM M3 Haunboree BaxHbIX MOHATUI Ana Bynarta Maneesa?', ocHoBaTens
HWW akcneprmeHTansHom acteTurM «[1pomeTen», KMHopexmccepa, NMo-
Hepa cBeToMy3blKW. [anees M306pen CO6CTBEHHYO TEXHOMOI IO, KOTOPan
He Mmena aHanoros. MoxHoO ckasatb, 4to oH co3gan B CCCP eguHcTBEH-
HOe ABNEeHWe, BO3HUKLLEE NapaleslbHO PacLlUMpPeHHOMY KMHO. XoTA lanees
He MCMonb30Bas MNOHATUA «PaCLUMPEHHOE KMHO», MHOIO€E B €ro TEOPHH

17 Cwm.: MaprapeTta Tunb6epr. «L|eTHan BcenerHan: Muxamn MaTiowmH 06 UcKyccTBe v 3peHunm». [ep.
¢ aHrnmiickoro M. OyxasuHoi, M. Apow. M.: Hosoe nutepartypHoe o6o3speHue, 2008.

18 MaprapeTta Tunb6epr. «L|eTHan BcenerHan: Mixaun MaTiowmH 06 uckyccTse v 3peHumn». Cc.179-180

19 Cnosa Muxanna MariowmHa uuT. no: Maprapeta Tunb6epr. «LlBeTHaa BceneHHan: Muxann MartioLmH
06 1cKyccTae 1 3pernn». C.180

20 Gene Youngblood. Expanded Cinema. P76

21 TOMMMO MHOFOYUCIIEHHBIX CTATEM U KHUMM, NOCBALLEHHOM CUHICTE3NM, HanucaHHbIX Bynatom [aneessim,
a TaKme PYrMMK y4acTHUKaMK rpynbl «IpomeTeity, CyLLecTByeT OAHOUMEHHbIN CailT, rae «npeacTaBneHs
BCe OCHOBHbIE MyGAMKALMM MHCTUTYTa «TpomMeTel» Mo CUHECTE3uM («LBETHOMY Cryxy») — O €€ NPUPOAE,
PYHKUIMM B KynbType (B A3bIKE, B N033MM, B pasHbIX MCKYCCTBAX, B My3blKe, Npew/ae Bcero). OTaenbHbii,

1 B UCTOPMYECKOM MaHe MCXOAHbIN M MaBHbIM MHTEPEC CBA3AH, KOHEYHO, C BbIABNEHWEM bYHKLIMK CUHE-
CTE3UM B CHHTETHUYECKUX UCKycCTBax (B CBETOMY3bIKe, Npemae Bcero)» (M3 cTarbn, pasmeLLeHHON Ha caitTe)
http://synesthesia.prometheus kairu

tool of production, with which it becomes possible
to unfold a picture in time, to capture a phenomenon
with light into a nice little film frame, the same way
as it was done before, to paint a nice little study
with light" '*. Even the works of Sergei Eisenstein he
called Peredvizhnichestvo (wanderer-like), however
making a point that Eisenstein has an advantage over
other film directors —a heightened sense of the law
of contrast. If Eisenstein relied on contrast, than Ver-
tov — on showing things “as such” '*. During his trip
to Berlin in 1927 Malevich saw some abstract films
by Hans Richter which he liked so much that he left
a screenplay of a suprematic “feature-cum-scientific
film “Painting and the problems of architectural:

the advent of a new classical architecture system” for
the filmmaker.'® Richter got that script only in the late
1950s. Suprematic animation remained unreal-

ized. The cosmic space of Malevich is an eternity of
a white canvas, its glow, while in the cinema an im-
measurable depth is given by the black background,
the absence of light. The space infinity is differently
presented on a film screen and on the screen of

a painting. However, the famous Malevich'’s “Black
Square” was frequently compared to the black
screen and to a film frame.

If by expanded cinema we mean a change of
the view point and a fundamentally new worldview
then we can name another predecessor of this phe-
nomenon, the expanded watching of the artist Mikhail
Matjuschin, founder of the ZorVed movement (Vision
Knowing, Zrenie Vedanie). Matjuschin was influenced
by Petr Uspensky's'” theories of the fourth dimen-
sion — his book “Tertium Organum” (1911), in which
the concept of the relativity theory was combined to
the spiritual quest of the time, was a great influence
upon the artistic community. “ZorVed” is an “expan-
sion” of consciousness combined with development
of physiological capacity of vision achieved by train-
ing. In “The Experience of the Artist of New Measure”
Matjuschin described the evolution of visual per-
ception from two dimensions to four, from Egyptian
bas-reliefs to cubists, who added time to the three
special dimensions. According to Matjuschin only by
developing own abilities and acquiring the skills of ex-
panded watching an artist can discover “a new spatial
realism”. The expansion of vision up to a spherical one
with a 360 degree range, interaction of form, colour
and sound, display of new qualities of colour in move-
ment — all these and much more became the basis
of the theory and practice of the expanded watching.
Comparing Matjuschin’s expanded watching to syn-
esthesia concept popular at the time, Margareta Till-
berg'® found five fundamental dissimilarities. First, out

14 K.S. Malevich “And Images Triumph on the Screens”: Kazimir
Malevich, op. cit., p. 291.

15 K.S. Malevich “And Images Triumph on the Screens”: Kazimir
Malevich, op. cit., p. 292.

16 This screenplay where Malevich demonstrates the trajectory

of shift of geometric elements is published with commentary by

A. Shatskikh in: K. Malevich. “A feature-scientific Film “Painting and
the problems of architectural: the advent of a new classical archi-
tecture system”//Malevich. Classical Avant-Garde. Vitebsk-3: a Col-
lection. Vitebsk, 2000, pp. 33-40 and also in: Margarita Tupitsyn.
Malevich and Film. Pp.58-59.

17 See: Margareta Tillberg. Coloured Universe: Mikhail Matiushin
on Art and Vision. Translated by D. Dukhavina, M. Yarosh. M.: NLO,
2008.

18 Margareta Tillberg. Coloured Universe: Mikhail Matiushin on Art
and Vision, pp.179-180



of the five ways of perception involved in synesthesia:
vision, hearing, touch, smell and taste — Matjuschin
kept only the first three, and replaced the latter two by
“thoughts”. Second, in the theory of expended watch-
ing various channels of perception have to be sepa-
rated first, then broadened by means of training and
only afterwards be united into a single whole. Third,
the expanded watching, unlike synesthesia, was seen
by Matjuschin as ultimately estranged from emotions
and fourth, the abilities of expended watching can be
perfected by training, that allows “to develop a new
culture of perception and a new organism of percep-
tion in the artist"'®. Fifth, the results achieved in ex-
panded watching can, according to the artist, lead
to inherited changes.

The concept of synesthesia, like the concept
of expanded consciousness, has been going through
many transformations during the XXth century. Still
it remained one of the most important metaphors
describing the picture of a new world where differ-
ent senses and art forms were interconnected. This
is another of the demons of analogy that allowed
to speak of colour hearing of poets, artists and film-
makers, such as Arthur Rimbaud, Vladimir Nabokov,
Ferenc Liszt and Alexander Skriabin, Vassily Kan-
dinsky and Sergey Eisenstein. From a psychological
phenomenon synesthesia became an aesthetic one.
In the “Synaesthetic Cinema: The End of Drama” sec-
ond chapter of his “Expanded Cinema” Youngblood
has described the synaesthetic cinema as a way
for man to express a total phenomenon — his own
consciousness®. Synesthesia was one of the central
concepts for Bulat Galeev?', the founder of the Pro-
metheus Experimental Aesthetic Research Institute,
a filmmaker and a colour music pioneer. Galeev in-
vented his own unique technology. It may be said that
he created the only development in the USSR which
was parallel to the expanded cinema. Though Galeev
didn’t use the term “expanded cinema” there is much
in his theory and practice that allows for comparison
of his film-poems to the works of Jordan Belson.
In 1960s when Galeev started to create his “cosmic
sonatas” he was evidently not acquainted with Bel-
son’s works or with those of other expanded cinema
filmmakers. It was very difficult and sometimes even
impossible to obtain information about what went
on in the West in the USSR. The artist reminisced
about his gaining access miraculously to Gosfilmo-
fond (State Film Fond) in Belye Stolby in 1966. There
he saw for the first time the works of Hans Richter,
Valter Ruttmann and Oskar Fischinger that dazzled
him just as they have inspired the American pioneers
of the expanded cinema, as well as Norman McLaren
and Alexander Alekseyev?2. Both Galeev and Belson

19 Quoted after: Margareta Tillberg. Coloured Universe: Mikhail
Matiushin on Art and Vision, p. 180.

20 Gene Youngblood. Expanded Cinema. P.76

21 Apart from numerous articles and books on synesthesia written
by Bulat Galeev and other participants of the Prometheus group
there is a web-site where “all major publications of the Prometheus
Institute are represented on synesthesia (“colour hearing”) — on its
nature, function in culture (in language, poetry, various arts, and first
of all, in music). A separate and historically initial and main interest
is connected to exposing the functions of synesthesia in synthetic
arts (primarily in colour music)”. From an article at the website
http://synesthesia.prometheus.kai.ru

22 See: Bulat Galeev. Declaring Love to Cinema// Day and Night.
2005, N29-10.

W NPaKTHKe NO3BOJIAET CPaBHUTL €ro KMHOMO3MbI ¢ pabotamun xopanaHa
Bencona. B 1960-x rogax, koroa anees Havan co3gaBaTbh CBOU «KOCMU-
YeCKWe CoHaTbl», OH, NO-BMAMMOMY, He Obin 3HaKoM ¢ pabotamu BencoHa

W APYrvX KUHOPEKUCCEPOB paclumpeHHoro kuHo. B CCCP 6bin TpyaHo,

a nopyac 1M HEBO3MOMXHO MONYYUTb MHPOPMALIMIO O TOM, HTO MPOUCXOAMIIO
Ha 3anage. XyAoHKHWK BCroMUMHaU, Kak B 1966 roay oH yynom nonan B loc-
¢dunbModpoHz, 3HameHnTbie Benbie Ctonbbl, Foe eMy yaanock Bnepsbie yBU-
AeTb pabotsl [aHca PuxTepa, Banstepa PyttmaHa, Ockapa ®PulunHrepa,
nopasuBLLME Ero TaK Xe, KaK B CBOE BPEMA OHW BAOXHOBUIW NMUOHEPOB
pacwmpeHHoro knHo B CLUA, a Takke HopmanHa MaknapeHa v AnekcaH-
apa Anekceea??. U lanees, n BencoH ocsansanu 6ecnpeametHyto Bee-
NEeHHyto, MO-CBOEMY BOMIOTUB MeyTbl Manesmya o0 YUCTOM KMHO, B KOTOPOM
rnaeHbIM AENCTBYIOLLMM CPeACTBOM 6bin CBET, LBeT 1 pUTM. MHTepecHo,
YTO U TOMY M OPYroMy XYOOHHWKY NPEONIOMUIN NOoy4acTBOBaTb B KOCMUYe-
CKux nporpammax. lNo BocnomuHanuam aneesa, ero No nMYHOM Npocsbe
Cepres Hoponesa npurnacuny paspabotatb CBETO-My3blKa/lbHYH CUCTEMY
Ana Gyoyuwen MeXnIaHeHTHOM CTaHLMK, OOHAKO 3TO COTPYAHMYECTBO

He COCTOASIOCh, TaKHKeE KaKk No34HEee eMy He YAanoCh OCYLLECTBUTb CBOHO
MAeo cneumabHbIX My3blKaslbHbIX NPOrpaMm AnA aganTali KOCMOHaB-
TOB K HeBecoMocCTH. BencoH Boccozaan 3puTensHble BrevaTneHna nepeoro
amMepUKaHCKOro KOCMOHaBTa, obneTeBLwero 3emnto, [xoHa [MeHHa B KMHO-
dunbme dununa Kaydmara «Maphu, uto Hago» (1983).

MoHATME «pacluMpeHHOEe KMHO» BO3HMKNO B KOCMWYECKYIO 3MOXY,
Korga NpPOWCXOAMIO TEXHONOMMYECKOE M CUMBOSTMHECKOE pacLUMpeHHe
BceneHHol yenoseka. CerogHa 0HO OMMCLIBAET He TOMbKO aBaHrapaHoe
KMHO, Npogonxatowee Tpaamumm 1950-70-x, HO M BUOEO-U MeaManH-
cTannAumm, nepGopMaHChl C UCMOIb30BaHUEM KMHO-W BUOEOMNPOEKLMM.
Takas oTKpbITOCTb GbiNna MaHUdecTUpoBaHa NP BO3HUKHOBEHWW deHO-
MeHa, AJ1A KOTOPOro BawHa He CTOSIbKO TEXHOJIOMMA, CKOSIbKO CaM Mop-
xoa. MoxHo cKasatb, 4To BeceneHHaa pacLluMpeHHOro KMHO No-npexHemy
pacwupAeTca. Bo3HmkHyB Kak Bonblion Bapeis, 310 ABNeHWe 3axsBaTbl-
BaeT BCE HOBblE M HOBble NpocTpaHcTBa. OfHAKO HACKOMBKO «pacLUMpeH-
HO€ KMHO» CEerofHA MOXHO Ha3BaTb PacLUMPEHHBIM? DTO NMOHATHE CBA-
3aHO C NPOCTPaHCTBOM, C TOM 3KCMaHCcKew, KoTopad bbina coBeplueHa
Bo BpemeHa HTP. CerogHsa npoctpaHcTBeHHasA napagurmMa CMeHAeTcA
BpeMeHHOM. Mbl ®MBeM BO BpeMeHa ApOoMOsoruu, no onpegenenuto MNona
Bupunbo, noa Bnacteto ckopocTw. [NMpocTpaHcTBO 3aBOEBaHO BMECTe
C BO3MOMHOCTbIO MMHOBEHHO A0CTHUYb JIIO60M TOUYKM NOCPEACTBOM Tene-
BuaeHuA u MHtepHeta. Tenepb naet 6opbba 3a BpemA. BceBoamoHble
NPOrHO3bl OT BUPHKEBBIX 40 aCTPONOrMYECKHX, obpalleHre K TenespuTe-
NAM B HOBOCTAX — Bbl YBMAENW 3TO NEPBbIMA Ha HaLLEM KaHane, Npu3biBbl
peKnamMbl — Mbl 9KOHOMWM Ballle BPeMA — BCe 3TO AEMOHCTPUPYET Hellas-
HYtO SKcnyaTauuio BpemeHu. [laxe CoBpeMEHHbIM MHTEPEC K YTOMMAM
CBA3aH He CTOMbKO C COLMasIbHbIMU MAEAMM, KaKk 3TO BbIN0 paHblLue,
CKOMBKO C NMOMCKaMK YCKOPUTENEN BPEMEHMU.

B «pacwmnpeHHOM KMHO» cerogHsA, NpeacTaBleHHOM BUMAEO-
MHCTaNNALMAMU, BaXKHO HE KONTMHYECTBO MPOEKLMM, PaCLUMPAOLLMX
NPOCTPAHCTBO, KaK Ha Nepexoae OT CUHTYNAPHOrO KMHO WU TEeNeaK-
paHa K MHOrOMEPHOMY pacLMPEHHOMY KMHO, a TO, Kak pasBopayu-
BaeTcA cTpena BpemeHn. OgHoHanpaBneHHOCTb BPEMEHW U3 MPOo-
wnoro B 6yayliee NpoABNAETCA HE TONBbKO B XapaKTepe CIOXETHOro
NoBeCTBOBaHWA WM B NOCNEA0BaTENIbHOCTU 3MM30A,0B, a NPewae BCero
B TOM, KaK Mbl NepexnBaeM BpeMeHHOe UCKYCcCcTBO. MoxHO cKasartb,
4TO BPEeMA U3 aBCTPaKTHOrO NMOHATUA NPeBpPaLLAETCA B HEYTO «MaTe-
puaneHoe», oHo obnagaet PU3NYECKUMM CBOMCTBAMU, CKOPOCThIO
M BECOM — BCEM TEM, YTO HEBO3MOMHO CEroAHA NPEeACTaBUTb C TOYKM
3peHMA HayYHOro AMCKYpPCa, 3a UCKIIOYEHUEM PEeAKMX, OCTaBLUMXCA
MapruHanbHbIMK TEOPUH, TakuX, Kak «[1puunHHaA mexaHWka» Hukonas
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22 Cwm.: Bynar lanees. «[pusHaHmne B Nto68M K KuHematorpady»// eHb 1 Houb. 2005, N29-10



Hosbipesa?®. CornacHo Teopun Koabipesa, Bpems obnagaet ¢pusnye-
CKMMHW CBOMCTBaMM, ABNAETCA UCTOYHUKOM aHeprum. MoxKHO cKasatb,
4TO BpeMs, Heo6xoaMMoe AS1A MPOCMOTPa BUOEOUHCTANNALMMI, CAMO
CTaHOBWTCA NpoMn3BedeHMEM UCKyccTBa. Bpema Hawero acteTnyeckoro
nepemmBaHnA — 3TO CYObEKTUBHOE, MCUXONTOrMYECKoe, YObICTPEH-

Hoe, 3aMefeHHOE, OCTaHOBMBLUEECA, CMELLEHHOE, AEMOHCTPUpPYOLLEE
M3MEHEHHOE COCTOAHWE BPEMEHM.

Horpa peyb 3ax0auT 0 pacLUMPEHHOM KMHO CEeroaHs, TO, BO3SMOMHO,
60oree NpPaBUIbHO FOBOPUTL O Pa3BEPHYTOM KMHO. PacluMpeHHoe KMHO cBs-
3aHO C MPOCTPaHCTBOM, pa3BepHyToe — co BpemeHeM. MeTadopoi pas-
BEPHYTOrO KMHO MOTYT NOCNYHWTb 06pasbl M3 AnoKkanuncuca, u3obpa-
waemble B cueHax «CTpallHoro cyaa» — aHrensl, CBopaynsatoLLme Hebo.

« He6O CKpPbINOCH, CBUBLUMCH KaK CBWUTOK; M BCAKasA ropa 1 OCTPOB ABH-
HynMcb ¢ mecT ceoux» (OTkp.6:14). CeopauvBaHue Heba — 3TO OCTaHOBKa
BPEMEHH, KOTOpPOro 6orblue He 6yaeT. Bpema Havanock BMecTe ¢ Havanom
TBOpEeHUA 1 3aKkaHumBaeTcA CTpaliHbiM cynom. B otnmume ot «pacumpeH-
HOMO KMHO» «Pa3BEPHYTOE KMHO» — 3TO HE CTO/bKO GOPMaIbHBIN IKCMe-
PUMEHT C XapaKTepOM BUAEHMS, CKOMTbKO HOBbIM CNOCO6 NOBECTBOBAHMA,
NpeBpaLLaloLLMii COBPEMEHHYIO BUOEOUHCTASIIALMIO B SKBUBASIEHT APEB-
Hero M1da, NepefaBaemMoro Kak B AOMUCbMEHHYHO 3MoXy U3 YCT B ycTa. IT0
nepenucbiBaH1e UCTOpKK, Byab TO UCTOPUKM OTAENBHOMO YENOBEKA, CTPaHbI
WNK KoHUa cBeTa. B 70 e Bpemsa BUAEOMCKYCCTBO, pOAMBLLEECA B KOC-
MUYECKYHO 3MOXY, MO0 6bl CTaTb YCMeLWHbIM CPeaCTBOM AfA ajanTaumm

K CEHCOPHOM AenpvBaLMi KOCMOHABTOB BO BPEMSA ASIUTENbHBIX MEXnna-
HeTHbIX noneToB. BoamoxkHO, BUAEOUHCTANNALMAMKM ByOyT OCHaLWaTbCA
KOCMMWYeCKWe Kopabnu, otnpasnatowmecs K Mapcy unun Berepe. Kak 3HaTb,
He CTano N¥ Cepbe3HbIM ynyLeHUeM 6rIM3ALLEroca K 3aBepLUEHUIO 3KC-
nepumeHrTa «Mapc 500» T0, YTO CO34aB MaKCUMaITILHO NMPUBAMKEHHYHO

K peasilbHOCTU CUMYMALMIO KOCMUYECKOIO NONETa, BHELTATHbIX CUTYaLMI

W Jame CbIMMTHPOBaB Bbicadky Ha Mapce, 3a6biin 0 HE06XOOMMOCTH KOM-
MEeHCHMPOBaTb YENOBEKY KOCMUYECKNE CKOPOCTU — O «BO3BPALLEHWMU>» BPE-
MEHM Y4aCTHUKaM MEKMNNAHETHOrO MyTeLLeCTBHA.

B pacckase lepbepra Yannca «XpycransHoe anuo» (1897) B pyku
BnajenbLa naBkyM ApeBHocTen MmucTepa HalBa cnyyaliHo nonagaet xpy-
cTanbHOE AMLLO KOTOPOE MOKa3biBaeT My BUAEHUA MAPCUAHCKOM MU3HW.
370 AKL, NpeacTaBnAeT CO60M CMyTHUK CBA3M — NMPUEMHUK U Nepe-
Aatumk — Mapc-3emna. [iBa arua cBasaHbl Mexady cobor, ogHo, ycTa-
HoBneHHoe Ha Mapce cpeam ABagLath Apyrux eMy nogo6HbIX, Apy-
roe, 3abpolueHHoe Ha 3emsito U NonaBsLUee B PyKW K aHTHKBapy. Anuo,
OKasaBlleecA Ha 3emse, CBETUTCA B TEMHOTE, KOrAa Ha Hero nagaet
HanpaBneHHbIM Nyy ceBeTa. Ha pochopecumpytolem axpaHe — noBepx-
HOCTM fAiLa — BO3HMKAIOT BUAEHWA, KOTOPLIE MOXET PasfninUTb TONBKO
yenosek, obnagaroLwmnn 0cobon YyscTBUTENbHOCTLIO. MucTep Hains
repecKasbiBaeT yBUOEHHOE CBOEMY APYrY: KaK BbIMMAAMT naHawadpt
C KpacHOBaTbIMK CKallamMmu, MapCHUaHCKWe OBOpLbl C 60MbWWMK KpYr-
NbIMKU OKHaMH, Yepes KOTOpblE BIETAOT U BbINIETAOT MapcHaHe, HarnoMu-
HatoLLMe CTPaHHBIX KpblnaTbiX CYLWeECTB, MPUHATLIX aHTMKBAPOM CHavana
3a APEBHMUX NTETYYMX MbILLEN, @ 3aTEM 3a aHresioB, OFPOMHbIX GECKpPbI-
NbIX }KYKOB M MyX, NMOMYNPO3PaYHbIX ABYHOMMX, MOXOXKMX HA HEYKMHOKMX
06e3bsAH, — BCE TO, YTO NonagaeT B None 3peHusa nepepatynka. Map-
cuaHe Toxe Habnto4aloT K13Hb Ha APYrvx nnaHeTax, BrifabiBasaCh
B XpyCTasibHOE ANLLO, YCTAHOBMIEHHOE Ha MX KpacHoW nnaHeTe. 3a cyeT
MFHOBEHHOW CKOPOCTU Nepefayn AOCTUIrHYT 3pPeKT TenenpucyTCcTeums,
npasAa NomnbiTKa NpUBReYbL BHUMaHWe mapcuaH He yaaetcA. CumBo-
NIMYHO, YTO €OMHCTBEHHbLIM CBUAETE/IbCTBOM 3TOr0 ONMcaHHoro Yann-
CcoM ¢eHOMeHa TenenpucyTCTBUA, paclunpmlero BeceneHHyto yenoseka
BO BTOpOW nonoBuHe XX BeKa, CTAaHOBATCA pacCcKasbl aHTUKBapa, KOTo-
pble Pa3BOpPaYnBaOTCA B CLLEHapUi BUOeoHabNoaeHHA.

23 Cm.: Kosbipes H.A. MabpanHble Tpyasl. J1.: MspatenscTso JlennHrpaackoro yHueepcuteta. 1991,

were exploring the non-figurative universe, realizing
each in his own way Malevich’s dreams of the pure
cinema, in which the principal characters would be
light, colour and rhythm. It is worth mentioning that
both artists were invited to take part in space pro-
grams. According to Galeev’s recollections, he was
invited personally by Sergey Korolev to develop a co-
lour music system for the future interplanetary station,
but this cooperation didn’t come through, neither

did his later idea of a special music program to use
in cosmonauts’ adaptation to zero gravity. Belson
recreated the visual impressions of the first American
cosmonaut to orbit the Earth — John Glenn — in Philip
Kaufman's The Right Stuff (1983).

The concept of expanded cinema has emerged
in the space era when the technological and symboli-
cal expansion of a man’s Universe was happening.
Now it describes not only the avant-garde cinema,
continuing the traditions of 1950s-70s but also video
and media installations, performances using film and
video projections. This openness was manifested at
the phenomenon’s creation, as it is not the technol-
ogy that is important, but the approach itself. We
can say that the Universe of the expanded cinema
is still expanding. Emerging like the Big Bang, this
phenomenon is invading more and more new space.
But in what degree can today's “expanded cinema”
be called expanded? This concept is connected with
space and with the expansion that was achieved
during scientific and technological revolution. Now
the special paradigm is replaced by the temporal.
We live in the times of dromology, as defined by Paul
Virilio, under the power of speed. The space is con-
quered everywhere and each point is instantly acces-
sible by television and internet. Now the fight is for
time. Various forecasts — from stock-exchange to as-
trological, the appeal to the viewer on the news — you
saw it first on our channel, the advertising spiel — we
save your time — all these demonstrate a merciless
exploitation of time. Even the contemporary inter-
est towards utopia is caused not by social ideas, as
it used to be, but with the search for time acceler-
ants.

In the “expanded cinema” today as represented
by video installations it is not the quantity of projec-
tions that expand space that is important, as it used
to be during the passage from singular cinema to
the multidimensional expanded cinema, but how
the time's arrow is pointed. The unidirectionality
of time from past to future is manifested not only
in the character of the narrative or in the sequence
of scenes, but foremost in the way in which we
experience temporal art. It can be said that time
is transformed from an abstract notion into something
“material”, it now possesses physical characteristics,
speed and weight — all that is impossible to imagine
today from the scientific discourse point of view, with
the exception of rare and marginal theories such as
Nikolai Kozyrev's “Causal Mechanics"?3. According
to Kozyrev's theories, time has physical character-
istics, it is a source of energy. It can be said that
the time needed to watch a video installation be-
comes a work of art itself. The time of our aesthetic
experience is subjective, psychological, accelerated,

23 See: Kozyrev N.A. Selected works. L: Leningrad University Pub-
lishing. 1991.



stunted, stopped, dislodged, and demonstrating
a changed state of time.

When we are speaking of the expanded cinema
today it would possibly be more correct to speak
of unfolding cinema. The expanded cinema is linked
with space, the unfolding — with time. As a metaphor
of the unfolding cinema the Apocalyptic images of an-
gels rolling up the sky as seen in the Last Judgment
scenes can be used. “And the heaven departed as
a scroll when it is rolled together; and every moun-
tain and island were moved out of their places” (Rev.
6:14). The rolling together of heaven is the cessation
of time, which will be no more. The time has started
with creation and ceases with the Last Judgment.
Unlike the “expanded cinema” the “unfolding cinema”
is not only a formal experiment with the characteristics
of seeing, but a new way of narration, transforming
a contemporary video installation into an equiva-
lent for an ancient myth, passed in the preliterate
era by word of mouth. This is a rewrite of history,
whether a single man’s history, a country’s or the end
of the world's. At the same time video art born in
the cosmic era could have become a successful
means for adapting to sensory deprivation for cos-
monauts during long distance interplanetary flights.
Space ships heading for Mars or Venus will probably
have video installations installed. Who knows, maybe
this was a serious flaw in the “Mars 500" experiment
which is now nearing completion — having created
a simulation of the space flight, emergency situa-
tions and a Mars landing — all as close to reality as
possible — they forgot a necessity of compensating
the cosmic speed to humans — to “give back” the time
to the participants of an interplanetary journey.

In Herbert Wells’ story The Crystal Egg (1897),
Mr. Cave, a curiosity shop owner, accidentally ac-
quires a crystal egg in which scenes of Martian live
can be seen. This egg is a Mars-Earth communica-
tion satellite. Two eggs are connected with each
other — the first one installed on Mars among another
twenty, the second — in the antiquarian’s possession.
The Earth egg glows in the dark under a beamed ray
of light. On the phosphorescent screen of the egg's
surface —visions appear that only an especially sensi-
tive person can decipher. Mr. Cave tells his friend
about things he has seen: a landscape with reddish
cliffs, Martian palaces with large round windows
through which Martians enter and exit. These Martians
are strange winged creatures that the antiquarian first
mistook for ancient bats, and then for cherubs. He
also sees wingless bugs, flies and half-transparent
apelike two-legged creatures — everything that gets
into the satellite’s field of vision. Martians themselves
are also watching life on other planets by looking into
the crystal egg mounted on their red star. By means
of instantaneous speed of communication the effect
of telepresence is achieved, but the attempt to attract
Martians' attention fails. It is symbolic that the only
evidence of this telepresence phenomenon described
by Wells, the phenomenon that expanded the human
Universe in the second half of the XXth century is
the antiquarian’s story, unfolding into a video surveil-
lance scenario.
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3puK Bionno

BwmecTo KMHO

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

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

Erik Bullot
In The Place Of Cinema

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



The Central Region (La Région centrale)

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

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

1. Michael Snow, La Region
centrale, 1970

2. Bouchra Khalili,Circle line,
2007

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

LleHTpanbHbIn peruoH (La Région centrale)

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

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

Ha paccToAHUK. XOTA 3TOT GUIbM HMKOrAA He 4EMOHCTPUPOBAJICA

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

1 « La Région centrale (1969)», in Des écrits 1958-2001, M. Snow, trad. J.F. Cornu, Paris, Ensba, 2002, p.
32.
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yTBEPHOATb, YTO 3TW ABa NPOU3BEAEHUA HE MMEIOT MEXAY COBOM H1Yero
obuiero. YTomuTeNnbHOE onucaHWe onpeaerneHHoro Mecta u TpaHcdop-
MaLmMA YCNOBUIM NPOCMOTPA NPOU3BEAEHWA CUMBOIIMYECKH NepeceKa-
totca, «LleHTp» oTMeyvaeT paspeiB B UcTopun dopm. PasbeanHeHre mecta
W B3rnaaa, MNOMCKU MEPTBOM TOYKM, pacceveHre Ccrnocob0oB IKCMO3ULMM,
METOA, MEKEBAHWUA — BOT TOJIbKO HECKOBKO 3NEMEHTOB CErOAHSALLUHErO
KWHematorpada.

MNnatdopma (Plate-forme)

C 2002 ropa Cenpvk DiimeHbe cosgan ceputo ¢prnbmoB, 06beam-
HeHHbIX 06WKM HasBaHWeM «[1natdopmar. CHATbIE B pasHbIX ropogax
(NongoH, Mapus, PpankdypT, Yukaro, Makamu, Pottepaam, Tokmo), 3T
KOPOTKWE NeHTbl AEMOHCTPUPYIOT TPaHCMNOPTHbIE Y3Ibl, Cbe3/Abl C aBTO-
MarvMcTpanu, asponopThl, aCnnaHagsl, NOACTYMbLI K BOK3anam. Haue
BCero kamepa 3adMKCHpoBaHa HEMOABUKHO, MHOMAA 3aKkpenneHa Ha
KakoM-HWOYOb TPAHCMOPTHOM CPEACTBE: aBTOMOOUIIE MK HaA3EMHOM
meTpo. NMnatdopma — 3TO BO3BbILLIEHHAA MNOLWAAKA, HA KOTOPYO Kna-

AYyT Kakve-nnbo npeameThl, pa3meLlatoTcA, obpallatoTcA C Hee K opy-
MM MoaAaM. TEPMUH Takme UCMOoMNb3yeTCA B NPOMLILNEHHOCTH (HedTa-
Has nnatdopma, YacTb MEXaHU3ma, CryTHUKA), NonuTrke (Nporpamma
LEeNCTBUIM, cucTeMa yBemaeH1it) unu 8 sugeourpax (06o3Hayas yposeHb
urpatoLero). MHOro3HauHOCTb Ha3BaHWA YUTAETCA U B CUCTEMe 06Pa3oB
¢dunbma. B uem e oHa 3akntovaeTca? B HOKyMEHTanbHOCTH apXMTEKTYPSI,
NULWIEHHOW CBOMX MHPOPMATUBHBIX 91EMEHTOB? B BbiMbICTE, B KOTOPOM
CYLLECTBYHOT TOMbKO MiaHbl pas3pesa M NnacTMKoBblE MOOWUNK, pasme-
YeHHble 6ECKOHEYHO ManbiMKU COBBLITUAMM, Ha FPaHULLEe MeHay He3HauYM-
TENIbHOCTBIO M 3arafkon? «Mosa paboTta Haf, MOHTaXOM COCTOANA B TOM,
4TO6bI HANAAMTb AMANOr MEXAY OCO3HAHHLIMK M3HaYaslbHO HaMePEHUAMM
W Cy4arHO MOosy4YMBLUMMMCA BO BPEMA CbEMKM Kadpamu. HyxHo 6b11o
HaMTK Takoe paBHOBECHE, TaK NPaBMIIbHO paspe3aTb U CKIEUTb NIEHKY,
4TOObI B KOHLLE KOHL,OB HEBO3MOMKHO ObINO MOHATh, C YEM Mbl UMEEM
AeNi0 — C XyOOKECTBEHHbIM GpUIBMOM UMK OOKYMEHTaNbHBIM»2, DTO Xpyn-
KOe paBHOBECHE CHOBa YMTaEeTCA B NPOCTPaHCTBAX SKCMOHUPOBaHMA
dunbMa, CBA3AHHBIX K TOMY e C apXMTEKTYPOM UM 06NacTbio 3NEKTPO-
HWKM, COMPUKACAIOLLIUXCA C COBPEMEHHBLIM MCKYCCTBOM. 3pUTENb UCMbI-
TbiBaeT KonebaH1A Memay HEMTPaIbHOM TOYKOM 3PeHMUA, BIM3KOM K TOMY,
4TO NpeacTasnaeT cobom Kamepa HabnoaeHUs, U MOMCKOM 3HakoB (npo-
MYaBLLIAACA MallMHa CKOPOM NMOMOLLM, CITULIKOM BbICTPO MCHE3HYBLUMIM
MNPOXOMUI, BETEp B AepeBbAx). Takue KonebaHWa NPUBOAAT K OLLYLLEHUHO
«TPEBOXKHOM OTUHYHKAEHHOCTU». Ppeng yTBEepKAan, Y4To ANA Toro, YTobbl
onpeaennTb 310 NOHATUE, HeobxoaMMa BHYTPeHHAA 6opbba, COMHEHUA —
4TO ABNIAETCA peasibHbIM MUPOM, @ YTO CBEPXbECTECTBEHHBLIM? HaKoBa e
[ONA CBEPXLECTECTBEHHOIO B 3TUX NeM3amax, NPUTBOPAIOLLMXCA HEMN-
TPasbHO U OGBEKTUBHO CHATLIMU?

B ceoeM dunbMe «11x14» (1977) dmenmc BeHHUHI cHAan nnaH Haa-
3eMHOro MeTpo B YuKaro, 4To 4OCTaTOYHO BIM3KO K KoHLUenuuu «[nat-
¢dopmbl N2 9», Hak NpoTMBOCTOATL 3axBaThbiBaOLLEMY 3PENMLLY NPO-
MBbILLIEHHOM apXUTEKTYPbI, MPOTAHYBLUENCA BAOMb penbco? B ¢punbme
Hxenmca BeHHWHra n3obpareHne Bce elle 0CTaeTCA BEPHBLIM NMPUHLIN-
nam CTPYKTYPHOro KnHematorpada. HenesHonopoHHble MyTH, ASTMHHbIE
nnaHbl, KOHTPACTHbIE NepeAHWe MNaHbl NPOEKLMOHHOM KabWHbI, BapuaLiMm
OCBELLLEHNA OTChINAIOT K annapary KMHO, ANIMHA KacCeTbl Kamepbl, NEPexos,
OT 0fAHOM ¢oTorpamMMbl K APYror — K MexaHrM4eckomy annaparty. M, Hanpo-
TWB, YGUPaA CTOMKM NPOEKLMOHHOM KabuHbl (OAMH-eAUHCTBEHHbIN He3a-
METHbIM BLICTYN B HUKHEM KPA0 M30BPaKeHHa), HakNnaablBas SKpaH Ha
ctekno, Cegpvk DMeHbe CTaBUT Ha NEPBOE MECTO HEYTO BPOAE COeaun-
HeHWs, Jaxe CpaleHna C BUOAUMBIM, 6IM3Koe K aKcTady. «OTpameHune

2 Mutepsblo ¢ Mo l'ypmenoHom, Saison vidéo 1010, catalogue, Lille, p. 57.

titled “De /a". This was a logical development of the fu-
ture-installation of the film, even if the artist insists that
these two works are not in any way related. A symbolic
crossing between an exhaustive description of a place
and a displacement of the conditions of visibility, “La
Région centrale” marks a break in the history of the art
form. Dissociation of place and gaze, the search for

a dead center, the dissection of exhibition modalities,
a method of survey — these are only few elements of
the contemporary cinema.

Platform (Plate-forme)

Since 2002, Cédrick Eymenier has made a series
of films titled “Platform”. Shot in different cities (Lon-
don, Paris, Frankfurt, Chicago, Miami, Rotterdam and
Tokyo), these shorts capture road junctions, ramps,
airports, accesses to railway stations and esplanades.
Camera is mostly fixed, sometimes connected with
a vehicle: a car or an elevated road. The platform is
an elevated ground where you can position, turn, or
store objects. This term is also used in industry (an oil
platform, a part of a mechanism, a satellite), in politics
(a plan of action, a system of beliefs), in computer sci-
ence (an operating system) or in video games (levels
of the player). The polysemy of the title appears also in
the imagery. Is it in the documental nature of architec-
ture deprived of its informative elements, or in the fic-
tious section plans and plastic mobiles punctuated
with infinitesimal events, on the borderline between
insignificance and mystery? “My work on assembling
consists in setting a dialogue between conscious
intentions and things that accidentally happened during
filming. It is essential to find such a balance in the cut-
ting and continuity so that people wouldn't know for
sure if they are dealing with a documentary or fiction™.
This delicate balance is found again in the spaces for
screening which are also connected with architecture
or the digital like all contemporary art. A spectator
hesitates between the neutrality of the point of view
close to the surveillance camera and the search for
signs (the passage of an ambulance, the too quick
disappearance of a passer-by, the wind in the trees).
This division somehow induces a feeling of “anxious
estrangement”. Freud says that to define this concept
an inner conflict is needed, an uncertainty in what is
a real world and what is surreal. How large is then
the part of the surreal in these supposedly neutral and
objective views?

In his work “711x 14" (1977), James Benning
filmed a plan of Chicago's elevated railway, and his
approach was rather close to the “Platform #09".
How can one resist a fascination of industrial architec-
ture stretched along rails? In James Benning's work
the image is still faithful to the credo of structured
cinema. Railways, long plans, contrasting foregrounds
of the projection cabin, variations of lighting refer
to the cinema diispositif: a length of the coil of film,
the passage of photogrammes, the mechanical appa-
ratus. In contrast, by removing the stands of the cabin
(you can see the single discreet ledge at the bottom of
the picture), or applying the screen to the window, Ce-
drick Eymenier favours a sort of adhesion, even fusion
with the visible, which is close to ecstasy. “A reflection

2 An interview with Mo Gourmelon, Saison vidéo 1010, catalogue, Lille,
p. 57



allows to divide the space, like in cubist ready-made”,
he says, emphazising the multilayered character of

the place: “| was fascinated by the idea of a “mille-
feuille” city, where all movements are superimposed.
My intention was to grab a multitude of movements
going in every direction in the single static shot". Dis-
sociated from any linear narrative, the place becomes

a theatre refracted by an experience of a gaze in search
of signs, strange and familiar, like a temporal fantastic
palimpsest.

A Place We Call Home

In Emmanuelle Antille’s “A Place We Call Home"
(2006) the narrative is intricate. Halfway between
fiction and documentary, the artist's various works
frequently emphasize the awkward age — a recurrent
motif in contemporary cinema. Torn by their problems
and desires, two girls meet and gravitate toward each
other at a deserted car park, a concrete sepulcher
overgrown by ivy. Although there is no verbal com-
munication, the sound is very much present: a ring hits
metal banisters, a steel rod hits a grid. Each girl sends
her own signals. Does the sound help to make out
the story — a blind man’s relentless cane in a ruined
urban landscape — or is it a cry for help? Is it a simple
rhythmic chant or a code that must be broken and
deciphered? Because of their games and miseries
the atmosphere of desertion is lightened and the space
becomes a state of its own, defined by short blows
to the banisters, snatches of songs that the girls sing
in low voices (putting their fingers to their throats
to feel the vocal chords' vibration), graffiti on the walls
and bridge supports, a tattoo depicting a skeleton,
their piercings.

Whether in shrill metallic sounds or a jingle, the
rhythm — in Deleuzian vocabulary — delimits the terri-
tory. But this process is extremely fragile: a repetition
of plans indicates a constant effort (we always come
back to the hand on forehead image), the fade-outs rob
it of all charm, and the plans hinting at dull cruelty seem
to contradict signs of tenderness and torment.

If we leave out the narrative, the question still
arises: who watches this? Where is the origin of
a point of view that organizes this scene? The film
doesn't work by the rules of the field of vision and
an opposite point. Generating a place without contact,
protected by greenery, alien to the rest of the world,
the camera's presence poses a question of a third
party. Who is filming this? What is the role of a viewer?
Is it a surveillance camera? lt is interesting that the film
was later presented by the artist as an installation as
an assemblage of 10 monitors, reproducing a control
room*. “This idea didn't appear at once, but in the pro-
cess of meditating upon the things | remembered
while gathering material for the film. | remember that
the landscapes of the city seemed very interesting
and important. They could be used to illustrate an idea
of fragmentation of a territory both urban and wild (en-
gulfed by vegetation); a territory the viewer can men-
tally construct and deconstruct during the installation™.
This place is a victim of obsessions. This is a result
of a plotless gaze, one can even say — a blind gaze

3 Ibid,, p. B7.
4 Editing Room/Editing Territories, shown at Art Basel in 2008.
5 Correspondence with the artist, February 2010

no3BONIAET pa3nesinTb NPOCTPaHCTBO, Kak Ky6M3M pep,m—meﬁn,», — ONKUCbI-
BaeT OH ero MHOMOCNOMHOCTb. — «H Bbln 3a4yapoBaH WAEEN «TbICAYECNON-
HOro» ropoga, B KOTOpOM BCE NnepeaBuKeHNA HaknaablBaloTCA ApPYr Ha
apyra. OTmeTHTb Ha OHOM HENoABHUHHOM MNnaHe BCE MHOMECTBO BO BCEX
CMbICJiax NPOUCXOAALLNX OBUKEHWM BbINo MOoeM Ll,eJ'IbPO»S. JIMweHHoe Kako-
ro-nMbo cBA3HOro noBeCcTBOBaHMA, MECTO CTaHOBUTCA TeaTpOM, NpesioM-
JIEHHbIM NepexXnrBaHUEM B3rmAaaa B NOUMCKax 3HAKOB — CTPaHHbIX U 3HAKO-
MbIX — B MaHepe TeMnopanbHOro q)aHTaCTM‘-IeCHOFO nanMMncecTa.

MecTo, KOTOPOE Mbl Ha3biBaem LOMOM

(A Place We Call Home)

B «Mecre, KoTopoe Mbl HagbiBaeM AOMOM» (MMaH03b AHTUND,
2006) nosecTeOBaHWe GUIMrpaHHo. Ha nonnyT Memay BbIMLICIIOM
W JOKYMEHTaIMCTUKOW, pasfinyHble NPOU3BEAEHUA XYA0MHMWLBl YaCcToO CTa-
BAT Ha NepBOe MECTO NEPEXOAHbIM BO3PACT — M 3TO YaCTbli MOTUB COBpE-
MeHHOro kuHo. Pasgupaemblie npobnemamm v enaHMAMK, ABE OEBYLLKK
BCTPEYaOTCA W CIIOBHO NPUTArMBAOTCA APYr K APYry Ha KakoW-To NycTom
aBTOMOOBUIIBLHOM CTOAHKE, BETOHHOM MaB3onee, 3apPOCLUEM 3EMEHBLIO
n nnowoM. XoTA BepbanbHaA KOMMYHUKALMA MEXAY HUMKW OTCYTCTBYET,
3BYK B paboTe NpMCyTCTBYET B MOSHOW Mepe: yaapbl KonbLa No meTas-
NMYECKUM NOPYYHAM, CTanbHOro npyTa no pelweTke. Kaxpaa nockl-
naet cBou curHanel. [omoraet nn 3ByK pazobpaTtbCA B UCTOPMKM — Nasika
cnenua B Hegpax ypbaHUCTUYECKOro Nen3ama B pyMHax — Wiv Npu3bl-
BaeT Ha nomolub? MaeT nu pedb 0 NPOCTOM PUTMUYHOM CKaHAMPOBaHWM
WK O KoAe, KOTOPbIM Hado pasragaTh U paclumndposatb? o Bone mx urp
W cTpapaHui atMochepa NOKMHYTOCTH MCYE3aeT, M y4acToK npespatla-
€TCA B HEKMM aHKnaB, COPMUPOBaHHBIM KOPOTKMMM yaapamu no 6anto-
cTpadam, npuneBamn NeceH, KoTopble AeBYLIKW NOT HUSKMMKW FONocamMm
(OHM NpUKNaabIBaAOT CBOM NasbLbl K FOPITy, 4TOBkI OLLyLaTE BUBPALMIO),
PUCYHKaMK Ha CTEHax W onopax MoCTa, TaTyMpPOBKOMW, M306pamatoLLer Ha
NMOBEPXHOCTU KOMM CKENET, UX NMMPCUHIOM. AeT nu peyb 0 pe3kux meTa-
NMYECKKUX 3BYKax MM 3BOHE, eCNM BOCMONb30BaTbCcA cnosapeM [enesa,
TO PUTM AENUMUTHPYET TeppuTopurto. OJHAKO 3TOT NPOLLECC OYEHb XPY-
MOK: NMOBTOPEHWE MAHOB yKa3blBaeT Ha NOCTOAHHOE ycunue (Mbl Bce
BPEMA BO3BPALLAEMCA K PyKe, MONOMEHHOM Ha 1106), paccTaHOBKa 3aTeM-
HEHWM NWLWaeT NPOUCXOAALLEE BCAKOrO O4apOBaHUs, a NiaHbl, NO3BONAI0-
LMe yraaplBaTb MIyXyt0 MECTOKOCTb, KayTCA NPOTUBOPEYaLLMMKU 3HaKam
HEXHOCTHU U CTpagaHus.

Ecnu y6paTb UcTopmio, TO OCTaeTCA BOMPOC: KTO CMOTPUT 3TO KMHO?
Homy npvHagnesunT TouKka 3peHus, KoTopasa OpraHU3yeT MU3aHCLEHyY?
@unbm He paboTaeT Mo NPUHLMNY «B NONe 3PEHUA» U «BHE MOMA 3PEHUA»,
O6pa3sys NpoCTPaHTBO, JIULIEHHOE KOHTaKTa C BHELIHEN CPEaoW, 3almLLEH-
HOEe PaCTUTESIbHOCTLIO, YyHA0€E BCEMY OCTa/lbHOMY MMPY, Camo MpK-
CYTCTBWE Kamepbl 3a4a€eT BOMPOC O TPeTber CTopoHe. KTo cHumaeT?
HakoBa 3pech ponb 3putena’? Mveem nu Mbl Aeno ¢ Kamepor Habso-
AeHunA? J1io6onbITHO y3HaThk, YTO GKbM Bbi BNOCIEACTBUM NPeacTaB-
NeH XyAOHHMLEN Kak MHcTannAuMA n3 10 MOHUTOPOB, BOCNPOW3BOAA-
Was 3an ynpasneHus®. «9Ta naen nofBMIach He cpasy, a B npoLiecce
HecnewHoro 064yMbIBaHWA TOrO, YTO MHE 3arnOMHMIIOCh, Koraa A OTou-
pana matepuan ansa ¢urnbma. A BCNOMHWMNA, 4TO Ner3aku 3Toro ropoaa
NnoKasasiucb MHe 4Ype3Bbl4aMHO MHTEPECHBIMW U BaHbIMU. KX MOMHO 6bIO
MCNonb30BaTh, YTOObLI NPOUNIOCTPUPOBATL MAEHD PparMeHTaLMUK TEPPUTO-
PUM OHOBPEMEHHO FOPOACKOM U AMKOM (MOMMOLLEHHOM PaCcTUTENBHOCTLIO);
TEPPUTOPUM, KOTOPYHO 3pUTESb B NMPOLLECCE MHCTAIALMU MOKET MbICIIEHHO
KOHCTPYMPOBaTb W AEKOHCTPYMPOBATL»®. DTO MECTO — HEepTBa HaBA3YM-
BbIX Maen. PesynstaT HeMTpanbHOro B3rnAAa, Aawe MOKHO CcKasaTb B3rnAaga

3 Ibid,, p. B7.
4 Editing Room/Editing Territories, Apt-Bazens, 2008.
5 W3 nepenuckm ¢ xyaowHuuen, pespans 2010
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crnenoro (MeTasIMYeCKui NpyT, CTydaLlMiA O PELLETHY, NPUITaaeT Hac pas-
BUTb MeTadopy), ONPEAENAIOLLErO MPUHLMUIM KUHOCHEMKM. [leByLUKM NbiTa-
FOTCA NOMETUTb MECTHOCTb, YTO COOTBETCTBYET STOMY CKPbITOMY B3r/A4Y,
MMEIOLLEMY OTHOLLEHHE K paHTaCTMKe, KoTopas 3ab0TUTCA O HUX, 1 Jaxke
HabnogaeT 3a HUMM.

Honbuesasa nuuua (Circle Line)

lMpocnaBuBlIaACA CBOMMKW BUAEO, HACHILLEHHbIMWU 06pa3amMu U3rHa-
HUA 1 ummUrpaumm (c 2002 oHa paboTaeT Hag cepuert GuUnbMoB, 06b-
eOMHeHHbIX 0bwnm HaseaHWemM «Mapping Journey», rae HeneranbHble
SMMUIPaHTLI OMUCHIBAIOT W MOKA3LIBAIOT MO KapTe CBOWM NyTh), bpaHKo-Ma-
POKKaHCKaAa xyaoxHuua byxpa Xanune cospgana 8 2007 rogy nHctanna-
umto «Honbuesas NMHUA». PasMelleHHan Ha Tpex aKpaHax, oHa No3BonAeT
HaM O3HAKOMMUTLCA C «LePEMOHMEN HaTypanMsaLnn» B Hblo—l7lopr(e5. OHa
npeacTaBnaeT coboM nogpobHoe onucaHne NIAeN PasnnyHbIX HauWo-
HanbHOCTEN, NPUHUMAaIOLLIMX aMEPUKAHCKOE rpamgaHCTBO, Ha TPeX aKpa-
Hax, CTMpatoLmx reporpaduyeckme pasnuuma. Ecnun cybtutpel n coot-
BETCTBYHOT NMPOUCXOAALLEMY, NYCTb OHW U HEMHOIO cMeLLeHbl (Bonpoch,
3apaBaeMble KaHAMaaTaMm Ha HaTypanum3aaLuio, C 0OGHOW CTOPOHI, pac-
CKa3 OfJHON UMMUIPAHTKKU O CBOEM HemneranbHOM CUTyaumuM — ¢ Apyrom),
TO COBCEM NopasuTeneH HeUTpasbHbIM B3MAL KaMepbl, 3aKpeniieHHOoM
Ha aBToMOb6une. Hamepa MennieHHo ocMaTpuBaeT KBapTUpbl MaHxaTTeHa
C COOTBETCTBMM C ABUMKEHWEM TPAHCMOPTHBIX CPEACTB, HA KOTOPbIX OHA
3aKpeneHa («KonbLEeBOM NIMHUEN» Ha3LIBAIOTCA CyAa, KOTOPLIE KYPCUPYHOT
BOOMb OCTPoBa). FOpoa CHOBa CTAHOBMTCA MECTOM HaBA3YMBbLIX MAEH.
CymepKu1 noOyepKUBatoT BrieyaT/ieHUe MCHE3HOBEHHA U 0b6eLlaHna, NoYTH
Hay4HOM $aHTaCTHKK, CBA3AHHOE C amepHKaHCKMM byaywmnm. Mrpas
C 3aMHTEPEeCOBaHHOCTLIO M ee OTCYTCTBMEM, MHCTannAuMA Byxpbl Xanune
ABNAETCA YeM-TO BOMNbLUMM, HEXENU NPOCTO MNOSIUTUYECKUM BbICKa3blBa-
HWEM, OHa pacKpblBaeT paHTACTUUECKUE U3MEPEHUA FOPOaa, COeaUHAET
npucyTcTBuE C ybexuiLem, paHTOM C 3aKOHOM.

Bupeokaptorpaduun: Avpa, NanectuHa

(Vidéocartographies: Aida Palestine)

B csoem dunbme «Buaeoraprorpaduu: Auaa, ManectuHa (2009)
xyoomHuK Tunne PeckeHc npepnaraet obutatenam narepsa Avpa B Bud-
neeme HapMCOBaTb CBOM €XeHEBHblE MapLLUPYThl B COOTBETCTBMU C PEMHM-
MOM paboThbl. BeipasutenbHble cpeacTsa o4eHb NPOCThI: Kak W B pabote
«[naHbl cnTyaummn», Bo Bpemsa 6nmn3kmx K nepdopmaHcy becepn, c obuta-
TeNAMMU Nlarepsa C 1x CrIoB BOCCTaHaBNMBaeTcA CybbeKTuBHaA reorpadma
mecTa. CHATLIM Ha NPOCBET Ha Benbix IMcTax Bymaru, YepHbIM PUCYHOK M30-
6parkaeT nanaTku, LOPOHKKHM, XONMbI, Cazbl, Pa3fenaAtoLLyto cTeHy. B aT1o ke
BPEMA Mbl CIlbILLMM FOSI0C, PacCKa3biBatOLLMIA MCTOPUM, CMELLIHBIE U Tparu-
4YeCKWe OAHOBPEMEHHO, ONMMUCHIBAIOLLMIA NMOBCEAHEBHYHO PYTHHY Ha OKKYMW-
poBaHHOM TeppuTopuK. B cBOEW drnurpaHHOCTM 3TOT METOA, HanoMHUHaeT
dunbm «Muctepus Muxacco» (AHpu-Hopw Knyzo, 1955) unun «[aumy-
wytoca wusonmce N2 1» (Ockap DuwwmHrep, 1947), Ho nepexog Ha Tep-
PUTOPUIO JOKYMEHTATMCTUKK CBMOETENLCTBYET O HOBOM POSM, KOTOPYHO
HrpaeT pMCcyHOK. Haoluynb, BMeCTe C BU3yallbHbIMM METKaMu, KoTopble
NOABNAOTCA Ha PUCYHKE, M 3ByYalLMMK UCTOPUAMK powaaeTca reorpadms,
n306unytoLLan nakyHamu, CnyvyanHas, NogKpenieHHaa crocoboM CheMKH,
pasfensroWwmnM TMHUIO W paccKas, NMMuo U ronoc. Punbm He CTaBUT CBOEN
3ajadven cosfaTb e4MHOe BrevaTtiieHre, Ha0bopPOT, OH OCTaBNAET «Tpe-
BOMHYIO OTHY#AEHHOCTb», BbI3biBaA B NAMATHM 3HAKOMOE MeCTO, KOTopoe
BAPYr CTI0 HY Ha YTO He MOXOMMM. 3a30p MewAy NPUPOLON BOCTIOMUHA-
HWUM, peaKan ApaMaTnyecKkan HacblLLEeHHOCTb, CXeMaTU3M PUCYHKOB BHOBb

6 WHctannauma aemoHcTpuposaniacs B galerieofmarseille (Mapcens, 2008), B8 PervioHansHoM LeHTpe
cospemeHHoro uckycctea B Cete (2009) 1 8 Kaptuhroi ranepee Ocno (2009).

(the metal rod knocking on a grid invites us to unfold
the metaphor) defining the whole filming. The girls’ ef-
forts to mark the territory coincide with the virtual gaze
which takes care of them and keeps watch.

Circle Line

Famous for her videos filled with images of exile
and emigration (since 2002 she works on a film series
titled “Mapping Journey”, where illegal aliens describe
and map their journey), the French-Moroccan artist
Bouchra Khalili has created the “Circle Line” instal-
lation (2007). Projected onto three screens it allows
us to get acquainted with the naturalization ceremony
in New York ®. A detailed description of people of vari-
ous nationalities, who eventually adopt the American
citizenship, uniting one and many, is depicted on three
screens that refract the geographical disparity. If
the subtitles match the story, though they are a bit
off (the questions to the candidates for naturalization
on one hand, one immigrant's story of her illegal situ-
ation on the other), the impersonal gaze of the cam-
era connected with the car supporting it is striking.
The camera slowly examines flats in Manhattan fol-
lowing trajectories of the vehicles it is fixed on (“Circle
Line” is the name for the boats circling the island).
The city is again a place for obsession. The twilight
emphasizes an impression of disappearance and
promise — almost sci-fi — connected to the American
future. Playing with fascination and absence, Bouchra
Khalili's installation is something more than a political
declaration, it opens the city's fantastical dimensions,
fusing presence and retreat, phantasm and law.

Vidéocartographies: Aida, Palestine

In his film “Vidéocartographies: Aida, Palestine”
(2009) the artist Till Roeskens asks the inhabitants
of Aida camp in Bethlehem to draw their everyday
routes and work schedule. The dispositif used is
simple — the artist, true to his “Plans de situation”,
conducts performance-like conversations and recon-
structs a subjective geography of the place from its
inhabitants’ description. Filmed through transparent
white paper, black drawings depict tents, paths, hills,
gardens, a dividing wall. At the same time we hear
a voice telling stories, both funny and tragic, describ-
ing the routine of an occupied territory. The method
in its intricacy reminds of the “Mystére Picasso” (by
Henri-Georges Clouzot, 1955) or “Motion Paint-
ing#1" (Oskar Fischinger, 1947), but a transfer to
the documentary attests to the new role of the draw-
ing. Tentatively, together with visual marks that ap-
pear in the drawing and the falling words of stories,
geography is born, full of gaps, haphazard, strength-
ened by the method of filming that divides the line
and the narrative, the voice and the face. The film
doesn't aim to create a unified impression, quite the
opposite — it leaves the viewer feeling an anxious es-
trangement on one level, through recalling a familiar
place that has become utterly strange. The distance
between the nature of recollections, a rare dramatic
intensity, the schematism of drawings demonstrate

6 The installation was exhibited at the galerieofmarseille (Marseille,
2008), at the CRAC de Séte (2009) and the Oslo Kunsthalle (2009).



once more a temporal palimpsest in connection to
the Palestinian history.

On the experimental

Each of these works explores an unexpected
fantastic dimension. Dissociation between the voice
and the place, the gaze linked to a vehicle, ambiguity
of both map and territory induce a feeling of “anxious
estrangement”. If the use of various devices character-
izes most of these films, one can as well notice that
the fragile drawing in black ink on white paper, a re-
peated jangling of a ring on banisters, a vocalization of
a word are all evidence of a phenomenon or an event.
In the depth of reduction an unfledged promise is hid-
den. This multidirectional movement can be noticed
in many contemporary films that explore borderline
states and are presented at various exhibitions. For ex-
ample, topographical research done by Marine Hugon-
nier in her 2003—2006 trilogy (Ariana, The Last Tour,
Travelling Amazonia), the perceptive and sonorous
sentiments of Dominique Gonzalez-Foerster (Atomic
Park, 2004), or the choreographic drawings by Laetitia
Legros (Entre un ceil et l'autre, 2007), the parallel ge-
ography of Luigi Beltrame (Brasilia/Chandigarh, 2008)
and narrative traps of Omer Fast in his Nostalgia instal-
lation (2010), or plastic variations on the demarcation
line between Serbia and Bosnia-Herzegovina in Li-
nescape (Pauline Delwaulle et Clément Postec, 2010),
three refracted portraits in Retour au pays de I'enfance
(Claire Angelini, 2010). Is it all about experiment? Are
we in the place of (experimental) cinema?

The experimental tradition was always conscious
of its genealogy. Hans Richter’s efforts in this direc-
tion as a filmmaker and artist testify to this. Arriving in
the USA as an exile he tried in his many articles and
lectures to link the latest American postwar experi-
ments to the films of European historical avant-garde.
These efforts never stopped in the experimental tradi-
tion. One can see it in the works of P. Adams Sitney,
Gene Youngblood, David Curtis, Malcolm Le Grice or
Dominique Noguez, among others. Of course these
contemporary films are not directly connected to our
story. In any case their permanent search for demar-
cation of cinema and plastic arts, cinema hall and
museum, projection and installation, circular move-
ments and narration, map and territory — all this takes
part in an experimental movement toward a tentative
poetics. Can an experiment exist without a cinema
genealogy? The model for it should be found further on
in the sphere of conceptual art, landscape painting or
auteur cinema of 1970s (Duras, Fassbinder, Rocha).
So there is a possibility to call this cinema post-exper-
imental as it suggests under its cartographical avatars
a paradoxical change of the experimental tradition
in absentia, like a ghost or an obsession.

npeacTaroT BpeMeHHbIM NaiMMncecTom Ha Mmatepuane NMCToprn nanecTtmH-
CKOro Hapoga.

06 aKkcnepumeHTanbHOM

Haxpooe 13 aTnx NponasBeaeHUA pacKpbIBaeT HEOKMAAHHOe GaHTacTH-
YyecKoe nsmepeHue. PaspbiB Memway ronocom u MecTtom, B3rnAg, CBA3aHHbIN
C TPaHCMOPTHBIM CPEACTBOM, HEACHOCTb B OTHOLLEHWUAX KapTbl M MPOCTPaH-
CTBa NOPOMAAOT HyBCTBO «GECMOKOMHOM OTHyHAEHHOCTW». Ecnm 6onbLumnH-
CTBO 3TUX GHITBMOB MOMHO OXapaKTepPU30BaTb NPW NMOMOLLM UCMOMNb30BaH-
HOM NpwW MX CO3AaHUM annapaTtypebl, TO MOXHO paBHbIM 06Pa30M 3aMeTHTb,
KaK XPYMKWUM PUCYHOK YepHOM TyLLbIO Ha 6enom iMcTe, MoBTOpAtOLLEecA
NMOCTYKMBaHWE KosbLia O Nepwna, 03BOHYEHWE ClIoBa CTaHOBATCA CBUAETENb-
CTBaMW HEKOEro ABNEHNUA UK cobbiThA. B cammx rnybuHax namensyaHua
KpoeTcA eLle He onepuBLLeecA obellaHue. [iBuxeHre B pasHbix Hanpasne-
HMAX Mbl BUOMM B BOMBLIOM YMCIE COBPEMEHHbIX GUTBMOB, UCCEOYHOLLMX
NorpaHnyHbIE COCTOAHWUA W NPEACTaBNEHHbIX HA PA3NMYHBIX BbICTaBKax. 70
n Tonorpaduyeckue paccrnenosaHus, nposoamswmeca MaptuHon KOrox-
Hbe ¢ 2003 no 2006 rog B ee Tpunoruu (Apuara, MocneaHee nyTewwecT-
Bue, MyTewwecTaytowan AMasoHHA), MyNKME U BOMPUHUMAIOLLME OCaMAEHUS,
npeanoxeHHsie JomuHukom FoHsanec-Popctepom (AToMHbIN napk, 2004),
xopeorpadudeckue pucyHru Jletnumm Nerpo (Memay oaHUM rasom v apy-
rum, 2007), napannensHeie reorpadpun Jynmwm Benstpame (Bpasunuars-
HbI Yangurapx, 2008), HappaTUBHbIe OBYLLKKM, paccTaeneHHsle OMepom
dacTom B ero nHcTannaumnK «<Hoctansrua» (2010), nnacTMueckue sapua-
LMK O NUHKUKM AemapKauuu, pasaenstowern Cep6uto n Bochuto-Tepuero-
suHy (JTununewadt, Monun Oenbsons u Knemawn MocTex, 2010), Tpu npenom-
neHHbIX nopTpeTa B «BoaepalueHuu B cTpary aetctsar (Knap AHZmenmHm,
2010). HacKonbKo peub uaet 06 axcnepumeHTe? Haxoammcs v Mel BMe-
cTo/BMecTe C (3KCNEePUMEHTAIbHBIM) KUHO?

OKcnepuMeHTanbHasa Tpaauuma Bcerga 3a6oTmnack O NPUIMYHOM
reHeanorin. O6 3TOM CBUAETENLCTBYHOT CTapaHWA XyLOKHUKA W AenA-
TenA kMHo XaHca Puxtepa. Mpubbie B CoeaunHeHHble LUTaThl B Kave-

CTBE M3rHaHHWKA, OH MbITa/ICA CBA3aTb B CBOMX MHOMOYMCIEHHBIX CTaTbAX
W BbICTYMIEHUAX NOCNIEBOEHHbIE SKCNEPUMEHTalbHbIE NPOU3BEAEHWA
amMepHKaHLEeB C punbMaMn MCTOPUHECKOIO eBPOMNEMCKOro aBaHrapaa.
OTH cTapaHWsa HUKOr4a NOHOCTBIO HE NPEKPALLANMCh B paMKax 3KC-
nepuMeHTanbHoM Tpaguumu. B aTom MoxHO ybeamTbea, yntaa paboTbl

M. Anamca Cuthu, IxuHa Axrénaaa, Oasuaoa Keptuca, Manbkonbma

Ile puca, JomuHnka Horesa v ap. HoHevHo, 3T coBpeMeHHble GpunbMbl
He OTHOCATCA NPAMO K Halen nctopmu. B ntobom cnyvae mx nocTosAH-
HbIM MOWCK pasrpaHUYeHUi MeXAY KMHO U NNACTUYECKMMM MCKYCCTBaMM,
KMHO3aJ/IOM 1 My3eeM, NPOEKLMEN U UHCTANNALMEN, ABUKEHUEM MO KPyry
W paccKa3oM, KapTor U TEPPUTOPHEN YHaCTBYET B ABUKEHWUM IKCNe-
PUMEHTaNIbHOM NPUPOAbI NO HAaNPaBNEHMUIO K MOSTUKE HaLLyMbIBaHMA.
BoamokHO 1 akcnepumeHTUpoBaHue 6e3 KMHemaTorpadryecKom O
reHeanornn? O6pa3subl 4nA HEro, Ha camMoM Jene, CreayeT UCKaTb l\l
Aanblue, B 0611aCTW KOHLENTYanbHOrO UCKYCCTBA, NEM3aMHOM UCKYC- <
CTBE WNW aBTOPCKOM KuHo 70-x ropos (Oiopac, Paccburaep, Powa). N
OTctoga McxoauT BO3MOKHOCTb HAa3BaTh 3TO KMHO NOCTIKCNEPUMEH-
TaslbHbIM, BEAb OHO NpeanaraeT B CBOWX KapTorpaduyecKux aBata-

pax napafoKCabHYH0 CMeHY SKCNnepUMeHTaNIbHOM TpaauMumK, in absentia,
B MaHepe npuspaka 1im HaBA34YMBOM MOEN.



Metep Banbenb

PacwupeHHbIn KNHemaTtorpad,
BUAEO U BUpPTYanbHaA cpega

ABaHrapaHbiv duUnbm

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

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

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

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

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

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

Peter Weibel

Expanded Cinema, Video
and Virtual Environments

Avant-garde Film

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

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

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

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



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

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

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

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

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

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

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

o Oxenmce BoHae, a cerogHa Cnasow Hukek ucnonbayet JlakaHa

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

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

Hue. TBopyecTBO BHAEOXYAOKHNKOB — oT bptoca Haymara no Bunna
Buonbl, ot Ham IxyH MNarka go LtedHsl u Byam Bactonkm — npro6peno
nonynapHocTb B 1970-¢, Ho 3aTem B 1980-e Bo306naaan peTpooOpHeHTH-
POBaHHbIM HWBOMUCHBIM HEO3KCNpecCcHoHnam. B 1990-e Bupeoapt
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cTan AOMUHUpYHoLLEen GopMOV MEAUMHOIO aBaHrapaa, 3aHMMaBLLIEN rna-
BEHCTBYIOLLLEE MONOMEHME B TaKMX KPYMNHbIX BLICTABKAX, KaK KaccenbCKaa
«Documenta» 1 BeHeuwnaHcKas 6ueHHane. B 310 ke gecatunetve KnHe-
maTorpad BCTynun B 3Moxy LMPPOBbIX TEXHONOMMHM.

MaTepMaanble SKCNnepuMeHTbl

PeBontoLMOHHbIV B3pbIB, pafiKaribHO M3MEHUBLLMIM KMHEMaTOrpadu-
yecku Kog B 1960-€, okasan BO3oenCTBUE HA BCE TEXHUYECKME U MaTe-
puanbHble napameTpbl KMHeMaTorpada. Cam MaTepuanbHbId XapakTep
NNeHKKM BbiN UCCNeaoBaH XyAOKHUKaMU, KOTOPble BMECTO 9KCMOHMPOBa-
HUA uennynouaa ctanu uapanats ero (Jxopox Jlanaoy, «@unbm, B KOTO-
POM NOABNAKTCA ABIPKKU OT LIEMHOro Koneca, 6yKBbl MO KpasaM, YacTyLb
rpasv v T.4.», 1965/66; Buprut n Bunbrenbsm XaviH, «Coipoit ¢unbm»,
1968), npoTeikanu nepdopatopom (OQutep Por, 1965), packpawmsanu
(Fappvt CmuT Mcnonbzosan 35-MUNIMMETPOBYIO MNEHKY, o6pabaTbisas
€€ HMPOM, KPAaCKOM, CKOTYeM 1 cripeeM, 1947), NOKpLIBaNW oTneYaTHamMu
nanbueB (I'IMTep Banbenb, «OTneyartok nansbua», 1967) unm npUKNen-
Banu K HeMmy MoTeinbos (CTaH Bpakxare, «MoTbinbKoBeIM ceeT», 1963:
KPblTbA MOTbINIbKOB W NTIMCTBA NPUKNEUBASTUCE MEXOY CNoAMU nepdopm-
POBAHHOM MAEHKM W NPOELMPOBAMCH Ha 3KPaH). Takme Bbifiv MCNONb30-
BaHbl NYCTble PaMKH, YepHas 1 3aceedeHHan nneHka (Huns M. Bonbman,
«AHTU-KOHUenT», 1951; v [debop, «Bow B nonbay ae Capa», 1952; MNutep
Hy6enka, «ApHynbd PaiHep», 1960; Tonn KoHpag, «<Mepuatue», 1965).

OnHoBpeMEHHO caM TEXHUYECKUIM annapaTt KuHemaTtorpada,
OT Kamepsbl 40 NPOeKTopa, padbupancs, cobupancs 3aHOBO, 6bl1 40MOS-
HEeH HOBbIMMW AeTanfAMU U UCMNOSIb30BaH COBEPLUEHHO HOBLIM CMIOCOOOM.
CyuwecTtBoBanu ¢punbmMbl 6€3 Kamepsbl, KOraa B NPOEKTOP BCTaBNANaCh
HenpoABNeHHan NieHKa, U3BECTHaA Mo, HaseaHWeM npoapayHor (Ham
Doyn Madik, «O3enH ana punsmar, 1962), dbunsmel 663 nneHku, Koraa,
Hanpumep, Hocyrn ¢pokycrposan ceeT NpoexTopa 6e3 NneHKkK Ha Byma-
HOM 3KpaHe, Bbipe3as MOHEMHOry dparMeHTbl 9KpaHa HauynHas c cepe-
[MWHbI, 10 TeX NOP NOKa OT HEero HUYero He octaBanock («Punbm N2 4»,
1965). B dunbme «zzz:hamburg special» (1968) Manc Lernrnb same-
HWN KMHOMNEHKY HUTKOM: OHa NPOMycKanach Yepes NPOEKTOp W co3aa-
Bana Ha aKpaHe TeHeByto NMHMI0. B apyrux paboTtax ceeToBOM Ny4y 3ame-
HANCA HATAHYTLIM KyckoM Bepesku (MuTep Baitbens, «CeeToBOM KaHaT»,
1973) Mnu MCnonb30BancA B KA4ecTBe eAUHCTBEHHOIO M YUCTOro MaTe-
pvana (QHToHW Makkonn, «JTuHusa, onuceiBatowan KoHyc», 1973). dunbmel
NpoeumpoBanmCcb He Ha 0BbIYHBIM 3KPaH, a Ha 3aHaBeC U3 napa G TeKy-
wew Bogon (Pobept YanTtmaH, «[yw», 1964) nnm Ha NOBEPXHOCTb Yesno-
Bedeckoro Tena (dpunem «Prune Flat», 1965, Po6ept YaitmaH npoeuu-
posan ¢punbM Ha TeNo AEBYLIKKU, oaeTon B 6enoe nnatbe; B dpunbme Obino
MOKa3aHo, KaK OHa CHUMAET 3Ty e camyto oaeway; drnbem IHamn Yopxona
n wyn AnkyT «B3pbiBas HemsbemHbIM niacTuk», 1966, npoeumposasnca
Ha puUrypbl 3pMTenen, TaHLyoLWKUX Nod, My3biKy rpynnsl «Benseet AHge-
rpayHa»). MicTopusa aTUX 9KCNEPUMEHTOB C MATEPHANIOM OMNMUCAHA B KHUre
Mutepa MNpaana «Matepuanuctuueckunin dunbm» (JloHaoH, 1989).

SKCI'IepMMeHTbI C HECKOJIbKUMU SKpaHaMH

MHoOr1e KMHOXYOOMHWKM MPOBOAMIN PadUKanbHbIE SKCNEPUMEHTHI
C caMunM 3KpaHoM. N306pakeHne yMHOKaNOCh NPKU MOMOLLM TEXHWUKK
pacLLensieHna aKpaHa UK 3a cHeT pasMeLLeHUs HECKOMbKUX 9KPaHOB
Ha pa3HbIX CTEHaX. DTU MHOMKECTBEHHbIE MPOEKLMU 3aHUMATIU NEPESHUN
MnaH BU3yaslbHOrO MCKyCCTBa, HAMEPEHWE KOTOPOro COCTOANO B OCBO-
6OXAEHUM OT OBLLENPUHATOrO NPELCTABEHUA O HUBOMUCH, OT TEXHU-
YECKMX U MaTepUasibHbIX OFPaHUYEHUIM U306Pa3UTENBHBIX TEXHOMOTMUI U
OT PENPECCHBHBIX IETEPMUHAHT COLManbHbIX KOAOB. [TpUMepHO TakuM Ke
06pa3oM, KaK HEKOTOPLIE XyLAOMHUKK pesanu xoncT (Jlyumo doHTaHa)

analogous means, with the means of cinema itself.
Shortly afterwards, new elements and apparatuses
like the video recorder were introduced, and the cine-
matic code was expanded electromagnetically. Artists’
video — from Bruce Nauman to Bill Viola, from Nam
June Paik to Steina and Woody Vasulka — was initially
successful in the 1970s, but was halted in the 1980s
by retro-oriented painterly neo-Expressionism. In

the 1990s video art became the dominant form

of media avant-garde, and dominated major exhibi-
tions like the Kassel documenta and Venice Biennial.
In the same decade, film entered the field of digitally
expanded cinema.

Material Experiments

The subversive explosion that shattered the cin-
ematographic code in the 1960s affected all of
the technical and material parameters of film. The ma-
terial character of the film itself was analyzed by art-
ists who, instead of exposing the celluloid, scratched
it (George Landow, Film In Which There Appear
Sprocket Holes, Edge Lettering, Dirt Particles, etc.,
1965/66; Birgit and Wilhelm Hein, Rohfilm, 1968),
perforated it with a hole punch (Dieter Roth, 1965),
painted it (Harry Smith used 35mm material, process-
ing it with grease, paint, tape and spray, 1947),
covered it with fingerprints (Peter Weibel, Fingerprint,
1967) or glued moths to it (Stan Brakhage, Mothlight,
1963, in which moth wings and leaves were fixed
between layers of perforated tape and projected).
Empty frames, black film and overexposed material
were also used (Gil J. Wolman, L'anti-concept, 1951;
Guy Debord, Hurlements en faveur de Sade, 1952;
Peter Kubelka, Arnulf Rainer, 1960; Tony Conrad,
The Flicker, 1965).

At the same time, the apparatus of film, from
camera to projector, was taken apart, reassembled,
augmented and used in entirely new ways. There
were cameraless films, for which unprocessed
celluloid, known as clear film, was inserted into
the projector (Nam June Paik, Zen for Film, 1962),
and films without film, in which Kosugi, to name
one example, focused light from a projector without
film against a paper screen, cutting out sections of
the screen from the middle until there was nothing
left of it (Film No.4, 1965). In zzzzhamburg special
(1968), Hans Scheugl replaced the filmstrip with
a thread actually running through the projector to cre-
ate a shadow line on the screen. In other works,
the light beam was replaced with a stretched length
of rope (Peter Weibel, Lichtseil, 1973), or became
the pure and only matter (Anthony McCall, Line de-
scribing a cone, 1973). Films were projected not on
the conventional screen but on curtains of steam with
running water (Robert Whitman, Shower, 1964) and
on the surfaces of human bodies (in his Prune Flat,
1965, Robert Whitman projected a film onto the body
of a girl wearing white clothing; the film showed her
taking off the same clothes; in Andy Warhol's and Jud
Yalkut's Exploding Plastic Inevitable, 1966, the film
was projected onto the figures of members of the au-
dience dancing to music by the Velvet Underground).
The history of these material experiments is described
in Peter Gidal's book Materialist Film (London, 1989).



Multiple Screen Experiments

Many film artists carried out radical experiments
with the screen itself. It was exploded and multiplied,
either through division into multiple images using
split-screen techniques or by placing screens on sev-
eral different walls. Thus multiple projections occu-
pied the foreground of a visual culture that was intent
upon liberating itself from the conventional concept of
the painting, from the technical and material restric-
tions of imaging technology and from the repressive
determinants of the social codes. In much the same
way that some painters sliced up the canvas (Lucio
Fontana) or used the human body as a canvas (the Vi-
ennese Actionists) in search of avenues of escape
from the picture, cinema artists were also engaged
in a quest for ways of breaking out of the limited film
screen during the same period.

The Vortex Concerts (visuals by Henry Jacobs,
Jordan Belson, the Whitney Brothers), 1957-59,
mixed multiple film projections and slide shows.
Kenneth Anger showed /nauguration of the Pleasure
Dome (1954) on three screens in Brussels in 1958.
In order to “free film from its flat and frontal orientation
and to present it within an ambience of total space”,
Milton Cohen, the leading figure in the ONCE Group
from Ann Arbor, Michigan, had since 1958 been de-
veloping an environment (Space Theatre) for multiple
projections with the aid of rotating mirrors and prisms
using mobile rectangular and triangular screens.

In 1965, Stan VanDerBeek published a manifesto

in justification of real-time multiple projection environ-
ments, a kind of “image-flow” in which image projec-
tion itself became the subject of the performance. In
the same year he showed Feedback No.1: A Movie
Mural, achieving a first breakthrough for multi-
projection cinema. To realize his idea, he established
a Movie Drome in Stony Point, New York; a vaulted
cupola modeled on the geodetic domes of Buckmin-
ster Fuller. Around 1960, the USCO (“US” company)
Group associated with Gerd Stern began working

on the multi-projection shows on the east coast of
the USA (We are all one, with four 16mm projectors,
two 8mm projectors, four carousel projectors, 1965).

John Cage, Lejaren Hiller and Ronald Nameth
staged HPSCHD, a five-hour “Intermedia Event”
with eight thousand slides and one hundred films
projected onto forty-eight windows at the Univer-
sity of lllinois in 1969. Between 1960 and 1967,
Robert Whitman experimented with multiple plastic
and paper screens onto which films were projected
(The American Moon, 1960). In Tent Happening
(1965), films, including a sequence filmed through
a glass pane showing a man defecating, were
projected onto a large tent. Beginning in 1965, Aldo
Tambellini's Electromedia Theatre worked with mul-
tiple projections (Black Zero, 1965) in which, to cite
one example, a gigantic black balloon appeared from
nowhere, blew itself up and eventually exploded.
Hundreds of hand-painted films and slides were used.
In 1968 Tambellini organized Black Gate in Dussel-
dorf along the banks of the Rhine, an event featur-
ing projections onto helium-filled, airborne plastic
hoses and figures by Otto Piene. Jud Yalkut created
Dream Reel for Yukihisa Isobe’s Floating Theatre,

3 See Gene Youngblood, Expanded Cinema, Dutton, New York, 1970,
p.371.

W/ UCMONb30BaM YerioBeYecKoe Teno B KauecTse xoncTa (BeHckue
AKLMOHWUCTBI) B MOMCHKAX MyTH YX0Aa OT KAPTUHKKW, KUHOXYLOMHUKU B

TOT #e Mepuop, Takke OblNn BOBEYEHbl B MOMCK BO3MOXHOCTH BblpBaTbCA
M3 rpaHuL, KMHO3KpaHa.

Buxpb-KkoHuepTsl (BuU3yansHble npousseseHns MeHpu Oxerkobea,
OxopaarHa BencoHa, 6patbes YuTtHu), 1957—-59, coueTani MHOMECTBEH-
Hble NMPOEKLMK C MOKa30M CnanpoB. TopHecTBeHHOe OTKpbITHe [Bopua
yanosonbcTeui (1954) KenHeta DHrepa aemoHcTpuposanocs 8 Bproc-
cene B 1958 rogy Ha Tpex akpaHax. C uenbto «ocBo60aNUTb GUTbM
OT NNTOCKOM 1 GPOHTANIbHOM OPUEHTALMKU U NPEACTaBUTb €r0 B KOHTEK-
CTe uenocTHoro npocTpaHctea»®, Munton HoaH, nnaep rpynnsl ONCE
13 OHH Apbopa, MuurraH, ¢ 1958 roga pabotan Hag co3baHueM cpenbl
(Teatp npocTpaHCTBa) A1 MHOKECTBEHHBIX NMPOEKLMI C UCMONBL30-
BaHMEM BpaLLAOLLMXCA 3epKan U NPU3M, MPAMOYrOfbHbIX U TPEYrosb-
HbIx 9KpaHoB. B 1965 roagy CtaH BaH aep Beek onybnunkosan maHudecT,
B KOTOPOM 0HOCHOBbIBaN MCMOb30BaHWE CPef, BRIOYAIOLWMUX MHOME-
CTBEHHbIE MPOEKLWK B peanibHOM BpemeHW. Co3patolmnx CBOero poaa
«MOTOK 06pa30B», Korga cama NpoeKuna obpasa CTaHOBUTCA NPEAMETOM
nepdopmarca. B Tom e rogy oH nokasan cesoe npoussenerue «O6part-
Haa cBA3b N2 1: cTeHa ¢punnbMOB», B KOTOPOM €My YAa/I0Ch OCYLLECT-
BMTb MNEPBbLIK NPOPbLIB B CTOPOHY MHOrOMPOEKLMOHHOIO KMHeMaTtorpada.
Ina ocywecTteneHna ceoero 3ameicna oH co3gan RnuHoapom B ropoae
CroyHu MoiinT, Heto-Mopk, — cBouaThiit Kynon, CNPOEKTUPOBaHHI
no o6pasLly reogesnyeckux Kynomnos BakmuHctepa Pynnepa. Okono
1960 ropa rpynna USCO («US company») ¢ ysactvem lepoa CrepHa
Havana paboTy Haj, MyNbTUNPOEKLMOHHBIMM NOKa3aMn Ha BOCTOYHOM
6epery CLUA («<Mbi Bce ogHo», 1965: 4 16-MUNNMMETPOBLIX MPOEKTOPOB,
2 8-MUNNMMMETPOBbLIX MPOEKTOPA, 4 KapycerbHbIX MPOEKTOPA).

Owon Renpx, Iexaper Xvnnep n PoHanba Havet nposenu
HPSCHD, yeTbipexyacoBoe «MHTEpMEaUMHOE MEPONpPUATHUE», B KOTO-
pom 6bino nokasaHo 8000 cnanaos 1 100 ¢unbmoB, cnpoeLmMpoBaH-
Hbix Ha 84 okHa B YHuBepcuTeTe MnnuHoinca B 1969 roay. Mexay 1960
n 1967 rogamm PobepT YUTMaH aKkcnepuMeHTUpPOBan C NpoeKumuemn
GUNBMOB Ha MHOMECTBEHHbIE NIACTUKOBLIE M ByMamHbIe aKpaHbl (<Ame-
pVKaHCcKaA nyHa», 1960). B ManatouHom xennerunHre (1965) dbunbmbl,
BKNIOYaA CHATBIM Yepes OKHO aKT Aederaunn, NpoeLmMpoBanmch Ha 60nb-
wyto nanaTky. HauvHas ¢ 1965 roga OnexktpomeaniHbin TeaTp pabo-
Tar CO MHOMECTBEHHLIMU NpoeKumaMK («HepHbii Honb», 1965): K Npu-
Mepy, M3 HUOTKyAa BO3HWUKaST MTMIraHTCKMM YepHbIM BO3AYLWIHbIN LWap, cam
Hapysanca W, HakoHeu, nonanca. Mcnonb3oBannck COTHM HapUcoBaH-
HbIX Bpy4Hyto ¢unnbmoB 1 cnangos. B 1968 roay Tambennmuum opra-
Hu3oBan B dioccenbnopde Ha 6epery PeiiHa meponpuaTtne «HepHbie
BOPOTa», B KOTOPOM ObINK NpeacTaBeHbl NPOEKLMK Ha HaNONHEHHbIM
renrem BUCALLMIA B BO3OYXe MNACTUKOBLIM WnaHr n ¢urypsl OTTO0
Mune. Oxyn Ankyt cospana «Katywky meuts» ona lNnaeyyvero teatpa
FOkuxmchl Mcobe, koTopas npeacTasnana cobon rMraHTCKMi napa-
LLOT, MOABELUEHHbIM Ha HEMMOHOBBLIX HUTAX — NEPEHOCHOM nonycde-
PHUYECKNI SKPaH OJ1A MHOXECTBEHHbIX GPOHTaNbHbIX M 06paTHbIX
npoekuun. Ipynna s Jloc-AHpxeneca «buptozosas nTmMua ¢ ogHUM
Kpbiiom» (Mutep Maiic, Oxedd Meprunc, Maikn CrporruHc,

B JaNbHEMILEM CTaBLUMM BUAEOXYOA0MHUKOM, U Apyrve) co3naBanm
CBETOBbIE LLOY AN1A pOK-KoHuepToB B 1967 1 1968 ropax. Bnocneacteum
npv noafep*ke xynoxHuka Cama PpaHcuca OHWM NpoBOAMIK B 3a6po-
weHHoMm otene «CaHTa MoHWKa» 9KCNepUMEHTbI C MOCTOAHHO CMEHABLLM-
MucA obpasamu, OT BUAEOMNPOEKLMI A0 nasepHbix nyden. B ceoem TeaTpe
cBeTa B KoHUe 1960-x rogos [#erkn KacceH v Pyou LLtepH ncnonb3so-
BaJIM CaMOfeNbHble «CKYNbMTYPHbIE MPOEKLMK», KOTAA MHOMECTBEHHbIE
06pa3bl NpoeLMpPoBaIMCL Ha NHEBMATHUYECKWE Kyrnona, Npo3payHble Ky6bl
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3 Cm.: Gene Youngblood, Expanded Cinema, Dutton, New York, 1970, p. 371.



M3 NNeKcUrnaca, CTPYKTypbl M3 LLECTHUYrONbHUKOB, BOAHbLIE MOBEPXHO-
cT1 1 Tak ganee. Oco6eHHO BneyaTnAoLWwmM 6bin GOHTaH, NOACBEYEHHbIN
CTPOBOCKOMNOM: NMPU NMOMOLLM STOM TEXHUKM CO3LaBaNIoOCh BrevaTtieHue,
YTO OTAESIbHbIE Kannn BOAbl NMOABELLEHbl B BO3AyXe NOAOOHO KpucTaniam.
B HacToAwee Bpema aTOT 9 deKT pasdnnMyHbIM CNOCOBOM UCMONb3YeTCA
Onag¢ypom SnuaccoHom. Tocro Mauymoto nokasan ceoto «[TpocTtpaH-
cTBeHHyto npoekumto» AKO B kynone B 1969 roay. [locToiHbl ynomMuHa-
Hua «Oesywkn Yencu» Snamn Yopxona (1966), rae 6610 MCNONL30BaHO
coyeTaHWe TEXHMK pacLLEenieHnA aKpaHa U MHOMECTBEHHbIX MPOEKLMH,
Kora HECKOMbKO y4aCTHUKOB nepdopmaHca 0b6Cywaanu CBOH HeobbIY-
HYHO *W3Hb U3 Pa3HbIX MEPCMNEKTMB M Ha Pa3HbIX YPOBHAX B OAHO U TO Ke
BpemA. Mlcnonb30BannCh TaKke MOHYMeHTalbHble MOOWbHbIE NPOEKLMK
C OBMMYLUMXCA TPAHCMOPTHLIX CpeacTs Ha dacaasl snaHuil (Mvm KHeberb,
«Mpoeruusa X», 1972), Ha TaHLYOLMX IIOAEH, HA Nleca U NONA, Ha OKpyr-
nble NOBEPXHOCTH Fre0fe3n4YECKUX KYMNonoB U3BHE W U3HYTPM, Ha NnacTu-
KOBblE LUapbl, LWMAHMM U T.A4.

CoBpeMeHHble BU3yasibHbIe MPaKTUKK BEPHYIUCH K 3TUM TEXHW-
KaM MOOMUIbHBIX MPOEKLIMIM UK pa3BepPThIBAHUA dKpaHa B KA4eCTBE OKHa
LBUKYLLEroca TpaHcrnopTHoro cpeactea (scnes sa «HeneaHon gopo-
ron» Jlytua MommapTtua, 1967). B WHTepaKTUBHOM MHcTannauum CTarcu
LWnurens u PogHu XomnHukeca «Mepeceuenuns» (1995) cumynuposa-
nock nytelwecTteue Ha noesae u3 Napwua B BepnuH, npuyem ¢pusmye-
CKOEe NPOCTPaHCTBO TPaHCHOPMHUPOBASIOCH B BUPTYallbHOE MHTEPaKTHUB-
Hoe npocTpaHcTeo Beemupror Maytunel. B «KomHate ¢ Bugom» (2000),
cosaaHHon Mawknom Bununukn n BepHaoom JlutepmanHom ana donbKc-
BareHoBcKoro «AsToropoaa Bonbdpcbypr», ana cozaaHna coBepLUeHHOM
360-rpagycHoM KynosibHOM NPOEKLIMM MCNONb30BaHbl 4 MPOeKTopa C CeH-
COPHbIM 3KPaHOM B LEEHTPe Kynona, YTo No3BoNAET NPOU3BOAUTE Pasfny-
Hble MaHWNYyNALMK C NpoeumpyeMbiMM obpa3amu. NnaHeTapuin DomyHoa
Kynnens (1990), ncnonbaytowwmit 12 Kpyribix 9KPAHOB B KYMOSbHOM KOH-
CTPYKLMH, U OOMH LIeHTPaslbHbIM MPOEKTOP, — 9TO MHTEPECHbLIM Napadpas
Bblgatowenca pabotsl Marikna Croy «LleHTpanbHbii pervon» (1970).
B 1960-x ropax aKkpaH cTan No-pa3HOMYy MHOMECTBEHHbLIM M MOBOUIIbHBIM,

a gigantic parachute held by nylon threads — a port-
able hemispheric screen for multiple frontal and rear
projections. The Single Wing Turquoise Bird group
(Peter Mays, Jeff Perkins, the later video artist Michael
Scroggins and others) from Los Angeles put together
light shows for rock concerts in 1967 and 1968.
Sponsored by the painter Sam Francis, they sub-
sequently conducted experiments in an abandoned
Santa Monica hotel with constantly changing images,
from video projections to laser beams. In their Theatre
of Light of the late 1960s, Jackie Cassen and Rudi
Stern used self-constructed “sculptural projectors”
to project multiple images onto pneumatic domes,
transparent Plexiglas cubes, polyhexagonal structures,
water surfaces, and so forth. Particularly impressive
was a fountain illuminated by a strobe light, a tech-
nique that evoked the impression of individual drops
of water being suspended like crystals in the air. This
effect is today variously repeated by Olafur Eliasson.
Toshio Matsumoto showed his Space Projection AKO
in a dome in 1969. One noteworthy example is Andy
Warhol's Chelsea Girls (1966), a mixture of split-
screen techniques and multiple projection in which
a number of performers discuss their unusual lives
from multiple perspectives and at several different
levels at the same time. There were monumental
mobile projections from moving vehicles onto building
facades (Imi Knoebel, Projektion X, 1972), onto danc-
ing people, onto forests and fields, onto the curved
inside and outside surfaces of geodetic domes, onto
plastic balls, hoses, and so on.

Contemporary visual practices have returned
to these techniques of mobile projection or deploy-
ment of the screen as a window in a moving vehicle,
as in Lutz Mommartz' Eisenbahn [Railway] of 1967.
The interactive installation Crossings (1995) by
Stacey Spiegel & Rodney Hoinkes simulates a train
journey between Paris and Berlin, transforming



physical space into the virtual interactive space of
the World-Wide Web. Room with a view (2000),
created by Michael Bielicky and Bernd Lintermann
for Volkswagen's “Autostadt Wolfsburg," uses four
projectors to achieve a perfect 360-degree dome
projection, with a touch- screen at the center of

the dome allowing multiple manipulation of the pro-
jected images. With twelve round screens in a dome
construction and one central projector, Edmund
Kuppel's Das Planetarium (1990) is an interesting
paraphrase of Michael Snow's outstanding La Region
Centrale (1970). In the 1960s, the screen became in
a number of ways multiple and mobile, as well as flat
or curved, or was even replaced by unusual materials
like water, woods and buildings.

Important experiments with material film, multi-
ple projections and expanded cinema were made in
the 1970s by a group of British filmmakers associated
with Malcolm Le Grice (After Leonardo, 1974, a six-
projector film) and made up by Dave Crosswaite, David
Dye (Unsigning for eight projectors, 1972), Gill Eather-
ley, Annabel Nicholson, William Raban and Lis Rhodes.
In 1972, Birgit and Wilhelm Hein showed a two-screen
film titled Doppelprojektion 1-1V. A very early example
of double projection was delivered by the film L'Uomo
meccanico (The Mechanical Man) of 1921 by André
Deed, a French film clown who had been making his
“Cretinetti” films in ltaly since 1909 and was admired
by the Futurists. In this film, a robot filmed with a cam-
era a furiously fast police car and the footage was
shown on a second screen inside the first.

These experiments with multiple screens were
carried forward in the 1960s by environments with
film and by film environments which combined projec-
tion and live action. In Moviemovie (1967) by Theo
Botschuijver, Jeffrey Shaw and Sean Wellesley-Miller,
films and light were projected onto a pneumatic
sculpture on which people moved. Moviehouse

1. Dennis Oppenheim, Echo,
1973, film installation, four
16mm film loops transferred
to video, b/w, sound, installa-
tion view: Whitney Museum
of American Art, New York,
2001, collection of the artist,
© Dennis Oppenheim, photo
© David Allison

2. Stan Brakhage, Mothlight,
1963, 16mm film, color, silent,
4 min, film strip, © Stan
Brakhage

3. Hans Richter, Rhythm 23,
1923, 16mm film, b/w, silent,
3 min, film strip, courtesy
Cecile Starr, New York

4. Douglas Gordon, 24 Hour
Psycho, 1993, video instal-
lation, installation view, ©
Douglas Gordon, photo ©
Douglas Gordon

5. Ed Emshwiller, Skin Matrix,
1984, video, color, sound,
16:57 min, video still, cour-
tesy Ed Emshwiller

a TaK¥e NIIOCKUM MIIU M3OMHYThIM, @ B HEKOTOPbIX CNyYasx Obl 3aMeHeH
Ha HeobblYHbIe MOBEPXHOCTH, TaKWE KaK BOAA, NEC UMW 30aHUA.

BakHble aKCnepUMEHTbI C KUHOMMEHKOW, MHOXKECTBEHHBIMW MPOEK-
LUMAMU M pacLUMpeHUeEM BO3MOKHOCTEN KMHemaTorpada 6biim npose-
AeHbl B 1970-e roabl rpynnon 6pUTaHCKMX KMHOXYA,0MHUKOB, CBA3AHHbBIX
¢ Mankonsmowm Jle Mpucom (Mocne JleoHapao, 1974, punbm, B KOTO-

POM MCMOMNL30BAMCH WECTL NMPOEKTOPOB). ITo Gbinv Oaie KpoccyaitT,
Ooesuna Oan (Henoanucanue, 1972 — BoceMb NpoexTopos), kun Stepnw,
AnHabenb HukoncoH, Yuneam Pabar v Jlus Popec. B 1972 roay Bup-
ruT 1 Bunbrensm XaiH nokasanu ¢bunbm ANA ABYX SKPaHOB Nog, Ha3Ba-
Huem «[lBorHas npoekuna 1-1V». PaHHWI npumep ABOMHOM NpoeKumnm
npeacrtasneH ¢punbmom MexaHunueckuin yenosek (1921) Angpa Ouaa,
bpaHLy3CKOro KMHOKNOYHa, CHMMaBLwero B Mtanum cepuan «Kpetu-
HeTTW» ¢ 1909 roga v 6bIBLLErO NPEAMETOM BOCXMLLEHUA GYyTYPUCTOB.
B atom ¢unnbme poboT cHrumMan Ha Kamepy 6eLueHo MyaLLytocA NonmLuen-
CKYIO MaLlMHY, & CHUMaeMble UM Kagpbl AEMOHCTPUPOBANIMCH HAa BTOPOM
9KpaHe, Haxo4ALWEMCA BHYTPU NepBOro.

OTU IKCNEPUMEHTbI C MHOXECTBEHHBIMWU 3KpPaHaMu NPOBOAW-
nuck B 1960-x rogax npy co3gaHuvm cpep, C UCMNoNb30BaHWeM $uib-
MOB M COCTOALLMX U3 GUNBbMOB B COYETAHMU C HMBbIM OENCTBUEM.

B dunbme «dunsmunsm» (1967) Teo Botexaysepa, Oweddpu
Loy n Cuna Yannecnu-Munnepa, KMHOKazpbl M CBET NPOELMpOBa-
NMCb Ha NMHEBMATUYECKYIO CKyNbMTYPY, Ha KOTOPOM ABUraMChb JTHOOM.
B Kunopome (1965) Knaca Ornbaerbypra 6bin NoKkasaH KUHOTe-
atp 6e3 dpunoma. Cama ata cutyaums (pearbHble NHOAM, CUAALLME HA
CTYNbAX) BblNa KUHEMATUYECKUM CMIEKTaKNeM. STOT KUHEMATUYECKUI NoA-
xop, 6bin noeTopeH iweret Kapaudd B 1990-x («Teatp», 1997). B unHo-
BaUMOHHOM npoekTe Mapkyca Xiomepa 1988 roga 3HameHUTbIe ByKBbI
HOLLYWOOD 6binv pasmelleHsl Ha xonme B JlnHue, ABcTpus; aTa naes
nosme 6bina NnoBTopHO BonnoweHa Maypuumo KattenaHom B NManepmo
(2001) n yactnuHo (LYWO) BeptpaHom fasbe B JTnoHe (2000).
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HappaTuBHble 3KCNEPUMEHTbI

MHO*eCTBEHHbIE MPOEKLMK PasNnyHbIX GUIBMOB PAAOM APYr C ApY-
rOM WM OOMH NOBEPX APYroro, a TakKe B PasfiMyHbIX HanpaBieHUAX
B NPOCTPaHCTBE NPEACTaBNANM cobor bonblue, HeM BTOPHEHME BU3Y-
anbHoro obpasa B npocTpaHcTBo. RnHopemmccep peropn Mapkonynoc,
OOMH U3 NepBbIX MACTEPOB OLICTPOr0 MOHTaMa MU CIOMHbLIX TEXHWUK MOH-
TaXHOro nepexoga, onyb6nMKkoBan MaHWMGECT HOBbIX HappaTUBHbIX GopM,
OCHOBaHHBbIX Ha ero TexHWKe MoHTaxa: «A npeanarato HOBYIO popmMy
NMOBECTBOBaHMA: KOMOWHALIMIO TEXHUKM KNACCHYECKOro MOHTaxa ¢ bonee
abCcTpaKTHOM cUcTeMoM. DTa cUcTeMa BKNOYaeT B cebA UCMOoNb30BaHWe
KOPOTKMX $a3 punbma, NPobyHAaOLLMX MblICIUTENBHBIE 0Opa3dbl. Kam-
nana ¢asa punbma 3akntovaeT B cebe noabop cneundryeckux obpasos,
NOA0GHBIX rAPMOHUYECKOMY €4MHCTBY My3bIKanibHOM KOMMO3WLMK. Pasbl
dunbma onpenenaoT CBOM B3aMMOOTHOLLEHUA APYr C APYrOM; B TEXHUKE
KNIACCHYECKOro MOHTaMa CYyLLLECTBYHOT NOCTOAHHbLIE OTHOLLEHWA C NOCTO-
AHHOM KMHOCBEMKOM; B MOEM abCTPaKTHOM CMCTEME CYLLECTBYET KOM-
MAEKC pasnnyHbIX 06Pa30B, KOTOPLIE NOBTOPAIOTCA»®,

C camoro Havana nepexoa, oT eAMHCTBEHHOIO 3KPaHa U NPOEKLMK
KO MHOMECTBEHHbIM NpeacTaBnAn cobor He TONMbKO paclUMpeHne BU3Y-
aNlbHOr0 FOPU30HTA M YPE3BbIYANHYH MHTEHCHMHUKALMIO BU3YaslbHOMO
onbita. OH Bcerga crysun HOBOMY NMoBeCTBOBaHUIO. BnepBeble cy6beKTHB-
HaA peaKuMA YenoBeKa Ha MUP He BTUCKMBAsAaCb B MCKYCCTBEHHO CKOH-
CTPYMPOBaHHbIM, TIOXHO-06BEKTMBHBIM CTWUIb MOBECTBOBAHMWA, HO BMECTO
aToro 6bina popmanbHO NpeacTaBneHa TakuM e AUPPY3HbIM U pparmeH-
THPOBaHHLIM 0O6Pa30M, Kak OHa W NepexuBanach. B anoxy couunanbHbix
NepeBOpPOTOB, PACLUMPAIOLLMX CO3HAHME BELLLECTB M KOCMUYECKUX BUOE-
HWUM MYNETUNPOEKLIMOHHBIE CPEeAbl CTalv BaXHbIM GpaKTOPOM B MOUCKE
HOBOW M3006pa3nTenbHOM TEXHOMOrMK, CNOCOOHOM apTUKYNMPOBaTb HOBOE
BOCMPHATUE MUPa.

Yapnbs 1 Pait MMc oveHb paHo MCnonb3oBany NpoeKLMo Cnanaos
1 GUNBMOB Ha HECKOMbKO aKpaHoB: «bernbiv Barnag Ha CLLUA» 6bin noka-
3aH Ha ceMM aKpaHax Ha MockoBckon BceMupHo# BoicTaBke 1959 ropa
v Ha 14 — B naBunboHe IBM Ha BcemmpHoii BeicTaske B Hito-Mopke
(1964-65). [ins MoHpeanscKoi BbicTaskk 1967 rona HECKONBKO Xy4OMH-
HWKOB TaKe CO34allM OrPOMHbIE Cpefbl CO MHOXECTBOM BM3YyaslbHbIX
06pasos (Hanpumep, «JTlabuprHT» PomaHa Kpoiitopa) ¢ HamepeHueM pas-
BMBaTb HOBble pOPMbI pacckasa uctopuun. Pomarn Kpoktop yTeepkaan:
«JTrogM ycTanu ot cTaHAapTHBIX CHOMKETHBIX CTPYKTYp». PpaHcuc Tomn-
COH, MMOHEpP WMPOKOMacLUTabHOM KnMHemaTorpadmu ¢ MCNonb30BaHUEM
MHO¥ecTBa 06pa3oB, NpeacTaBun cBoe npousseaeHve «Mbl Mmonoabl»

Ha wecTh aKkpaHax B MoHpeane. B yewwckom naBunboHe 6611 NnpeacTas-
neH dunbm Mozeda Ceoboasl «CosnaH1e MUpa YenoBeKa» Ha OrpoM-
HOM 3KpaHe (auanonuaKpaHe), rae Mornu GbiTb NOKa3aHbl OLHOBPEMEHHO
15000 cnanpos Ha 112 geuyLumnxcA Kybax.

B aT1x aKcnepuMeHTax ¢ MHOXECTBOM SKPaHOB Mbl BUAMM Havano
C034aHuA cpepn C rMy6oKUM Norpy:ReHUeM, BUPTYasibHbIX MUPOB U MHTEP-
aKTUBHbIX OTHOLLEHWUIM MEXAY 3puUTenemM 1 o6pas3oM. 3puTtenb nocte-
MeHHO CTaHOBWUTCA YacTbio HabntogaemMorn UM cuctemel. BupeonHcTan-
NALMKM C 3aKPbLITOW TpaHcnauMen 70-x ronos AeUCTBUTENBHO MO3BOMANM
3puTento BuaeTb ceba Ha BUOAEOMOHUTOPE B KaJpe CbeMKM BUAEOKa-
Mepbl. B To #e BpemAa MHOXeCTBEeHHbIE KpaHbl B3flaMbiBav IMHEMHOCTb
TpaguuMoHHoro nosecTBoBaHuA. CTann BO3MOKHLIMK MyNsTUGOPMHbIE
CHOMETbI, HeNIMHENHaA HappaTuBHaA MaTpuua. HappaTtneHbele anemeHTbI
MOITIM MOBTOPATBLCA, PEKOMOMHUPOBATLCA MITM 3aMEHATLCA APYTMMK ane-
meHTamu. B «Jlemme 3opHa» (1970) Xonnuca PpamntoHa 6yKBbI Oblnn
3ameHeHbl Ha 06pasbl, a 06paskl NpeBpaLleHbl B cobbiTuA. HoBasa dopma
noBecTBOBaHMA Bblna AOCTUIHYyTa NPY NOMOLLKM OQHOroO aKpaHa. B ¢unbme
«HoBas KHura» (1975) 36urHes PbIBUMHCKMIN CNONL30BaN MaTpuLy

4 B wypHane Filmculture, no. 31, suma 1963/64

(1965) by Claes Oldenburg showed a film theater
without a film. The situation (real people sitting

on chairs) was the cinematic spectacle, a cinematic
approach repeated by Janet Cardiff in the 1990s
(Playhouse, 1997). An innovative project by Markus
Huemer (1988) placed the famous letters HOLLY-
WOOD on a hill in Linz, Austria; the idea was later
repeated by Maurizio Cattelan in Palermo (2001), and
partially (LYWQ) by Bertrand Lavier in Lyon (2000).

Narrative Experiments

Multiple projections of different films along-
side one another, one on top of the other, and in all
spatial directions represented more than merely
an invasion of space by the visual image. They were
also an expression of multiple narrative perspec-
tives. The film-maker Gregory Markopoulos, an early
master of quick cuts and complex cross-fading
techniques, published a manifesto of new narrative
forms based upon his cutting technique: “I propose
a new form of narration as a combination of classi-
cal montage technique with a more abstract system.
This system incorporates the use of short film
phases that evoke thought images. Each film phase
comprises a selection of specific images similar
to the harmonious unity of a musical composition.
The film phases determine other interrelationships
among themselves; in classical montage technique,
there is a constant relationship to the continuous
shot; in my abstract system there is a complex of dif-
ferent images that are repeated."*

From the outset, the extension of the single
screen to many screens, from the single projection
to multiple projections represented not only an expan-
sion of visual horizons and an overwhelming intensi-
fication of visual experience. It was always engaged
in the service of a new approach to narration. For
the first time, the subjective response to the world
was not pressed into a constructed, falsely objective
style of narration but was instead formally presented
in the same diffuse and fragmentary way in which
it was experienced. In the age of social revolts,
mind-expanding drugs and cosmic visions, multiple
projection environments became an important factor
in the quest for a new imaging technology capable
of articulating a new perception of the world.

Charles and Ray Eames made very early use
of slide and film projections onto multiple screens:
Glimpses of the USA was shown on seven screens
at the Moscow World'’s Fair (1959), and on fourteen
screens in the IBM Pavilion at the New York World's
Fair (1964-65). For the Montreal Expo in 1967, several
artists also created huge multi-vision environments (for
instance, Roman Kroitor’s Labyrinthe) with the intention
of developing new forms of storytelling. “People;’ as
Roman Kroitor asserted, “[were] tired of the standard
plot structure! Francis Thompson, a pioneer in large-
scale, multi-image cinematography, presented his
piece We are Young on an arrangement of six screens
in Montreal. The Czech pavilion featured Josef Svo-
boda's Creation of the World of Man, a huge (Diapoly-
ekran) screen on which 15,000 slides could be shown
simultaneously on 112 movable cubes.

4 In Filmculture, no. 31, winter 1963/64.



In these experiments with multiple screens we
see the beginning of immersive environments, virtual
worlds and interactive relations between spectator
and image. The spectator slowly becomes part of
the system that he observes. Closed-circuit video
installations in the 1970s really allowed the specta-
tor to see himself in the video monitor, in the image
captured by the video camera. At the same time,
multiple screens broke up the linearity of traditional
narration. Multiform plots, a non-linear narrative
matrix, became possible. Narrative elements could be
repeated, recombined, or replaced by other elements.
In Zorns Lemma (1970) by Hollis Frampton, letters
were replaced by images, and these images turned
into events. A new form of narration was achieved on
a single screen. The narrative matrix was based on
a theorem of set theory (Zorn's Lemma). The narration
became a multiform matrix, a multi-story machine. In
the film Nowa Ksiazka [New Book] of 1975 Zbigniew
Rybczynski used a matrix of nine different images
on one screen, showing different parts of one nar-
rative and thereby anticipating the four-part screen
of Mike Figgis' Time Code (2000). Before the term
“matrix” was made famous by William Gibson'’s novel
Newromancer (1984) and the Wachowski brothers’
film Matrix (1999), it was already serving as a method
for visual narratives (see John Whitney's computer
animation Matrix I, 1971, and Skin Matrix, a video
fantasy by Ed Emshwiller, 1984).

Time and Space Experiments

In addition to the expansion of the technical
repertoire through experimentation with projectors
and multiple projections, another material-oriented
approach to the visual expression of a new concept
of reality, the renunciation of social conventions and
a new drug-induced, consciousness-expanding expe-
rience emerged. It involved the shifting and distortion
of the conventional parameters of space and time
using techniques designed to extend, slow, delay and
abbreviate time. Film duration was extended to as
much as twenty-four hours (Andy Warhol, Empire
State Building, 1963), just as later Douglas Gordon
extended Hitchcock's Psycho to twenty-four hours,
or reduced to an extreme of only a few seconds (Paul
Sharits, Wrist Trick, ten seconds, 1966). Temporal
dilations in film and music (La Monte Young) were
favored as primary means of expression not only
due to their consciousness-raising effects, but also
for compositional and formal reasons. The same
was true of time-shortening and aggressive cutting
techniques. The films of Michael Snow were pure
time and space experiments (Wavelength, 1967,
a forty-five minute zoom through a room; One second
in Montreal, 1969; La Région Centrale, 1970). In his
See you later/Au revoir (1990), a thirty-second
movement (a man leaving his office) was extended
to seventeen minutes and thirty seconds. In Joe Jones'
Smoke (1966), the cigarette smoke streaming from
a mouth is extended to six minutes. The composer
Takehisa Kosugi takes thirty minutes to take off his
jacket in Anima 7 (1966). Peter Weibel's film actions
The Kiss and To pour (both 1968), which deploy ex-
treme slow motion, must also be counted among this
“slow anthology” (T. Kosugi).

13 9 pasnuyHblx 06pa30B Ha OAHOM 3aKpaHe. B kawpoom 6eina npeacras-
neHa ogHa 13 YacTel eAMHOro NOBECTBOBaHMA, YTO NPEABOCXMLLANO0
COCTOABLMM U3 4 YacTel aKpaH Bo «BpemeHHoM Kope» Maika Purruca
(2000). MNpexae yem TEPMUH «MaTPULLA» NPUOBPEN LUIMPOKYIO U3BECT-
HOCTb Nocne pomaHa Yunsama Mbcona «Herpomant» (1984) u dunsma
6patbeB BayoBckn Matpumua (1999), oHa yHe UCnosb30oBaniacb Kak MeTof,
BU3YaNbHOro NMoOBECTBOBaHUA (CM. KOMMLIOTEPHYIO aHuMaLmio «Mart-

puua I», 1971, n «Matpuua Koxu», BUAeodaHTa3uno Saa dmuyunnepa,
1984).

3KCﬂepMMeHTbI CO BpeMmeHeM U NpoCTpaHCTBOM

B nononHeHue K pacLUMpeHno TEXHUYECKMUX BOSMOKHOCTEN Yepes
9KCMNEPUMEHTUPOBAHWNE C MPOEKTOPAMMU M MHOMECTBEHHBLIMU NPOEKLMUAMU
BO3HMK eLle OAMH MaTeprUanbHO OPUEHTUPOBAHHBIM NOAXOA, K BU3yaslb-
HOMY BbIPaeHMIO HOBOrO NOHMMAaHWA PeanbHOCTH, OTBEPHEHWUA COLM-
aNbHbIX KOHBEHLMIA M HOBOIO OMbiTa PaCLUMPEHUA CO3HAaHWA B pe3ynkTaTe
ynotpe6bnenus ncuxopgenvkos. OH nogpasymeBas CABUI U UCKAKEHWEe
KOHBEHLMOHasbHbIX MapaMeTpoB NPOCTPaHCTBA U BPEMEHU C MCMOJb-
30BaHUEM TEXHUWK, NPeAHa3Ha4YeHHbIX 4J18 pacTArMBaHWA, 3aMefieHus,
NPUOCTaHOBKKW M YCKOPEHWA BpeMeHUW. [lnutensHocTb dunbma morna
pacTtarmeaTbcA Ao 24 yacos (BHam Yopxon, «3cnavp Ctent BunguHr»,
1963, nospgHee — pumenk punbma Xunykoka «[lcuxo», caenaHHbin Adyr-
nacom FopaoHOM, TaKme NPOoAOHKaBLIMICA 24 Yaca), Uik CoKpaLaTbeaA
[10 YPE3MEPHOCTH, [0 HecKonbkux ceryHa, (Mons LWapwuu, <Tpiok ¢ MaH-
weToi», 10 ceryHa, 1966). BpemerHoe paclumperue B GunbMe U My3bike
(Na MoHTe HOHI) nonyuunm npeanoyTeHre B KA4€CTBE OCHOBHbBIX CPEACTB
BblpaeHWA He ToNbKO BnarogapA CBOEMY CBOMCTBY NpobyxaaTb CO3Ha-
HWE, HO TaKHKe U Mo KOMMO3ULMOHHBIM U popMarnbHbIM MOTUBaM. DTO
BEPHO W B OTHOLLEHMM TEXHUK COKPALLLEHUSA BPEMEHU W arPeCCHUBHOMO
MoHTaxa. ®Punbmbl Marikna Loy 6bi1K YUCTEIMM IKCNEPUMEHTaMK C Bpe-
MeHeM 1 NpocTpaHcTBoM («IiuHa BomHbl», 1967, 44-MUHYTHOE ABUMEHUE
kamepbl Mo KomHate; «OpgHa cekyHaa B MoHpeane», 1969; «LleHTpans-
HbI pervon», 1970). B pa6ote «[o caupanusa» (1990) 33-cexryHaHoe
AsueHue (Y4enoBeK yxoauT us oduca) 6610 pacTaHyTo 40 17 MUHYT
30 ceryHa. B «Oeime» Owo OwoHca (1966) curapeTHbii AbIM, BbIXOAA-
LMK 130 pTa, Obln NOKasaH B NpogokeHue 6 muHyT. Komnoautop Take-
xmca Kocyru cHumaeT nuaxak B TedeHne 30 MUHYT B punbme «AHuma 7»
(1966). KuHoakumu Mutepa Baibensa «Mouenyi» u «Mutb» (06e — 1968),
raoe 66110 MCNONb30BaHO YPe3BblYaMHO 3aMeaNEHHOE AENCTBUE, TaKHKe
LOMHHBI BbITb BRIKOYEHBI B 3Ty «MeanieHHyto aHTonoruio» (T. Kocyrn).

COLI.PIaﬂbeIe U CeKcyalibHble SKCNepHUMeHTbI

B oTHoweHWM copepxaHma 3TOT HE3aBUCHMbIM aBaHrapaHbIN
W aHAerpayHaHbIM KuHematorpad Takke NOKMHYN 3HaKOMY Teppu-
TOPHIO KOMMepYecKoro kKMHo. OBpasbl, 3aTparveatoLe MHTUMHYHO
cdepy, NcuxoapamaTiieckie LOKYMEHTbI Ype3BblHaMHOro MHAMBU-
Ayanuama 6binn nokasaHbl Ny6nmMyHo 6e3 ueH3ypbl. TabymMposaH-
Hble CEKCyarlbHble CLeHbl BOCMPOM3BOAMUIUCE Nepes kamepoi ([xex
Cwmur, «[Mbinatowme tBapu», 1962/63, oprva TpaHCBECTUTOB, Bbi3BaB-
Lan CKaHaan fame B XyAOKECTBEHHOW Cpefe, OQHAKO CTania OCHOBHbLIM
WCTOYHWKOM BAOXHOBeHWA Ansa Yopxona; «<Bocxog CropnvoHa», 1963,
OTMETMBLUKMIN poXAeHUE BaMKEPCKOro KMHO U TOMO3POTUYECKOIO CTUAA,
U «TOPHECTBEHHOE OTKPLITUE ABOPLA YAOBONLCTBMI», 1966). Paclumpe-
HWe MaTepuasbHbIX M TEXHUYECKMX NMapaMeTpoB LU0 pyKa 06 pyKy C pac-
TBOPEHWEM COLMaNIbHOrO KOHCEHCyca®.
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OKCNepUMEeHTbl CO 3BYKOM

HKak ¢opmanbHoe, Tak M TemaTMiyecKoe pacluMpeHne KMHeMa-
TorpadryecKoro Koaa nonyymno BOCTOPHEHHBIM NPUEM B 3CTETHYE-
CKMW- U couManbHO-peBONOLMOHHOM aTMochepe 1960-x rogos 1 6bI10,
nopo6HO NPOrpPecCHMBHOM POK-MY3bIKe, NOAAEPHAHO HOBOM MOSOAEHK-
How ayauTopuen. [lencTBUTENbHO, MHOTME M3 3TWUX aHaerpayHAHbIX Gunb-
MOB COMPOBOMAANMCE POK-My3bikoi (ot «MpenTdyn Oag» no «Kpum»)
WK aBaHrapAHOW My3bIKOM (ot OmonHa Kenama no Teppu Painu). B atmx
dunbmax Mysbika Urpana HamHoro 6onee He3aBMCHUMYHO POJb, YEM B KOM-
Mepy4ecKoM KnHO. Horaa MyablKa, HEBamHO, KNaccuyeckasa 1M nonynap-
Haf, UCMONb3YeTCA B MOUHCTPUMHOM KMHO, OHa 0BbIYHO BbICTYNnaeT
B KayecTBe poHa M cnocoba KOHTPONMPOBaTb HACTPOEHWe 1 atmocdepy,
MOBLILWATL MM CHUMXATL ApamaTvyeckoe HanpsaxeHue. Haoboport, Bo MHO-
rMX aBaHrapAHbIX pUnbMax My3blKa W 3BYK MMEIOT onpeaenatoLlee BanaA-
HWe Ha CTPYKTypy 06pa3HOCTH, U 06pa3bl MOHTUPYIOTCA U CKNaAbIBAKOTCA
B KOMMO3MLMIO B COOTBETCTBUM C My3bIKa/lbHbIMW NPUHLMNAMK. TeHaeH-
LMA K KOMMEPYECKOW SKCMyaTauun U MapKeTUHIY KMHOOOpa3oB Yepes
CBA3b C My3bIKOM ACHO MINMIOCTPUPYETCA GYHKLMEN cCayHATPEKa, UCMOSb-
30BaHMEM YHe CyLLEeCTBYHOLLMX NOoM-neceH U 0cobo BblAENEHHOO NPON3-
BEAEHWA B KaYeCTBe «My3blKalbHOM TeMbl PpunbmMa», Koraa yctaHaBnMBa-
eTCA accoumnauma punbma U My3blKanbHOro xuMTa. Takoe UCnonb3oBaHWe
nony¢pabpHrKaToB B KMHO W BUAEO HanoMWHaeT 65104HOE M NaHesbHoe
CTpounTeEnsbCTBO. BMECTO roToBbIX CTPYKTYp M3 MeTanna u 6eToHa Macco-
BOE KOMMEPYECKOE KMHO MCMONb3YyeT 3BYKOBbIE M My3blKallbHbIe 3aro-
TOBKW. B NpoTMBONONOXHOCTL 3TOMY B aBaHrapAHOM KMHO 60-x rogos
66111 BolpaboTaH BbICOKO AnddepeHLMpPOoBaHHbIM Noaxon K dopmupoBa-
HUIO HOBbIX OTHOLLEHWIM MEXAY 3BYKOBOW W BU3yasibHOM 06pa3HOCTbIOC.
B dunbme Bappu Cnnnenno «CayHatpew» (1970), rae 3ByK 1 06pas
coyeTanuchb C rpapuyeckummn adpdeKktTamu, Npom3BeaeHHbIMU BPYYHYHO,
nccnenoBanvch ayanoBnU3yanbHble KOMMO3ULMOHHBIE TeXHUKKW. B «Xyno-
wecTeeHHOM dunbme» (1999) [lyrnac MopaoH npeacTaBun HOBYHO apaH-
MMPOBKY My3biki BepHapaa XeppmarHa Kk ¢nnbmy Xuurkoka «[onoso-
KpyXeHWe»; Ha aKpaHe nokasaH oguH [xenmc HOHNOH, AMPUARMPYIOLLMIA
MCMOMHAIOLLMM 3TY MYy3blKy OPKECTPOM M CIyLLAIOLMK ee.

SBOHlOLI,Mﬂ A3blKa HOBbIX Meaua: pacllupeHHble KUHO-,

BMAEO- U BUPTYalibHble cpeabl

Ha npotamxerun 1970-x ronoB HeKoTOpble aBaHrapaHble rane-
peu nponaraHanpoBany aHaIMTUYECKY0 papUHUPOBAHHOCTb OT GUIb-
MOB, OCHOBAaHHbIX Ha MPUHLMMNAX CTPYKTypanmM3mMa A0 NPOCTPaHCTBEHHbIX
KUHOMHCTaNNALMM. DTO OEeCATUNETHE TaKKe CTalo CBMAeTeNIeM BO3-
HWUKHOBEHMA BUAE0APTA, C OPUEHTMPOBAHHBIMK Ha 3pUTENA MHCTaNNA-
LMAMK C 3aKPbITOM TpaHCALMEN, NPEABOCXMLLABLUMMU MHTEPAKTUBHbIE
KOMMbOTEPHbIE MHCTanNAuMK 1990-x rogoB M MHCTaNNALMK C BPEMEH-
HOM 3a4€PHHKOM, B KOTOPLIX MONYUYUM JabHENLLEE PA3BUTUE SKCNEPU-
meHTbl PacwumperHoro KuHematorpada. BeisBaHHOE pbiIHKOM BO3poKae-
HWe npeameTHOM xuBonucK B 1980-x rogax pe3ko obopBano passuTmve
paclumpeHHbix dopM KnHemaTorpada v Buaeoaprta. Bonblume cermeHTbl
BM3yaslbHOM KyNbTypbl ObITM NOABEPHEHbI HACTONBKO e CKaHAa b
HOM, KaK OHU caMM, amMHe3uK. BuHa 3a 3TO NEXUT He TONMbKO Ha PbIHKE,
HO TaKM*e 1 Ha odULMaNLHON MCTOPHUU MCKYCCTBA, MOAYUHUBLLENCA CHUNe
pblHKa. Ecnv nocmoTpeTb M3 3TOM NepcneKTvBbl, TpMymdanbHOe BO3Bpa-
LLleHWe M BO3poxaeHUe TeHaeHuun PacumperHoro KuHematorpada 60-x
rogoB B pabotax BUuaeoxyaoHukos 90-x Tem 6onee yamenAeT v paayer.
OagnHako npobnema B TOM, YTO 6OSILLUIMHCTBO MCTOPUKOB MCKYCCTBA U KpH-
THKOB 3a6bl1M 06 UCTOPMM aBaHrapAHOrO KMHO UM BUAE0apTa, MOSTOMY

6 Cwm.: Michel Chion, Les musiques electro-acoustiques, INA-GRM, Aix-en Provence, 1976; Michel Chion,
Le son au cinema, Cahiers du Cinéma, Paris, 1985; Michel Chion, L'audiovision, Nathan, Paris, 1990; Michel
Chion, La musique au cinema, Fayard, Paris, 1995.

Social and Sexual Experiments

In the social sense too, the contents of these
independent avant-garde and underground films
strayed from the familiar terrain of the industry film.
Images from the intimate sphere, psycho-dramatic
documents of an excessive individualism were shown
publicly in uncensored form. Taboo sex scenes were
acted out in front of the camera (Jack Smith, Flaming
Creatures, 1962/63, a transvestite orgy that triggered
a scandal even in artistic circles yet became a major
source of inspiration for Warhol's universe; Kenneth
Anger's Scorpio Rising, 1963, which marked the birth
of Biker Movies and homo-erotic self-fashioning, and
Inauguration of the Pleasure Dome, 1966). The widen-
ing of material and technical parameters went hand-in-
hand with the dissolution of social consensus®.

Sound Experiments

Both formal and thematic extensions of the cin-
ematographic code were welcomed enthusiastically
in the revolutionary aesthetic and social atmosphere
of the 1960s and was, like progressive rock music,
supported by a new, youthful audience. Indeed, a large
number of such underground films were accompanied
by rock (from the Grateful Dead to Cream) and avant-
garde (from John Cage to Terry Riley) music. In these
films, the role played by music was much more eman-
cipated than in industry movies. Regardless of whether
mainstream productions use classical or popular
scores, music serves more or less as background
sound and a device for controlling mood and atmos-
phere, for heightening or resolving dramatic tension. By
contrast, in many avant-garde films music and sound
exercise a determining effect upon the structure of im-
agery, and images are cut and composed in accord-
ance with musical principles. The tendency to industri-
ally exploit and market film images through linkage with
music is clearly illustrated by the function of the sound-
track, the serial arrangement of existing popular songs
and the commissioned piece that is known as a theme
song and used to associate a certain film with a certain
musical hit. This usage of semi-prefabricated compo-
nents in movies and videos is reminiscent of the ac-
celerated prefab building techniques employed in mass
industrial high-rise construction. Instead of compound
concrete-and-steel construction, the rapidly mass-
produced industrial film made use of a compound
sound-and-music construction. In contrast, the avant-
garde films of the 1960s employed a highly differenti-
ated approach to the development of new relationships
between sound and visual imagery®. Barry Spinello’s
Soundtrack (1970), in which both sound and image
are produced with handmade graphic effects, explored
audio-visual compositional techniques. In Feature Film
(1999), Douglas Gordon reorchestrated Bernard Her-
rmann's score for Hitchcock’s Vertigo and presented
only James Conlon conducting and hearing the film
music played by an orchestra.

5 Raymond Durgnat, Sexual Alienation in the Cinema, Studio Vista,
London, 1972.

6 See Michel Chion, Les musiques electro-acoustiques, INA-GRM,
Aix-en Provence, 1976; Michel Chion, Le son au cinema, Cahiers du
Cinéma, Paris, 1985; Michel Chion, L'audiovision, Nathan, Paris, 1990;
Michel Chion, La musique au cinema, Fayard, Paris, 1995.



The Evolution of the Language of New

Media: Expanded Cinema, Video and

Virtual Environments

In the course of the 1970s, several avant-
garde galleries promoted analytical refinements
and developments, ranging from the Structuralist
films to spatial film installations. This decade also
witnessed the emergence of video art, with viewer-
oriented closed-circuit installations that anticipated
the observer-relative interactive computer installations
of the 1990s and time-delayed installations, which
pursued further the experiments of Expanded Cinema.
The market-induced revival of figurative painting in
the 1980s put an abrupt end to the development
of expanded cinematic forms and video art. Broad
segments of visual culture were affected by an am-
nesia as scandalous as it was total, and for which
the market alone was not to blame but also institu-
tional art historiography, which had buckled under to
the power of the market. Viewed from this perspec-
tive, the triumphant return and revival of the tenden-
cies of 1960s Expanded Cinema in the work of
the 1990s video generation is all the more astounding
and gratifying. However, we still face the problem
that most art historians and writers, being oblivious to
the history of avant-garde film and video art, cannot
make a connection between the generations and
therefore exaggerate contemporary achievements.

The new generation took its cue less from
the achievements of 1980s video artists, whose
art was subordinated to the sculpture and painting
of their time. In pursuing the development of a spe-
cific video-based language, video artists in the 1990s
deliberately focused on the expansion of image tech-
nologies and social consciousness that took place in
the 1960s. We find surprising evidence of parallels,
sometimes extending even to the finest detail, not
only in style and technique, but in content and motif
as well. For the most part, 1990s video art is also
shaped by an intense interest in multiple projec-
tion and the concomitant new approaches to multi-
perspective narration and multiform plots. Numerous
representatives of the 1990s video generation, in-
cluding artists like Jordan Crandall, Julia Scher, Steve
McQueen, Jane and Louise Wilson, Douglas Gordon,
Stan Douglas, Johan Grimonprez, Pierre Huyghe,
Marijke van Warmerdam, Ann-Sofi Sidén, Grazia
Toderi and Aeronaut Mike, now work within the con-
text of a deconstruction of the technical “apparatus”
outlined here. Many computer artists of the same dec-
ade, among them Blast Theory, Jeffrey Shaw, Perry
Hoberman and Peter Weibel, have also returned to
the tendencies and technologies of 1960s Expanded
Cinema. In a series of interactive computer installa-
tions, including On Justifying the Hypothetical Nature
of Art and the Non-Identicality within the Object
World (1992) or Curtain of Lascaux (1995-96), Peter
Weibel realized various virtual worlds in which the ob-
server played a pivotal role derived from his closed
circuit video installations of the late 1960s/early
1970s. The observer became part of the system he
observed, articulating the immersive image system,
and changed the behavior and content of the im-
age by his actions. The British group Blast Theory's
Desert Rain (1999) sent six visitors on a mission in
a virtual environment made up of six rooms. The virtual

He MOryT YCTaHOBMTb CBA3b Me4y NOKONEHUAMM U, CrieaoBaTtenbHo, npe-
YBEIMYMBAIOT COBPEMEHHbBIE AOCTUHEHUA,

HoBoe nokoneHue xyooHHUKOB B MeHbLLUEH Mepe OCHOBbLIBANIOCh Ha
OOCTUHEHMAX BUOEOXYAOKHWKOB 80-X rogoB, Ybe MCKYCCTBO 3aBMCESO
OT Pa3BUTUA CKY/bMTYPbI U KUBOMUCH MX 3noxu. CTpeMACh K co3aaHuo
HOBOIO A3blKa BMAE006Pa3HOCTH, BUOEOXYA0MHUKN HaMePEeHHO HOKy-
CUpOBaNIMChb Ha pacLUMpeHU 06Pa3HOM TEXHOOMMK U COLIMaNIbHOMO
CO3HaHu1A, npousoLeaiem B 1960-e, Mbl 06Hapy#H1BaeM yanBUTESb-
Hble CBUAETeNbCTBA Napanienen, MHOrAa BrioTb 40 MeNbYanLLmMX AeTa-
new, He TONbKO B CTUJIE U TEXHUKE, HO TaKKe W B COAEPHaHUNU U NIENTMO-
TmBax. 1o 6onbwen yactn BuaeoapT 1990-x ronos Take chbopmMrpoBaH
NOBLILLEHHBIM MHTEPECOM K MHOMECTBEHHOM NPOEKLMK U COMyTCTBYHO-
LLMMW €My HOBbIMU NMOAX0AAMM K MYSIbTUNEPCMNEKTMBHOMY NOBECTBOBAaHMIO
M MynbTUPOPMHBIM croeTam. MHorve npeacraBmTeny BUAEONOKONEHHA
80-x rofoB., Takue Kak dxopaaH Kpangann, Oxynua Wep, Ctre MakkyuH,
Oweln v Jlynsa Yunscon, Oyrnac NopaoH, Ctax Odyrnac, OxoaH Mpu-
MoHnpes, lNbep FOur, Mapuka BaH Bapmepaam, AHH-Codu Cuaen, MNpa-
una Topepn 1 AspoHaBT Mawk, B HacToALee BpeMA paboTatoT B KOHTEK-
CTe OEKOHCTPYKLIMK TEXHUHECKOrO «annaparta», Kak oHa bbina obpucosaHa
Bbllwe. MHOrMe KOMMNbIOTEPHbIE XYAO0MHUKKU TOTO e AECATUNETHUA, CPeau
koTopblx «Teopusa B3pbiBa», xeddpu LLoy, Neppn Xobepmar v MNutep
Banbenb, Takike BEPHYNUCh K TEHAEHUMAM U TexHonormam Paclumpen-
Horo KuHematorpaga 60-x. B cepymn MHTepaKTUBHBIX KOMMBIOTEPHBIX
MHCTaNNALMKA, BRIIOYAOLWMX TakMe KaK «[loKasaTenbCcTBO rmMnoTeTU4eCKoM
NPUPOLLI UCKYCCTBA U HETOMAECTBEHHOCTH B MMpe 06bekToB» (1992)
unun «3aHasec Jlacko» (1995-96) Mutep Banbens peanuaosan pasnuy-
Hble BUPTYyaslbHble MMPbI, B KOTOPbIX 3PUTENb UrpaeT LIeHTPabHYO Porib.
3Aeck OH pasBun TOT e NOAXOL, KOTOPLIM Bbi NpeAcTaBneH B €ro BUAEO
WMHCTaNNALMAX C 3aKPbLITOM TpaHcnAumMen KoHua 60-x — Havana 70-x rogos.
3puTenb CTaHOBUTCA YacTbio HAGMOL4AEMON UM CUCTEMBI, CO30AETCA
cucTema obpasoB C rNy6oKUM NOrpyHeHUeM, NoBeAEeHWE 1 CoaepHa-
HWe obpa3a MeHAeTCA B 3aBUCMMOCTH OT AeNCTBUM 3puTend. bputan-
ckas rpynna «Teopua B3pbiBa» B NpoexTe «owab B nycTeiHe» (1999)
nocelnaeT LWecTepbix NOCETUTENEN C MUCCHEN B BUPTYasbHYO cpeay,
COCTOALLYI0 M3 6 KomHaT. BupTyanbHble MMpbl MPOELIMpYOTCA Ha 3aHa-
BEC M3 BOAHOro notoka. Y Kaxgoro nocetutena 30 MUHYT ANA BbINOMHe-
HWMA CBOEW MMUCCHK NPKW MOMOLLM 06LWEHWA C ApYyrMMK 5 BUPTYanbHbIMM
cpenamu 1 ux obutatenamu. OgHako BMAEOXyAOKHWKK 90-x ocyLuecT-
BNAIOT AEKOHCTPYKLMIO KMHEMaTorpadpryecKoro Koga B HamHoro 6onee
KOHTPONMPYeMOW, MeHee CyOLEKTUBHOM MaHepe, NpuMeHAs 6onee meTo-
[A0NOrnMyecKne M HeNOCPEACTBEHHO OPUEHTUPOBAHHBIE HA COLMasIbHbIE
npobnemel cTpaterun, 4em ato 6eino B 60-e. B Buaeo-apte 90-x akcne-
PUMEHTbI C MHOMECTBEHHbBIMW NMPOEKLMAMKW MPUMEHANNUCH, NPEwAEe BCEro,
MCXOAA U3 MHTEPECOB HOBOMO NOAXoAa K moBecTBoBaHMI0. [1poeKuunn
BMAEO U CNanaoB Ha HEOObIYHbIE 0OBEKTLI MCMOML30BaNNCh Pasnny-
HbIMW XyAOMHUKaMK, oT ToHn Ypcnepa o OHope 4'0. Npoekumn Ha
2 1 6onee aKpPaHOB BCTPEYAKOTCA B NPOU3BEAEHUAX TAKMX XYLOMHNU-
KoB, Kak Mununott Puct, Cam Teinop-Bya (<Tpetbe nuuo», 1999,
7 npoekuui), Bept Bapp, Mapcens OpeHbax, dia-Iumnsa Axtuna,
WupwuH Hewat, Camup, Oyr AntreH, OpaiaeH NyosuH, Xank Bapa-
HOBCKM M MoHuWKa Dxcnep. TexHuKa pacluensieHWs aKpaHa xapaKkTe-
pu3ayeT pabotbl KapuH Bectepnyna n Camupa. Cpenbl ¢ npUMeHeHnem
MHO¥ecTBa MOHUTOPOB co3gatoT Y1e Ppuaepmke KOpcc, Mapu Jliocbe
u LWWantans Akepman («C BocToka», 2002, 25 MOHUTOPOB).
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MHoO*eCTBEHHbIe MOHHUTOPbI U SKPaHDbI,

npoexKunn U nepcneKkTmBbl, MynbTUNEPCNEeKTUBHbLIE

noBecTBoOBaHMUA U CIOHETbI

Barnaa, ¢ pas3nmyHbIx TOYEK 3peHMA NOMOraeT HamTK HOBbIE CMO-
cobbl B3rMAHYTb Ha coLManbHoe noeeaeHue. [1na aToro xopoLwo noaxoouTt
ncnonb3oBaHWe MHOxeCTBa NpoeKkLuui. [Mpu nomoLm noovepenHo Aen-
CTBYHOLLMX Tpex akpaHoB MoHuka Dxcnep B pabote 1998 roga «Bbico-
KaA TpeBora» NoKasblBaeT KOHCTPYMPOBaHWE HMEHCKOM MAEHTUYHOCTH,
HaunHaroLeeca B AETCTBE, MPUYEM Jarke AEBOYKU-MOAPYHKN KOHTPO-
nupytoT $opMHpOBaHWe MHAMBUAA KaK areHTbl oblectea. MeHsatowanca
KWMHeMaTU4yeCKasa NepcrnexkTMBa NPUBOAMT Ha YM 3HAKOMbIE KMHEeMaTH-
YyecKue Koapl ApaM, AeMCTBHE KOTOPbIX MPOUCXOAMT B 3ase Cyaa C yya-
CTMEM NPOKYPOPOB, aBOKATOB, NOTEPMEBLUNX U 06BMHAEMBIX. Mcnonb3ya
BO3MOXHOCTH, NPeA0CTaBNAEMble TDOMHOM MPOEKLIMEN U MHOKECTBEH-
HOM TOYKOW 3PEHUA, LOCTUraeMon NOCPEACTBOM 3TOW GOpMasbHON MOH-
TaXHOM TEXHWKM, 3Ta HOBaA NepPCrnexkTBa MHTEHCUPULIMPYET CKpbITOe
Hacunve, npucyllee counanmsaumm nHamemaa. [ogobHeIM e obpasom,
TpoWHan NpoeKkuma B npousseneHnn dumn-Jumsel Axtunel «CEFOOHA/
Tanaar» (1996/97) HeBEPOATHO PaCLIMPAET BO3MOMHOCTU KOMIMIEKC-
HOro covyeTaHMA 06Pa3HbIX U TEKCTOBbIX SNIEMEHTOB HE3ABMCHUMO OT Mep-
CMEeKTMBLI NOBECTBOBATENA. TONbKO PEAKO TEKCT COBMaAaeT C JIULLOM
M MONIOM YesioBeKa Ha aKpaHe. TeKCTbl M 06paskl He MAEHTUGULMPYIOT
Apyr Apyra; BMECTO 3TOr0 OHW XapaKTepU3yLoT Apyr Apyra, NponsbIBas
PALOM 1 GOPMUPYA ABUKYLLMECA Y3Ibl CETU MHOMECTBEHHbIX OTHOLLEHWH,
KOTOpble BbiICTpansaeT cam 3puTenb. Llenu 3HakoB, HaxopAWwMecs B CBO-
608HOM NOTOKe, Byap To 06paskl MM TEKCTLI, NepenneTatoTca ApYr C ApY-
rom, 06pasya NLLEHHYO LieHTpa BceneHHyt. OfHaKko B cepaLleBrHe ee
NEXUT HEKUM daTanbHbIM KaTakIM3M, O4eBUOHBIM 06Pa30M YHUUTOXKMB-
UMM NoBYH0 BO3MOKHOCTb CBA3HOMO IMHEMHOrO NoBecTBOBaHUA. Jlnwb
HeconocTaB1Mble pparMeHTbl NaMATH NpeAcTaBeHbl CTPaHHO-00BbEKTUB-
HbIM 06Pa30M NaCCHBHLIMM, B y3er CBA3aHHLIMK CybbeKTamu (3arnasve
KHUrM AnuzabeT BpoHdeH, 1998). Mctopma KatacTpodsl 6onee He cne-
AyeT NIMHEMHOCTHU paLMOHalIbHOIrO MbILMIEHUA; BMECTO 3TOr0, BbICBOGO-
waaeTca (0T LueH3ypsl) MppaLMoHarnbHas CyLHOCTL KaTacTpodsl Yepes

worlds were projected onto a curtain of streaming
water. Each visitor had thirty minutes to complete his
mission by communicating with the other five virtual
environments and their inhabitants. However, 1990s
video artists pursued the deconstruction of the cin-
ematographic code in a much more controlled, less
subjective manner, applying strategies more methodi-
cal and more closely oriented to social issues than
those of the 1960s. In the video art of the 1990s,
experiments with multiple projections were employed
primarily in the service of a new approach to narra-
tion. Video and slide projections onto unusual objects
were used by artists ranging from Tony Oursler

to Honoré d'0. Projections onto two or more screens
are found in the work of artists like Pipilotti Rist, Sam
Taylor-Wood (Third Party, 1999, seven projections),
Burt Barr, Marcel Odenbach, Eija-Liisa Ahtila, Shirin
Neshat, Samir, Doug Aitken, Dryden Goodwin, Heike
Baranowsky and Monika Oechsler. Split-screen tech-
niques are characteristic features of the art of Karin
Westerlund and Samir. Multiple-monitor environments
are employed by Ute Friederike Jiirss, Mary Lucier and
Chantal Akerman (D’Est, 2002, twenty-five monitors).

Multiple Monitors and Screens, Multiple

Projections and Perspectives, Multi-

perspective Narrations and Plots

These multiple projections take advantage of
the opportunities multiple perspective offers for a de-
parture from familiar ways of looking at social behavior.
On three screens projected in alternation, Monika
Oechsler's High Anxieties of 1998 shows the con-
struction of feminine identity as it begins in childhood,
illustrating how even girlfriends of the same age control
the formation of the individual as agents of society.
The changing cinematic perspective calls to mind



the familiar cinematic codes of courtroom dramas in-

volving prosecutors, defense attorneys, victims and de-
fendants. Enhanced by the possibilities offered by triple
projection and multiple viewpoint achieved through this
formal montage technique, this new perspective inten-
sifies the hidden violence inherent in the socialization of
the individual. In a similar way, the triple projection in Ei-
ja-Liisa Ahtila’s TODAY/Tanaan (1996/97) enormously
enhances the possibilities for complex linking of image
and text elements independent of the narrator’s per-
spective. Only rarely do the texts match the faces and
genders. Texts and images do not identify each other;
instead they distinguish each other, floating alongside
one another and forming moving nodes in a network

of multiple relationships which the viewer must create
himself. Free-floating chains of signs, be they images
or texts, are interwoven to form a universe without

a center. Yet its core harbors the catastrophe of a fatal
accident that has obviously eradicated all possibility of
a coherent, linear narrative. Only disparate fragments
of memory are presented in strangely objective fashion
by the passive, knotted subjects (the title of a book by
Elisabeth Bronfen, 1998). The story of the catastrophe
no longer follows the linear track of rational thought;
instead, the irrational essence of the catastrophe

is released (from censorship) by disorderly, centrifugal,
multi-perspective narrative trajectories. Only in this way
can the catastrophe be experienced as such — through
the refusal of image and text elements to merge and

fit together. Narrative structures of this kind, which
employ the irrational character of dream and the human
psyche as plot elements, clearly reveal associations
with the early films of Ingmar Bergmann (for example,
Wild Strawberries, 1957). The interactive CD-ROM
Troubles with Sex, Theory & History (1997) by Marina
Girzinic and Aina Smid analyzes aleatoric, combinatoric
and recombinatoric relations between images and text,

1. Edmund Kuppel, Das Plan-
etarium, 1990, installation,
central projector, 12 screens,
steel globe 800 cm o, instal-
lation view, courtesy the artist

2. Birgit and Wilhelm Hein,
Rohfilm [Raw Film], 1968,
16mm film, b/w, sound, 20
min, © the artists

3. Anthony McCall, Line
Describing a Cone, 1973,
16mm film, b/w, silent, 31
min, installation view: Artists
Space, New York, 1974,
Whitney Museum of Ameri-
can Art, New York, courtesy
Anthony McCall, photo ©
Peter Moore; VG Bild-Kunst,
Bonn 2003

4, Robert Whitman, Shower,
1964, environment, 16mm
film loop transferred to video,
shower stall, water, water
pump, installation view: Ne-
wark Museum, New Jersey,
1999, collection Robert
Rauschenberg, photo cour-
tesy Robert Rauschenberg
and Robert Whitman

ncnonb3oBaHre 6eCnopAfOYHbIX, LLEHTPOOEMKHbIX, MyNETUMNEPCNEKTUBHBIX
NoBeCTBOBAaTE/bHbIX TPAEKTOPUH. TONBKO Tak KatacTpoda MoKeT 6biTb
nepexkmTa Kak TakoBaA — Yepes O0TKa3 06pa3HbIX M TEKCTOBLIX 31EMEHTOB
CNMBATbLCA W coveTaTbCcA Apyr ¢ apyrom. [oBecTBOBaTENbHBIE CTPYKTYPSI
TaKoro T1na, 3a4eMCTBYIOWME UPPaALMOHANBbHbIM XapaKTep CHOBUOEHWA

M YenoBEeYECKOM NCUXMKK, ABHBIM 06Pa30M BbI3bIBAIOT aCCOLMALMK C PaH-
HUMK dunbmamm Murmapa Beprmana (Hanpumep, «3emnaHnyHas nonaHar,
1957). B untepakteHom CD-ROMe «Mpo6nemsl ¢ cekcom», «Teo-

pveit u uctopuei» (1997) MapuHbl MpwmHuny 1 AdHbl LLMug, aHanmampy-
OTCA anaTopuyeckne, KOMOMHATOPHbIE M PEKOMOWHATOPHbIE OTHOLLEHMA
Memay obpa3oM M TEKCTOM Ha OCHOBE NoABopKKM paboT MpwuHKMY 1 LLmna,
BbINOMHEHHbIX Mexay 1992 1 1997

B pa6orte «TypbyneHTHOCTE» LLIMpKnH Hewat npeacraenaet 6GuHapHyto
OMNMO3MLIMIO MYHUMHBI U HEHLLMHbI B MaTprapxanbHOM o6LwecTBe Ha ABYX
9KpaHax, PacnosIOKEeHHbIX APYr HanpoTUB Apyra. Y MeHLWMHbI eCTb rosoc,
HO HeT HY CnoB, HK cnywartener. MyxunHa obnagaet cnosamMu, KynsTypow
A3bIKa W ayAMTOPUEN, BO3HarparaaroLen ero 6ypHom oBaumen B KOHLLE.
McrntoveHne HeHLWMHbI M3 NOCTPOEHMA LIMBMIM3aLIMK W 0bLLecTBa
efBa N MoXeT ObITb NPOAEMOHCTPUPOBAHO Bonee H1BO, HEM TaKoe
61HapHOEe COCeacTBO NPOEKTOPOB M pacnonoxeHui. [Npuem cuHek-
£.0x1 (MCnonb3oBaHHLIM 346Ch A PENPE3eHTaLMM HACHIIUA, NPUCY-
LLero reHaepHLIM NPo6neMam v NOIUTUKE MAEHTUYHOCTH) TUMUYEH
ANA MHOMMX NlydLnx paboT BuaeoapTa, KOTopble B METOA0MOMMYECKN-
aHaNMTMYEeCKOM MaHepe 06paLLatoTCA K PACCMOTPEHUIO MCKOPEHEH-
HbIX MEXaHW3MOB BJ1IaCTU COLMa/IbHOIO KOAA B MPOTMBOMOIOKHOCTb
NPEeUMyLLLECTBEHHO CYObEKTUBHBIM NOAX0AaM HOBOrO aMepHKaHCKOro
KMHO 1960-x.

CoBpeMeHHOe 06LecTBO NpeaiaraeT peanbHOMy CyObeKTY Habop
pOneBbIX MOAENEN M BO3MOKHOCTEN pONeBoro nosedeHua. B pamkax
MHOMeCTBa BO3MOXHOCTEMN, ONpeaenaeMblX KynsTYPHON UHAYCTPHUEN
B CPEeACTBax MaccoBOM MHbOPMaLMK, OT NOMYNAPHLIX GPUNBMOB A0 BbICO-
Konobow onepsl, OT MAHLEBbIX }YPHANOB A0 HU3KOPENTUHIOBOIO Tene-
BUAEHWA CyOBEKT MOMET caenatb CBOW BeIOOP M NO3NLMOHWPOBaTL cebA
[0 Tex Nnop, NoKa OH MOXET BblAepHaTb AaBlieHWe COOTBETCTBYHOLLLEro
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CcoLMaribHOMO Koda. OTO OTHOLLUEHWE MeXAY CYOBLEKTOM KaK peasibHOM
BO3MOXHOCTBIO M BOOOpakaeMbiM BbIOOPOM CyObeKTa BbIPaKeHO B BUAE
CHHEKA0XM B «Y6UTOM BpemeHmn» (1994) Cam Tennop-Bya. Hak HekoTo-
pble Apyrue xynoxHuKK, Tennop-Bya paboTtaeT ¢ «<HavaeHHbIM 3BYKOM»,
MHTepecHo, 4To ee TBOPYECTBO NOATBEPHAAET TEOPUIO AOMUHUPOBAHKA
My3bIKa/TlbHOWM CTPYKTYPbl Kak OnpeaenaAtoLen NoBeCTBOBaTENbHYIO CTPYK-
Typy. He B13yanbHbIM 06pas, a 3BYK OMKTYET NoBeAeHWe aKTepoB. HeToipe
MepCoHama, NOKa3aHHbIE B y4ETBEPEHHbBIX MPOEKLMAX, CNyLIAIOT DNeKTPy
Puxappa LUTtpayca B oxunaaHnm ovepenu, Korga UM Hy»HO 6yaeTt no ponu
nopatb ronoc. Nopo6Ho pabote LWnpuH Hewart, satot dbunbm npeacras-
nAeT COBON CUHEKOOXY, OMMUCHIBAIOLLYIO CMEKTP AOCTYMHbIX (Coumans-
HbIX) pOnew v porib ronoca B obwectse’. TeaTp 3ByKa NOABOAMT K Teatpy
Cy6BEKTUBHbIX No3uLMi. [ina cpaBHeHuA B pabote lNMununottn Puct npo-
ABNAETCA, CKOpee, TEHOAEHUMA K CTPYKTYPUPOBaHWIO BO MHOIOM 3apaHee
roToBbIX KOMNOHEHTOB. OHa MCMONb3YeT 3apaHee 3arnrcaHHy My3blKy,
KOTOPYIO OHa WUINIKOCTPUPYET CBOMMMU KapTUHaMK, MO0 My3biKa MHOCT-
pUpYyeT ee KapTWHbI B COOTBETCTBHUU C KOAMPOBAHHBIMK CXeMaMK Takoro
nnaHa, Kak MoxHo yBuaeTb Ha MTV. OHa ocTaeTcs BHYTPU KOLOB CyObeK-
TWBHOroO BblGOpa M KOMMEPYECKOro HappaTHBa, NPEeANMCaHHBIMK OBLLLECT-
BOM W NpuemnemsiMK A Hero. [lpyryto MHTEPECHYo afanTaLmio OTHO-
LEHWH Meway 3BYKOM M 06pa3om Ha HappaTMBHOM YPOBHE, MOCKOIbKY
NPUNOMUHaHWE ABNAETCA OAHOWM M3 OCHOBHbIX GYHKLMI HappaTvBa, Mbl
BuamM B «[TopTpeTax a kanenna» Yte ®penepuke FOpcc. Buaeo Cunb-
Bun Bnoxep, Oxunnuar Yaapunr, Cam Tennop-Bya cospatot cnom-

Hble COYeTaHWA MM3aHCLLEH, OKYMEHTaNbHOMO KMHO, 3BYKOB, 06pa3oB,
MaCOK M 9KPaHOB C LieNblo AEKOHCTPYUPOBaTbh MUP Kak MynsTUGOPMHBIM
cueHapui.

HanpgeHHbIM 06pa3 U 3BYK, 3KCNEPHUMEHTbI C HAWOEeHHbIM

dunbmom

Mopo6bHO ToMy, KaK XyAOHHUKM 60-X rOA0B MCMOMb30BaNU «HaM-
AeHHble 06pasbl» M «HaMAEHHbIN OTCHATLIN MaTepuan» (Owopaw JaH-
L0y W Apyrve), COBPEMEHHbIE BUAEOXYAOMHUKM M KUHOPEMUCCEpSI,
Takue Kak [yrnac NopaoH, Mapcens OpeH6ax 1 MapTvH ApHonbz, Takke
Mcnonb3ytoT HanaeHHbIM maTtepmarn. MNeppy XobepmaH ncnonbayet
B cBoeM uHTepaktueHoM CD-ROMe HarpaeHHble cnaiabl, 8-MunnumeT-
POBYHO MEHKY W CTapble NMPOEKLMOHHBLIE MHCTPYMEHTbI. DPKKU XyxTamo
ncnonb3yeT NoAbOpPKy apXMBHOMO MaTepuana ¢ n3obpameHvem Boae-
BW/bHbIX aTTPAKLMOHOB, B OCHOBHOM CreHEPUPOBaHHbIX KOMMbIOTEPOM
ANA UMUTaLMK Ha CUMYNALMOHHOM nnaTdopme, NyTELLECTBMA Ha BUPTY-
asbHbIX TPAHCMNOPTHbIX CPeACcTBax Yeped Haubonee ApKMEe aNU3oabl e3abl
13 KMHemaTorpada B pabote «[loeaaka TBoemn wuaHu» (1998). [opam
Ile Ipenpm B cBoeM MHTepakTMBHOM CD-ROMe «Cronb3kue cneppl»
(1996) ncnonbadyet okono 200 NOYTOBLIX OTKPLITOK ANA HETMHEMHOrO
NMOBECTBOBaHWA, MOCTPOEHHOIrO Ha onpeaeieHHOM afiropUTMe NOoMCKa
no 6ase AaHHbIX. MapTrH ApHonba, LEKOHCTPYMPYET HaMAEHHbIM OTCHA=
ThbI MaTepuarn, 40BOAA UAEH L0 KPaMHOCTH, C LeNblo caenatb CKpbIThbie
CeMaHTUYeCKUe CTPYKTYpPbl BUOAWMBIMKW Yepesd NOCTENEHHOe NOBTOPEHWe
(<<3anOHyTaF| yacTb», 1989; «[lepexon K aencTeuio», 1993). HaiaeHHbIN
OTCHATLIM MaTepuan neperpynnupyeTcA, 3aMblKaeTcA B NET/0, HACTUYHO
CHMMaeTCA 3aHOBO W B LIeJIOM NoABepraeTca BU3yallbHOMY OTCTpaHe-
HW0. Micnonb3oBaHWe HaWAEHHOM NIIEHKM — 3TO YacTb 0bLLen cTpaTe-
rMn Meamapednexkcun u npuceoenna. Horaa Mapcens OaeHbax, [a6-
pvana Jlenpgnodd, Camup, N3abenb XaimepauHrep, AHgpea boyapc,
Bept Bapp, MNbep FOur v Oyrnac MopooH BBOAAT B CBOW Npou3Bene-
HWA ano3nK Ha 3HaAKOMble GUIbMbI, BKIOYAA TaKWE KacCUYecKue,
Kak «OTHbIHE 1 BO BeKn Bekos» (Ppen LinHHemanH, 1953) n «<KpecTHbii

7 Cwm.: Kaja Silverman, The Acoustic Mirror. The Female Voice in Psychoanalysis and Cinema, Indiana Univ.
Press, Bloomington, 1988.

based on a selection of works by Grzinic and Smid
between 1992 and 1997.

Shirin Neshat presents in Turbulent (1998)
the binary opposition of man and woman in a patriar-
chal society on two screens positioned opposite one
another. The woman has a voice but neither words
nor listeners. She has only sound and her ability
to scream. The man possesses the words, the culture
of language and an audience which rewards him with
frenetic applause at the end. The exclusion of woman
from the building of civilization and society can hardly
be illustrated more vividly than in this binary juxta-
position of projectors and positions. The device of
the synecdoche (used here in the representation of
the violence inherent in gender issues and the poli-
tics of identity) is typical of many of the best works
of video art, which deal in a methodological-analytical
manner with the eradicated power mechanisms of
the social code, as opposed to the predominantly
subjective approaches of the New American Cinema
of the 1960s.

Modern society offers the real subject a number
of different role models and possibilities for role
behavior. On a scale of multiple possibilities defined
by the culture industry in media ranging from popu-
lar movies to highbrow opera, from slick magazines
to low-ratings TV, the subject can make its choice and
position itself, as long as it can take the pressure of
the respective social code. This relationship between
the subject as a real possibility and the imaginary
subject option is expressed as a synecdoche in Sam
Taylor-Wood's Killing Time (1994). Like several
other artists, Taylor-Wood works with “found sound.”
Interestingly enough, her work confirms the theory
of the dominance of musical structure as the deter-
mining narrative structure. It is not the visual image
but sound that dictates the behavior of the actors.
The four persons shown in the quadruple projec-
tions listen to Electra by Richard Strauss, waiting
for cues for their assigned voice parts. Like Shirin
Neshat’s work, the film sequence is a synecdoche
for the range of available (social) roles and the role
of the voice in society”. The theater of sound opens
a view to the theater of subject positions. In compari-
son, Pipilotti Rist tends rather toward the structure
of semi-prefabricated components in her work. She
uses pre-recorded music, which she illustrates with
her pictures, or the music illustrates her pictures
according to coded schemes of the kind we see
on MTV. She remains within the codes of the subject
option and the industrial narrative prescribed and
accepted by society. We find a differently interesting
adaptation of the relationship between sound and
image at the narrative level, since remembering is one
of the functions of narrative, in A Capella Portraits
by Ute Friederike Jiirss. The videos of Sylvie Blocher,
Gillian Wearing, Sam Taylor-Wood combine in a very
complex way mise-en-scéne, documentary, sounds,
images, masks and screens to serve the deconstruc-
tion of the world as a multiform script.

7 See Kaja Silverman, The Acoustic Mirror. The Female Voice
in Psychoanalysis and Cinema, Indiana Univ. Press, Bloomington, 1988.



Found Image and Sound, Found Film

Experiments

Just as artists of the 1960s made use of “found
images” and “found footage” (George Landow and
others), contemporary video and film artists like
Douglas Gordon, Marcel Odenbach and Martin Arnold
employ found material as well. Perry Hoberman uses
in his interactive CD-ROM piece The Sub-Division of
the Electric Light (1996) found slides and 8mm film
and old projection instruments. Erkki Huhtamo uses
a selection of found vaudeville rides, mostly computer-
generated to imitate on a simulation platform a journey
on virtual vehicles through the highlights of historic cin-
ematographic rides in his piece The Ride of Your Life
(1998). George LeGrady in his interactive CD-ROM
piece Slippery Traces (1996) uses about two hundred
post-cards for a non-linear narration built on an algo-
rithm, navigating through a data bank. Martin Arnold
deconstructs his found footage to the extreme in order
to make hidden semantic structures visible through
gradual repetition (piéce touchée, 1989; passage a
I'acte, 1993). Found footage is reassembled, looped,
partially re-filmed and visually estranged in its entirety.
The use of found film is part of a general strategy
of media reflection and appropriation. When Marcel
Odenbach, Gabriele Leidloff, Samir, Isabell Heimer-
dinger, Andrea Bowers, Burt Barr, Pierre Huyghe and
Douglas Gordon allude to familiar films, including such
classics as From here to Eternity (Fred Zinnemann,
1953) and The Godfather (Francis Ford Coppola,
1972) or to popular television images ranging from
cheerleaders (Andrea Bowers, Touch of Class, 1998)
to scenes from the funeral of Diana, Princess of Wales
(Gabriele Leidloff, Moving Visual Object, 1997), then
what we have are media-oriented observations of
a second order, in which visual culture as a whole
is exposed as a ready-made object for analysis.
Consequently, observation of the world gives way to
the observation of communication. The unconscious
character of the visual code becomes evident in a kind
of symptomatic reading.

In Doug Aitken'’s installations employing multiple
screens, the narrative universe is broken down into
individual, autonomous film frames and series of effects
of the kind familiar to viewers schooled in video-clip
techniques: detailed shots, blurred motion, technical
modifications achieved with the camera, digital image
processing, short cuts and dilations of time. Narration
is not only broken apart spatially through projection onto
multiple screens but in chronological terms as well.

Shifts and distortions of conventional param-
eters of space and time play a significant role in
the new narration. As in the 1960s, these experi-
ments with time emphasize the technological time
of the cinematic order as opposed to the biological
time of life. The focus is on artificial time rather than
“rediscovered time,’ on time constructions as visual
symptoms of a completely artificial, constructed
reality. In his triple projection L'Ellipse of 1998, with
Bruno Ganz, Pierre Huyghe illustrates the difference
between industrial time (the use of time in the indus-
try film) and personal time (the use of time in Pierre
Huyghe's own film). He uses found footage or found
film, film as a ready-made work of art, which he de-
constructs by subjecting it to chronological manipu-
lation: When Bruno Ganz is off screen in the industry

otew» (Pparcuc Popp Konnona, 1972) unu Ha nonynapHLIe TENEBU3UOH-
Hble 06passl OT «rpynn noaaepwkn» (Angpea Boyspc, «MpukocHoseHHe
knacca», 1998) o cueH noxopoH Ouansl, MpuHueccs! Yanbckon (Mabpu-
anna Nenanodd, «ABMKyLIMACA BU3yallbHbIM OOBEKT, 1997), To nepen,
HaMW MeJnaoOPHUEHTUPOBaHHbIE HABNOAEHWA BTOPOro NOPAAKA, B KOTO-
pbIX BU3yasibHaA KynbTypa Kak Lenoe pasobnayaetca B KayecTBe roto-
BOro o6beKTa Ana aHanusa. CnegosatensHo, HabntogeHWe Mupa yctynaeTt
MeCTO HabnoAEHNI0 KOMMYHMKaLMK. BeccoaHaTenbHbIM xapaKkTep BU3Y-
anbHOro KoAa CTaHOBMTCA OYEBWUAHBIM B CBOEr0 POAa CUMMNTOMATUYECKOM
NPOYTEHUU.

B nHctannaumax [yra AiTkeHa, MCNONb3YHOLWMX MHOKECTBEH-
Hble 9KpaHbl, HappaTMBHaA BCeIeHHaA OKa3bliBaeTCA pas3buTa Ha UHAN-
BUAyaslbHble, aBTOHOMHbIE KMHOCTPYKTYPbI M pAAbLI 3PpPeKTOB, Bpoae
TeX, YTO U3BECTHbI 3PUTENAM, 3HAKOMBIM C TEXHUKaMWU BUAEOKNUMOB:
noapobHbIE CbEMKH, 3aMyTHEHHOE OBUMKEHWE, TEXHUYECKME MOoANDUKa-
U1K, OCTUraeMble Npy NOMOLLM Kamepsl, LMbpoBaa obpaboTka obpasa,
COKpalleH1e U pacTAxeHe BpeMeHu. [loBecTBoBaHME He TOMbKO B3na-
MbIBAE€TCA NPOCTPAHCTBEHHO Yepe3 NPOEKLMI0 HA MHOKECTBEHHbIE
9KpaHbl, HO U C TOYKMU 3PEHMA XPOHOMOMUM.

CAB1IM1 M UCKaMEHUA KOHBEHLMOHASbHBLIX NapaMeTPOB NMPOCTPaH-
CTBa W BPEMEHMW UIPaLOT BarKHYHO POnb B HOBOM NOBECTBOBaHWW. Hak
1 B 60-X, 3TW IKCNEPHUMEHTBI CO BPEMEHEM aKLEHTUPYHOT TEXHOMNOMM-
4YecKoe BpeMA KMHEMATHMHECKOro NOpAAKa B MPOTUBOMONOKHOCTL 6KO-
NOrM4ecKoMy BpeMeHM ®n3HKW. B poKyce oKasbiBaeTCA MCKYCCTBEHHOE
BpPeM#A, a He «3aHOBO 0B6HapyXeHHOoe BpeMA», Ha BPEMEHHbIX KOHCTPYK-
LMAX KaK BU3YyasnbHbIX CUMMTOMaX MNOTHOCTLIO MCKYCCTBEHHOM, CKOHCTPYHM-
poBaHHOM peanbHocTH. B cBOel TpoiHoM npoekuun IAnnamvnc 1998 roaa
¢ yyactrem BpyHo MaHua MNeep KOur nnntoctprpyet otnnyme memxay
MHOYCTPUarbHEIM BpemMeHeM (MCNONb30BaHMEeM BPEMEHH B KUHOWH-
LyCTPHK) U NIMYHBIM BpeMeHeM (MCMonb30BaHWeM BpeMeHH B dunbMe
camoro Mbepa FOura). OH UCNONb3yeT HaNAEHHbIM OTCHATLIN MaTepuar
WK NNEHKY, PUNbM KaK roToBOe NPOU3BEAEHWE UCKYCCTBA, KOTOPOE OH
AEKOHCTPYMPYET, NoaBepran XPOHONOrMYECKON MaHMMNYNALMK: Koraa
BpyHo MaHu nponapaeT ¢ akpaHa B KOMMepYecKoM durnbme (<AMepukan-
ckui apyr Buma Bernpepca», 1977), HaumHaeTca npoeumposaHme dunbma
FOwura, a nokas Kommepyeckoro ¢punbma npepsiBaeTcs. KOUr o6birpbl-
BaeT KMHemaTorpadrYeCKyto TEXHUKY MOHTama nepexoaa oT OAHOW CLEHbI
K APYroW, Koraa BpeMsa 1 NPOCTPaHCTBO Memay cueHamu nponagaet (ata
TEXHWKA HA3LIBAETCA SIMMNTUYECKON). [OA06HLIM e BPEMEHHBIM MaH-
nynaunAM nogsepraet KoMmmepyeckue punbmel yrnac NopaoH. OH Takke
paboTaeT ¢ HanaeHHbIMU dpunbmamm (0T «[lcrxo» Xuukoka no «Mcrate-
nei» dopaa), pacTArMBas MX COOTBETCTBEHHO Ha 24 yaca WM Ha NATb NeT.

HomnbloTepHbIN dubm

BeposTHo, Bnepeble komnbtotep IBM 1620—-21 6611 ucnonb- a)
30BaH NpW CbeMKax ¢punbma xyaomHnka Mapra AapuaHa Hayrag, ©
(1963). MNepsonpoxoauamu B 061acTv LMGPOBOro KMHematorpada se)
ctanv Bpatba Yuthu (IwoH Yuthu, «[epectaHoska», 1968). B 1971 188)
JwoH YutHn-mn. cospan nepsbivt undposor ¢punem «ocnepHee
A» (HassaHue kHurn CrotTa Bykatmana «MocnegHas nMYHOCTL»
1993 ropa 66110 annto3nen Ha 3ToT ubM, a Takke Ha pasy Yunb-
Ava beppoysa: «Bca nnaHeta npeobpasyeTcA B OAHY NOCNEAHIO TM4-
HOCTb W FOTOBMUTCA K MOJHOM KanuTynaumu»)8. Maikn YutHu cospan
undposo dpunsm «Cructema GuHapHbIX 6uToB» (1969). Takme K paHHUM
aBaHrapgHbIM cosgatenam LndpoBoro KMHO npuHagnexat dxoH Cre-
xypa («KnubepHetuuyeckmin 5-3», 1965), Nunnuman Lsapu v Ken Hoyn-
TOH, Yaprnsa 3ypu 1 Oxenmc Wedtep («<Konmbpu»). dunsm Oesuaa

8 William Burroughs, Nova Express, Grove Press, New York, 1964.



Bnapa «Bockosaa naytnHa» (1994-2000) 3a10#K1N OCHOBLI CETEBOIO
KWHematorpada.

PusomaTuyecKoe nosectsoBaHue

C BOBMOXHOCTbIO HaBUrauum

B cdepe KnHO ¢ ncnonb3oBaHMEM LIMGPOBLIX BO3MOKHOCTENW Happa-
TUBHasA BCENIEHHasA CTaHOBKUTCA 0b6paTUMOM 1 Boriee He ABNAETCA OTpaKe-
HWEM MCUXONOrUK NPUYKHBI U cneacTeus. [oBTopeHUA, noaBeLMBaHue
JIMHEMHOrO BPEMEHHM, BPEMEHHaA 1 NPOCTPaHCTBEHHAA aCMHXPOHUA B3Pbi-
BalOT TPAAMLIMOHHYIO XPOHONOrMto. MHOMeCTBEHHbIE 9KpaHbl GYHKLIMOHM-
PYIOT KaK none npeacTaBneHna CLeH BO MHOMECTBEHHOM NepCcrnexTmBe,
NpuyYemM HapyLlaeTca HUTb noBecTBoBaHWA. O6BHHEHHE, KOrga-To agpe-
COBaHHOE HOBOW My3bIKe, B TOM, YTO OHa pa3opBasna CBA3b CO ClyLlua-
TeneM, NOCKOJbKY OH Tenepb 60sbLIe He B COCTOAHUU PEKOHCTPYUPO-
BaTb AJ1A cebA 1 y3HaTb MPUHLMMBI KOMNO3WULMK — TEMepb MOMET ObITb
aapecoBaHO 6e30 BCAKMX OrOBOPOK NepefoBbIM HAPPATUBHBLIM TEXHUKaM
coBpeMeHHoro Buaeoapta. OHY pasopBany CBA3b CO 3pUTENEM, KOTOPLIN
Tenepb He B COCTOAHWUM PasfinynUTb HaApPPaTUBHYIO CTPYKTYpPY. JInHenHoCTb
M XPOHONOrMyecKan NocneaoBaTe/lbHOCTb Kak KnacCHYeCcKMe napamMeTpsl
NMOBECTBOBaHMA Na/n HepTBaMW MHOMKECTBEHHOM NEPCMNEKTMBLI, Mpoe-
LMPYEMOM Ha MHOMECTBEHHbIX 9KpaHax. Llenbto ABNAeTCA aCUHXPOHHbIM,
HEeNMHENHbIM, HEXPOHOOMMYHbIM, MO BUAMMOCTH, HENOMMYHbIW, Naparn-
NenbHbIM NOAXOA, K MOBECTBOBAHUIO B CBA3M CO MHOMECTBEHHbLIMKW Nep-
CMEKTUBaMH, NPOELMUPYEMBIMK HA MHOMKECTBEHHBIE SKPaHbl. DT Happa-
TWBHbIE NPOLEeAYypPbl, COCTaBNAIOWME BMECTE «MyNETUPOPMHBIN CIOKET»,
66111 pa3paboTaHbl B KOHTEKCTE TaKMX PU3OMATHUHECKUX CTPYKTYP KOM-
MYHUKaLMK, KaK TMNEepTEKCT, «<accoumaTMBHan uHaexcaums» (BaHHesap
Byw, «Kak Mbl MOMeM fymate», 1945), 0CHOBaHHaA Ha TEKCTE «TEMHMLLbI
CO MHOXECTBOM Mofib30BaTenen» n apyrue umbpoBsble TEXHUKKU NUTepa-
TypHoro noeectBoBaHuA®. Hunb [enes onpenenan puaomy KaK ceTb,
B KOTOPOW Kamabl MyHKT MOMET ObITb CBA3aH C Nto6bIM ApyrM. 310
B TOYHOCTHU ABNAETCA ONUCAHUEM KOMMYHUKaLMK Cpeabl CO MHOMECTBOM
nonb3oBaTenen, kakon aenaetca Bcemupran lMayTuHa, a Tak*e anno3ve-
HOWM, OTKPLITOM CUCTEMbI 06PA30B U TEKCTOB, OCHOBAHHOM Ha 3TOM KOM-
MYHWKaLMW. DTK HappaTUBHbIE CUCTEMBI M CLiEHapWK obrnagatoT onpe-
OeneHHbIM anropuTMUYECKUM XapakTepom. [loBecTBOBaHWE CTaHOBUTCS
MaLLWHOM, CIOETHON MallMHOW, NapoBo3oM. Yie B 1928 rogy Bnagumup
Mponn B cBoem 3HameHuTOM Tpyae «Mopdonorva BonwebHOM CKa3Kku»
npoaeMoHcTpupoBarn, 4To 450 npoaHanMauMpoBaHHbIX MM BOMLLEBHbIX
CKa30K MOryT ObITb CBeAeHbl K 25 0CHOBHBIM GYHKLMAM M HappPaTUBHBIM
COBLITUAM, UK HappPaTMBHLIM Mopdpemam. ITK 25 mopdem bopmUpytoT
CBOEro poAa anropuTM, KOTOPbIM reHepupyeT BECKOHEYHYO HUTb HOBbIX
CHOMETOB NyTEM CO3[aHWA HOBbIX COYeTaHWM. AyanoBM3yanbHble Happa-
TMBHbIE TEXHWMKM COBPEMEHHOIO BUAEOapTa pasnamblBatOT LENOCTHblE
dbopmbl Ha Mx MOPdONIOrMYEeCKUe KOMMOHEHTLL. 3aTeM OHU COBUPAatOTCA
3aHOBO, B HOBblE COYETAHWA C MCMOb30BaHUEM METOL0B, ONMMUCAHHbIX
Bbille. DTW HOBble HapPaTUBHbIE TEXHUKKU APKO OCBELLAIOT KOMMJIEKCHOCTb
coumanbHbix cructeM. Kpuauc penpeseHTaLmu, Ha KOTOPbINA MUBOMUCH
nonbitTanack B 80-e rogbl 3aKpbIThb rnasa, NyTeM BO3BpaLleHMA 1 pecTas-
paLKn UCTOPUHECKHX GUTYPaTUBHBIX U Bbipa3uTeNbHbIX YCTIOBMIM NPeoao-
neBaeTCcA B COBEPEMEHHOM BMAEO0APTE Yepe3 BO3POKAEHNE HAPPATUBHbIX
YCIOBMH, KOTOpbIe OblNM NPEABOCXMLLEHBI MCTOPUYECKMM NTMTEpaTyp-
HbIM, TeaTpaibHbIM U My3blKallbHbIM aBaHrapAoM: OT GpaHLy3CKOM rpynnbl
OULIPO (Ouvoir de Littérature Potentielle) no BeHcroi rpynnsl. MuTep-
aKkTMBHaA uHcTannauusa bunna Cumana «HanpaeneHnusa nepexona/BeiTa-
rMBaHWE CMbICIOBbIX CTEPHHEN HA KOHYMKE A3bIKa» (1994-95) otcbinaet
K TEXHWKE aBTOMAaTUY4ECKOr0 NMCbMAa, XapaKTepHOMW ANA CIOPPeasiMcToB,

9 Cwm.: Walter Grond, Der Erzéhler und der Cyberspace, Haymon, Innsbruck, 1999.

film (The American Friend by Wim Wenders, 1977),
the projection of his personal film begins and inter-
rupts the projection of the industry film. Huyghe
plays with the cinematographic technique of cut-
ting from one scene to another by deleting the time
and space in between which technique is called
“elliptical” Douglas Gordon subjects industry films
to similar time manipulations. He also works with
found films (from Hitchcock’s Psycho to Ford's

The Searchers), expanding them to respectively
twenty-four hours or five years.

Computer Film

Made with the help of an IBM 1620-21, Marc
Adrian’s film random (1963) was probably the first
computer-aided film made by an artist in Europe.
The Whitney Brothers opened the field of the digital
film (John Whitney, Permutations, 1968). In 1971,
John Whitney jr. made his first digital film Terminal
Self, a title that was later recalled in that of Scott
Bukatman's book Terminal Identity (1993), which
simultaneously echoed a line from William Burroughs
“The entire planet is being developed into terminal
identity and complete surrender”®. Michael Whitney
made the digital film Binary Bit Patterns (1969). John
Stehura (Cybernetic 5-3, 1965), Lillian Schwartz
and Ken Knowlton, Charles Csuri and James Shafter
(Humming Bird) belong to the early avant-garde
of digital film. David Blair's WAXWEB (1994-2000)
laid a foundation stone for web cinema.

Navigable Rhizomatic Narration

The narrative universe becomes reversible in
the field of digitally expanded cinema and no longer
reflects the psychology of cause and effect. Repeti-
tions, the suspension of linear time, temporal and
spatial asynchrony blast apart classical chronology.
Multiple screens function as fields in which scenes
are depicted from a multiple perspective, their nar-
rative thread broken. The accusation once leveled
at new music — that it had cut the link to the listener,
since the listener could no longer reconstruct or
recognize the principles of composition — can now
be addressed without reservation to the advanced
narrative techniques of contemporary video art.
They have severed the link to the viewer, who can
no longer make out the narrative structure. Linearity
and chronology, as classical parameters of narration,
fall victim to a multiple perspective projected onto
multiple screens. Asynchronous, non-linear, non-
chronological, seemingly illogical, parallel, multiple
narrative approaches from multiple perspectives
projected onto multiple screens are the goal. These
narrative procedures comprising a “multiform plot”
have been developed with reference to and oriented
toward such rhizomatic communication structures as
hypertext, “associational indexing” (Vannevar Bush,
As We May Think, 1945), text based “multi-user dun-
geons” (MUDs) and other digital techniques of literary
narration®. Gilles Deleuze's definition of the rhizome as
a network in which every point can be connected with

8 William Burroughs, Nova Express, Grove Press, New York, 1964.

9 See Walter Grond, Der Erzahler und der Cyberspace, Haymon,
Innsbruck, 1999.



any other point is a precise description of commu-
nication in the multi-user environment of the World-
Wide Web and the allusive, open-ended image and
text systems derived from it. These narrative systems
and scripts have a certain algorithmic character. Nar-
ration becomes a machine, a plot-machine, an engine.
As early as 1928, Vladimir Propp demonstrated

in his famous study Morphology of the Fairy Tale that
the 450 fairy tales he analyzed could be reduced

to 25 basic functions and narrative events, or nar-
rative morphemes. These twenty-five morphemes
form a kind of algorithm, which generates an endless
string of new plots through new combinations. With
its audio-visual narrative techniques, contemporary
video art breaks down holistic forms into their basic
morphological components. These are then reas-
sembled using the multiple methods described above.
These new narrative techniques render the complexity
of social systems lucid. The crisis of representation,
which painting averted during the 1980s by resorting
to a restorative repetition of historical figurative and
expressive conditions, is being overcome in contem-
porary video art through the revival of narrative condi-
tions anticipated by the historical avant-gardes of lit-
erature, theater and music: from the French OULIPO
(Ouvoir de Littérature Potentielle) group to the Vienna
Group. The interactive installation Passage Sets/One
Pulls Pivots at the Tip of the Tongue (1994-95) by
Bill Seaman refers to the automatic writing techniques
of the Surrealists, but is acted out by a computational
random access algorithm. Texts and images are net-
worked in this way of aleatoric combinations. In Frank
Fietzek's interactive installation Tafe/ [Black Board]
(1993), a moving monitor in front of a big blackboard
reveals hidden words like a palimpsest.

The banishment of narration by abstraction led
to the rejection of narrative as an obsolete historical
phenomenon. This Modernist dictate of recogniz-
ing only the purely visual and banishing the verbal
was overturned by postmodernism in favor of a more
intense discursive orientation. Thus even the post-
modern visual language of contemporary media art
becomes increasingly discursive, the more it makes
use of avant-garde narrative techniques. Unlike
technically ponderous film art, the digital technology
of today permits more complete control of cinematic
resources and thus promotes a more stable develop-
ment of the cinematic code. The advantage of today’s
video and digital technology over yesterday’s film
technology lies in the improved logistics of its techni-
cal repertoire. What was once virtually impossible and
susceptible to problems as well is now much easier
to realize and entirely reliable. Thanks to this technical
stability, the possibilities for new narrative techniques
based upon multiple large-screen projections, per-
haps the most striking feature of contemporary video
art, can now be explored extensively for the first time.
And so the video and digital art of today has taken up
the lance left behind by the cinematic avant-garde of
the 1960s and developed one step further the uni-
verse of the cinematic code.

A short version of this essay first appeared
under the title “Narrated Theory: Multiple Projection
and Multiple Narration” in New Screen Medla. Cin-
ema/Art/Narrative, Andrea Zapp and Martin Rieser
(eds), BFI Publishing, London, 2002.

HO [leMCTBYeT KaK alfOPUTM KOMMbIOTEPHOMO CNyYanHOro JocTyna. Tex-
CTbl U 06pa3bl CBA3LIBAKOTCA B CETb TAKOIO PoAa aneaTopUyeCcKMM coye-
TaHWeM. B uHTepakTMBHOM MHCTannAuumn PpaHrka Putueka «[Jocka»
(1993) ABUKYLLMICA Nepes, 60NbLUOW LKOMBHOM AOCKOW MOHUTOP OTKPbI-
BaeT CKPbITble CrioBa Nofo6HO NasMMNCecTy.

M3rHaHve noBecTBOBaHWA abCTpaKLUMEN NPUBENO K OTBEPKEHUIO
NMOBECTBOBaHMWSA KaK yCTapeBLUEero UCTOpUYeCKoro peHomeHa. [uKkToBas-
Leecs MOAEPHU3MOM MPU3HAHWE TONBKO YACTO BU3YaslbHOrO W OTBEPHKE-
HWe BepbHanbHOro 66110 NepeBepHyTO NOCTMOLEPHM3MOM B NONb3y 6onee
MHTEHCWBHOW AUCKYPCHUBHOM OpHveHTaumun. Taknm o6pasom, Aake nocT-
MOAEPHUCTCKUIM BU3yasibHbIM A3bIK COBPEMEHHOIO MeAWanCKyCcCTBa cTa-
HOBUTCA TeM 6onee OUCKYPCHBHBIM, YeM Gonee UCMOoNb3yeT aBaHrapaHble
HappaTUBHbIE TEXHWUKU. B 0TnnuMe OT TEXHMYECKM TAKENOBECHOMO KMHOMC-
KyCCTBa, CEerofHALWHAA LndpoBas TEXHONOMMA NO3BOMAET OCYLLECTBNATb
60ee NOMHbIM KOHTPOSb HaA, KKHEMATUYECKMMU PecypcaMu U TeM CambiM
obecneunBaeT 6onee cTabunbHOE PasBUTUE KUHEMATMYECKOMO KOAA.
MpenmyLLecTBO COBpeMeHHOM BUAEO- U LMPOBOM TEXHONOMMK MO CpaB-
HEHUWIO C BYEpaLUHEN KMHOTEXHOIOMMEN COCTOMT B YNyULWEHHOM 10r -
CTHKE TEXHUYECKOIO MHCTPYMEHTapHA. To, YTO paHbLue BblI0 NpaKTUye-
CKW HEBO3MOXHbIM U NMOABEPHEHHBIM Pa3nMyHbIM NPobremam, Tenepb
peanunayeTca HamMHOro npolle U HagdexHee. bnaropapa Takon TexHuYe-
CKOWM CTaBUIIbHOCTU BO3MOKHOCTH HOBbIX HAPPATUBHbIX TEXHWK, OCHOBaH-
HbIX HA MHOXECTBEHHbIX NMPOEKLUMAX Ha GOMbLUOM 3KPaH, 3Ta, BO3MOKHO,
Hanbornee nopasuTenbHaa YepTa COBPEMEHHOIO BUAE0APTA, MOKET BbiTh,
BrepBbIE LWMPOKO UCMOoNb30BaHa. TakuMm 06pasom, BULEO- U LindppoBoe
MCKYCCTBO CErogHALIHEro AHA NPUHANO acTadeTy KMHoaBaHrapaa 60-x
W cOoenano elle OfMH War Bnepes B pa3BUTUM KMHEMATUHECKOMO Koaa.

KpaTkuih BapuaHT 3TOro acce BnepBble NOABUIICA MO, 3aroflOBKOM
«[loBecTByeMan TEOPUA: MHOKECTBEHHbIE NMPOEKLIMK U MHOMECTBEHHOE
nosecTteoBaHWe» B KHMre New Screen Media. Cinema/Art/Narrative, Andrea
Zapp and Martin Rieser (eds), BFI Publishing, London, 2002.
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Hupunn Pasnoros:

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

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

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

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

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

Hirill Razlogov

«... this is great art,
a part of

the cinematographic
culture”

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

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

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

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



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

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

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

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

1. Luis Bunuel, Un chien
andalou, 1929

2. Jean-Luc Godard, Film
socialisme, 2010

3. Matthew Barney, Drawing
Restraint 9, 2005

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

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

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

B UCTOpUU. MO¥HO BCMOMHUTL KOHMpecc aKcnepMMeHTanbHOro KMHO

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

B COBEpPLUEHHO HEOXMAAHHYIO CTOPOHY, 6narogapa cBA3v C Neproau-
4eCKOM MeyaTblo, C pagmo, 1 Janee K TenesmgeHnto. BosHnkna cosep-
WeHHO apyraa nnHuA passutna. OgHWUM CNOBOM, ECNM paccMaTpuBaTh
BECb ayAMOBU3yasibHbIM Nen3ak — 04eHb MHOMOMIaHoBbIM, MHOroobpas-
HbIW, C MHOFOYMCNEHHBIMW NepeceYeHnAMU, B3aMMOLAENCTBUAMMU, B3an-
MOBJIMAHWAMM, rOe BUOE0aPT B TPAAMLMOHHOM €ro MOHUMaHWKU — N1LLb
O[Ha U3 OYEHb BaXKHbIX, HO COCTaBHbIX YaCcTeN, APYroV BaXKHOM COCTaBHOM
4aCTblO OKa3blBaeTCA 3Ha4YMTENbHO Hosee 3ameTHan AnA BCex aTa Haj-
CTPOWMKa rnobanbHOM MacCOBOM KynbkTypbl, B MEPBYI0 oYepenb ronimMBya-
CKOWM KynbTypbl U MECTHBIX $OPM MacCOBOM KynbTypbl — Manaan, PAzaHosa
n T.A. Ecnn 6patb nensamHbIv NPUHLMM, KOTOPLIM MHE KameTCA NOAX0-
OALWMM OJ1A TaKOro Wwapa, T.e. Yero-To 06 bLeMHOro, MHOrOMepPHOro, Hy

No KparHen mepe TPEXMEpPHOro NPOCTPAHCTBA, rAe B pa3dHblX ero 30Hax
OKa3blBalOTCA Pa3Hble CTEMEHW HAKOMNEHWA NPOM3BEAEHUH. DTO e Kaca-
€TCA W HaHPOBOro NPOCTPAHCTBA, CKaEM, €CTb HaHPbl CHIIbHbIE, FAe
OY€eHb-04€Hb MHOIO OOHOTUMHBIX NPOM3BEAEHWH, a €CTb NYCTble 30HbI,
roe oTaenbHOe SKCNepUMeEHTaNbHOE NPOU3BEAEHHE BUCUT B TeUeHue cTa
WK OBYXCOT, MITM TPEXCOT NET, MOKa BOKPYr Hero cobupatotcA obnayxa
CXOAHbIX MPOU3BEAEHNH,

A.W.: Ecnu Kputeprem oueHKM Npon3BeSeHUA B paMKax Macco-

BOM KyNbTYpbl CNyMHaT KOJIMY4ECTBEHHbIE XapaKTEPUCTMKK — OKYNaemocCTb,
KaccoBble COOpbI, LLIMPOKOE pacnpocTpaHeH e, a BUAeoapT HUKoraa

He OLLeHMBAICA C 3TUX MO3ULMI, TO CenYac HEKOTopble BMAEeopaboTh
NOAYMHAIOTCA TEM e CUCTeMaM AUCTPUBYLIMK, TPAHCIIMPYHOTCA B TEX e
KWMHO3anax, nosy4aeTcA, 3TU e KOMYECTBEHHbIE KPUTEPUM OLLEHKKU NMpK-
MeHWMbI Ternepb U K BUAeoUCKyccTBy? Ero anurapHocTtb yTpayeHa?

H.P.: HeT, Beab TakoM KpuTepui oLeHOK He TpebyeT oTKasa oT au-
TapHOCTH. [lnA XyoomeCcTBEHHOro NPOM3BOACTBA, B TOM Yuce Tpebyto-
wero 60MbLWKMX CyMM, 6€3pasnnyHo — NATb MUIITTMOHOB JIIOAEN BIO-

MMM NO A0NNapy WK OAMH MeLeHaT BIOXW 5 MUNNIMOHOB A,0N1apoB.
Ecnv npyMeHWTb BOT 3TW KpUTEpHK, TO NOITOMY Mbl U MOKa3bIBaEM

Takue paboThl 1 B KMHO3anax BeHeumaHcKoro ¢pecTmuBana, U B KMHO3a-
nax MockoBcKoro ¢ectmans, Kyaa NPUXoaAT NATb CymMacLueLwmX, HO 9TH
NATb CyMacLueawmx 06nafatoT TakMM BIMAHWEM Ha XyAOKECTBEHHYHO M,
COOTBETCTBEHHO, Ha aAMWUHUCTPATMBHYIO Cpeay, YTO, OKa3blBAEeTCH, OHM
cnocobHbl caenatb Tak, YTo 3T0 Npou3seAeHne byaeT 3akynneHo Myseem
COBPEMEHHOro UCKyccTBa Hibto-MopKa Mk KaKoi-HWGylb aHaNorMuyHOM
My3EeMHON KOMNEKUMEN aHaTOrMYHOM ranepen 3a Cymmy, Kotopaa npe-
BOCXOAMT B E€CATKM pa3 cOopbl KaKOM-HNOYAb CpeaHern ronnmMByACKOM
KapTuHbl. A He Bepy rnaBHble rONNMBYACKWE KapTWHBI, MOTOMY YTO TPYAHO
cebe NpeAcTaBUTb MOKYMNKY BMAEOpaboT 3a nonMuinmMapga 4onnapos, HO
ONA cpedHen ronnmBYACKOM KapTHHBI CO c6opoM B 5 MunnnoHoB ponna-
pOB BMosiHe MoxHO cebe NpeacTaBUTL MPOU3BEAEHNE BUAE0APTA, KyN-
NEeHHOe KaKoW-HWOyAb ranepeen UM My3eem 3a Takue CyMMb. ...

A.WU.: 3710 cBMAETENLCTBO rM06asbHbIX SKOHOMUYECKKX NPOLLECCOB?

K.P.: HeT, rno6anbHbix KynsTypHbIX NPOLLECCOB. DKOHOMUYECKME NPO-
LLeCChl 417 MEHA ABMNAOTCA OTPaMeHUeM U3MeHeHUI B KynbType. Horoa
Mbl FOBOPUM, 4YTO KPUTEPHUEM yCrexa B MacCOBOW KyNbType ABMAIOTCA KOM-
MepyYecKue AOCTUKEHMA, Mbl UMEEM B BWAY, HA CaMOM Jefle, He KacCoBble
cbopbl, a AMana3oH OXBa4EHHOCTH TOM YaCTWU HaceNeHnA 3eMHOro Lwapa,
KOTOpOE rOTOBO NNaTUTb AEHbMM 3a 3TO NPOU3BEAEHWE, T.€. BO3AEN-
CTBME Ha OYXOBHYIO ®M3Hb 06wecTBa. Macltabel BO3AENCTBUA Ha OyX0OB-
HYH *W3Hb 06LLECTBA, TONBKO Mbl M3MEpPAEM 3TOT MacluTab KONMYeCTBOM
3puTenen, NOCMOTPEBLLMX Halle NnpousBeaeHue. B Tom cnyyae Koraa Mol
nMeem Jeno ¢ CybrynsTypamu, aTto 6yaeT maclutab Ka4eCTBEHHOro BO3-
OEenCTBMA Ha NMIOAEN, KOTopble, B CBOKO 0Yepeb, AEMCTBYIOT Ha Xy4OMeCT-
BEHHYIO HM3Hb, Ha Camy KyNIbTYPHYHO #W3Hb 06LLecTBa, ObiTb MOMET, MHO-
rOKpaTHO yBENWYMBaA BO34EMCTBME CaMOro MPOU3BEAEHMA.

new line of development emerged. In short, if we
consider the whole audio-visual spectrum, it is very
multi-faceted, diverse, with many cross-contacts,
interactions, inter-influences, of which video art is just
a part, however important. Another important part

is the much more visible superstructure of the glo-

bal mass culture, Hollywood culture first of all, and
the local forms of mass culture — Gaidai, Ryazanov
etc. For me it is like a landscape, it is at least a three-
dimensional space, where there are different densities
of accumulated works in its different parts. This is also
true of the genre space: some genres are stronger,
they have a lot of works of the same type, other zones
are empty, there is only one experimental work which
is suspended there for 200 or 300 years, until a cloud
of similar works grows around it.

A.L: The criteria for evaluation of a work in mass
culture are quantitative characteristics: payback, han-
dle, wide distribution, while video art has never been
evaluated from these positions. Yet now some video
works are submitted to the same systems of distri-
bution, are shown in the same cinema halls. Does
it mean that the same quantitative criteria of evalu-
ation are now applicable to video art as well and its
elitism has gone?

K.R.: No, because such criteria of evaluation do
not demand a denial of elitism. For the art production,
including one for which a lot of money is necessary,
it does not matter if one million people invested 1 dol-
lar each, or one patron of art invested 5 million dollars.
If we apply these criteria, this is why we show such
works in the cinema halls of the Venetian Festival and
the Moscow Festival, where 5 crazy people come,
and they have such influence on art and therefore
its administrative environment that they can make
it possible for this work to be bought by the New York
Museum of Modern Art or some such museum or
gallery for a sum which surpasses the handle of some
average Hollywood movie tenfold and more. | do not
mean the major Hollywood productions, it is really
difficult to imagine someone buying a video work for
1.5 billion dollars, but an average Hollywood movie
with 5 million handle — it is quite possible for a work
of video art to be bought by a gallery or a museum for
the same price...

A.l: Is it an illustration of the global economic
process?

K.R.: No, it is a global cultural process. The eco-
nomic process for me is a reflection of the changes
in culture. When we say that a criterion of a work's
success in mass culture is its commercial achieve-
ment, in fact we mean not the handle, but the number
of people ready to pay for this work. This means its
influence upon the spiritual life of the society. The ex-
tent of the impact upon the spiritual life of the society,
measured by the number of the people who watched
the movie. In the case of subcultures, it will be
the measure of the qualitative impact upon people —
people who in turn influence the artistic life, the cul-
tural life of the society, which reinforces the impact of
the work itself.

A.L: So the number of people who come in con-
tact with the work of video art shown at the festival
remains the same, it is still the same 5 crazy people,
but they will go and tell other crazy people what they
have seen?



K.R.: It can grow relatively. 50, 500 and 5,000
crazy people may join the first 5. But it will still be
a subculture. Well, there can be a certain psychedelic
art, based on influencing a human being as a biologi-
cal creature with drugs, something similar to hypnosis
(there were some experiences of this kind in video art)
and this influence bringing erotic visions to all viewers
may in the end embrace all of the Earth’s population.
But by its nature video art is a phenomenon of sub-
culture, with a limited number of adherents, which can
grow bigger at some stage and embrace new groups
of people, but which according to its very idea is not
intended to embrace all. Moreover, video art and
contemporary art in general live according to the laws
of avant-garde. They were described by Ortega-y-
Gasset, who said that the art of the future will be
the art for the artists and not for the masses. Art of
a certain caste and not democratic art. From the point
of view of such evaluation, the less people love some
work of art, the more valuable it is. The more per-
fect a work is, the more difficult it is for perception,
the less people can appreciate it. The most perfect
work in this sense is the one appreciated by the au-
thor and God only. This principle is absolutely oppo-
site to the one of mass culture. The principle of mass
culture is: the more people love a work, the more
perfect it is. Subculture is based on the principle
of elitism. In reality such extremes do not exist. There
is no work which can be appreciated by all inhabit-
ants of the Earth, and no work which is understood
only by its author and God. There are probably works
understood only by their author, but then | am afraid,
God doesn't understand them either. And they are not
likely to be included into the masterpieces of culture.

A.l:: Ortega-y-Gasset also said that “speciali-
zation is the new barbarity”, and now we can see
that screen specialization becomes a vague no-
tion, the audience has probably received some new
additional knowledge and feels attracted towards
phenomena which were marginal until now.

K.R.: | think it's just that the sphere of interest
of the audience in the field of screen art is expanded
not only in the video art, but in visual art in general.

It is not accidental that Venice hosts both the Film
festival and the most important art biennale as well.
This is not the case in Cannes, nor in Berlin, nor even
in Moscow, for in Moscow the Biennale works sepa-
rately from the Film festival, although | imagine their
interaction will be much more intense than it is today,
for they are parts of the same cultural life of the so-
ciety. But they are different parts, working on differ-
ent principles. The erasing of borders is caused not
by the unity of the cultural field, but by the fact that
screen culture starts to permeate everything. Films
made by means of a cellular phone, amateur video
which can be cut by everyone with elementary and
easily available equipment. The involvement of young
people with “screen art” and screen perception
contributes to the washing out of borders, including
the borders between cinema art, which is creation

of films for cinema theatres and film festivals, and
video art created for exhibitions and museums.

A.L: Does this mean that the issue of borders
became obsolete, and we should speak about com-
mon “audiovisual technique” and realize some kind
of conglomerate of the Moscow biennale of contem-
porary art and the Moscow Film festival?

A.N.: TNonyyaeTcA, KonM4ecTBO MtoAeN, OXBa4eHHbIX BUOE0apT-pa-
60TOM, NOKa3aHHOM Ha KnHodecTMBane, H1KaK He yBenn4mMTCA, 9TO BCE
paBHO NATb CyMacLUEALLMX, 3aTO OHW MOMAYT W pacCKamyT APYyriM cyma-
CLUEALIMM O TOM, YTO yBUAENU?

K.P.: OTHOCHTENBHO MOXKET U yBeNNUMTLCA. [10TOMY 4TO K NATH cyma-
cwenwmm npubasnaetca ewe 50 cymacleawmnx, 500 cymacLueaLmnx
1 5000 cymacepwmx. Ho ato Bce paBHO byaeT, yCnoBHO roBops, cy6-
Ky/bTypa, TO HUKOraa He 6yaeT v He MOMET 6biTb (eCW, KOHEYHO, 3TO
He KaKoe-TO NCMXOAEe/IMHEeCKOe UCKYCCTBO, OCHOBAHHOE Ha HapKOTUYe-
CHOM BO3[EeMCTBMM Ha Ye/l0BEKa KaK Ha BMONorMyecKoe CyLLecTBo — Teo-
peTnyecku B BuaeoapTe Obinv TakMe oMbiThl, U MOXHO cebe npeacTa-
BMTb, YTO TaKoe ycneLHoe, NoAo6HO rMNHO3Y, BO3AEeNCTBME, MPUHOCALLEE
39pPOTHHECKME BUAEHMA NNIOOOMY CMOTPALLEMY Ha SKPaH, B KOHLLE KOHLIOB
OXBATWT YyTb /I HE BCE HACENEeHWEe 3EMHOrO Liapa), HO Mo CBOEH Npupoae
BMOE0apT — ABNEHNEe CyOKyNbTYpHOE, C OrPaHNYEeHHbIM YUCIIOM NPUBEp-
MEHLEB, KOTOPOE MOMET PacLUMPATLCA Ha KAKOM-TO 3Tare, 3axeaTblBaTb
HOBbIE rPyMMbl JIIOAEN, HO KOTOPOE, Aake MO CBOEMY 3aMbICily, He pac-
CYMTaHO Ha To, 4TobbI OXBaTUTL Beex. bonee Toro, B ToM cncteme B3rnAa-
A0B, B KOTOPOM HAXOAMTCA BMOE0APT 1 BOOOLLE aKTyallbHOE MCKYCCTBO
KaK TaKOBOE, OHO MMBET Mo 3aKoHaM aBaHrapga. OHO HUBET Mo TeM 3aKOo-
HaMm, KoTopble B CBOe Bpema 6binn onuncarsl OpTeroin-u-Faccetom,
rOBOPMBLLMM, YTO MCKYCCTBO Byayliero 6yaeT MCKYCCTBOM 1A XyAOM-
HMKOB, a He A/1A Macc Nntogen. MIckyccTBOM KacTbl, a He AeMOoKpaThye-
CKMM MCKYCCTBOM. M C TOUYKM 3peHnA 3TOro TMMa OLLEHKK, YEM YHe Kpyr
nroaewn, Kotopble NOBAT TO UM MHOe NPOM3BedeHMe, TEM OHO LIeHHee.
Yem 6onee coseplLueHHO Npon3BeaeH1e, TEM OHO ClIOMHee AnA BOC-
MPUATUA, TEM MeHbLLE Jitofel MoryT ero oueHuTb. Camoe coBepLleHHOe
npoussefeHne B 3TOM CMbIC/E, €CTb MPOM3BEAEHNE, KOTOPOE OLLeHU-
BaeT cam aBTop 1 rocnoap bor. 3To npuHUMN 06paTHbIK, ArameTpanbHO
NPOTUBOMONOKHBIM MaccoBoM KynbType. Maccosas KyneTypa pabotaet
Ha npuHUMNy: YeM 6osbLue Noaen NobAT nponsseaneHre, Tem aTo bonee
coBepLUeHHOoe nponsBeaeHne. A cybkynsTypa pabotaeT Ha NpuHLMMIe
anutapHocTn. Ha camom fene, KOHEeYHO, B peaflbHOCTHU TaKMX KParMHOCTEN
He cylwecTtsyeT. Hak He cyllecTByeT NPOM3BEAEHMA, KOTOPOE CMOMET
OXBaTWUTb BCE HacesleHWe 3eMHOro Lapa 6e3 MCKIOYEHHA, TaKk HET U Npo-
n3BeaeHna, 4OCTYNHOro TosibKo aBTopy 1 bory. Bnpoyewm, HaBepHsaKa,
€CTb NPOM3BEAEHMA, KOTOPbIE MOHMMAET TONBbKO MX aBTOP, HO, 6OHOCH,
Toraa locnoab Bor mx He noHMmaeT. Y oHK BpAd, N OKasblBatOTCA B pas-
pAne abCosoTHbIX LWEeAEBPOB B Ky/bType.

A.WN.: OpTtera-un-FacceT TaKke roBopus, 4To «crneuManusalus — aTo
HOBOE BapBapCTBO», U CenYac Mbl MOMEM BUAETD, YTO IKpPaHHaA cne-
Luunannsauma CTaHOBMTCA pacniblB4aTbiM NOHATUEM, ayAUTOPUA, BUOUMO,
nosly4mna HoBble 3HaHMA, KaKoe-To JOMONHMTENBbHOE 06pa3oBaHMe
W NOTOMY TAHETCA K JocesNie MapriHasibHbIM ABIEHUAM?

K.P.: A pymato, npocTo paclumpsaeTca cpepa MHTEPECOB ayam-
TopuK B 0611aCTH SKPaHHOro TBOp4YecTBa. M aTo KacaeTcA He TONbKO
BrMaeoapta. EctecTBeHHO, 3TO BO3HMKAET 1 B CBA3K C BbiCTaBKaMM
n306pas3nTenibHoOro UcKyccTea. He cnyyarHo B BeHneumn He Tonbko
RuHodecTmsanb, a aT10 elle 1 KpynHenwana B Mupe bruernHane nso-
6pas3nTesIbHOro MCKYCcCTBa, Yero HeT HM B KaHHax, Hn B Bepnnne,

1 Yyero, Ha camoM ferne, HeT 1 B Mockse, notomy 4to noka Mockos-
ckafa bueHHane paboraet HesasMcrMmo oT MockoBCKOro KnHodecTMBana,
XOTA B MOMX MHTepecax, B MOeM rofiose B3aMMOAENCTBME MEMAY HUMM
AOJIHHO ObITb 3HA4YMTENBHO 60Nee TECHBIM, YHEM €CTb Ha CerogHALLIHMMI
AeHb, MOTOMY YTO 3TO YaCTW €AMHOM KyNbTYPHOM #KU3HKW obecTsa. XoTA
OMATb-TaKM 3TO Pa3Hble YacTH, MO Pa3HbIM 3akoHam paboTatowme. HyxHo
Np13HaThb, YTO pa3MblBaHWE FPaHML, Npon3pacTaeT, Ha CaMoM Aese,

He 13-3a 06LLero KynbTYpPHOro NosA, a M3-3a Toro, YTO aKpaHHaA KynibTypa
HayMHaeT NPOHWKaTb BCtoay. PunbMbl, CHUMaeMble C MOMOLLBIO COTO-

BbIX TeNedOHOB, NIIOBUTENbCKOE BMOEO, KOTOPOE MOMET CMOHTHPOBATb
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KawabllM C MOMOLLIO 9NEMEHTapPHOM W AOCTYNHOM MO LieHaM TEXHUKM.
MprobLeHre MonoabIx NOAEN K «9KPaHHOMY TBOPYECTBY» M K SKpaH-
HOMY BOCMPHATHIO TaK UM MHaYe CNoCOBOCTBYeT pa3MbiBaHWUIO MPaHuL.
B TOM uncne u rpaHuL, Mexay KMHOUCKYCCTBOM — cO3A4aHueM GUIIbMOB
AN1A KMHOTeaTpOB WK NoKa3a Ha GecTUBanAxX, U BUAE0APTOM — UCKYC-
CTBOM, CO3aBaeMOM [/1A NOoKa3a Ha BbICTaBKaXx M B BbICTABOYHbIX 3aax.

A.WU.: O3HavaeT nr 370, 4TO BOMPOC O rpaHuULLaX yCTapen, Ham HYHHO
roBOpMTL 06 0OLLIEN «3BYKOBU3yalbHOM TEXHWKE» W Peanin30BbIBaTb HEKWUM
KoHrnomepart mMexay MocKkoBcKkok BreHHane CoBpeMEHHO0 MCKyCcCTBa
1 MOCKOBCKMM KMHOpecTHBaNem?

K.P.: A 310 3aBMCHT OT No3uuuu UccnegosaTena. Ha camom gene,
KOHeYHO, rpaHuL, HeT. EcTb 06Lwan akpaHHanA KyneTypa — KynsTypa,
MCNonb3ytoLwan KPaH Kak HOCUTENb, XOTA cenyac B cBA3n ¢ 3D 1 ¢ rono-
rpaguen, BO3MOKHO, M CaM 3KpaH 1cyeaHeT. [a, Mbl ABNAeMCA CBH-
AeTeNAMU UCHE3HOBEHUA 9KPaHa, HO A0 CErOAHALUHEr0 MOMEHTa pas-
Hble pOPMbl KPaAHHOM KyNbTypbl €CTECTBEHHO cocyLlecTBytoT. M MOXHO
cMOTpeTb GubM Ha TenedoHe UK Ha ManeHbKOM 3KpaHe, NoKa efellb
B MalLUWHE, MOMHO CMOTPEeTb GUSIbM Ha GONbLLIOM 3KpaHe AOMaLlHero
KMHOTeaTpa MUnu Ha orpoMHoM aKpaHe IMAXa. OTo MoxeT 6biITb 0AMH
W TOT e GpUNbM Ha CaMOM Aere W 3To MoryT 6biTb pasHble ¢punbmel. M Bce
9TO eAMHan aKpaHHaA KynbTypa, Kyaa BXOAWUT W BUAE0apPT, U GpUbMbI
AN1A KMHOTeaTpoB, U GWnbMbl AJ1A NOAPOCTKOB, U GUIbMbI, PaCCHUTaH-
Hble Ha CTapbIX MOAEM, U GUNbMbI, PacCUYUTaHHbIE Ha BCEX BOOOLLE, M Te
dH1bMbI, KOTOPbIE CO3Aat0TCA Pa3HbIMK CYORYNETYpamMu, B TOM YUCHe
9THUYECKMMM CYORyNbTypamu AnA camux ceba, AnA CBOero IM4HOro
notpebnerHua 1 gna npeseHtaumm cebs B mupe. U cyliectsytoT dunbmsl,
KOTOpble AenatoTcA AJS1A TOro, YTobbl NI0AM yYunnck pabotaTe ¢ M306pa-
MEHWEeM, CO 3BYKOM, y3Has1, KaKk coveTaTb OAHO G Apyrum. [na Toro
4TOObI C MOMOLLBIO STOM TEXHWKU KaK-TO 06LWATECA C APYrMMK NIOABMM.

A.WN.: O6LenpuHAT aHan13 6o BUAeopaboThl C TOYKKM 3pEHUS ee
MYy3€eMHOrO KOHTEKCTA, T.e. C TOYKW 3PEHMA YENOoBeKa, KOTOPLIM NPUXOAUT
B XyOOMECTBEHHOE NPOCTPAHCTBO, MOKET MENbKOM B3MMAHYTb Ha BUAEO,
MOMKET NOomMbITaTbCA OTCMOTPETL BCHO paboTy oT Havana ao koHua. Cero-
OHALLHWE NPOLECChl O HEKOTOPOMW CTENEHW Pa3pPYLLAOT yke YCTOAB-
wmecA GopmMbl BOCMPUATUA BUAeopaboT. B knHematorpage, no-snamumomy,
TOME NPOUCXOAMT paspyLUeHUe YCTOMUYMBBIX CTPYKTYP CMOTPeHUA dunbma
B KnHo3ane. OTpuuaTensHo M Ha HeM 3To cKasbiBaeTca? Mnu HaoGopoT?

H.P.: Moyemy xe? 310 cKasbiBaeTcA NonoxuTensHo. B TeueHne mHo-
FMX NIET FOBOPMIIM, YTO IMaBHOE OT/IMHYME Meay KMHemaTorpadom, Tene-
BMOEHWEM W KHUIOW 3aKN0HaeTCA B TOM, HTO KHUIY MOMHO PaCKPbITh,
npepsaTbCA B NIOOOM MOMEHT, BEPHYTLCA Hasaz, HayaTb YMTaTh C Noboro
MecTa. A BOT B KMHO W Ha TENEBUAEHWM CYLLECTBYET €4MHbIA BUAEOMOTOK,
KOTOPbLIM HenpenoxeH U HeoctaHoBUM. Y BOT noABKnock HGeiTOBOE BUAEO
M BBIACHWNOCb, YTO W KMHO, W TeNeBMOEHNE MOKHO OCTaHOBWTbL B JTI060M
MOMEHT, BepHYTbCA 06paTHO, HaYaTb YMTaTh C Nt0OOK ToukM T.4. Bee orpa-
HUYEHMA BbINK CHATBI B CMITY TOMO, YTO HACTYMWI HOBbIV 3Tan TEXHUYECKOro
nporpecca, KOTOPbIM KyNbTypa Havana Mcrnonb30BaTh B cBoux Lensax. Cewn-
4ac Mbl MOXEM CMOKOMHO CMOTPETb GUIIbM C NHOOOro MOMEHTa, @ KHWUMM
BooOLLe cenyac unTatotca Ha |IPad-ax 1 Ha aKpaHax KOMMNbIOTEPOB, rae
WX YUTaTb, MOMKET ObiTb, Aare yA0OHEH, YHeM NIMCTaTb KHUKKY, YK TOHUHO
ynobHee BO3UTb C COBOM MHOrOTOMHOE COYMHEHWE B MaSIEHBbKOM Nanoyke
WK ManeHbKOM ALLMYKE, FAe XPaHATCA HECMETHbIE COKPOBMLLLA, KOTOPbIE
paHbLue noTpeboBanu Obl 60MbLMX My3eMHbIX XPaHUIHLL,

A.N.: N ogH1M 13 6onbLUMX CTOPOHHWKOB MysbTa AUCTAHLMOHHOIO
ynpaeneH1sA, CaMoro aToro NPUMHLUMNAa «0OCTaHOBUTb — MOMTK Janblue» Bbin
TOT #e cambli [MuTep MprHyaN, KoTopkIM GbIN 1 B Halek apT-, 1 B Bawen
KnHonporpamme. M Ha camom aene, y Bac B nporpamme «[lepcnexTtusa»
4ype3Bbl4alHO MHOIO XYO0KHUKOB, PEXUCCEPOB, KOTOPbLIE BbIOMBAOTCA
M3 TPaAMLIMOHHOIO KMHeMaTorpadpryecKoro CTPOA UMM OTPULAKDT STOT
CTPOM Kak TakoBoM. ToT #e [puHyan. Mnun 1o, uto cervac aenaet lNopap.

K.R.: This depends upon the position of
the researcher. In reality there are no borders. There
is a common screen culture — a culture which uses
screen as a medium, although now, with the ar-
rival of 3D and holography perhaps the screen will
fade away. We are witnessing the disappearance of
the screen, but up until now different forms of screen
culture naturally coexist. You can watch a film on your
phone or on a small screen, in a car, or on a large
screen of a home theater or a huge screen of IMAX.
This can be the same film or different films. And all
this is the same screen culture, which unites video art,
films for cinemas, films for teenagers, films for elderly
people and films for everyone, films made by different
subcultures, including ethnic subcultures, for them-
selves or for their self-presentation for the world. And
there are also films which are made for the people
to learn to work with image, sound and their combina-
tion. So that with the help of this equipment people
could communicate with others.

A.L.: Usually all works of video art are analyzed
from the point of view of its museum context, i.e. from
the point of view of a person who enters whole the art
space, may drop a glimpse upon a video, or may
watch the whole work from whole beginning to whole
end. The current processes to some extent destroy
the established forms of the perception of the works
of video art. In cinema a similar destruction of the es-
tablished structures of movie-watching takes place.
Is this negative or positive?

K.R.: Why? It's positive. For many years they said
that the main difference between cinematography,
television and books is that a book may be opened
at any moment, you can stop at any moment, go back,
or start reading from any place. And in cinema and
television there is a unified stream, invariable and
unstoppable. And then home video emerged and
it turned out that a movie or a television program can
be stopped at any moment, you can go back and start
from a new point and so on. All restrictions were can-
celled because of a new stage in technical progress,
which culture started to use for its own aims. Now we
can easily watch a film from any place, and books are
now read on |Pads and computer screens, and may
be even more comfortable than to turn over pages,
and it is surely more comfortable to carry along
a many-volume book in a small folder or box, contain-
ing countless treasures, which would have demanded
big museum depositories before.

A.L: One of the big defendants of the remote
control, of this very principle: “stop — move fur-
ther” — was Peter Greenaway, who took part in Media
Forum'’s programme, and in your programme as well.
In fact in your “Perspective” programme there is
a lot of artists and filmmakers who do not belong to
the system of the common cinematography or even
completely deny this system. Like Greenaway, or
Godard nowadays.

K.R.: Like many experimenters do. However they
have not reached such level of popularity or publicity
when it is allowed to them. If you have not reached
this, you should stay in the ghetto of video art. If you
have arrived, then you receive an order to design
some big square or something like that and you
find yourself in the context of mass culture of a very
different dimension, you work with real space, with
real time, your work is similar to the work of Michel



Angelo at St. Peter’s Cathedral. Which means you
find yourself in the field of another type of creative
activity, which also allows manipulation with screens
of different kind.

A.L.: Many video artists work in real time and
space as well. There are global stars like Matthew
Barney.

K.R.: Matthew Barney was shown at our festival.

A.l.: It seems it was in the cinema programme,
not in the video art programme.

K.R.: Yes, he was in the cinema programme and
it was very difficult for me to get $12,500 to buy
rights to show his movies, because no one among
the compilers of the traditional program had even
heard of him. He belonged to a different, parallel
culture, and for the people who organized the Media
Forum there were no questions about his existence.

I moved him into the movie theater and he penetrated
a different cultural milieu and became known to other
people, who would otherwise never come in contact
with him, because they do not go to museums.

A.L.: And how did you argue for your choice?

K.R.: | said that it is great art, which is a part
of cinematographic culture.

A.L.: And did they agree with you upon seeing it?

K.R.: Yes, they did.

Interviewed by Alina Ignatova

1. Peter Greenaway The Wedding at Cana digital exploration at 2009
Venice Film Festival

2. Peter Greenaway The Tulse Luper Suitcases, multimedia perform-
ance at 2008 Media Forum

K.P.: 3710 genatot MHorMe akcnepumeHTaTopsl. OaHaKO OHM
AOCTUIIN TaKOrO YPOBHA M3BECTHOCTM W MOMYNAPHOCTH, H4TO UM 3TO
nossoneHo. Ecnu Tkl ewe He 4OCTUI 3TOro, CUAM B reTTo BUAeoapTa.
Ecnu poctur, To Tebe 3aKka3biBaloT 0GOPMHUTE KaKyro-HUBYOb 60MbLYIO
nnowasab, 4To-HUBYAb eLle, W Thl OKa3blBaeLlbCA B paMKax MacCoBOM
KyNbTYpbl COBEPLUEHHO APYroro U3MepeHus, paboTtaellb C peasibHbiM Npo-
CTPaHCTBOM, C peasibHbIM BPEMEHeM, Aenaellb HevTo nogobHoe pabote
Mukenanamxeno Hag Cobopom CeaToro MNeTtpa. To ecTb OKa3biBaELILCA
B CTMXMKW APYroro Tvna XyA0MeCTBEHHOro TBOpYECTBa, KOTOPOE Ha CaMoM
Aerne Toxe A0NyCKaeT MaHUMyNMPOBaHWA Pa3HOro poaa SKpaHamu.

A.N.: Cpeay BMOEOXYAO0KHUKOB MHOTME PaboTatoT U C peasibHbIM
BPEeMEHeM, 1 C peanbHbIM NPOCTPaHCTBOM. ECTb 1 rnobanbHele 3Be3abl
TMna Matbto BapHu.

K.P.: Matbto BapHu y Hac Ha PecTrBane nokasbiBascA.

A.WN.: 1a, v nokasbiBancA, No-MoemMy, B KWHONPOrpamme, He B Npo-
rpamme BugeoapTa.

K.P.: la, oH nokaskiBancA B KMHOMpoOrpamme, M MHe Obino o4eHb
TPyAHO BbIGKUTE 12,5 ThicAY JONNapOB Ha NOKYMKy Npas Ha ero
noKas, NoTOMY YTO HMKTO U3 COCTaBMUTENEN NPOrpamMm TpaamLm-
OHHbIX M He Crbllas, YTO TaKOM YesloBeK ecTb. A OH NpuHaanexan
ApPYrou, napannenbHON KynsType, U ANA Nogem, KoTopble Aenanu
«Mepamna Popym», HUKaKKMX BOMPOCOB OTHOCHTENBHO €ro CyLecTBO-
BaHWA He 6b110. OT TOro YTo A ero BbIABUHYN B KMHOTEATP, OH Mpo-
HWK B APYryto KyNbTYpPHYIO Cpeay W CTan M3BECTEH APYrvM JIOAAM,
KOTOpble MHaye, MOMeET OblTb, HUKOrAa Obl C HUM HE COMPUKOCHYUCH,
NMOTOMY YTO B My3€MW He XOAAT.

A.N.: N Kkak Bbl aprymeHTHpoBanv ceoi BeiIGop?

K.P.: A ckasan, 4TO 3TO BENMKOE MCKYCCTBO, KOTOPOE CoCTaBnAeT
4acTb KMHemaTorpadUieCKOM KynsTypbl.

A.N.: 1 c Bamun notom cornacunuce, Korga nocMoTpenn’?

H.P.: Ja, co mHoM cornacunuce.
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Onbra LLUnwkKo

PacLumpeHHoe ncKyccrso.
Yactb 2

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

3aMeHUM N1 CMbICHbI BELW MW BELLM CMbICSbI?

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

MpocTpaHcTBa namaTH / CUMBONMYECKHUe NyTeLlecTBUA

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

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

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

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

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

Olga Shishko

Expanded Art.
Part 2

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

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

Rhetoric or poetry — what awaits us tomorrow?

Spaces of Memory/Symbolic Journeys

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

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

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

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

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

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

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

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



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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

6uerHane. Msnatens: Kehrer, leiigens6epr. 2009.

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

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

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

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

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

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

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

NAKT BO MHe rny60Koe Bne4vyaTneHue. BpeMH anAa Teb6A pactarunBaeTcA

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

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

B NOCTOAHHOM OBUHEHHUHU, MEHA BCe 6onee npuBneraroT NpoMeHyTO4YHbIe

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Moscow, MAL, 2000).

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

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



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

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

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

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

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

(Issac Julien, ArtForum. Crossover Appeal, 01.24.08)

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

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

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

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

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

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

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

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

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

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

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

(Aizer Oiynuan. Aptdopym. MpreneratensHocTs nepeceyenmin. 01.24.2008)

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

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

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

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

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

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

OBuxywmica obpas / NoaTuKa A3biKa U NPOCTPaHCTBA

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

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

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

(OsoH Xanxapar)

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

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

(Faput Xunn)

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

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

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

Moving Image/
Poetics of Language and Space

(Yermolaevsky, 1% floor)

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

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

= Anri Sala (Albania/Germany) — Answer me

= Yuri Albert (Russia) — /Imagines

= TOTART (Russia) — Four Columns of Vigilance

= llya Permyakov (Russia) — Translations

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

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

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

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

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

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

(Gary Hill)

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

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



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

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

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

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

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

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

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

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

(Yuri Albert)

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

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

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

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

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

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

Anekcen Mcaesa. M., 1994)

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

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

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

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

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

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



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

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

(Hatanba A6anaxkosa, AHatonmit Muranos)

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

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

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

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

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

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

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

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

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

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

(Natalya Abalakova, Anatoly Zhigalov).

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

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

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

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

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

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

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



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

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

(Evgeny Ufit)

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

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

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

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

Anri Sala, Freeze, 09.04. 2008 by Christophe Gallois

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

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

(llya Permyakov)

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

(Esrenmin FOdu)

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

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

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

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

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

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

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

(Mnba Mepmakos)
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TpeTbe KMHO / BUaeoncKyccTso
KaK Cnernok ¢ peanbHOCTH

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



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

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

» Enena KoBbinuHa (Poccun) — «CykuHbl getu»

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

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

= dna-Nlunza Axtuna (PuHnanpma) — Annunciation

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

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

(Bopvc Mpoiic)

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

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

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

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

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

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

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

The Third Cinema/Video Art as a Cast
of Reality

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

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

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

(Boris Groys)

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

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

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

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

in Popular Culture”)

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

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



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

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

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

(Harun Farocki and Antje Ehmann, 2008)

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

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

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

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

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

(XapyH dapokm 1 AHTbe Jitman, 2008)

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

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

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

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

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

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

106 - 107

(«<BnaroseweHuer, ronoc 3a kagpom)

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



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

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

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

(Enena KoBbinuHa).

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

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

(Tayc MaxaueBa)

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

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

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

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

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

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

(Elena Kovylina)

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

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

(Taus Makhacheva)

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

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



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

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

(Ranijit Hoskote)

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

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

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

(Almagul Menlibaeva)

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

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

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

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

Y 3abnyxKaeHUa».

(PanomnT XockoTe)

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

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

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

U genaelwb HOBYIO peallbHOCTb».
(Anmaryns Mennubaesa)

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

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

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

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

CumynuMpoBaHHas peanbHocTb / [lpyron repom

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

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

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

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

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

N3o06pameHuna, oTpamatrolimMeca B iyqax 6enmaHbl. ..

Beptonet — Kak meTadopa rHeTyLen TEXHONOMMK. ...

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

(TanuHa MbisHurosa u Cepreit [Mposopos)

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

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

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

Simulated Reality/Another Hero

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

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

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

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

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

Images reflected in the white rays...

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

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

(Galina Myznikova and Sergey Provorov)

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

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

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



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

(Arev Manoukian)

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

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

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

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

(Viktor Alimpiev)

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

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

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

Chen Ziang. On a gate-tower at Yuzhou

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

(Apes MaHykaH).

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

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

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

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

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

(BukTtop Anmmnues)

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

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

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






MwuoHa TaH
Noabem n nageHue

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

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

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

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



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

Fiona Tan

Rise and Fall

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

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

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

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

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

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

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

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

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

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

Courtesy of SCHAU ORT



Courtesy of SCHAU ORT

Heren Cytter
Four Seasons

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

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

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

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

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

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

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

Hom

CLLIA, 2010
OfHOKaHanbLHoe BUAEO
4.3, 9

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

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

London; and Regen Projects, Los Angeles.

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



Doug Aitken
House

USA, 2010
single channel video
4:3, 9

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

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

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

Banepun NaTtkoHeH n AnexcaHgp JlobaHos

MeTtenb

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

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

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

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

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

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

Courtesy of the artists



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

Blizzard

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

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

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

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



Jlecnun TopHTOH
BuHOKNb

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

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

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

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

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

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

Courtesy of Leslie Thornton and Winkleman Gallery



Leslie Thornton
Binocular

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

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

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

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

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

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

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

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



Anzex [ynnaH

HepeK

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

[N

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

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

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

d
(4
’

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

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

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

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

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

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

Brussels.



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

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

Isaac Julien

Derek

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

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

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

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

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

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

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

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






Fapu Xunn

1. 3BOHWUT N1 KOMoKon B NycTbiHHOM Hebe?

2. CKBO3HaA netnAa

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

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

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

ronosbl, Apyraa pacnosioxeHa Ha BbiCOoTe 6ep.pa.

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

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

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

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

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



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

Gary Hill

1. Is a Bell Ringing in the Empty Sky?

2. Loop Through

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

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

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

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

Silent Horizon

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

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

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

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

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

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

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

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

Courtesy of the artists



Courtesy of the artists

Yuri Halendarev, Evgeni Yufit

The Silent Horizon

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

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

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

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

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

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

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

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

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

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

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

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

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

3anuch 3Byvallero Tekcra:

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

Anpu Cana

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

Munich; Galerie Chantal Crousel, Paris



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

Munich; Galerie Chantal Crousel, Paris

Anri Sala
Answer Me

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

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

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

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

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

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

Text:

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

Anri Sala
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HOpuin AnbbepT
HapTuHbl

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

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

TekcT GeryLen CTPOKM:

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

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

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

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

K Bellam, AOCTOMHbIM BHUMaHHA>.

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

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



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

Yuri Albert
Paintings

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

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

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

Running letters (scrolling text):

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

octobre au 25 getobre 2010,
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rtiste Yuri Albert,

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

ing belongs to the gods — witness on earth

all the designs with which the Seasons paint

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

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

is esteemed in them”.

Elder Philostratus. Paintings,
translated by Arthur Fairbanks
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TOTAPT

Hatanba Abanakosa u AHatonun H{uranos
YeTbipe KONoHHbI BanTenbHoOCTU

Poccua, 2010/2011
LLeCTMKaHaneHaA sugeouHcTannAaumA, 195'

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

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

. '-"1:!-’: e

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

Courtesy of the artists



Courtesy of the artists

TOTART

Natalia Abalakova and Anatoly Zhigalov
Four Columns of Vigilance

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

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

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

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

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

Poccua, 2011

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

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

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

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

BbIOEPYKA M3 CLLEHAPUA

UHT. KUHOTEATP. BYKA
KMHOMEXAHWMKA - BEYEP

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

MYMXUYUHA, noxas nneyamu, OTKpbIBaeT
KHUTY.

rONIOC KEHLLHWHbBI
Ha yem oTKpbinocb?

FONOC MYXUYUHbI
(ycmexaeTca, 3auMThIBAET)
CenaTton Bapdonomen.

rONOC KEHLWMWHbI
C Hero Koxy CHUMaKT?

rONOC MYX4YUHbI
Caupator, A 66l crazan.

rONIOC KEHLLHWHbBI
Chumarot. MmerHo cHumatot. Kak ¢unbm.

Courtesy of the artist

fONoC MYHK4YMHbI
370 TBOM ABLIKOBbLIE FATIOLMHALMM,
He Gonee.

FONIOC MEHLUWHDI

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

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

roNI0C MYXYMHBbI

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

roONnoC HKEHLLHHbBI

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



llya Permyakov
Translations

Russia, 2011

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

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

Courtesy of the artist

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

tive and to edit subtitles as a vers libre?

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

AN EXCERPT FROM THE SCRIPT

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

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

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

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

MAN, shrugs his shoulders and opens
a book.

FEMALE VOICE
What has it opened at?

MALE VOICE

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

Is he being skinned*?

MALE VOICE
Violently decorticated, I'd say.

*

All words with an asterisk sound the same (“to

film, to shoot”) in Russian

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

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

FEMALE VOICE

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

is the same as to put someone behind

bars, into an isolation ward.

MALE VOICE

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

also be very crowded. And one

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

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



NpoeKTbl
Projects

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






Panbup Haneka

1. MpunatHoe becnoKoncTeo
2. OH 6b1n xopowwum YyenoBeKom

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

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

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

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

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

Pangmt XocKote

Sweet Unease. Courtesy of Volte Gallery Mumbai, India



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

Ranbir Haleka
1. Sweet Unease

2. He was a Good Man

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

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

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

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

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

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



Anmarynb MeHnubaesa
Monoko AnAa ArHAT

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

Courtesy of Priska C. Juschka Fine Art

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

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

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

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

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

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

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

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

PexneH (oT aBapcKoro—-«crago»)

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

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

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

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

Pa6ota «Pexnen» npobnematnavpyet obLiecTseH-

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

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

Tayc MaxauyeBa

Courtesy of the artist



Courtesy of the artist

Taus Makhacheva

Rehlen (Avar Language FlocK)

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

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

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

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

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

a supportive function towards the content of

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

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

Taus Makhacheva
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EneHa HoBbinuHa
CyKuHbI fetu

Poccua, 2011
nepgopmaHc

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

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

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

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

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

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

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

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

Enena HoBsbinnHa

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



Red Pomegranates, 2009 performance. Courtesy of the artist

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

Elena Howylina

Sons of the Bitch

Russia, 2011
performance

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

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

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

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

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

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

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

Elena Kovylina
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XapyH Papokn, AHTbe dnmaH
Mup nnu nonet

['epmaHna, 2008
LLeCTMKaHaneHaA sugeouHcTannAauvAa, 24"

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

Hropb LLnaHbone

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

it e |

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

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

XapyH ®Papoku 1 AHTbe DiimaH

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

Ufer Berlin © MuTphoto/Barbara Braun 2008



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

Ufer Berlin © MuTphoto/Barbara Braun 2008

Harun Farocki, Antje Ehmann

Feasting or Flying

Germany, 2008
6-Chanel video, 24'

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

Igor Spanjol

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

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

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

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

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

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

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

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

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

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

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



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

Johanna Billing

I'm Lost Without Your Rhythm

Sweden, 2009
DVD, loop, 13' 29"

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

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

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

MuHnangusa, 2010
TpexkaHansHaA HD-uHcTannAumaA, 33'

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

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

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

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

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

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

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

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

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

«Bnaroseu.l,eHme», rosioc 3a Kagpom

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

© 2010 Crystal Eye — Kristallisilm Oy



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

© 2010 Crystal Eye - Kiristallisilm Oy

Eija-Liisa Ahtila
The Annunciation

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

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

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

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

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

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

tial and temporal plane as our own relations with

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

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

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

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

Extract from The Annunciation, the narrator's
voice over
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NpoeKTobl
Projects

CumynnpoBaHHanA peanbHocTb / Lpyron repown
Simulated Reality/ The Other Hero






ApeB MaHyKAH
Benasa Houb

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

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

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

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

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

M MHOIOKPaTHO TECTUPOBASIM BU3yaslbHble 3PPEKTHI.

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

Apes MaHykaH

Courtesy of Stellar Scene and SpyFilms



Arev Manoukian
Nuit Blanche

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

Courtesy of Stellar Scene and SpyFilms

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

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

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

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

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

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

Arev Manoukian
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Bopuc 3npgarceH

3710 He «Cure»/3TO0 HEe ucueneHne

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

Myabika dasug Ynaxonsm

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

C paspeeHnsa BMG Music Publishing, epmanna

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

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

Bopuc OnparceH

Courtesy of the artist



Courtesy of the artist

Boris Eldagsen

No Cure

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

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

Courtesy of BMG Music Publishing Germany

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

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

Boris Eldagsen
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Oyat NPOBMbI3A

NannHa MbizHnkoBa n Ceprei NpoBopoB

NopgcHeHUK

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

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

Ka 3peHKnA NpeBpaLLaeTCA M3 MHOMECTBEHHOM U BnMHKHEN

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

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

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

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

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

ManuHa MeisHukoBsa 1 Cepreit [Mposopos

Courtesy of the artists



Courtesy of the artists

PROVMYZA Duo

Galina Myznikova & Sergey Provorov

Snowdrop

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

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

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

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

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

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

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

Galina Myznikova & Sergey Provorov
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Buktop Annmnues
Bor

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

Courtesy of the artist

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



Viktor Alimpiev
“Vot” (So)

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

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



Ax dyayH
NMNAaTaAa Houb

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

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

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

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

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

Courtesy of Yang Fudong, ShanghART Gallery and Marian Goodman Gallery



Courtesy of Yang Fudong, ShanghART Gallery and Marian Goodman Gallery

Yang Fudong
Fifth Night

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

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

A shot is wide and narrative, while the other
depicts some characters, this long screen of seven
projections has more relief than if it was in 3D, and
is more complete. Facing seven cameras, actors’ ex-
pressions in each objective and shot are uncontrolla-

ble; this kind of randomness presents a certain subtle
and unpredictable aesthetic.
The idea behind this work came from a reflec-

tion on film production, and a new filming method
was used for this video installation: seven projections,
going far beyond our visual field and habits, Yang Fu-
dong calls it “multiple views film". The most important
in the production of this work was the inspiration of
the actors, as well as viewers' feelings of the space,
the artist unified this work by maneuvering its inner
and external feelings.
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Pvopsn Nkepa

Test Pattern [3«uBoe ncnonHeHune]

Anonna, 2008
ayaMoBm3yansHbIn nepdopmaHc
HoHUenuwA, Homnosuuma: Pruopsn Vkepa

KOMMbIOTEPHAA rpacvika, NporpamMM1poBaHre: TomMoHara ToryAMa

I i

Test pattern — ato cuctema, Kotopas KoHBEpPTUPYET

no6ok BUA aaHHbIX (TEKCT, 3ByK, doTorpaduu, dunsmsl)

B PMCYHOK LUTPMX-KOAA U BUHapHbIE AuarpaMmbl U3 Hymner

1 eamHul. Llenb npoekTta — ¢ MOMOLLbIO MCMOIb30BaHNA 3TOM
CHUCTEeMbl MCCIeA0BaTb B3aMMOOTHOLLEHUA MEXOY KpUTHUye-
CKMMM TOYKamMm paboTbl yCTPOMCTBA M NMOPOroM YesloBeye-
cKoro BocnpuATKA. [poeKT cyulecTByeT B pa3dHbix popmarax:
ayanoBmayanbHbli nepdopmaHc, uHetannaums, CD v ap.

B Hosewwen ayanosmayansHomn pabote Pruoasn Mrena
npeacTaBneHbl MHTEHCUMBHO BCMbIXMBaKOLLME YepHO-6enble
M306parKeHMs, KOTopble NbIBYT, COAPOrafch, BO TbMe,
noA, MMHUMAaIIUCTUHECKMM, MOLLHBIM, NPEKPACHO CUHXPOHW3N-
poBaHHbIM cayHATPeK. Mcnonb3ya KoMnboTepHYO Nporpam-
My B pexnme peanbHOro BpemeHu, test pattern koHsepTtupy-
€T ayAMoCHIrHas B YETKO CUHXPOHW3WpPOBaHHbIE AMarpammbl
WTpMXx-Kogda Ha aKkpaHe. CKopocTb ABUKYLMXCA 06pa3os
CBEPXBbLICOKaA, COTHM KaApOB B CEKYHAY, TaK 4TO 3TO NPOM3-
BeJeHWe ABNIAeTCA CBOEro poga UCMbITaHMEM Ha MPOYHOCTb
ANA ayamo- 1 BUOEOYCTPOWCTB, a TaKke TECTOM Ha peaKLMIo
BOCMPUATHUA 3pUTENEN.

«Test Pattern» — TpeTni ayanoBmayanbHbli KOHLEPT
B cepuu Ukepasl «<uHdomatura» (datamatics), apT-npoexre,
nccneayowemM noTeHLMan BOCNPUATUA HEBUOUMOW UHPOP-
MaLMOHHOW MyNbTUCYOCTaHLMKW, KOTOPOM NPOMNWTaH BECh Hall
mup. B pasnunyHeix popmax — MHCTannAumm, neppopmaHca,
3anMcen — NPOeKT GYHKLMOHMPYET Kak CUCTEMa, KOHBEpP-
TUpylowas No6oi TMN aaHHbIx (TEKCT, 3ByK, doTorpadmum,
GUNBMBI) B AMarpaMmel WTPUX-KOAA U BUHAPHLIE AWarpamMMbl
13 Hynew 1 eamHuu,. Llenbs npoekta — nccnenosaHve B3avmMo-
OTHOLLEHWI MEXAY KPUTUHECKOM TOUKOM paboTkl yCTpPOMCTBa
M NOPOroM YEN0BEYECKOro BOCNPMATHA, foBeaA oba Ao ab-
COJMIOTHOrO Npeaena Ux BO3MOMHOCTEN.

photo by Liz Hingley



photo by Liz Hingley

Ryoji Ikeda
Test Pattern [live set]

Japan, 2008

audiovisual performance
concept, composition: Ryoji Ikeda
computer graphics, programming: Tomonaga Tokuyama

Test pattern is a system that converts any
type of data (text, sounds, photos and movies) into
barcode patterns and binary patterns of Os and 1s.
Through its application, the project aims to examine
the relationship between critical points of device

performance and the threshold of human perception.

The project varies in different formats; audiovisual
performance, installation, CD release etc.

This latest audiovisual work from Ryoji lkeda,
presents intense flickering black and white imagery,
which floats and convulses in darkness to a stark and
powerful, highly synchronized soundtrack.

Through a real — time computer programme, test pat-
tern converts lkeda's audio signal patterns into tightly
synchronized barcode patterns on screen. The velocity
of the moving images is ultra — fast, some hundreds

of frames per second, so that the work provides a per-
formance test for the audio and visual devices, as well
as a response test for the audience's perceptions.

Test Pattern is the third audiovisual concert
in lkeda's datamatics series, an art project that
explores the potential to perceive the invisible multi —
substance of data that permeates our world.
Taking various forms — installations, live performance
and recordings — test pattern acts as a system that
converts any type of data (text, sounds, photos and
movies) into barcode patterns and binary patterns
of Os and 1s. The project aims to examine the rela-
tionship between critical points of device performance
and the threshold of human perception, pushing both
to their absolute limits.
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HoHrkypc

Competition

3ddeRT BMOEO
Video Effect









JchcheKT BUAEO

BupoeoapT Kak cucTemMa COOTHOLLEHMA Pa3fIMYHOIO POAa BbICKa3bI-
BaHWI B NpeACTaBleHHOW NporpaMMe BbiCTynaeT B KayecTBe A4,006aBoY-
Horo anemeHTa. CoBpeMEHHbIM POCCUMCKUI XYOOKHUK OTKa3biBAETCA
OT nocnefoBaTenbHOro N306parKeHns U co3paeT obpasHbIM MeanaKorn-
nax. B aTol cncteme BM3yanbHOro BbICKa3biBaHWMA OTCYTCTBYET U30-
6pasnTeENbLHOCTL per Se, TaK Kak OHa pacTBOPAETCA B MOMIMAKPAHHOCTH
uccneposanua. B suayansHoi akcnancuu (M. Hykos), noctMoaepHUcT-
cKo# unntosopHocTh (B. MapueHKoBa), HaLMOHaNbHOM CaMOCO3HaHUM
(O. 3uHueHKo), McTopryeckom 6eccoaHatenbHoM (B. XpoMeHKo), nces-
LOAOKYMeHTansHOM ceugetenscTee (rp. Bom6unel), HauBHOM byHK-
umoHansHocT (M. KyaHewos), uHtmHOM nonutdeckom (A. Xogop-
KOBCKas), reononutuyeckon aktueHoctu (E. uranosa), bopmanbHom
uccnenosaHun (A. Congatos), B KUHeMaTorpaduyecKon MUHUMANMaMe
(M. XaputoHoBa) BhlpameHa BOCTpe60BaHHOCTL B adderTe Buaeo. Tax
WIU MHaYe, XyOOMHUKM UCCNeayoT MeAurHble U BU3YyallbHble MCKaMeHuA,
KOTOpbIe B NPOCTPaHCTBE BUAEO NpeBpaLLatoTcs B MaHU$eCT 0 cocTos-
HWKW COBPEMEHHOI0 CO3HaHWA 06 06pasHbIx AebUHULUAX. 30ECb BO3HM-
KaeT 3aKOHOMEePHOe CTONKHOBEHWe ByKBaNIbHOCTHU M3006parKeHMA U ero
MHTeprpeTaunn. Tak KaKk XyAOKHUK yKe BbIXOAMT 3a rpaHuLy JIMHEMHOro
M3006paeHns, OH ULLET 3HAYEHWE B AONONHUTENBHOM 0bpase. B atom
CMbICIIe MporpamMmma pa3BMBaeTCA Kak aBTOMaTUYeCKUM TeKcT. M3o6pa-
eHWe CylwecTByeT BHe YCNOBHOCTM M306pamxaeMoro 1 cnocobHo 6biTe
KaK 0GBbEKTOM, TaK U CyGbEKTOM MHTepnpeTauunn. C Moel ToukK 3pe-
HWA, 3Ta CUTyaLMA NPOABNAETCA HaMbonee aKTMBHO B paboTax 6yayLumx
XYAOHKHUKOB, GUbMbI KOTOPLIX BXOAAT B MPOrpaMmy.

HapwvHa Kapaesa

Video Effect

Video art as a correspondence system of various kinds
of utterance in a given frame plays the role of an additional
element. A contemporary Russian artist abandons the se-
quential image and creates a media collage out of image.
This system of visual utterance lacks descriptiveness per
se, as it dissolves in the polyscreen nature of an explora-
tion. In visual expansion (P. Zhukov), postmodern illusion
(V. Marchenkova), national identity (D. Zinchenko), historical
unconsciousness (V. Khromenko), pseudo-documentary
evidence (Bombily group), naive functionality (P. Kuznetsov),
the intimate-political (A. Khodorkovskaya), geopolitical activ-
ity (E. Zhigalova), formal examination (A. Soldatov), cinematic
minimalism (M. Kharitonova) — in all these the rel-
evance of video effect is expressed.

In any case, the artists explore medial and
visual distortions, which in video space turn into
a manifesto on contemporary state of mind as
concerned with image definitions. Here an un-
derstandable confrontation between the literal
image and its interpretation occurs. As the artist
already goes beyond the limits of a linear picture,
he seeks meaning in a supplementary image.

In this sense the programme develops like automated
text. A representation exists without the conventions of
the thing represented and can be both an object and

a subject of interpretation. In my opinion this situation
is shown most actively in the works of the future artists,
whose films constitute this programme.
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OaHumn 3uH4eHKo

N3Bon

2011,13" 11"

«M3BoN>» Ha CTapoCNaBAHCKOM 3HAYMT BOJISA, HO 3TO S BbIACHWN
no3xe. BHauane nogpasymMeBanocb M3HEMOKEHWE BOMW, €€ PaCTBOPEHHE
B NpocTpaHcTBe. B ¢punbme MHOro Genbix, KOHTPACTHbIX KaApPOB ANA 060-
3HavyeHWA 6eCKOHEYHOCTH NMPOCTPAHCTBA, CHEKHOIO MyCTOro Mons
C YesloBEKOM noTepsABLUEMCSA B HEM. MI3HEMOXeHWe He 3HAYUT UCCAKAHUE,
a 3Ha4YUT HEBO3MOMKHOCTb NMOHUMaHWA NPOCTPaHCTBA OAHWM Cnabbim
cylwecTBoM. B ¢punbme 3akaapoBbIM TEKCTOM 3ByYaT LuTaThl M3 «PUnoco-
dum obero aena» Hukonas Pegoposa. DTU UUTATHI [AOT KITHOY K pelue-
HUIO NPOo6neMbl MOHWMMaHUA NPOCTPaHCTBA, TOYHEE, AakKe He NMOHUMaHUA,
a npuHumManus. Beab dunocodua Penoposa ocHoBaHa Ha 06bEANHEHUU
BCeX JI0OEN padu CMaceH!aA U 3TO, K COXANIEHUIO, YTOMMWA, KaK U KOCMW3M
B LLeNoM, M 06pa3 oauHOKOro nepes, 6eCKOHEYHOCTHIO YENOBEKA UITMOCT-
pUYpPYeT 3Ty yTONMYHOCTL. B BUAEO ecTb Tema CMepTH 1 YenoBeK MbiTa-
eTcA pasragatb ee TanHy, ee HEMOCTUKMMOCTb BECbMa NMPUMHUTUBHbBIM
06pa3oM — ecT 3eMJIt0 C Morunbl. ECTeCTBEHHO, HUKAKOrO MNOHUMaHWA 3TO
He fJaeT, a elle 6orbLie 3aroHAET B TYMWK. B KoHLe oH napaeT oT ycTano-
CTH, HE B CHIax NMPUHATb BHYTPb cebA NPOCTPaHCTBO M HE B COCTOAHWM
B HEM PaCTBOPUTLCA OKOHYATENIbHO».

Oanunn 3uHyeHKo

Courtesy of the artist

Daniil Zinchenko

Izvol (Will)

2011,13' 11"

“Izvol is a word for will in Old Slavonic language,
but | found it out later. In the beginning it implied
exhaustion of a will, as it dissolves in space. The film
is full of white and contrasting scenes to show
an eternity of space, a snowy hollow field where
somebody is lost. Exhaustion does not mean wear-
ing thin, it is about a single weak being that cannot
comprehend and handle space. Off-screen com-
mentaries in the film are the quotes from The Philoso-
phy of the Common Task by Nikolai Fedorov. These
quotes give the clue for solving the problem of under-
standing, or rather acceptance of space. Fedorov's
philosophy, based on unification of people for the sal-
vation is unfortunately utopian, as well as the whole
cosmist ideology, and it is illustrated with the image
of a person alone in front of eternity. There is a theme
of death in this video, a person trying to unravel its
mystery and incomprehensibility by the simple means
of eating soil from a grave. And it naturally cannot give
a single hint to this man, leading instead to a dead-
lock. In the end he falls wearily, unable to accept
space and to disappear inside space”.

Daniil Zinchenko



Courtesy of the artist

Esa HH{uranoBa
A specb?

2010, 1' 08"

A specb?

M meHsa 3aeck HeT. Ho A n HeT Tam... Toroa roe?

YBuAeTb CBOM HOBLIM AOM He rnasaMu Typucta. PuKrcupoBaTh BCe
Yyepes AManor Tpex KynsTyp: PyCCKOM, M3pannbCKoM W apabeKkoi. HawTu
cBoe fl B npeceyeHnn aTux KynsTyp. KOHPAMKT nnm guanor aTux Tpex
KynbTyp? CTepeTb rpaHuuy 1 okasatbea Mexay «[a» u «<Het», mexay
«3peckb 1 Tam», mexay «A 1 OHnr. BoOXHYTb HOBYIO peanbHOCTb M Npony-
CTUTb ee Yeped cebA He OrNAAbIBaACk Ha3az.

Tam — MeHsA yxe HeT, 34,eCb — BCe TOSIbKO HaYMHaeTCA. ..

Eva Zhigalova
I’'m here?

2010, 1' 08"

I'm here?

And | am not here. But | am not there either...
Where then?

Not to see my new homeland with tourist's eyes.
To fix everything through the communication of three
cultures: Russian, Israeli and Arab. To find one's own
self at the intersection of these cultures. Is this a con-
flict or a dialogue of these three cultures?

To erase the distinction and end up between
Yes&No, between Here&Now, between 1&They.

To inhale new reality and to let it pass
through you without turning back.

There — | am not; here — all has been just
beginning...
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Courtesy of the artist

Aptrpynna «Bombunbi»

NMNoxop B ranepeto

2010, 4' 00"

Pexunccepsl: Besymeu 1 Cyneprepon

B ponax: Beaymeu, MNawuw, Menkuit, MoxHopbin, Cyneprepoi, AiaaH
CanaxoBa, EneHa Cenuna, Cepexa XpunyH

Mysbika: AXX n MC3, Anekcanap 3anynuH

Bep6HLKMIM 4acTo NULLET, YTO BCA COBPUCKOBAA TyCa — 3TO FOMHMKM.
Bombunam Bcerpa Kasanock, YTo 370 He Bonee Yem OCTpoymHasa meTado-
pa. Ho Korga ogHamabl OHW C MOOALIMKW APY3bAMU, MONOAIMU MPO-
BMHLMANBHBIMU XyOOKHUKAMU MPULLIW B KPYTYHO MOCKOBCKYIO Fanepeto,
OKasanochk, 4To 310 He MeTadopa, a Npaeaa.

Bombily (Gypsy Cab Drivers) art-group

An Outing to a Gallery

2010, 4' 00"

Directed by Madman and Superhero
Starring: Madman, Hashish, Minor, Furface,
Superhero, Aidan Salakhova, Elena Selina,
Serezha “Croaker” Music: AHH n MSZ,
Alexander Zalupin.

Verbitsky often writes that the sovrisk crowd
is all punks. The Bombily have always considered
this just a witty metaphor. But once they had come
into a cool Moscow gallery with their friends — young
provincial artists — and found this to be no metaphor
but the simple truth.



Courtesy of the artist

Hykos lMeTp
Russian Online Tube

(MepunakapTuHbl)
2008-2010, 11' 56"

Matepwvanom a4na npoekTta NOCAy*Xunun Buaeoponunkn ¢ YouTube,
NoABepriMeca KOMMNbLIOTEPHOM MaHUMYNALMK U CUITbHO 3aMeaseHHble
BO BPEMEHM, 4TO B CyMe AOSHKHO NMPMAaBaTbh UM CXOMECTb C KapTUHOM.
JllobuTtensckoe BMAEO M3 ceTh BbibDpaHo, Kak eANMHCTBEHHO BO3MOMK-

HbIM CErogHA NOAJIMHHO AOKYMEHTalIbHbIM MaTepuarl, Tak Kak 3puTesb

He BepuT 6onee 6€30roBOPOYHO HWU MACCMeAMa, HU JOKYMEHTaIbHOM
doTtorpadumn, Mb6o n3BecTHa CyOLEKTUBHOCTL MaTeprana U BO3MOKHOCTb
MM MaHunynMpoBsaTb. B To e BpemA yumTbiBaA CErogHALLHION HECNOCO0-
HOCTb K MPAMOM AOKYMEHTaNIbHOCTH, BUAE0 06paboTaHbl TaK, YTO BbIMIA-
AAT NOA0B6HO SKCMPECCUOHNUCTCKUM KapTWHaM, nepeaasBasn oLlyLeHUe

OT CcOob6bITHA, @ HE AOMOAJIUHHO €ro.

Ponuku ¢ YouTube BbibpaHbl B Ka4ecTBE MCXOAHOMO MaTepuana,
TaKe M NOTOMY YTO B CErOAHALLIHEN peanbHOCTU MMEHHO OHW penpeseH-
TUPYIOT ANA MHTEPECYIOLWMXCA 0bbiBaTENen onpeaeneHHble yaaneHHble
OT HWX reorpaduyeckme, NONUTUYECKUE W KyNBTYpPHbIE ABEHWA, CO3aaBan
WX HOBbIM MeaMaobpas. [MpoeKT anennmMpyeT K COOITUMHOM MUBOMMUCH
M K paboTam HEMELKNX 9KCMPECCHUOHUCTOB.

Pyotr Zhukov
Russian Online Tube
(Media painting)

2008-2010, 11' 56"

The work presents videos from Russian YouTube
significantly slowed and manipulated in color and
contrast to look like expressionistic paintings. It
is a kind of a new documentary work realized through
an effect of personal perception in retelling (like
in documental paintings of the XIXth century) rather
than an evidence of direct documenting, as it's not
possible any more. And YouTube videos represent
a media face of the country.
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BukTopua MapuyeHKoBa
CueHa

2011, 4' 00"

Buaeo coenaHo Ha ocHOBe feKLMK, B KOTOPOW pacCKasbliBaeTcA
o [lenese, B 4HaCTHOCTM O €ro TepPMUHE «ANCMNO3UTUB» U COOTHOLLEHWW €ro
C TeaTpanbHbIMKW NpakTMkammn Camyansa BekkeTa. ABTop BMAEO Nepesena
nporoeapuvBaemyro TEOpHIO B HarnAaHele 06pasbl. «[1ponssoneHO ovep-
YeHHbIW KBaapaT», B KOTOPOM y BeKKkeTa B3aMMOOENCTBYIOT NEPCOHAMKM,
npeBpaTUICA B paMKu, GparMeHTUpytowne Gurypbl raBHbIX repPOUHBb:
¢dunnocoda 1 yqactHuLbl NnpoexTa Kom.post Kamune Jlymc v xyaomHuubl
AHHbI AHTOHOBOWM, KOTOpaA NepeBoauT ee peyb. B Takon onTrnke cTaHo-
BMTCA OY4EBWAHbLIM, 4TO Fr€POMHW NOACO3HATENBHO MPOU3BOAAT HECTHI,
CBA3aHHble C TeM, 0 4eM roBopAT. MeToa, NprMeHeHHbIM B BUAEO, OTpa-
WaeT CUTyaL Mo, B KOTOPOM XYO0XHUK NepeBoauT dunocoda.

Viktoria Marchenkova
Scene

2011, 4' 00"

Video is based on a lecture about Deleuze and
his concept of dispositif in correlation to Samuel
Beckett theatre practice. The author transformed
the spoken lecture into graphic images. A randomly
formed square, in which Beckett's characters interact,
has been turned into a frame fragmenting the figures
of the main characters — Camille Louis, a philosopher,
participant of the Kom.post project and the artist Anna
Antonova, who translates her speech. In this optics
it becomes evident that the heroines unconsciously
make gestures connected with the matters discussed.
The method employed in this video reflects a situation
where an artist interprets a philosopher.



Courtesy of the artist

Bnap XpomeHKo
Melting Utopias

2010. 3' 10"

ﬂeD,FIHbIe cnenku ¢ 6roctoB MyMM(I)MLI,MpOBaHHbIX HKOMMYHUCTHUYHE-
CKMX BOXEW TatOT Ha rnasax y 3putena, tepAana yaHaBaemMble o4epTaHus,
CTHpanaCb U3 NaMATHU. Benukan yTonnyeckaa Mmedta oCTaeTcA BCe Jasnblue,
1 pa3rnafeTb ee CTaHOBMUTCA BCE C/I0OHKHEe.

Viad Khromenko
Melting Utopias

2010, two-channel video, 3' 10"

Ice casts of mummified communist leaders’
busts melt down before the viewer, losing familiar
shapes, being erased from memory. The great utopian
dream is left behind further and further away and it's
becoming increasingly hard to distinguish it.
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Hys3Heuos lMNMasen
NMogcHeHnK

2010, 32"

B LEeNbHOCTHN OKpyHarLwero Hac Henpeackadyemoro Mmmpa Het
HHU4Yero ogHoO3Ha4Horo. M ecnun ncnonHUTbcA 6naroroBerHbIM BHUMaHK-
€M K HEMY U 3a0bITb npo MMeHa, TO MOXKHO OGHapy)KMTb HOBbIE€ CTOPOHbI
caMblx 06bIYHbIX ABNEHWNH. U MHUP USMEHUTCA, a BCnea 3a HUM U Bbl.

Pavel Huznetsov
Snowdrop

2010, 32"

In the totality of the unpredictable world around
us there's nothing simple. And if you are filled with
a reverent attention to it and forget about the names,
you can find new aspects of the most ordinary
phenomena. And the world will change, and you will
change next.



Courtesy of the artist

Anbbept ConpiaTtoB
AneHKa

2011, 3' 36"

B pabote npon3BoaMTCA SKCNEPUMEHT Haf, O6BEKTOM — PpaHTUKOM
13 ¢onbru ot KoHdeTbl «AneHka». CnyyaiHo o6HapyHeHHbIM adderT
npy CKnagblBaHWM GaHTUKa CTAaHOBUTCA OCHOBOM MaHMMyNALMIA HaZ HAM.
BosHuKatoT nnactuyeckue 1 BUsyanbHble AepopMaLm, UCKaKeHUA, cne-
AytoLLiMe 13 NpUpOoabl MaTepuana — CKNafaKkM, TPELLMHbI, 3a/10Mbl, KOTOPbIE
MOAMOULMPYIOT NPUBLIUHYIO dopMy. BusyanbHble MCKakeHWA nepBoHa-
YasibHOro U3obpaKeHMA NPOM3BOAAT MPOTECKHbIA dbPEKT, a MHOKECTBEH-
HOCTb KapTHHOK W CMeELLLeHWEe 1X BO BpeMeHW 06pasytoT BapUaTUBHOCTb.

Albert Soldatov

Alenka

2011, 3'36"

In the video an experiment is conducted with
a foil wrapper from “Alyonka” sweet as an object.
An effect accidentally found while folding the wrapper
becomes a basis for the manipulations with it. Plastic
and visual deformations and distortions result from
the nature of its material — folds, cracks and splits
which modify the familiar form. The visual distortions
of the original image make a grotesque effect and
the multiplicity of pictures and their displacement
in time create variability.
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AHHa XopopHoBcKan
Mepseau

2011, 1' 34"

«MepnBegn» — aT0 BMAEO, 3anncaHHoe Photobooth kamepoW, BcTpo-
€HHOW B MOM KoMMbtoTep. Al 3anucana CBOK peaKkLmio Ha NPUBOPOKMB-
wee MeHsa BMaeo «<HaHomenBeaes», BoinoxeHHoe Ha YouTube HemnsBecT-
HbIMM NOABMM, TOE HOBOTOAHSAA peyb NPe3nAEHTa NONOKeHa Ha «JTyHHyo
coHaty» BeTxoBeHa, a ronoc UcKaweH. Takke BO BpeEMsA 3aruncu aToro
BWIEO A BEMa aKTUBHYIO OHNaWH-Nepenucry. Pabota MmeeT NnuHbIN
XapaKkTep, N03TOMy MHe TPyaHO ee aHannauposaTb. OOHOM 13 COCTaBHbIX
ee yacTei A 6bl Ha3Bana rpycTb U OQHOBPEMEHHO NOHUMaHWE NaTonoru-
YECKOro «HeeMHCTBa» O6LLECTBA, OTCYTCTBUA A8 HEMO NEPCNEKTUB Ha
TONBbKO YTO HaYaBLUMICA roA.

Anna Khodorkovskaya
Bears

2011, 1' 34"

This video was recorded by a Photobooth
camera built into my computer. | have recorded my
reaction to the video “Nanomedvedev” which fasci-
nated me. Uploaded to YouTube by unknown persons
it has the New Year's eve president speech set to
the Beethoven'’s “Moonlight Sonata” and the voice
distorted. | also maintained an intensive online cor-
respondence at the time of recording. The work
is personal and son it’s difficult for me to analyze it.
One of its components | would call sadness and at
the same time an understanding of a pathological
dis-unity of our society, the lack of perspectives for
the year that has just begun.



Courtesy of the artist

Mapua XaputoHoBa
BaccenH

2011, 3' 58"

370 BHAEO — nnacTuyecKkan MeTadopa O NoTepe KOHTPOSIA, O BUAM-
MbIX M HEBMAMMBIX FPpaHMLAX, KOTOPbIE MHOTAA OYEHb CIIOKHO NPEOA0-
netb. [MyTeM HECKONMBKMUX MPOCTLIX MOHTAKHbLIX MPUEMOB W UCMONb30BA-
HWA pPa3HbIX METOAOB CbEMKHM A ,O6MBAOCH OYEHb BaKHOI0 adpdeKTa,
Ha KOTOpble CMOCOGHLI, KaK MHE KaXeTCA, UMEHHO BUAEO W KMHEMATO-
rpa¢: nepenaya cy6beKTUBHOIO, BHyTPEHHEr0 COCTOAHMA NEPCOHaKa
Yyepes COCTOAHME Cpeabl.

Maria Hharitonova
Swimming Pool

2011, 3'58"

This video is a plastic metaphor of losing control,
of borders visible and invisible, which are sometimes
very hard to overcome. By a few simple editing tricks
and by using different filming methods | achieve a very
important effect, which is only possible in my view
in video and cinema — a communication of subjec-
tive inner state of a character through the state of his
environment.
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Buorpadm y4acTHUKOB

Oyr AiTHeH

AlTeH wuBeT n pabotaeT B Jloc-AHgenece. Y4aCTHUK MHOMOYMCIIEH=-
HbIX MOKa30B, rPYMMOBbLIX M MEPCOHANbHbIX BLICTABOK MO BCEMY MUPY, B TOM YUCIe
BeHeumnaHckon 6ueHHane 1999 ropa, roe oH 6bin HarpakaeH MewxayHapoa-
HOWM MpemMK1el 3a NMOYYMBLLYHO BbICOKYHO OLLEHKY MHCTASTNALMIO «ONEKTpUYECKas
3emna». Ero BeicTaBkM npoxoamnu B Tom yncne B Mysee aMeprKaHCKOro MCKyC-
ctBa YnTHH, B My3ee coBpemeHHoro nckyccTea u LlenTtpe MNomnunay B MNMapue.
ANTKEH HejaBHO BbINYCTUN ABE KHWUIM: «PasbuTbii 9KpaH» — MHTepBbIo C 26
XYAOMHUKAMK, UCCEYIOLMMM NPpeaenbl TIMHEMHOrO NOBEeCTBOBaHMA, U «MeuTbl
no 99 ueHToB» — COOPHKK doTorpadui.

Buktop Anumnues

Poaunca B Mockse B 1973. OKOHYMI XYAOKECTBEHHOE YUMUNULLIE
1m.1905 ropa, wrony «Hosble cTpaTernn cospeMeHHoro McKyccTea» npu MHCTK-
TyTe NnpobsieM COBPEMEHHOIO UCKYCCTBa, a TaKkKe npoLuen ABYXMECAYHbIM Kypc
B Bricwel wkone nckycctea «Benang». Muset 1 pabotaet B Mockse. Nepco-
HaNbHble BbICTaBKM B Mockse, AHrnuu, Utanuu (2008), Benbriwm, Mepmanmm
n ®parumm (Lenp Momnunay, Mapws, 2007). YaacTHuk 1-# 1 2-% MOCKOBCKHMX
6uerHane, 4-i BepnuHcroi 6uenHane, BeneunaHckon GuenHane (2005) u ap.

HOpuin AnbbepT

Anbbept popunca B Mockse B 1959 roay. B 1974-1977 ropax yunnca
y xyaomHuubl Ekateputel ApHonea. B 1977-m noctynun Ha xynomecTBeHHO-rpa-
¢dnyeckui darynsTeT MOCKOBCKOro rocynapCTBEHHOMO NeaarorMyecKoro MHCTU-
TyTa uMmenu Jlennna. B 1983 rogy Anbbept ctan YneHom lopkoma rpadmkos,
B YbeM 3aaHuKn Ha Marnoi pysnHckow, 28 npoxoannu «pa3peLleHHbIe» BbICTaBKM
HepopMarnbHOro UCKyccTBa. AnbbepT ABNAETCA NpeacTaBUTeNIeM Tak Ha3biBaeMoM
BTOPOW BOJIHbI COBETCKOro KoHuenTyanuama. B Hauane 1980-x oH 6bin akTUB-
HbIM y4acTHUKOM AsueHua «<AMNTAPT». Cpeau ero cambix M3BECTHbIX MPOU3BE-
[EeHWI paHHero nepuoaa — KapThHbl, HanWcaHHbIe B MaHepe 3HaMEHWTbIX 3anag,-
HbIX XYOOMHWUKOB, C HAANUCAMK Kupunnuuen Bpoae «A He acnep doHe», «A
He Basenuu» u T.4.

Ana-Nlunsa Axtuna

MuBeT 1 paboTaeT B XenbCUHKK. Yunnack Ha KMHopexuccepa B JIoHaoH-
cKom Konneawe nevatu, Kanmdophuiickom ynueepcutete (UCLA),  AmepuKan-
CKOM MHCTUTYTe KuHo B Jloc-Anawenece. B 1990 nonyyuna npemuto «Monogo#
XyOOMHUWK roga» B Tamnepe, ®PuHnanamna. C Tex nop oHa nonyuunna MHOKeCTBO
APYrux rpaHToB M Npemui, Brtodaa npemuio AVEK 3a poctumeruna B obnactu
ayavoBmayanbHoM KynbTypsbl (1997), xynomecTBeHHyto npemuio doHaa dacTpaHs
(1998), rpaHT MepmaHcKom cryw6bl akagemmdeckmx o6meHos DAAD (1999),

Partisipants

Doug Aitken

Aitken lives and works in Los Angeles. Aitken has had
numerous screenings, solo and group exhibitions around
the world including the 1999 Venice Biennale, where he won
the International Prize for his acclaimed installation “electric
earth! He's exhibited work in institutions such as the Whitney
Museum of American Art, the Museum of Modern Art and
the Pompidou Center in Paris. Aitken also recently produced
two books, “Broken Screen”, a book of interviews with 26
artists pushing the limits of linear narrative and “99 Cent
Dreams”, a collection of photographs. The projects inspired
“happening” events in New York and Los Angeles.

Yuri Albert

Born 1959 in Moscow, Albert studied with the artist
Ekaterina Arnold in 1974-1977. In 1977 entered the Arts and
Graphics Faculty of the Moscow State Lenin Pedagogical In-
stitute. In 1983 he became a member of the Graphics Gorkom
(City Committee) at Malaya Gruzinskaya, 28, where “permit-
ted” informal art exhibitions took place. Albert is a representa-
tive of the so called “second wave” of Moscow conceptualism.
In the early 1980 was an activist of the APTART movement.
Among the most well-known works of his early period are
paintings in the style of famous Western artists with Cyrillic
inscriptions such as “I'm no Jasper Jones”, “I'm no Baselitz"
and so on.

Victor Alimpiev

Born in in 1973. Graduated from the n. a. the year 1905,
finished the school “The New Strategies of Contemporary
Art” under the auspices of the “Institute of the problems
of Contemporary Art", and also did a two-month course in
the “Veland”. Lives and works in. Solo exhibitions in Moscow,
England, ltaly (2008), Belgium, Germany and France (Le
Centre Pompidou, Paris, 2007). Participant of the 1st and 2nd
Moscow Biennales, the 4th Berlin Biennale, the Venetian Bien-
nale (2005) and others.

Eija-Liisa Ahtila

Lives and works in Helsinki. Eija-Liisa Ahtila studied
filmmaking at the London College of Printing, UCLA, and
at the American Film Institute in Los Angeles. In 1990 she
received the Young Artist of the Year Award, Tampere, Finland.
Since then, she has received numerous grants and awards, in-
cluding an AVEK-award for important achievements in the field
of audio-visual culture (1997), the Edstrand Art Price (1998),
a DAAD fellowship (1999), honorary mention at the 48th



Venice Biennale (1999), the Vincent Van Gogh Bi-annual
Award for Contemporary Art in Europe (2000), and a five-year
grant from the Central Committee for the Arts (2001), as well
as the Artes Mundi Prize (2006). She also exhibited in Docu-
menta XI (2002) and the 50th Venice Biennale (2005).

Raymond Bellour

Critic and theorist of literature and film, a senior
researcher at the CNRS (National Center for Scientific
Research) and conducts a seminar at the University of Paris.
He was one of the founders of the French film review Trafic. He
has edited several key film anthologies, including Le cinema
americain (1980) and Le Western (1966). His study L'Entre-
Images: Photo, Ciniima, Vidio (1990) analyzes the passages
between images and the video image's power of transforma-
tion. Bellour also served as co-curator with Christine Van
Assche and Catherine David of the well-known “Passages de
limage” exhibition at the Centre Georges Pompidou in 1990.
His most recent work is an essai on Chris Marker's CD-ROM
Imemory (1997).

Johanna Billing

Johanna Billing's videos reflect on routine, choreogra-
phy and ritual, with an emphasis on the fragility of individual
performance within collective experience. Obsessed by
circularity and retrospection, she stages specific situations
where something is about to take place, the artist herself
remaining invisible during the performances and actions that
are recorded. Billing's skill lies in combining the choreography
of individuals with facilitating their freedom to perform naturally,
bringing the whole together in the editing process.

BlueSoup Group

BlueSoup group was founded in, in 1996 by Alex Do-
brov, Daniel Lebedev and Valery Patkonen. Since 2002 group
works in cooperation with Alexander Lobanov. Participated
in 1st and 2nd biennale of contemporary art and other exhibi-
tions in and abroad. Finalist 2008 in the Media Art Project of
the Year Nomination

Erik Bullot

Parallel to a writer and photographer’s career, Erik Bullot
taught in art schools (Fresnoy, Marseilles, Avignon and cur-
rently in Bourges), collaborates in several magazines (Trafic,
Cinéma) and takes an active part in pointligneplan association.
As a scenario writer, Erik Bullot carried out many films halfway
between the author cinema and artist's artist. His reflexion
goes from cinema to visual arts. He had made a retrospective
of its films at Jeu de Paume in Paris and, recently, in Enana
Marrén (Madrid) or the Biennal de Ilmage en Mouvement
(Geneva).

Heren Cytter

Keren Cytter went on to study visual art in Avni Institute
for Art, Tel Aviv. After her success in various galleries in her
home country, she moved to Amsterdam on a scholarship
from De Ateliers.Today, she lives and works in Berlin. Recall-
ing amateur home-movies and video diaries, her films and
videos are made of re-composed elements of the everyday,
of impressions, memories, imaginings, desires and dreams.
The scripts are part of the stories themselves, and the story
in turn fs always a story of the clash between a (perfect) script
and an (imperfect) reality.

Boris Eldagsen

He revolves around the idea of losing yourself as
a redemptive mode to being human. Boris’ work has been
shown internationally in institutions such as Fridericianum
Kassel, Deichtorhallen Hamburg and Australian Centre for
Photography Sydney to a range of festivals and biennales such
as the Edinburgh Art Festival, European Media Art Festival
Osnabrlick, Videonale Bonn, Athens Video Art Festival, Kuyre
Istanbul, Media Forum Moscow, Media Art Biennale Wroclaw,
Biennale Le Havre and Biennale of Electronic Arts Perth.

noyeTHoe ynomuHaHue Ha 48 BeHeunaHcKkon 6ueHHane (1999), EBpone#cryto
npemuio um. BuHcenTa Ban Mora B 06n1acti coBpemMeHHOro uckyccTaa (2000),
NATWUNETHUHA rpaHT oT LleHTpansHoro KomuteTa no Kynstype (2001), a Takke npe-
muio Artes Mundi (2006). OHa Takie nNpuHumana yyacTue B Beictaske Documenta
X1 (2002) 1 50 BeneupaHcKoM 6uenHane (2005).

PanmoHn Bennyp

KWHO- 1 nMTepaTypHbIA KPUTHUK M TEOPETUK, CTApLUMI Hay4YHbIM COTPYA-
HMK HauuoHanbHoro ueHTpa HayuHblx ccnenosanniit CNRS, Benet cemuHap
B Mapumckom yHuBepcuTete. OOmH M3 ocHoBaTenew GppaHLy3CKOro xypHana
0 KMHematorpage «Tpadux». Penaktop HECKONbKMUX KIHOYEBbIX KUHO-aHTONOr MK,
B TOM yucne «<AMeprKaHCKOe KMHO» (1980) n «BecTepH» (1966). B cBoe MoHO-
rpadumn «<MewobpasHoe: doTorpadma, KUHO U BUAEO» aHANU3MPYET Nepexoabl
Memay obpazamu M cnocobHoCTb BUaeoobpasa K TpaHchopmaumn Bennyp 6bin
COKypaTopoM 3HaMeHUTOM BhicTaBkK «Passages de l'image» B LleHTpe Momnunay
B8 1990 r. (cosmecTHo ¢ KpucTuH Ban Awe n Katpun Jasun).

MoxanHa Bunnunr

Buaeopa6oTsl MoxaHHb! BUANMHE — 3T0 pasMbILINEHUA O NOBCEAHEBHOM,
xopeorpadum 1 putyane. B HUX NoaYepKMBaETCA yASBMMOCTb MHAMBUIYaNbHOMO
AECTBUA BHYTPU KOMNEKTUBHOIO OMbITa. XyA0MHULIA OePHUMA LIMKIMYHOCTBIO
W PeTpoCreKLIMeN, OHa pasbirpbiBaeT 0COBbLIe CUTYaLMH, B KOTOPLIX YTO-TO BOT-BOT
[OMMHO NPOM30MTU. [MpK 3TOM OHa OCTAeTCA HEBMAMMON BO BpeMsa nepdopMaH-
COB W aKLMI, KOTOPLIE OHa CHUMaeT. MacTepcTBo BUAAMHE — B COYETaHUM UHAMBM-
AyansHoM xopeorpadum U CBOBOALI €CTECTBEHHOIO ABMMEHNA, KOTOPbIE CBOAATCA
BOE[IMHO B NPOLLECCE MOHTAMA.

3puk Bronno

MapannensHo ¢ Kapbepor nucatensa u goTorpada npenogasan B XyLOHECT-
BeHHbIx WwKonax (8o PpeHya, Mapcene, ABuHbOHE W B HacToAwWwee Bpems B Bype),
COTPyAHWYaN B HECKOMbKUX ypHanax («<Tpaduk», «CuHEMa») U NPUHUMAET aKTUB-
Hoe yyacTue B AeATenbHoCcTM accoumaumnm «Pointligneplan». Hak cuerapucr,
co3pan cLueHap1n Ko MHOMMM duibMam Ha pybere aBTOPCKOro KMHO M XYLOMHWUKOB
Ans xynoxHukos. OT KMHemaTorpada nepeLuen K h3o6pasnTesisHOMY UCKYCCTBY.
PetpocnexTussl ero dunbmos npownu 8 Mysee He-ae-Mowm (Masunbon ana urpsl
B MaY) B [Napwve, HeaaBHO TakKe B MaapuacKom Teatpe «La Enana Marron»
(KopuuHesbin Kapnuk), u Ha 6uenHane O6pas u Oeukerve B Herese.

MeTtep Baibenb

Mpencenatens u avpekTop LleHTpa uckyccTaa u megmatexHonorui (ZKM)
B Kapncpys, l'epmanma, ¢ 1999 ropa. B 1998-1999 — menenmep Hoso rane-
pen B Mysee LLtnpnn NoanHeym B paue, AscTpua. Takme 6bin apT-ANMPEKTOPOM
dectusans Ars Electronica (JluHu, Asctpus) ¢ 1986 no 1996. Jupextop UHcTU-
TyTa HoBbIX Meauna, PpaHkdypT ¢ 1989 no 1994. Kommccap Asctpumn Ha Bereun-
aHckoMm 6ueHHane ¢ 1993 no 1999. C 1984 no 1989 — goueHT B1aeo u undpo-
BOTO MCKycCTBA B LieHTpe uayueHus meama npu Yuueepcutete wrata Hito-Mopk,
Bydoano, CLLA.

Anzer QxynuaH

[Monyunn n3BecTHOCTL B MUPE KMHO, CHAB [LOKYMEHTasIbHYO Apamy
1989 roga «B nounckax J1aHrctoHa» o noate JIsHrcToHe Xbto3e v rapnem-
CKOM peHeccaHce. Y1cno ero NoKknoHHMKOB yBenuuunnock B 1991 roay,
Korga ¢ounbM «HOHble GYHTOBLLMKM COyna» NONYYUn NMPU3 KPUTUKK B HOMK-
Hauun «Jlydwuin unbm» Ha HanHcKom dectusane. [Iiynman 6bin HoMK-
HMpoBaH Ha npemuto TepHepa B 2001 1 B TOM e rogy NONy4nn NPecTUH-
Hyto npemuto FOpkmHa Makgepmorta MaccayyceTcKoro TeXHONorM4eCKoro
MHCTUTYTa, a 3aTeM npemuio Dpenmnaiit 3a BKnag B uckyccTso (2002). Ero
pabota «Pait Omepoc» Gbina npefcTaBneHa B pamkax BoictaBkM «Documenta
XI» B Kaccene (2002). OH nony4mn npemMuio opu Ha kuHo6uenHane «Kunst»
B KenbHe (2003) 3a MOHO3KpaHHY0 BepcHio dunbma «bantumop», v npemuio
«ABpopa 2005».Ero nepcoHanbHble BbicTaBki npownu B LleHtpe MNMomnuay
(2005), Mysee cospemenHoro uckycctea Maramm (MoCA, 2005), Mysee o6uwie-
ctea KectHep B MaHHoBepe (2006) u ranepee «Metro Pictures» B Huto-Mopre
(2007). Pa6otsl Oxynuara Haxoaatca B konnekumu Teint MogepH, LieHTtpa Mowm-
nuay, cobpannm lNyrreHxanma n XvpLuxopHa.
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PaHbup Haneka

OroHumn XynomecTBeHHbIN Konneax B Yangurapxe (1970-75), nonyuun cre-
neHb MarncTpa KuBonuck B HoponeBCKOM XyAOKeCTBEeHHOM Konneaske B JToH-
noHe B 1987. Ero pa6otbl 6bi51 BKIIHOYEHBI B 6O/BLUMHCTBO BbICTABOK COBPEMEH-
HOro McKyccTBa MIHAMKW nocneaHero AecATUNETUA MO BCEMY MUPY, B TOM YncCe
«Yano! Unaus» 8 Mysee Mopu B Tokno (2008), «CospemerHaa Muausa» B UHcTH-
TyTe COBPEMEHHOr0 UCKyccTBa B BaneHcum, Mcnanua (2008), «iCon: Unausa
CospemeHrHas» B pamkax BeHeumnaHckoin 6uenHane (2005), «teno.ropoa» B Jove
MUPOBLIX KynbTyp B BepnuHe (2003) u «Kanutan u kapma» B Benckom KyHcTxanne
(2003). B 2007 nony4mn 3akas Ha co3aaHWe NOCTOAHHON BUAEOUHCTAIALMK
ana Hosoro myses LUneptyca, Yukaro n B 2008 roay ero paboTa f4eMOHCTpUpPO-
Banacb B pamkax CupaHeicKon 6ueHHane, a B 2011 B nporpamme «B nepexonHow
cTaguu: HoBoe nckycctso MHann» Ha BaHKyBepcKoi 6ueHHane.

HOpuin HaneHgapes

CrynbnTop, poauncs B Cankr-Metepbypre (Poccwmn). Mocneanue 25 net
MUBET 1 paboTtaeT B TockaHe, Utanua. MNpuHagnesmT K NOKONEHNIO TaK Ha3bl-
BaeMbIX NMOAMOMbHbIX XYA0KHUKOB HOHKOHPOPMMUCTOB, AUCCUAEHTOB CEMUAECA-
Tbix ronos. [Mocne 30 net pabotsl ¢ rpaHuToM, environmental art n cBeToBbIMM
npoexTamu npuwen k the art of tuning of metals, k npamoit pabote ¢ BuGpaumnaAMK
1 3BYKOM.

EneHa HoBbinuHa

MepdopmancucTra, naypeat npemun «<MHHOBaLmA».. Yunnacbk B MockoBs-
CHKOM Xy[OMECTBEHHOM yunnuie namati 1905 roga (1988-1991), Mockosckom
rocyfapCTBEHHOM XyLOMeCTBEHHOM MHCTUTYTe UM, B.U. Cypurosa (1993-1995),
nocewana F+ F Art School B Lifopuxe, rae Havana 3aHumatscs nepdopman-
com. B 2001 npopomxmna obpazosarHue B YHusepcuteTe nckyccts (Bepnuh).
B 2003 rogy 3awmTmna gunaom no MeaMancKycctsy 1 neppopmaHcy. B ceomx
NPOM3BEAEHHUAX OHA NPOAOIKAET TPaAULIMKU 3anafHOro peMUHUCTCKOrO UCKYGC-
CTBa, UCCNEeAyeT TENIECHYIO M reHAepHyto npobnematuky. Haue Bcero nybrnvka
NOMHUT ee paboTbl «CHuMK aesoury» (2006), Kkoraa 3puTeny 06pbLIBaNIM MPUKOOo-
ThiE K €€ KOXE KEeHCK1Ee M306parkeHns, Bblpe3aHHbIe M3 KypHanos, unn «Caenan
cam» (2000), Koraa XyAoKHWLA, CTOA C MeTen Ha Wwee, NPefoCTaBua ayauTopun
BO3MOMHOCTb BbIOWUTb M3-NopA, ee Hor TabypeTry.

ApTyp Hpokep

3asepytowmii Kabeppoit TeXHONOrMH, KyNkTypbl 1 TEOPUK, NPodeccop
NONUTONOrMK U AUPEKTOP TUXOOKEaHCKOrO LIeHTPa TEXHOOMMK U KyNbTYpbl
(www.pactac.net) B Yuueepcutete Buktopuu, Kanaga. OH sBnsetca asTopom
MHOTOYMCIEHHbIX KHUT, BKNtoYaa «PomaeHbl Hanepekop naeonorun», «Bona K Tex-
Honornm» U «OfepKUMbIN MHAUBUAYYM>.

Mapunyns Hpokep

Craplumi Hay4HbIM COTPYAHMK B TUXOOKEAHCKOM LIEHTPE TEXHONOMMK U Kyrlb-
Typsl B YHBepcuteTe Buktopun, KaHapa. CoasTop v copepaktop ApTypa
HKpokrepa, pabotana Hag MHOMMMKW KHUramu, Brtoyan «Banambisana 6yayuiee»,
«Lindposas ropayxa», «Moxututenu ten» u «[ocneaHui non».

Tponp JlyHpemo

HoueHT darynsTeTa M3yyeHna KnuHemaTorpada B CTOKroNbMCKOM YHUBEPCH-
TeTe. MHOrokpaTHO paboTtan Kak npurnalleHHbI npenogasatesb U NpUriaLieH-
HbIM y4eHbll B TOKMMCKOM yHUBepcuTeTe Cenase. OanH 13 anpektopos LLKonbl
9cTeTMKM CTOKrONbMCKOro YHMBEPCUTETA M OAMH M3 PEAKTOPOB KHUKHOM cCepun
«Teopna KMHO B MICTOPUK MeaMa», BbiNyCKaeMoM 1M3aatenbcTBoM AMCTEPAAMCKOro
yHuBepcuTeTa. Ero nccnepgosanuna u nybnvkaumm 3atparmsatoT Npobnemsl TEXHO-
NOrvK, ACTETUKU U MHTEPMEAMMHOCTH, a TaKiKe TEOPHUM apXMBOB.

Apes MaHyHAH

Bbipocwmit B cembe XyaoKHUKOB U MHKeHepos B MoHpeane, Apes Many-
KAH MaHMWMyNMPYyeT UCKYCCTBOM W TEXHOSOMMAMM, PaCCKaabiBad MCTOPUK TaKUMK
cnocobamu, KoTopble NPEACTaBNAIT CIOXHYIO 3a4a4y AJ1A ero BoobpameHua.
Yuunnca Ha kuHopexmccepa B TOpoHTO, 3aTeM paboTan B 061acTv My3blKallbHOro
BWEO C MECTHbIMM rpynnamMu, KOTopble MOKa3biBa/IM HA My3blKaNlbHOM KaHane
«Much Music». B nocnegHee Bpema 6bin1 pEHUCCEPOM MHTEPAKTUBHBIX PEKIaM-
HbIX PONTMKOB AJ1A TaKUX KITIMEHTOB, KaK KoMmnanua «Masga», Axe, KMHocTyamA «XX
BeK PoKc», KomnaHua «Purnn» n HaumoHanebHasa gyTtoonbHas nura. Pexuccep

Ursula Anna Frohne

is an art historian and cultural theorist. She has been
curator at the ZKM Center for Art and Media in Karlsruhe
(Germany) from 1995-2002 and has taught art history, visual
studies, cultural studies, and media theory at the Academy for
Design in Karlsruhe since 1997. She was Visiting Professor at
the Department of Modern Culture and Media, Brown Univer-
sity in 2001/2002 and is currently Professor for Art History at
the International University Bremen (Germany). After studying
art history she received her PhD with a thesis on the social his-
tory of the American artist at the Freie Universitét Berlin, where
she taught at the Department for Art History from 1988-1995.

Harun Farocki

Harun Farocki was born in 1944 in German-annexed
Czechoslovakia. From 1966 to 1968 he attended the Deut-
sche Film- und Fernsehakademie Berlin (DFFB). In addition
to teaching posts in Berlin, Diisseldorf, Hamburg, Manila,
Munich and Stuttgart, he has been a visiting professor at
the University of California, Berkeley. Farocki has made close
to 90 films, including three feature films, essay films and
documentaries. He has worked in collaboration with other
filmmakers as a scriptwriter, actor and producer. In 1976 he
staged Heiner Miiller's plays The Battle and Tractor together
with Hanns Zischler in Basel, Switzerland. Since 1966 he has
written for numerous publications, and from 1974 to 1984 he
was editor and author of the magazine Filmkritik (Miinchen).
His work has shown in many national and international exhibi-
tions and installations in galleries and museums.

Antje Ehmann

Is a film theoretician, researcher, curatos and artist.
Between 1995 and 1999 she worked on the team organizing
the film festivals Duisburger Filmwoche and Internationalen
Kurzfimtage Oberhausen. Between 1999 and 2003 she
collaborated on the DFG project Geschichte des dokumen-
tarischen Films 1895 bis 1945 (History of Documentary
Films 1895-1945). Since 2004 she has focused on diverse
curatorial projects, mostly together with Harun Farocki. Her
recent shows include Antje Ehmann, Harun Farocki, Museum
of Modern Art. Maja Galerija, Ljubljana 2009, Central Nervous
System No. 2, Galerie im Regierungsviertel, Berlin 2009.

Yang Fudong

Starting in the late 1990's Yang Fudong embarked
on a career in the mediums of film and video. He is among
the most successful and influential young Chinese artists
today. Yang Fudong participated in the 40th Basel International
Art Fair (2009) Switzerland Bern Museum of Art 2009 52th
Venice Biennale (2007) First Moscow Biennale of Contempo-
rary Art (2005) 1st International Sharjah Biennale (2005) 1st
Prague Biennale (2003) and 5th Shanghai Biennale (2004)
The 5th AsiaPacific Triennial of Contmeporary Art (2006).
He has had solo-shows at most acclaimed institutions and
Gallerys such as Marian Goodman Gallery (NewYork,2009),
Parasol Unit (London,2006) Kunsthalle Wien (2005), Stedelijk
Museum (Amsterdam, 2005), Castello di Rivoli (Torino, 2005),
The Moore Space (Miami, 2003), and ARC/Musee d'Art Mod-
erne de la Ville de Paris (2003).

Gary Hill

Gary Hill has worked with a broad range of media -
including sculpture, sound, video, installation and perform-
ance — since the early 1970’s, continues to explore an array
of issues ranging from the physicality of language, synesthesia
and perceptual conundrums to ontological space and viewer
interactivity. Exhibitions of his work have been presented
at museums and institutions worldwide, including solo exhibi-
tions at the Fondation Cartier pour I'art contemporain, Paris;
San Francisco Museum of Modern Art; Centre Georges
Pompidou, Paris; Guggenheim Museum SoHo, New York;
Museum fiir Gegenwartskunst, Basel; Museu d'Art Contempo-
rani, Barcelona; and Kunstmuseum Wolfsburg, among others.
He has been the recipient of numerous awards and honors,
most notably the Leone d'Oro Prize for Sculpture at the Venice



Biennale (1995), a John D. and Catherine T. MacArthur Foun-
dation Fellowship Award (1998), the Kurt-Schwitters-Preis
(2000), and an Honorary Degree of Doctor Honoris Causa of
The Academy of Fine Arts Poznan, Poland (2005).

Isaac Julien

Julien came to prominence in the film world with his
1989 drama-documentary Looking for Langston, gaining a cult
following with this poetic exploration of Langston Hughes
and the Harlem Renaissance. This following was expanded
in 1991 when his film Young Soul Rebels won the Semaine de
la Critique prize for best film at the Cannes Film Festival. He
was nominated for the Turner Prize in 2001 and was the recipi-
ent of both the prestigious MIT Eugene McDermott Award in
the Arts (2001) and the Frameline Lifetime Achievement Award
(2002). His work Paradise Omeros was presented as part
of Documenta Xl in Kassel (2002). He won the Grand Jury
Prize at the Kunst fimBiennale in Cologne (2003) for his single
screen version of Baltimore, and the 2005 Aurora Award. He
has had solo shows at the Pompidou Centre Paris (2005),
MoCA Miami (2005), the Kestner Gesellschaft Hanover
(2006) and Metro Pictures New York (2007). Julien is repre-
sented in the Tate Modern, Centre Pompidou, Guggenheim
and Hirshhorn Collections.

Ranbir Haleka

Ranbir Kaleka studied at the College of Art in Chandi-
garh (1970-75) and received a Masters Degree in Painting
from the Royal College of Art in London in 1987. His works
have been included in most of the museum shows of Indian
contemporary art that have been mounted around the world in
the past decade, including: “Chalo! India” at the Mori Museum
in Tokyo (2008); “India Moderna” at the Institute of Modern
Art in Valencia, Spain (2008); “iCon: India Contemporary”
at the Venice Biennale (2005); and “body.city” at the House
of World Cultures in Berlin (2003);Kunsthalle Wien, ‘Kapital
& Karma', Vienna (2003). In 2007 he was commissioned
to create a permanent video installation for the new Spertus
Museum in Chicago and in 2008 his work was included
in the Sydney Biennale and in 2011 his work was shown
in “In Transition: New Art from India”", Vancouver Biennale,.

Yuri Halendarev

Yuri Kalendarey, sculptor, was born in Saint Peters-
burg, Russia. Lives and works in Tuscany, Italy. He belongs
to the generation of underground “non-conformist” artists,
the dissidents of the 70s. For the last 25 years he has been
living and working in ltaly. After working with granite, environ-
mental art and light projects for about 25 years, he came to
a direct work with vibrations and sounds, to the art of tuning
of metals, to the Sound Plates.

Elena Howylina

Performance artist. winner of the Innovation All-Russian
Contemporary Art Competition award. Studied 1988-1991
Art School, 1993-1995 Art Academy, 1996—1998 Art
School, CH, 1998-1999 Center of Contemporary Art,,
2001-2003 UdK. Diploma. Granted: 2002 Academy Schloss
Solitude, 2004 Kuenstler Haus Boswil, CH, 2004 Kuenstler.
In her works she develops the traditions of Western feminist
art, exploring the body and gender problematics. The audi-
ence often remembers her works Pick Up a Girl (2006)
when the viewers tore of pictures of women from magazines
pinned to her skin, or DIY (2000) when the artist standing with
a noose around her neck gave the audience a chance to knock
the stool from under her.

Arthur Hroker

Canada Research Chair in Technology, Culture and
Theory, professor of Political Science and Director of the Pa-
cific Centre for Technology and Culture (www.pactac.net),
University of Victoria, Canada. He is author of numerous books
including Born Again Ideology, The Will to Technology and
The Possessed Individual.

MHTEPaKTUBHOIO pPeKnamMHoro posnuka ¢rpmel «Hokuna» «Macamunp», ctasliero
naypeatom KoHKypca «KaHHckue J1bBbl» B HoMHUHauun «KnbepllbBbi» 1 Tenenpo-
rpammbl «One Show».

Anmaryne MeHnubaesa

XyaoxHuua 13 KasaxctaHa AOCTUINA LWMPOKOrO MeH/AYyHapOAHOro npuaHa-
HUWSA, NpuHUMMana yyactve B 150 CugHeickon bueHHane, 51, 52 n 53 BeHeuunan-
CKWx BueHHane, ee paboTbl aKCNoHMpoBanMCh B My3ee coBpeMeHHOro UCKycCTBa
MuHKA (AnTeepneH, Benbrus), Mysee KeuHca (Hblo—VIOpK), Myzee lNep-
Gepta ®. dmoHcona (Mtaka, wrat Heto-Mopk), Mysee CteHepcena (Ocrno, Hop-
Berus), Kanudopruitckom yHusepcutete (Can-Ouero, Kanudophus), Yrusepcu-
TeTCKOM My3ee Hono (MexuKo), KBMHCREHACKOM KapTUHHOW ranepee (Bpmc6eH,
AscTpanua), u HegaeHo — B KynstypHom ueHTpe Yukaro. Bugeopa6otel Mernu-
6aeBoM feMoHCTpUpoBanMch Ha MewayHapoaHoM KnHopecTnBane B CaHTbAro,
Yunun, MexpayHaponHom pectrBane KopoTkomeTpakHoro ¢unbma B O6epxayseHe,
lepmanua, PoTTepoamckom mexayHaponHoM KuHodecTusane B Hugepnangpax,
¢dectnBane Les Rencontres Internationales Mapuw/Bepnnn/Manpua; B LleHTtpe
Momnmay 1 B Toknitckom asopue B [MNapume.

Tayc MaxayeBa

XyoowHuua. BeinyckHuua JToHaoHcKoro nHetutyTa nekycets. OKoHumna
Kypc ¢oTorpadum B JTOHAOHCKOM Konnea)e KOMMyHUKaLMIA 1 Nnosyyumna aun-
nom Gakanaepa no nporpamme cospemeHHoro uckyccrea (studio practice and
contemporary critical studies) 8 Flonacmuc konnepxe B 2007 rogy. MpuHumana
yyacTua B BbiCTaBKax, Bkitovana: Powderlux, Red Gate Gallery, JlonnoH; MemxayHa-
ponHov BuenHane noptperta. PucyHok v rpapuueckmin ansanH-06. Tyana, BocHua
n lepuerosuHa; BeictaBka Caucasica, Scuola Grande di S. Giovanni Evangelista,
BeHeuus; Bruennane monoporo uckyccrea «Ctom! Kto noet?», Mocksa.

Unba MNepmAkos

Poaunca B 1977 r. B Bonrorpage. C 2004 no 2007 rog, cokypatop Meway-
HapoaHoOro dbecTuBans ayaMoBMayarnbHbIX UCKYcCTB «Bugeonorus» (Bonrorpag).
HomwuHaHT MNpemunn B 06nact coBpemeHHoro Bu3yansHoro uckycctsa MHHO-
BALIMA (HomuHauma: PervoHanbHbil NpoeKT COBPEMEHHOro uckyccTaa) (2006,
2007). BupeoxynomHuk. MmaeHbii npusep IX Meana ®opyma 8 pamkax 30
Mockosckoro MexayHapopHoro Kunodectusans (2008) (pa6ora «Bnepusascs»).
Mueet n paboraet B Mockse.

aprrpynna NPOBMbI3A

FanuHa MbisHukoBa n Cepreii NMposopos

[MponsseneHnA xynoxHMKOB Obinv NpefAcTaBneHsl B naBunboHe Poccun Ha
51 BeHeumaHckom 6ueHHane, KustFilmBiennale (vysew JTiopeura, KenbH), Hors
Pistes (Uentp Hopwa Momnuay, Mapw), Biennial of Moving images (LleHTtp Cen-
Hepse, Henesa), «Viper» (KyHctxanne Basenb) v ap. B ux apceHane 6onee asyx
[EeCATKOB BMAEOPaboT, MPUHABLLMX y4aCTHUE B MHOMOYUCIIEHHbIX MEXAYHapPOa-
HbIX GECTUBANAX M OTMEYEHHbIX Pa3NMYHBIMK NPU3amiu, TakMMK Kak Tiger Award
for Short Film of 38th International Film Festival Rotterdam, Gran Premio
for the Best Competing Film of 25th Assolo International Art Film Festival,
Best Experimental Film of 15th Chilean International Short Film Festival.
Pa6ota «Boogywesnenue» («Inspiration») cran yactsio Orizzonti Competition
67 Beneunarckoro kuHodectrsanda. BuaeopaboTbl XyA0MHUKOB Haxo-
aatca B Konnekumn LieHtpa Mopa MNomnunay, MocynapcteeHHoro ueHTpa
COBPEMEHHOI0 MCKYCCTBA M B MHOTOYMCIIEHHbIX YaCTHbIX Konnekuumax. Jlay-
peatbl HauuoHanbHo# Mpemunn B 061acT COBPEMEHHOIO MCKYCCTBA UMEHHM
C. Kypexura. Naypeatbl PervonansHoi Mpemun B o6nactn kynstypsl (Mpu-
BOMMKCHMIA dunman)
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Hupunn Pasnoros

[oKTop nckyccteoBeaeH s, npodeccop, AnpexTop PoccnicKoro MHCTU-
TyTa KynsTyponoruu. [lupextop nporpamm Mockosckoro MemayHaponHoro KMHo-
decTmBansa u MoCcKOBCKOro pecTrBana aMeprUKaHCKOro KMHo «Amdect». 3acny-
HEHHbIN AeATenb McKkyccT Poccuiickon Penepaumu, kaBanep opaeHa [pyobl.
Ynen 6topo Hay4Horo coseta PAH no n3yueHuto n oxpaHe KynbTypHOro v npu-
poaHoro Hacneama. ABTOP KHUI M PYKOBOAMTESb M3AATENbCKUX MPOEKTOB, KMHO-
KPWUTKK 1 nybnmumcT, onybnmnkosasLmi okono 1000 pabot no Bonpocam KynsTypel
1 ncrycctea B Poccum n 3a pybemrom. ABTOp M BEAYyLLMIM TENEBU3NOHHbIX LIMKIOB.
Mpodeccop knHoBeayeckoro darynsreta Bcepoccuitckoro rocynapcTseHHOro



MHCTUTYTa KMHematorpadum um. C.A. lepacumosa (BMUK); uutaet Kypc uctopum
KMHO Ha BbicLumx Kypcax CLLeHap1CTOB M PEHMCCEPOB, JIEKLIMK N0 COBPEMEHHOMY
KMHOMPOLLECCY M MCTOPUK BKPAHHOM KyNbTypbl, B TOM YMcie — B MHCTUTyTe eBpo-
NENCKMX KynbTyp.

Anpu Cana

B 2011 ropy nonyumn npemuio 49 BeHeunaHcKom GrueHHane Kak ny4wmni
MOJIOA0M XyAOMHMK. Ero paboTbl LUIMPOKO AEMOHCTPUPYHOTCA N0 BCEMY MUPY,
B ToM uncne B Mysee coBpemeHnHoro nckycctea MAMCO B Henese (LLseiiua-
pus); B XynowecteeHHoM Mysee Jannaca, wrat Texac; B ranepee «AikoH», Bup-
muHrem (Benuko6putanma); B BeHckom KyHcTxanne, B MapuwcKom Mysee cospe-
MEHHOT0 MCKyccTBa M B HoBOM Mysee coepemeHHoro uckyccTaa B Hito-Mopke.
YuacTtHuk «CtaHumm YTtonua» 501 BeHeumaHcKon 6uenHHane, 24 6uexHHane Can-
Mayny, ppaHKdypTcKon «<Manifesta 4», BoicTaBkM «['epmanna 1 yHudpopma: nopa-
[OK 1 6ecnopaAfoK» B Hblo-MOPKCKOM LleHTpe coBpemeHHoro nckycctea P.S.1.

Fpynna «CuHwuin cyn»

lpynna 6bina ocHoBaHa B Mockee B1996 Anexkceem [Jo6posbiM, JaHunnom
Jle6epesbiv, Banepuem lMatkoHenom. B 2002 K rpynne npucoeauHunca Anex-
canap Jlo6aHos. YuacTukm 1 1 2 Mockosckmx 6ueHHane (2005, 2007), u apy-
rux BeicTaBok B Poccuu 1 3a py6exom. PuHanmcTsl «[pemun KanguHckoro 2008»
B HoMUHaumn «Meawmaaprt. [poekT roga»

HepeHn CutTtep

M3yvana n3obpasnTesibHOe CKYCCTBO B TENb-aBUBCKOM Xy OMECTBEH-
HOM MHCTUTYTE UM. ABHU. [locne ycneLuHbIX BbICTABOK BO MHOMMX ranepesx
M3panna oHa nepexana B AMCTepfam Ha CTUNEHAMIO OT HE3aBMCHMMOIO MHCTUTYTa
ans xyoowHukoB De Ateliers. Ceruac xuBeT 1 paboTaet B BepnuHe. Ee dunbmb
HanoMWHaKT AOoMallHKEe NOOUTENBCKUE KUHO- U BUAEOAHEBHUKWU. PaboTkl cocToAT
M3 3aHOBO CKOMIMOHOBAHHbIX 3/IEMEHTOB MOBCEAHEBHOM HKU3HW, BrieYaTNeHnH,
BOCTOMWHaHWM, enaHui u cHoB. CLeHapuu aTUX $UIbMOB COCTaBNAOT YacTb
NoBeCTBOBaHMA, a NMOBECTBOBaHWE B CBOIO o4epeAb — BCErAa MCTOPUA O CTOSKHO-
BeHun mMeway (CoBepLeHHbIM) cueHapueM 1 (HECOBEPLUEHHOM) PeanbHOCTLIO.

MuoHa TaH

Popunacbk B 1966 r. B UHooHe3nn 1 Bolpocna B ABCTpanuu, nosyymna xyno-
mecTBeHHOe obpasoBaHue B AmcTepaame v xumeeT B Hugepnangax ¢ KoHua
1980-x. C 1990-x oHa UrpaeT BaxHYIO POflb B MMPE COBPEMEHHOIO UCKYC-
CTBa, y4aCTBYA B MHOMOYMCIIEHHbIX FPYNMOBbLIX U MHAMBUAYaSIbHbIX BbICTABKAX.
Yuactrne TaH B Beneunarckon 6uennane 2009 B pamkax nasunsoHa lonnax-
MW NPUBIIEKNO K Hel BceobLlee BHMMaHKWA. B ceomx Bruaeopaborax u ¢oTorpa-
dmAX XyLOoKHMLA MHTEPECYETCA Mpemae BCero ob6pa3om MHAMBUIA M CNOCOOOM,
KOTOPbLIMW 3TOT MHAMBWA, BCTYNaeT B KOHTAKT CO CBOMM OKPYHEHWEM W, TaKUM
o6pasom, ¢ MMpoMm BoobLLe. TaH co3paeT Nensamn G CUMBOSIMYECKUM NMOATEK-
CTOM, a TaKme ABMAKYLLMECA NMOPTPEThI JIAEN, TOHKO YBA3bIBAA JIMYHbIE YyBCTBA C
MX COLMasbHbIM M KYNETYPHBIM KOHTEKCTOM.

Necnu TopHTOH

OpHa 13 NTMOHEePOB aMEPHUKAHCKOr0 3KCNEPUMEHTANTBHOTO dunbMa M Meauna
¢ 1980-x ronos. Camble 3HauMTENbHbIE U3 €€ paboT: «[errn u Ppes B agy»
(rnaBHbIM ee Tpyn), «AamHatar, «<B apyrom mupe», «[ai nocuMTaTh Kak: MUHYC
10,9,8,7...», «<Benvkui HeBUAUMBIN>» U MHOTMe Apyrue. PaHHue paboTbl TopH-
TOH MUCcCrefoBanv B3aMMOAENCTBUE KMHO, BUAEO, MHCTAIALMK M MMMPOBHU3aLIMK
B CTUIE, KOTOPbIM Kak 6yATO NpeaBoCXMLLLaeT CoBpeMeHHble Meaua. Ee paboTbl
39KCMOHWPOBASIMCb MO BCEMY MUPY, B TOM yMcne B Mysee coBpeMeHHOro UCKyc-
cTBa, Mysee YutHu, LlenTtpe Momnunay, Teit MonepH, PS.1 1 Bo MHorvx apyrux.
TopHTOH — naypeat MHOXeCTBa NPeMUit 1 Harpag, B TOM YMCIIe BbICLUEN Harpaabl
B 9TOM 0bnacTu, npemunn Main [lepeH 3a Bknag, B UCKyCCTBO, W NepBbIM naypeat
npemun Anbnepta B HOMUHaLMKU «<UCKycCcTBO Ana meauar.

Oyat TOTAPT:

Hatanba Abanakosa n Anatonuin H{uranos

Hatanba A6anakosa n AHatonui Muranos 3aH1MMarOTCA TBOPYECKOM
AeAtenbHOCTLIO ¢ Havana 1960-x. C KoHua 70-x HauYMHAOT OCYLLEeCTBAATb
coBMeCTHbIM NpoekT «Mccneposanuna Cyliectsa MickyccTBa npUMeEHUTENIbHO
k Hun3nn n Uckyccrey». YuactHukm cobbitin AINTTAPT, onHu u3 cocta-
sutenen MAHU (Mockosckoro Apxusa Hosoro MckyccTsa). YuacTHUKK

Marilouise Hroker

Senior Research Scholar at the Pacific Centre for Tech-
nology and Culture, University of Victoria, Canada. With Arthur
Kroker she has authored and/or edited many books, including
Hacking the Future, Digital Delirium, Body Invaders, and The
Last Sex.

Trond Lundemo

Trond Lundemo, Associate Professor at the Depart-
ment of Cinema Studies at Stockholm University. He has been
a visiting Professor and visiting scholar at the Seijo Univer-
sity of Tokyo on a number of occasions. He is co-directing
the Stockholm University Graduate School of Aesthetics and
the co-editor of the book series “Film Theory in Media History”
at Amsterdam University Press. His research and publications
engage in questions of technology, aesthetics and intermedial-
ity as well as the theory of the archive.

Taus Machacheva

Artist. Graduated fro the University of the Arts, London.
Studied photography at the London College of Communica-
tions, BA in contemporary art programme (studio practice
and contemporary critical studies) at the Goldsmiths College,
2007. Exhibitions include Powderlux, Red Gate Gallery, Lon-
don; International Biennial of Portrait, Drawings and Graph-
ics-06. Tuzla (Bosnia and Herzegovina); Caucasica, Scuola
Grande di S. Giovanni Evangelista, Venice; Moscow Young Art
Biennale “Stop! Who goes there?".

Arev Manoukian

Raised in a family of artists and engineers in Montreal,
Arev Manoukian plays with art and technology to tell stories
in ways that challenge his imagination. After studying film in To-
ronto, Arev soon began directing music videos for local bands
which went to air on Much Music. Lately, he has directed
interactive jobs for clients such as Mazda, Axe, Wrigley Gum,
20th Century Fox and the NFL. Arev directed Nokia's interac-
tive commercial “The Passenger”, a Cannes Cyber Lions and
One Show finalist.

Almagul Menlibayeva

The artist from Khazahstan has gained international
recognition exhibiting at the 15th Sydney Biennial; 51st,
52nd and 53rd Venice Biennale; Museum van Hedendaagse
Kunst, M HKA, Antwerp, Belgium; Queens Museum, NY;
Herbert F. Johnson Museum, Ithaca, NY; Stenersen Museum,
Oslo, Norway; University of California, San Diego, CA; Museo
Universitario del Chopo, Mexico City; Queensland Art Gallery,
Bisbane, Australia; and more recently at the Chicago Cultural
Center, Chicago, IL. Menlibayeva's videos have been shown
at the Santiago International Film Festival, Chile; International
Short Film Festival Oberhausen, Germany; International Film
Festival Rotterdam, The Netherlands; Les Rencontres Interna-
tionales Paris/Berlin/Madrid; Centre Pompidou, Paris, France;
and Palais de Tokyo, Paris, France.

llya Permyakov

Born 1977 in Volgograd. In 2004—2007 co-curated
the Videologia International Audio-Visual Arts Festival (Vol-
gograd). Nominee of the Innovation Award in Contemporary
Visual Art (for Regional contemporary art project nomination).
Video artist. Grand prix of the IX Media Forum of the 30th
MIFF (2008) for the work “Gazing Hard”. Lives and works
in Moscow.

Art group PROVMYZA

Galina Myznikova

and Sergey Provorov

The artists' works have been shown at the 51st Venice
Biennale, the Russian Pavilion; the KunstFilmBiennale,
the Ludwig Museum, Cologne; Hors Pistes, George Pompidou
Centre, Paris; Biennale of Moving Images, the Saint-Gervais
Centre and others. Many of videos have won several awards
such as Tiger Award for Short Film of 38th International Film
Festival Rotterdam, Gran Premio for the Best Competing Film



of 25th Assolo International Art Film Festival, Best Experimen-
tal Film of 15th Chilean International Short Film Festival. Some
installations belong to different collections such as Center
Pompidou, National Museum for Contemporary art and numer-
ous private collections. Their new film “Inspiration” has been
presented at the 67th Venice International Film Festival in com-
petitive section “Orizzonti”. Winners of the National Premium of
the Contemporary Art of S. Kuryokhin. Winners of the Regional
Premium of Culture (Volga region).

Hirill Razlogov

Doctor in arts history, Professor, director of the Rus-
sian Institute for Cultural Research. Programme director of
the Moscow International Film Festival and the AmFest Mos-
cow Festival of American Film. Honoured art worker of Russian
Federation, cavalier of the Order of Friendship. Author, head
of publishing projects, film critic and political writer, published
about 1000 works on art and culture in Russia and abroad.
Author and anchor of several TV programmes. Professor
of Film Studies faculty of the Russian State University of Cin-
ematography named after S. Gerasimov (VGIK), reads film
history at Higher Courses for Scriptwriters and Directors, gives
lectures on contemporary film and history of screen culture at
the Institute of European Cultures, inter alia.

Anri Sala

An Albanian artist living in Paris and Berlin. 2001 he
received the Young Atrtist Prize of the 49th Venice Biennale.
His works have been widely shown internationally, at institu-
tions including MAMCO, Geneva, Switzerland; Dallas Museum
of Art, Texas; lkon Gallery, Birmingham, England; Kunsthalle
Wien, Vienna: ARC, Mus?e d'Art Moderne de la Ville de Paris,
and the New Museum of Contemporary Art, New York, among
others. He participated in Utopia Station at the 50th Venice Bi-
ennale; the 24th Bienal de Sao Paolo; Manifesta 4 in Frankfurt,
Germany and Uniform: Order and Disorder at P.S.1 Center for
Contemporary Art, New York.

Olga Shishko

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

Fiona Tan

Born in Indonesia in 1966, Fiona Tan grew up in Aus-
tralia. She received her formal art training in Amsterdam and
has been living in the Netherlands since the late 1980s. Since
the 1990s she occupies an important place in the contem-
porary art world, participating in numerous solo and group
exhibitions. Tan's contribution.to the 2009 Venice Biennale at
the Dutch Pavilion drew a great deal of attention. In her video
pieces and photographic works Tan is concerned with the im-
age of an individual and the way in which this individual relates
to his or her environment and thus to the world. Fiona Tan
creates symbolically charged landscapes as well as moving
portraits of people, subtly linking personal sentiments to their
social and cultural context.

Leslie Thornton

Leslie Thornton has been at the very forefront of Ameri-
can experimental film and media since the 1980s. Her major
works include Peggy and Fred in Hell (her magnum opus),

MHOIOYMCIIEHHBIX BbICTaBOK B Poccuu 1 3a py6esxom. Ocywectsunm 6onee 100
akuui 1 nepdopmaHcos. MHoro pabotatoT ¢ pasnmMyHbiMM Meauma: GoTorpadus,
KuHo (16 1 8 Mm), BUAeo. B HacToswee Bpema aenaioT BuaeonepdopmMaHcsi

W MynbTUMEAMa NPOEKTbI, UCCneaya NPobiembl «XyAOMHUK U BNaCTb», «A3bIK BNa-
CTW 1 BNacTb A3blKa» U «reHaep». HusyT 1 pabotatoT B Mockse.

Onecsa TypKuHa

Beaywmi HayuHbIM coTpyaHuk OTaena HoBewwmx TeueHnit Pycckoro myses.
Hypatop 6onee 30 KoHLeNTyanbHbIX XyAOKECTBEHHbIX MPOEKTOB B TOM yncne Poc-
CHIMCKoro nasunboHa Ha 48 BeHeumnaHckor 6ueHHane. BeicTynana ¢ nekumamm
no Teopun Bu3yanbHoW KynbTypbl B CaHkT-lNeTepbypre, Mockee, Bene, Bepnune,
Croxronsme, AmcTepaame, Kapncpya, Mene. MpenoaaeT CTopHio 1 Teopuio
COBPEMEHHOro UCKyccTBa B BanTnicKom yHMBEpcHUTETE SKOHOMMKM, SKOMOT UK
1 npas yenoseka B CaHkT-lNeTepbypre.

Ypcyna AHHa MpoHe

McryccteoBea, v KynbTyponor-teopetuk. Beina kypatopom LleHTpa nckyc-
cTBa 1 MeaumarexHonoruin ZKM B Kapncpys (Tepmanus) 8 1995-2002 rr., npe-
nogasasia UCTOPUIO MCKYCCTBA, ONMUCaHUEe U aHann3, KylbTYPOSIOr o U TEOPUIO
meamna B Akapemun amaaita B Hapncpya ¢ 1997 MpurnaweHHsit npogpeccop
kadenpsl CoBpemeHHON KynbTypbl M Meama YHueepcuteta BpayHa B 2001/2002,
B HacToALLee BpemA NPopeccop UCTOPHUM UCKyccTBa B MewayHapoaHOM yHU-
BepcuteTte Bpemera (Tepmanusa). Monyumna creneHb AOKTOPa UCKYCCTBOBEE-
HWA, 3aLLMTUB AMCCepTaLMIio Ha TeMy COLManbHOM CTOPUK XyAoMHUKa B AMepUKe
B CBo6oaHoM yHuBepcuTeTe BepnuHa, roe npenogasana Ha Kadpenpe UCTopun
nckycctea B 1988—-1995 rr.

An MyayH

OpauWH 13 Hanbonee yCreLHbIX U BIIMATENbHbIX MOMOAbIX KUTAUCKUX XYO0KHW-
KoB cerogHA. Ero pabotbl skcnoHnposanuce Ha 40i Basenbckoi MexayHapos-
HOWM Xy#omecTBeHHOM ApMmapke ApT-Basens (2009); B XynomecTBeHHOM My3ee
BepHa, LLsenuapus (2009); Ha 52 BeneumnaHckon GuenHane (2007), Ha nepsom
MockoBCKoM BueHHane coBpeMeHHoro uckyccTsa (2005), nepsorn MemayHapog-
HoM BueHHane amuparta Lapawa (2005), nepeon Mpamckoit GuerHane (2003),
natom LLlaHxakckon 6ueHHane (2004) v natoin AanaTcKo-TUXOOKEAHCKOM TPUEH-
Hasne coBpeMeHHoro nckyccTsa (2006). Ero nepcoHarbHbie BHICTABKM MPOXOAMH
B CaMbIX NMPECTUMKHbIX ranepenx U My3enx, Takux Kak ranepea Mapuan Nyoman
(Hito-Mopk, 2009), Parasol Unit (JTonaoH, 2006), KyHcTxanne s Bene (2005),
Crenenuk-mysee (Amctepaam, 2005), Kactenno au Pusonu (Typun, 2005), The
Moore Space (Ma#amu, 2003) 1 [Mapuckom My3ee COBPEMEHHOIO MCKYGCTBA
(2008).

XapyH MapoKu
Popounca B 1944 r. B aHHeKcMpoBaHHOW Hemuamm Hexocnosakuu. B 1966—
1968 yunnca B HemeLKkoM akageMun KMHO 1 TenesuaeHna B Bepnune (DFFB).
Mpenopnasan B BepnuHe, dioccenbpopode, Nambypre, Manune, Mionxere u LLTyT-
rapTe, TaKme Kak npurnaweHHbIn npodeccop B YHusepcutete Beprnu,
RanndopHusa. Papokn aBTop 0Koo 90 GpUNbMOB, B TOM YMCTE TPEX XyOOHKe-
CTBEHHbIX GUIbMOB, GUIBMOB-3CCE M AOKYMEHTabHbIX PpunbmoB. CoTpya-
HMYan C APYrMMM pesrccepamMi Kak CLIEHapUCT, aKTep M Npoatocep.
B 1976 r. coBmecTHO ¢ MaHcom Linxnepom ctan pexnccepom-noctaHoB-
WwuKom nbec XarHepa Mionnepa «butsa» u «Tpaktop» B Basene, LLisew-
uapua. C 1966 nybnmKyeT CBOM CTaTbW B Pa3MyHbIX XKypHanax, ¢ 1974
no 1984-penaxtop 1 aBTop MIOHXEHCKOrO MypHana «Filmkritik». Ero pa6oTbl
9KCMOHMPOBAIUCb Ha MHOMMX HEMELIKMX M MEeW/yHapOAHbIX BbiCTaBKax,
a TaKe B Ka4eCTBEe MHCTAALMI B Pa3/IMYHbIX raniepeax U My3esx.
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Fapu Xunn

C Havana 1970-x Mapu Xunn paboTtaeT C LUIKPOKUM CMEKTPOM MeLura, B TOM
uncne CKyNbMTYPOW, 3BYKOM, BUAEO, MHCTaNNALMEN W neppopmaHcom. OH mccne-
[yeT LWWMPOKMM CcrneKTp npobnem — OT MaTepUasibHOCTH A3bIKa, CUHECTE3NK
W NapajoKCOB BOCMPUATUA A0 OHTONOrMYECKOro NPOCTPaHCTBA U MHTEPAKTUBHO-
ctu. Ero BeicTaBKM NpoxoaAT B My3eAx No BCEMY MUPY, B TOM Y1Cle NePCOHalb-
Hble BbICTaBKM B MapuKcKom PoHae coBpemeHHOro uckycctsa KapTbe, B napum-
crom Llentpe Hopma Momnuay, B mysee Myrreqxaiiva, Huto-Mopk, B 6asensckom
Mysee coBpemeHHoro nckycctea, B Mysee cospemeHHoro nckyccrea bapce-
noHsl, B XyaomectseHHOM My3ee Bonbdcbypra v T. 4. MHorouncnenHsie Harpagbl



W NPeMmK, B TOM uucrie «30/10TOM NIEB» 3a CKyNbNTypy Ha BeHeunaHckoi 6uen-
Hane (1995), npemua ®onpa Oxora u Katpun Maxaptyp (1998), npemus Kypra
LWeutTepa (2000) 1 noyeTHan creneHb foKkTopa Akagemuu xynomecTs MoaHaHm,
Monkua (2005).

Onbra LLuwikxo

MckyccteoBeg, KypaTop. OpraHvsatop MexayHapoaHbix cobbiThiA, pecTmBa-
ner 1 BbICTAaBOK, paccMaTpmBatoLLmx Npobremsl B3aMMOAENCTBUA COBPEMEHHOM
WMHHOBALIMOHHOW KyNbTypbl U HOBbIX TEXHOMOrMi. Kypatop memayHapoaHoro cum-
noamyma «NewMediaLogia» (Mocksa, 1994), pecTiBana poCCUMCKWX apT-pecyp-
coB «[la-Ja-Net» (Mocksa, 1997-2000), MexayHapoaHoro ¢becTMBanA ceTeBoro
uckyccTea «Trash-Art» (Mockea, 1999-2000), MeXayHapOAHOro CUMMNO3UyMa
«Pro&Contra» (Mocksa, 2000) u T.4. CocTaBuTens U peaakTop Katanoros, c6op-
HUKOB W TeMaTHUYECKWUX U3AAHWUM, NOCBALLLEHHbBIX UCKYCCTBY HOBbIX TEXHOSOM MM,
B Tom uncne: «<NewMediaLogia — NewMediaTopia» (Mockea, 1996), «Data Trash»
(Mockea, 2000), «Pro&Contra» (Mocksa, 2000), a Takme nepsoi 4acTi AHTono-
MK POCCUMCKOrO Meama UCKyCcCTBa («Poccuitckuin Buaeoapt», Mockea, 2001).
Oupektop «Meguma Popyma» — ogHom M3 nporpamm Mockosckoro MewayHapoa-
Horo KnHodecTmBansa. Yupeautens 1 gupertop LleHTpa KynbTypbl M UCKycCTBa
«MepmnaApt/la6»

AHTbe 3iimaH

TeopeTnK 1 nccnenoBaTesib KMHO, KypaTop 1 xyaomHuua. C 1995
no 1999 ropa pabotana B KomaHae opraHmdaTtopos Heaenu knHo B [lyiic-
6ypre u MexayHaponHoro ¢ectusana KOpoTKoMeTpakHoro ¢punbma B Obep-
xay3eHe. C 1999 no 2003 roga y4acTHWK npoekTa HemeLkoro Hay4Ho-1ccne-
[0BaTeNbCKOro oblecTsa «McTopua gokymeHTansHoOro ¢punbma, 1895-1945).
C 2004 ropa KypaTop pasfiMyHbIX MPOEKTOB, B OCHOBHOM COBMECTHO C XapyHoOMm
®apoku. Ee HepasHHWe BbicTaBku: B Myaeit coBpemMeHHOro uckyccTaa, Hito-Mopk
(coBmecTHO ¢ XapyHom ®apoku), Fanepes Maiis, Jlio6naHa, 2009, «LleHTpans-
HaA HepsHana cuctema N22», Manepen «B npasutenscteeHHom KBapTane», Bepnuh,
2009.

Bopuc 3nparceH

LleHTpanbHaa Tema ero pabot — naea notepun ceba Kak cnocob Uckynne-
HWA YenoseyecKoro 6biTnA. Ero nponsseaeHna aKCnoHMpoBannch No BCeMy
MUpY, B TOM 4uncrnie B Mysee PpuaepuumaHym B Haccene, B BbICTABOYHOM LiEH-
Tpe «duxtopxannen» B lambypre, B ABCTpanuiickom LeHTpe potorpadum B Cuna-
Hee, a TaKKe JeMOHCTPUPOBa/IMCh B paMKax pada dectnsanax n bueHHane, Taknx
Kak DOMHOYPrCKUM XyAOKeCTBEHHbINM decTvBanb, EBponeiickuini Megnaapt decTu-
Banb B OcHabptoke, «BuaeoHane» B BoHHe, ApuHcKHIA decTuBanb BuaeoapTa,
ctambynbckuii pectrsanb «Kuyre», mockosckuii «Megma Popym», BpoLiaBckas
Mepwnaapt 6ueHHane, laBpckana 6ueHHane, BrueHHane aneKTPOHHOro MCKyccTBa
B lNepre.

Esrenun HOdmt

OauH 13 nuaepoB ABMKEHWA HekpopeanucTos. B 1984 roay opraHuaosan
CTyAMIO napasnnensHoro kKnHo «Mxanana-¢unsm». Ctaxuposanca B KuHoluKone
noa, pykosoacTeoM AnekcaHapa CorypoBsa, paboTan NOMOLLHUKOM perrccepa
Ha ero KapTtuHe «Cnacu 1 coxpaHu». KUHOKPUTHKK AaBHO npuumcnnnu KOduTa
K KnaccMKam MMPOBOro KMHO. Ero 4yacto cpaBHMBatOT C KUHOAEATENAMU HEMELL-
KOrO 3KCMPECCHMOHN3Ma U PPaHLIY3CKOro CloppeasinaMa, C BblAAoWMMMUCA PEMNGC-
cepamun AHopeem TapkosckuM 1 [opamem Pomepo, KOTopbiM nMyHO npeacTas-
nan éunbmbl FKOduTa BO Bpema peTpocneKTvBbl B ameprKkaHcKom MuTTcbypre.
TeopuecTBy FOdu1Ta NnoceBALLEHbI MHOMMe MOHOMpaduK, AMCCepTaLmu, 3cce U ny6-
NMKaLMK KaK OTEYECTBEHHbIX, TaK U 3apybemHbIX CreLmannMcTos B 061acTv KMHO.

Adynata, Another Worldy, Let Me Count The Ways: Minus 10,
9, 8, 7..., The Great Invisible and many others. Her works have
been exhibited worldwide, at institutions such as the Mu-
seum of Modern Art, the Whitney Museum, Centre Pompi-
dovu, the Tate Modern, PS.1, and many others. Thornton has
received numerous prizes and accolades, including the high-
est award in her field, the Maya Deren Lifetime Achievement
Award, and the first the Alpert Award in the Arts for Media.

TOTART Duo

Natalia Abalakova

and Anatoly Zhigalov

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

Olesia Turkina

She is the Leading Research Scholar at the Department
of Contemporary Art of the State Russian Museum. Curated
more than 30 conceptual art projects, including the Russian
pavilion at the 48 Venice Biennale. Delivered lectures on visual
culture theory in Saint-Peterburg, Moscow, Vienna, Berlin,
Stockhiolm, Amsterdam, Karlsruhe and Yale. Professor of
the history and theory of contemporary art at the Baltic Univer-
sity of Ecology, Politics and Law (BUEPL) in Saint-Petersburg.

Evgeny Ufit

One of the leaders of the necrorealist movement.
In 1984 organized a parallel cinema studio “Mzhalala Film”.
Trained in the Cinema School under Alexander Sokuroy,
worked as an assistant director on his film “Save and Protect”.
Cinema critics have long considered Ufit a classic of the world
cinema. He is often compared to German expressionist film-
makers and French surrealists, to the widely acclaimed Anrey
Tarkovsky and George Romero, who has personally presented
Ufit's films at a retrospective screening in Pittsburg. There are
many monographs, dissertations and essays written about
Ufit's work by both Russian and foreign film experts.

Peter Weibel

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



Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOIo UCKYccTBa. ‘1 aTax
Moscow Museum of Modern Art exposition. 1 floor

MpocTpaHcTea mnamAaTuv/ Space of Memory/
CurivBorvHecHume Symbolic Journey

[MNyTewecTsuA
1. “Oonv” Oyr ArtkeH (CLLIA) 2010 1. "House” Doug Aitken (USA) 2010
2. ‘BrHoxme” Necrnm TopHToH (CLLIA) 2. ‘Binocular” Leslie Thornton (USA)

2010 2010

3. Tlogeem v nageHme” MuroHa TadH 3. "Rise and Fall” Fiona Tan
(HypepparHosl/ VHooHesuwA) 2008 (Netherlands/Indonesia) 2009
4. ‘MeTerns” rpyrnsl “CuHma cyn” (PoccumA) 4. "Blizzard” "1 e Bluesoup” group
2008 - 2009 (Russia) 2008 - 2009
5. Hetope cezoHa” HepeH Cuttep 5. "Four Seasons” Heren Cytter

(Nzpaumns/TepvanHAa) 2009 (Israel/Germany) 2009
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3xcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOM0 UCKYCCTBA. 2 3Ta
Moscow Museum of Modern Art exposition. 2 floor

vy pmicA OBpas /
MNosTrHa AsbiHa v
[NpocTpaHcTBa

1. ‘OmBeTe MHe” AHpym Cana (AnbaHna /
MpaHumA) 2008

2."CreozHaa MNetnAa” Tapum Xumn (CLLA)
2005

3."BBoHNT v Homowon B INlycTeHHOM
Hebe” Mapu Xurn (CLLA) 2005

4. "‘HaptuvHe” IOpuvin AnsbepT (PoccumA)
2008

5. “The Silent Horizon” KOpuia
Hamnerpapes (PoccuvA/TanvA) EsrerHnim
IOdoT (PoccumA) 201 1

8. HeTtope HomoHHbe 6omTernsHocT®
oyata ToTtapTt (PoccumAa) 2010/201 1

7. "Tepesogbl” Mnea MepmAxos (PoccumA)
2011

Moving Image /
Poetics of Language and
Space

1. "Answer me” Anri Sala
(Albania/France) 2008

2."Loop Through” Gary Hill (USA)
2005

3. ‘Is a Bell Ringing in the Empty Sky”
Gary Hill (USA) 2005

4. “Imagines” Yuri Albert (Russia)
2008

5. "The Silent Horizon” Yuri Halendarev
(Russia /Ilcaly) & Evgeni Ufit (Russia)
2011

B. "Four Columns of Vigilance” TOTART
duo (Russia) 2010/201 1

7. "Translations” llya Permyakov (Russia)
2011



Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOI0 UCKYCCTBa. 3 aTax
Moscow Museum of Modern Art exposition. 3 floor

Tpetee KMHO /
BuoeovmcryccTtBo HaH
CrNenoH C pearnbsHOCTM

1. ‘TMpmAaTHOEe BecrnororcTeo” PaHBup
Hanerxa (MHouna) 2010

2. ‘OH Bein XopoLumm Hernosexom”
ParHbuvp Hanexa (MHgwAa) 2008

3. "‘PexneH” Tayc Maxadqesa (PoccumA)
2009

4. "CyruHbl Odetn” EnerHa HosbinmvHa
(PoccumAa) 201 1

S, Tlvp vrm MoneT” XapyH Maporun
(MepvmaHmA) 2008

B8. ‘Mornoro oA ArHaT” Anvarynes
MerHnubaesa (HazsaxcTad) 2010

7. A Hyuto Bes Teoero Putva’ VoxaHHa
Burrvnr (LdsewuwmA) 20039

The Third Cinerma /
Videao Art as a Cast
from Reality

1. "Sweet Unease:” Ranbir Haleka (India)
2010

2. ‘He was a Good Van” Ranbir Haleka
(India) 2008

3. ‘Renhlen” Taus Makhacheva (Russia)
2009

4. “‘Sons of a Bitch” Elena Hovylina
(Russia) 201 1

5. "Feasting or Flying” Harun Faroki
(Germany) 2008

B8. ‘Milk For Lambs” Almagul Menlibayeva
(Hazakhstan) 2010

7. “I'm Lost Without Your Rhythmm”
Johanna Billing (Sweden) 2009
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Ixcno3uyuAa B MocKoBCKOM My3ee COBPEMEHHOIo UCKYCCTBa. 4 aTtam
Moscow Museum of Modern Art exposition. 4 floor

CurimyrnmposaHHaA Simulated Reality/ The
PearnbHocTes / Opyrom Other Hero

[epoi
1."9710 He Cure”/ “31o He vcueneHue” 1. "NO CURE” Boris Eldagsen
Bopuric SmparceH (MepvmanHnAa) 2007 (Germany) 2007
2. ‘BoTt’ BuxkTtop Armvrives (PoccumA) 2. “Vot” (So) Viktor Alimpiev (Russia)

2010 2010

3. TlopcHer=HmH" rpyrnma ‘Tposmeiza” 3. "Snovwdrop” PROVMYZA duo
(Poccuma) 201 1 (Russia) 2011
4."BernaAa Ho4Hs" ApesB MarHyHAaH 4. "Nuit Blanch” Arev Manoukian

(Harapa) 2010 (Canada) 2010



Ixcno3nuuAa B LleHTpe coBpemeHHon KynbTypbl «Fapam»
Garage Center for Contemporary Culture exposition
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1. Anzex OwynuaH Oeper. Benvkobputanna, 2008
Isaac Julien Derek. UH, 2008

2. AH ®ypyH lMNAaTaa Hoyb. Hutan, 2010
Yang Fudong Fifth Night. China, 2010

3. 9na-Jlumza Axtuna bnaroselyenve. MuHnaHama, 2010
Eija-Liisa Ahtila The Annunciation. Finland, 2010
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AHHoOTaumsa:

«Mepmna Popym» Mockoeckoro MesxayHapogHoro KuHodecTrans
BOT yie ABeHafuaTb N1eT 0TBEeYaeT 3a NOrpaHUyHyIo TEPPUTOPHUIO MEKAY
KnMHemaTorpagpomM 1 coBpeMeHHbIM MCKYCCTBOM. MMeHHO TaM, cornacHo
MHEHWIO TEOPETUKOB U NMPaKTUKOB UCKYCCTBA ABUKYLLMXCA 06pa3os.,
NPOUCXOAAT CaMble MHTEPECHLIE U CaMble MEePCMNEKTUBHbIE B AKPaHHOM
KynbType ABNEHWA: pa3BMBAETCA NONIMIKPaHHbIM KMHemaTorpad,

B peaslbHOM BPEMEHU U MPU aKTUBHOM yHacCTUK 3pUTENbCKOM
ayAMTOPHUM CO3aK0TCA MYNbTUMEAUMHBIE MPOM3BEOEHUA NCKYCCTBA,
pa3pabaTbiBatoTCA HOBblE CTPaTErMKU AUCTPUOYLIMK U KOHTEKCTHOIO
aHanusa Buaeopabor.

HuiHewHui XII «Mepmna Popym» npeactaBnaeT, nomxanyi, cambli
amMOULMO3HBIM MPOEKT 3a CBOI MCTOPMIO — BbICTABOYHYIO NPOrpaMmy
«PaclunmpeHHoe KMHO», COBPaHHYO U3 CaMbIX CBEHMX M CaMblX APKUX
NPOM3BEeAEHUIN Ha FPaHU KMHO U BUOE0apTa, KakJ0e U3 KOTOPbIX
nepenaeT CBoe COBCTBEHHOE NOHWMaHKWE ABUHYLLMXCA 06pa3oB, CBOM
JIMYHBIM cnocob paboTbl C AKPaHHLIM BPEMEHEM U MPOCTPaAHCTBOM.
[aHHbIM KaTanor-uccrnegoBaHue BRIKOYAET HE TONbKO MHOPMaLMo
0 Npou3BeaeHUAX, MPeaCTaBEHHbIX B 061X 4aCTAX BbICTABOYHOIO
npoekTta: B MOCKOBCKOM My3ee COBpeMeHHOro Uckycctea u LieHtpe
COBPEMEHHOM KynbTypbl «[apam», HO M NOAOOPKY KoYeBbIX Ny6nrKaLui,
KacaroLLMXCA NnepeceyeHnn aByx chep aKPaHHOM KynbTypsbl.

Printing: Art Guide
ISBN 978-5-905110-07-8

Annotation:

Media Forum at the Moscow International Film
Festival has for the last twelve years been responsi-
ble for the borderline territory between cinema and
contemporary art. According to the theorists and
practitioners of the art of moving images it is exactly
there that most interesting and promising events in
screen culture are happening: multiscreen cinema
is evolving, multimedia art works are created in real
time mode and with active audience interaction, new
strategies of distribution and contextual analysis of
video works are developing.

This Xl Media Forum presents what is probably
the most ambitious project in all of its history — the
Expanded Cinema exhibition chosen from the latest
and most striking works on the verge of cinema and
video art. Each of these works has its own interpreta-
tion of the moving images, its own method of working
with the time and space of the screen. This research
catalogue includes information on the works present-
ed in two parts of the exhibition project — in Moscow
Museum of Modern Art and at the Garage Centre for
Contemporary Culture, and also a selection of care-
fully chosen key articles on the interaction of the two
spheres of screen culture.
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