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The Act of Construction “ERROR-23”, 2014, installation, mixed media.
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The Act of Construction “3D”, 2014, two-channel video, 01°43”” Sound: Roma Kutunov

BErPA KOHAIIOBA
«AXKT KOHCTPYKIIUH

«O[[HaKO MOXXHO JIM BCE-TaKu pacueHUuBaTb (1JI/I3I/I‘IGCKI/I-TCXHI/I‘I6CKI/I BLIGpOHIeHHOG
MMPOCTPAaHCTBO, KAKUM OBl MocJeAyOIUM ONIPEACJICHUAM OHO HU OABEPIrajloCh, KaK
CANHCTBCHHOC HCTUHHOC HpOCTpaHCTBO?»

— MarTun XAUAETTEP, «boimue u epems»

«3a0ayIuBIIEMYCsl B TIPOCTPAHCTBE XOTsI OBl HE YTPOXKAET CMEPTh CO CKYKHU.»
— Jvranac Anamc, «Aemocmonom no eanaxkmuke. Onsmo 8 nymo»

OOBIZICHHOM BOCTIPHATHH MOZETb

MHupa ciabo M3MEHHIach CO Bpe-

MEH DHHINTEHa HECMOTPSl Ha BCE

NOCIIEAYIOIINE HAYYHBIE OTKPBITHS.
MBbI HO-TIpeKHEMY CIOCOOHBI BOCTIPHHUMATD
TOJBKO TPHUBBIYHOE HaM KOJIMYECTBO H3Me-
peHUil MpPOCTPAaHCTBa M BPEMEHH, a 3HAYUT
TaKkue TOHATUS KaK «MHOTOMEPHOCTB» HO-
CAT cKopee TeopeTudeckuil xapakrep. Ho sta
XapaKTepUCTUKa IIPOCTpaHCTBA (BpPEMEHH,
00beKTa, 4emoBeka) OBITh 0oJiee MHOTOTpaH-
HBIMH W WMETh JONOJHMTEIBHBIE IUIACTHI
CBOWCTB, KOTOpBIE HaM HEW3BECTHBI, 3aXBa-
TBIBACT YEJIOBEUECKOE BOOOPAKEHUE U MOCTO-
SSHHO CTAQHOBUTCS TEMOM XYA0KECTBEHHOI'O
uccienoBanusa. VCKycCTBO SBISETCS CBOETro
poaa UCHBITATCIIbHBIM IMOJHUI'OHOM, OCHaHIéH-
HBIM HEOOXOIUMBIM pecypcoM H 3 QPEKTHB-
HBIM UHCTPYMEHTapHeM JJIsl TOTO, YTOOBI ITpo-
HUKHYTH B 3Ty 30HY, ¥ IPEUIOKHUTE 3PUTEIIO
HOBBIE CIIOCOOBI TTO3HAHUS 1 OIIYIIICHUS OKPY-
JKaroIIero MUpa.

Xynoxnuk Bepa KownsimmoBa B cBomx
paboTax CTpeMHTCS BBIIBUTH HEBHANMBIC
B YCJIOBHSIX IPHBBIYHOTO OIIBITA M3MEPEHUS,
co3naBasi W/Wid KOMOMHUPYS Pa3IUIHBIM 00-
pa3oM MHOIOCIOWHOCTb. XYIOKHUK IPHH-
HUIIAAJIBHO OTKa3bIBACTCA OT JCKOHCTPYK-
IIUM ¥ COBEPIIAET MPOTUBOIOIOKHOE — aKT
KOHCTpyKIMH. OHa He CTPEMHTCS Pa3lIOKUTh
Ha COCTABJISIOIIKE TO, YTO YyX€ CYIIECTBYET.
Ckopee Ha00OpOT, Yepe3 JOMOIHEHNE peallb-
HBIX TPOCTPAHCTB, OOBEKTOB M OTHOLICHUH
MIPOUCXOMUT TIOYTH TAKTHIBHOE, OBEIIECT-
BIIEHHOE HCCIIEI0OBAHNE WX BHYTPCHHHUX CBS-
3¢ W B3amMOOTHOomEeHMH. PaccimamBast, mo-
MONHAS MPOCTPAHCTBO XyAOKHHLA paboTaeT
C YCKOJIB3AI0IINM Pa3pbIBOM, CBOETO Poja 3a-
30pOM B OOBEKTUBHOW (MM CyOBEKTHBHON?)
peanbHOCTH. OHA IPOJOIKAET MHOTOBEKOBYIO
HCTOPHUIO CO3/IaHUs WLTIO3HH, KoTopast OepéT
HayaJlo emé B aHTUYHOCTU. B Toxe Bpems Ko-
HSIIOBA paboTaeT ¢ CaMMMHU Me/Ina, MOIXOAS
K HUM C ONpenesJEHHBIM HPOEKTHBHO-KOH-
CTPYKTHBHBIM OTHOIICHHEM, 3a/laBasi 32 CUET
YMHOXXEHHS CJIO€B HOBBIE DPaKypChl B3IJIA-
Jla Ha HUX.

OKCIIO3WIHsA  TPEACTaBIsieT  coOoM
CIIOXHYIO  B3aUMOCBSI3aHHYIO  CTPYKTYDY,
POXIAIOUIYIOCS HA MEPECEUEHHH CTpPaTeruit
U TIPUEMOB, C MOMOIIbIO KOTOPHIX aBTOP Ipe-
apupyeT peaJbHOCTb.

B  pabGore «AKT  KOHCTPYKIHHU
“ERROR-23"» 3putens BcTpedaercsi ¢ 00b-
EMHBIM CKeTYeM TrpaUuecKoro MOAEIHUPO-
BaHH — 3TO B OYKBAJBHOM CMBICIIE KOM-
IbIOTEpHast rpaguka B €€ MHOTOCIOWHOCTH
(layers), BBImEqmIasi B pe3ysbTare OIIMOKU
B (M3HYECKOE MPOCTPAHCTBO. Takas aHAIUTH-
Ka BHPTYaJbHOTO CO3MaéT BU3YaIbHEINH 00pa3,
BBIITOJTHEHHBIH HAPOYHUTO KyCTapHO, JAaXe dy-
TouKy HauBHO. Hanemsas 3D monens pearsHbIM
00BEMOM, XYTOXKHHUIIA JIMIE CIIEAYeT Hamel
MIPUBBIUKE BUETH BO BCEM 3HAKOMBIE 00PA3HI.
BMmecre ¢ Tem oHa yka3bIBaeT Ha IpenHadyep-
TaHHOCTb CMEHBI MEIUITHBIX HHCTPYMEHTOB,
«TI0YTHU Cpa3y K€ BHOBb yCTapeBaIOLINX TEX-
Huk» (®puppux Kumiep), B To Bpemsi Kak
MaTepHabHbIA 00bEKT 0CTaETCs TIOUTH HEM3-
MEHHBIM B TE€UCHHE BPEMEHH, OrPaHUYEHHOM
TUIIb (GU3MYECKIMH XapaKTePUCTUKAMH J0JI-
TOBEYHOCTH.

WHcrammsiuust  «AKT — KOHCTPYKLUH
“I+1=1"» mnpencraBmseT coboil cucteMy
CBA3€l MEXIy pa3HbBIMU IIPOCTPaHCTBAMH,
OIHO U3 KOTOpBIX INPUBBIYHASA 30HAa BHYTPHU
«marpa» Mezauareku, a Ipyroe — OTKPBITOE
MIPOCTPAHCTBO, HaxoJsleecss Ha nepudepun
9KCIIO3MLUH W OOBIYHO OKa3bIBAIOIIEEeCs HC-
KIIFOYEHHBIM U3 10JIs 3peHus 3putens. OqHo-
BPEMEHHBIN ITOKa3 JIBYyX OHJIAIH BHIECOTPaHC-
JSINMA U3 Pa3HBIX MOMENICHUH COEANHSIET UX
B OJIHY CpOCIIYIOCS Cpemy Ha 3KpaHe, o0be-
JIMHSS BHEIIHEE W BHYTPEHHEE OTHOCHTEINb-
HO TpaHHun 3ama. [Ipomcxogut TOHKas Wrpa,
B KOTOPOH OAHO MPOCTPAHCTBO, W3HAYAIHHO
HE OIrpaHMYCHHOEC CTCHAMHU, OKa3bIBACTCA HE
TOJIBKO BM3YyaJIbHO BCTPOCHO B Jpyroe, HO
u 3amnepro B ero mpenenax. OnHaxo, cyie-

CTByeT W oOpaTHasi CBS3b — BO BHEUIHIOIO
30HY TPaHCIUPYETCs 3BYK U3 BHYTPEHHEH —
CcMech MY3bIKH, IIYMOB U 0OPBIBKOB (pa3 3pu-
Tenel, feopMHUpOBaHHasE aKyCTHKOW CaMoro
MOMEIIEHHUS, BEICKOIL3AET HAPYXKY B OTY YaCTh
BBICTaBOYHOTrO 3ay1a. OHa co31aéT MOBO, CIy-
KHUT NPUMAHKOHM 3alITHYTh B 3TOT «Oe3Jtol-
HBIH yrom». M okaspIBasCh TaM, IOCETUTEIb
BCTpaMBaeTCs B 3TOT ayANO-BUJICO MOCT, 3aM-
KHYTYIO CHCTEMY KOMMYHHUKAIIMH U B3aUMO-
oOMeHa ABYyX mpocTpaHcTB. OH CTAaHOBUTCS
OTHUM 13 OOBEKTOB B BHICOCPENE, MPHUEM
00BEKTOM HapymalomuM e€ paBHOBeEcCHE,
U OJJHOBPEMEHHO MPUBHOCSIIEM B HEE HOBBIN
anemeHT. OKa3bIBasiCh BO BTOPOM «OTKPBITOM)
[IPOCTPAHCTBE MOCETUTENb yIKE 3HAET, YTO €ro
CHUMAIOT, HO HC MOXET 3TOr0 YBUICTDH. Kaxk
B CTaBIIEH yke Kiaccuueckoir padorte Bpro-
ca Haymana «Life-taped video corridor» y
HaOJII0/1aeMOr0 HET IIaHca MPUOIU3UTCS K ca-
Momy cebe. EMy ocratoTcs noHocsmmecs w3
JMHAMUKA MOTHBEI — KaK BECEJBIH MPUBET U3
JPYTOTO TIPOCTPAHCTBEHHO-BPEMEHHOTO W3-
MepeHHsI.

B pabore «AkT xoHCTpyKmmu ‘“3D”»
Yyepe3 CO3AaHWE WILTIO3WM HAXOOWT IPOHOII-
JKEHHUEC TEMa COCANHCHHUA }IeﬁCTBHTeJ’IBHOCTH
1 BUPTYaJIbHOCTH. I/IHCTaHHHHI/IH npuriamaeT
3pHUTEIIsl OKA3aThCs Ha MEpeceueHne JIByX U3-
MepeHnii. OH MOXKET CIIOBHO BOWTH B mapai-
JIEIbHOE TPOCTPAHCTBO, KOTOpPOe (hopMasibHO
HalOMUHAET TPHUBBIYHBII MHp, HO Ha CaMOM
JieTie YBOAUT KyJa-TO Aajblie — YeJIOBeK IOo-
MaJaeT B HEKUH pa3phIB, HECYIIECTBYIOIIYIO
TOYKY Ha TIEpECCUCHIH PeabHON U MUPPOBOH
cpen. 3puTtenb B OyKBaJIbHOM CMBICIIE BCTPOSH
B XYIOXXECTBEHHOE ITOBECTBOBAaHHE, TUCTAH-
U] UCUE3aeT M CaMO BOCTIPHSTHE MOIJIOMIAET
HaOJoarensi, OH CTAHOBUTCSI HEOThEMIIEMO
4acThio HHCTALIAIMU. COOCTBEHHO, TIPOU3BE-
JACHUC CYHICCTBYCT JIMIIb B TOT MOMEHT, KOTJla
3pHUTENIb OKa3bIBaeTCSd Ha MeEepeKpecTKe, IOo-
MEIIEHHBIA BHYTPh BHJIEO B BUJIE OTPAKEHUS
B 3epkaie. [Ipu sTom camo 3epkano — otpa-
JKaromlas MOBEPXHOCTh — Kak OyaITo mcuesa-
eT. SIBNAACH BaXXHEUIIIMM SJIEMEHTOM pabOTEHI,
OHO OKAa3hIBACTCS HEBHUIUMBIM. Pe3KkuM ceH-
COPHBIM pa3IpaKUTeJIeM BHYTPH WHCTAI-
JSAIAA CIY)KUT CTPOOOCKON — BCS CHUCTEMA
IUIOCKOCTEH McYe3aeT B MOMEHT BCTIBIIIKH, KO-
TOpast Ha JIONIO CEeKYHbl 3aCBEYMBAET BHIIEO.
JleficTBys Ha 3puUTEIsl, OHA PE3KO IEPEKIIoYa-
€T ero BHUMaHKe, BEIOMBaeT U3 KOM(POPTHOI,
MIOYTH aTTPaKTUBHOM cpexbl. UelloBeK CIIOBHO
TEpsieT PaBHOBECHE, OKa3bIBasCh HA MIHOBE-
HUE OCJICTUIEHHBIM.

OKCTIO3UNKUST  3aBepUIaeTcst  IByXKa-
HAJILHOH BHUJCOMHCTAIUIALNUEN «AKT KOH-
crpykiun “Bemprmka”y. Paborta coemmHseT
BCIO BBICTaBKY B €IUHBIN HappaTHB, OHA TO-
X0Ka Ha CBSI3KY KIIOYEH-IPUEMOB, KOTOPBIE
XyAOKHUIIA TIOCIICAOBATEIbHO TPUMEHSET.
Cormocraniisisi JBa O4€Hb MOXOKUX BHICO, aB-
TOP HCKYCCTBEHHO BHOCHT HOHOHHHTCHLHBIﬁ
CJIOi B OJTHO M3 HUX. TakuM 00pa3oM BBICTpau-
BaeTcs ellle O/lHa Iperpaja Ha IyTH K NepBHY-
HOMY M300pa)KeHHI0, Ka4ECTBO KOTOPOTO Uy Th
3aMETHO YMEHBIIAETCS — MEANYM OCTaBIISICT
cBOH ciesn. TeMHbIe OUKH CITy’KaT IMTOM IS
I71a3 XyIOXKHUKA — OHA CMOTPHUT Ha SKPaHBI
Kak OBl OTCTPaHEHHO, TaK, YTO M300paKeHUE
OCTaeTcss Ha BHENIHEHW CTOpPOHE JIMH3, OKOH-
YaTenbHO JeOpPMHUPOBAHHOE W YIIIOMIEH-
HOE, CIIOBHO Han€Kkoe M OTTOro Oe3omacHoe.
Ho KonsmoBa cama BBICTYHaeT M B KauecTBE
HaOonaresss ¥ B KaueCTBE CHOBA M CHOBA
YCKOJIB3AIOIIEr0 HaOMI0aeMOro — B CBETE
(ap 4yTh pa3nu4uMO TOSIBISIETCS U CHOBA UC-
4ye3aeT NpaKTU4YeCKH Hey3HaBaemas (urypa
aBropa. KoJb11o 3aMbIKaeTcs, mpuriamas 3pH-
TeJIsl OKA3aThCsl Ha OYepeTHOM NepeCEUEeHHH.

Onbra JIVKbSIHOBA
Kypamop eévicmasku

VERA KONYASHOVA
“The Act of Construction”

“Yet, can the physically-technologically projected space, however it may be deter-
mined henceforth, be held as the sole genuine space?”

— MARTIN HEIDEGGER, “Being and Time”

“At least being lost in space kept you busy.”
— DoucLras Apawms, “The Hitchhiker’s Guide to the Galaxy”

n terms of everyday perception, the

world’s model has changed little since the

time of Einstein, despite subsequent scien-

tific discoveries. We are still only capable
of perceiving a certain number of dimensions
of time and space with which we are familiar,
and so concepts such as “multidimensionality”
remain largely theoretical in nature. But that
characteristic of space (of time, of the object,
of the person), whereby it has more facets and
additional layers of qualities that we do not
know of, grips the human imagination and has
been a continual theme of artistic study. Art is
in a sense a testing ground equipped with the
necessary resources and effective instruments
that enable it to penetrate this zone and offer
spectators new ways in which to know and to
sense the surrounding world.

In her works, the artist Vera Konyas-
hova strives to expose dimensions that are
invisible in normal circumstances, creating
and/or combining the multi-layered in various
ways. The artist on principle rejects decon-
struction and carries out the opposite — the
act of construction. She doesn’t try to break
down what already exists into its components.
On the contrary, through the filling out of real
spaces, objects and relations, an almost tactile
embodying investigation of their internal links
and relationships. Stratifying and filling the
space, the artist works with an elusive, fleet-
ing rupture, a gap in objective (or subjective)
reality. It continues a centuries-old history of
the creation of illusion that can be traced back
to antiquity. At the same time, Konyashova
works the media themselves, treating them
with a distinct projective-constructive ap-
proach, providing, through the multiplication
of layers, new points of view on it.

The exhibition presents a complex in-
terconnected structure that is born at the inter-
section of strategies and methods, with the aid
of which the author dissects reality.

In the work “The Act of Construc-
tion ‘ERROR-23"" the spectator encounters
a sketch in volume of graphic modeling — it
is in the literal sense computer graphics in its
layering that appears as a result of an error in
physical space. Such an analysis of the virtual
creates a visual image achieved in a deliber-
ately primitive, even somewhat naive manner.
Investing the 3D model with real volume, the
artist is merely following our habit of seeing
familiar images in everything. At the same
time, she points to the prescriptive nature
of the replacement of media instruments, “al-
most immediately becoming the newly obso-
lescent techniques” (Friedrich Kittler), whilst
the material remains almost unchanged over
the course of time, limited only by the physical
characteristics of longevity.

The installation “The Act of Construc-
tion ‘1+1=1"" presents a system of links be-
tween different spaces, one of which is the fa-
miliar zone within “the tent” of the Multimedia
Library and the other is the open space that lies
on the periphery of the exhibition and is usu-
ally excluded from the spectator’s field of vi-
sion. The simultaneous showing of two online
video broadcasts from different premises joins
them in one aggregate environment on the
screen, combining the external and internal in
relation to the boundaries of the room. A sub-
tle game is being played in which one space,
originally not bound by walls, turns out to be
not only visually built into another, but also
locked into its confines. However, there is a re-
verse link. Into the external zone is transmitted
sound from the internal zone — a mixture of
music, noises and snatches of phrases of the
spectators, the deformation of the acoustics of
the premises themselves slips out in this part
of the exhibition hall. It creates an occasion,
it serves as a bait to look into this “deserted
corner.” Finding himself there, the spectator is

incorporated into the audio-video bridge, this
locked system of communications and this in-
ter-exchange of two spaces. He becomes one
of the objects in the video environment and,
what’s more, an object that disturbs its equi-
librium whilst at the same time bringing a new
element into it. Finding himself in the second
“open” space, the spectator already knows that
he is being filmed, but he can’t see it. Just as
in “Life-taped video corridor”, Bruce Nau-
man’s work, which has become a classic, the
observed has no way of approaching himself.
All he is left with are motifs coming from the
speakers, like a jolly greeting from another
space-time dimension.

In the work “The Act of Construction
‘3D’”, through the creation of an illusion, the
theme of the joining of reality and the virtual
is continued. The installation invites the spec-
tator to find himself at the conjunction of two
dimensions. He can, as it were, enter a par-
allel space which formally reminds us of the
familiar world, but at the same time takes us
further — the person finds himself in a certain
rupture, a non-exist point where the real and
the digital environments meet. The spectator
in a literal sense is built into the artistic narra-
tion, distance disappears and perception itself
consumes the observer, he becomes an integral
part of the installation. Essentially, the work
only exists at that moment where the view-
er finds himself at the meeting point, placed
within the video in the form of a reflection in
a mirror. At the same time, it is as if the mirror
— the reflecting surface — disappears. A key
element in the work, it becomes invisible. A
stroboscope serves as an acute sensory stimu-
lant within the installation — the entire system
of planes disappears in the instant of the flash
which, for a fraction of a second, lights the
video. Operating on the spectator, it sharply
transfers his attention, knocking him out of his
comfortable, almost attractive environment. It
is as if man loses his equilibrium, and is blind-
ed for an instant.

The exhibition concludes with
a two-channel video installation, “The Act of
Construction ‘Flash’”. The work links up the
entire exhibition into a unified narrative, and
it is similar to the chain of keys-techniques
that the artist consistently applies. Juxtapos-
ing two very similar videos, the author artifi-
cially introduces an additional layer into one
of them. In this way, she builds in one more
barrier on the path to the original image, the
quality of which is noticeably, if fractionally
reduced — the medium leaves its mark. Sun-
glasses serve as protection for the artist’s eyes
— she looks at the screen at one remove, as it
were, so the image remains on the outer side of
the lenses, decisively deformed and flattened,
as if far away and hence safe. But Konyashova
herself acts as an observer and as the observed,
again and again stealing away — in the light of
the headlamps, barely perceptible, again and
again, the almost unrecognizable figure of the
author appears and disappears. The circle clos-
es, inviting the spectator to find himself at the
next intersection.

OLGA LukyaNova
Curator of the exhibition

Axm koncmpyrxyuu « 1+1=1». 2014. Aynuo u Buaeourcrauinus. 3syk: Player «Baby come back».
The Act of Construction “1+1=1", 2014, audio and video installation. Sound: Player “Baby come back”.

Axm koncmpyxkyuu «Flashy. 2014. J[IsyxkanansHoe Buzaeo. 01°34”. 3syk: Poma KytyHos
The Act of Construction “Flash”, 2014, two-channel video, 01°43” Sound: Roma Kutunov






