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Mowu ypaBHEHUS O4Y€Hb XOPOIIX, HO sl (PU3MUYECKOTO OMHMCAHUS BCETO

MHUpaA UX MaJo.

— OprBuH IPEAUHTEP

ITo 0BPABOBAHNIO MATEMATHK, Mapust Cakupko elie B yHUBep-
CUTETE OTKphLIa JJIs ceOs 3HAHMUS, KHUBYILUE B HAYKE, a HE B HICKYCCTBE.
B maremaruke oueHb MHOTO TEOPH, CBSI3aHHBIX C IPOTHO3UPOBAHUEM.
Teopust MEUMBIX yucen 17151 Mapuu sBJISIETCS 4€M-TO BPOJIE€ TICUXOTe0-
rpa¢uu, BeJb MHUMBIE YHClia — He TOJBKO 0 OyyIeM, OHU 000 BCEM.
Maputo Bce 0osblie 3aHUMAET BONPOC «B mamemamuke cmanosumcs
BO3MOJICHBIM YEUOENb 00PaA3bl 6000PAICACMBIX YUCEN, A MOXHCEM U Mbl
yeuoems 800opasicaemoe ghomoepaguu?»

Ona MIIEeT pa3auyHbIe MyTH MPEBPATUTh TEOPHIO, HAOIIONEHUE
B XY/IO)XECTBEHHYIO ()OpPMY, B HOBBI BHU3yallbHBI 00pa3, COCTUHHUTH
HayKy ¥ MCKYCCTBO, XOPOIIO MOHUMAas, O YeM T'OBOPHUT HaykKa, U YyB-
CTBYsI, KaK 3TO MOXKET 3By4aTb B HCKycCcTBe. Besb TO, uero He xBaraer
Moj19ac B MaTeMaTHKe U B (PU3HKE JUI TOHUMAaHUS yCTPONUCTBA MHpa,
a 3HAYUT, U YEeJIOBEYECKOTO CO3HAHUs, MOXKET OBbITh HAalIEHO B UCKYC-
cTBe... Hajo mpuMeHUTh K UCKYyCCTBY MHYIO JIOTHKY (MOXET ObITh, Ma-
TeMaTu4eckyro?!).

Onun u3 nepBbIX mpoektoB Mapuu Cakupko, «Boobpasicaemast
@omoepaghus», CBA3aH C TEMOH COEAMHEHUS PEaJTbHOr0 U MHHMMOTO,
¢danTa3un U 00bEKTUBHOTO 00pa3a, MmepeTeKaHusi HaCTOSIIEro B Mpo-
uutoe ¥ B Oyayuiee. Mapus NpuayMbIBaeT ajlfOPUTM JJIsi COSTUHEHUS
peaJIbHOTO M BBIMBIIUIEHHOTO M PACCKa3blBa€T HUCTOPHUIO O 3bIOKHUX
B3aMMOOTHOIICHUSAX MEXIY 3pEHUEM, NaMIThIO U 3HAHUEM, UCTOPUIO
0 HEHAJIeKHOCTH IJ1a3, O MPOTHUBOPEUMAX MEXKIY CIOBOM U 00pazoM,
MEX]ly (haKTOM M BHIMBICIIOM.

3a ocHOBY aBTOp OepeT ciydaiiHoe (OpMHpOBaHUE H300pake-
HUS1, OCHOBOW KOTOPOTO CITYXKHT YHCIIO, HEKUI BBIlyMaHHBIH aJIrOpUTM
JUIsL COEAMHEHUS PEaIbHOTO U BBIMBIIIIEHHOTO.

[IpoekTsl, mpenacTtaBieHHble B pamkax «bompmmx Hagexmp,
COTKaHbl B €JUHYIO KaHBY: JIMYHAs MCTOPHs aBTOPA, CETOAHAIIHEE

COCTOSIHME BBIOOpA W Iepexoja BO uTo-To HOBoe. Ho mepexon 3tor
MPOUCXOIUT B JIByX HU3MEPEHUSIX — PEaTbHOM (MOMCKe ceOs B HO-
BOM MPOCTPAHCTBE — W3 MarTeMaTHKa B XYIOKHHKA) U BOoOpakae-
MOM (MHUMOM). JIeHCTBUTENBHOCTD SIBJISICTCS YacThIO BOOOpakaeMo-
ro, W, IPEOJI0JieBasi JCHCTBUTEIBHYIO OCh, aBTOP BBIXOJUT B MHUMOE
MPOCTPAHCTBO — 3TOT MareMaTudeckuil nmpruemM CakKHpKO MPUMEHSET
B CBOEH IIOBCETHEBHOCTH.

B uckycctBe CakupKo 3BYYHT MOA3USI — T0I3HS YUCEII, 3BYKOB,
00pa3oB. Busieo «Pexa mamemamukuy 3anedarmiieBacT COCTOSHHUE Xy-
JO)KHUKA, COCTOSIHUE «ITOCEPEINHE» — aBTOP IMBITACTCS MEPEeUTH Ha
JPYTYI0 CTOPOHY, Ha CTOPOHY HMCKyccTBa. Beib Ha 3ToM Oepery Heno-
CTPOCHHBIC MHUMBbIE YHCJIA TI0 OCH JICHCTBUTEIILHOCTHA MOTYT TIepeiTH
B BoOOpaskaeMblie 00pa3bl, CO3/1aBasi MHUMbBIC IPOCTPAHCTBA U MHUMBIC
tTpaekropur. CKHIbIBass B PEKy BCE CBOM TETPAJH, 3allMCH, JICKIIUH,
COXPaHUBIIHNECS C YHUBEPCUTETCKOTO BPEMEHH, OHA KaK Oy/ITO O4HIIa-
€T CBOE mporuioe. BomHOM CTUXHUU MPHUCYIa MUCTHYECKAs aypa, BEb
MMEHHO BOJIa SIBJISIETCS CyOCTaHIIMEH OyIICBICHHS U ouHIeHus. Boaa
OYMIIACT, MArusi YUCEN 3aBOPAKHUBACT. ..

PeanbHOCTH 3aBUCHUT OT B3VIsAJa HA HEE — BOKPYT KaXJOTrO Ha-
OJTronaTeltst CKJIaIbIBaeTCs Kak Obl COOCTBEHHBI MUD, U TIPU OTCYTCTBHU
HaOromarens Mup ucuezaet. CerofHs MOXHO (hotorpaduyeckum mim
U(PPOBBIM CIIOCOOOM YMEHBIIIATh, YBEIIMYMBATH WU TICPEIBUTATH 11C-
JIbIe TIOJISt OOBEKTOB.

B pabote «Obepnucs npesxcoe, yem 3asepreuiv 3a dom» Cakupko
UTpaeT C MaMAThIO0 M TEMIIOPaIbHOCTHIO. OHAa OpoIUT ¢ (oToarnmapa-
TOM U OCTAHABJIMBAET MTHOBEHHUS — TEi3akH, KOTJa-TO OKPYKaBIIIHE
€¢, CTAHOBSATCSI COOCTBEHHBIM MYy3€€M BOCITIOMUHAHHA. ABTOpPY X04ETCS
COKPATUTh JUCTAHIIUI0 — BPEMEHHYIO M MPOCTPAHCTBEHHYIO (MEKIY
JICTCTBOM M CETOIHSIITHUM JIHEM, MEKTY IOMOM Buepa u cerojns). Ona
MOMEIIIAET Tei3aXnu B paMKHA — aBTOP TaKUM 00pa3oM HE pacHIupsieT
MPOCTPAHCTBO, a Cy)KaeT ero. «Bozepawasicy 6 cmapuvle mecma, si CMO-
MPIO HA HUX KAK Ha Mecma cgoezo demcmea. Cmompro Ha demeti — Kax
Ha cebs 6 demcmee. Yepes cebss — nvimaioce noHams ux. Kozoa mue
MANEHbKOU NPUXOOULOCH NEPEXOOUMb uepe3 peuKy no KaMHAM Ul no
OpesHy, 5 nouemy-mo 8ce20a HACMYnaid 6 800y, eclu Kmo-Hudoyosb He
ycnegan eospems nooams Mue pyky. Teneps smo mos pons — 8oepems
nooamau pyKy».

[leii3ak CTAHOBUTCSI OTHUM U3 LIEHTPAIBHBIX CHOXKETOB B MPE/I-
npuHaTold CakMpKO peopraHU3alyy MPOCTPaHCTBA. B IByXKaHAIbHOM



BuieonHcTausinuu «Paccnpimarey Maia MaHunmynupyer oOpasamu
U 3ByKaMH, MpUBJIEKasl Ui YCHUJIEHUS YYBCTBEHHOT'O OIBITA 3PUTEIIS
HENPEKJIOHHOE BMKEHHE KaMephbl uepe3 yalily oOpa3oB M TPaeKTo-
pHIO 3BYKOB. Bpems U pacTaruBaeTcs, U CyXKaeTcsl, U, HaXOISCh MEKIY
9KpaHaMH, Mbl CTAHOBHMCSI OY€Hb YyBCTBUTEILHBIMU K TAKUM BelllaMm,
KOTOPBIX PaHbIIE, MOXKET ObITh, U HE YCIBIIIAIN Obl, U HE YBUAETH OBI:
BO3HUKAIOT IPOMEXKYTOUHBIE MECTA, MECTA, KOTOPBIE HE SIBJISAIOTCS KO-
HEYHOM LIeNIbIO MMy TEeIECTBHSL, KOTOpPhIE Kak Obl MpeObIBalOT B 3a0BEHUH,
OTBEp>KEHHBIE, HE3aMeUeHHbIE. Uepe3 HENMPEKIIOHHOE ABUKEHNE KaMe-
pBl CKBO3b Hally INPOCTPAHCTBO IEPEKUBAETCS aBTOPOM KakK BpeMs,
naysa, octpaHeHue. Komno3uuus JBHKEHMsI BbIpaKaeTcsl 4Yepes3 3BYK.

ITonBY>XHBIH B3I, MHOXKECTBEHHOCTD IEPCIIEKTUB U HaOII01a-
Teslb — IpobieMaruka nocienHei padotsl Cakupko «Moii neuzastc.
ABTOp OTHpaBIIET MUChMa JIIOASM, )KUBYIIIUM B COCETHHUX JJoMax (I0Y-
TH KaK B 3a0bITOM MeiiI-apTe), nmpeiaras Ioy4acTBOBaTh B KapTorpa-
¢uudeckoii urpe, Beib UX Nei3axx — 3TO ee JoM, a ee Mei3ax — 3To
ux JoMa. M HekoTopele MpHChUIalOT OTBET ¢ (otorpadueit. Ceroans
9TOT NOBOPOT OT PENPE3EHTALMH K PEATbHOCTU — JIEHCTBUIO, JBUXKE-
HUIO — CTAaHOBUTCSI IIaBHBIM OpPY>XKHEM XYJOKHUKOB. Mapuu He UHTe-
PECHO 3aMBbIKaTh CBOM HAOIIOJICHNS HA COOCTBEHHOM BHYTPEHHEM «SD».
HabGnronarens ¥ IpOEKT COSAMHSAIOTCS B €IMHYIO TMOABHKHYIO MHOTO-
CJIOBHYIO CHUCTEMY. MOJIEpHOBBII cr1OCO0 penpe3eHTalul MpeMeToB
noBceHEeBHOTO ObiTa ([lfomman) coenuHseTcs ¢ jKeTaHueM BOCCOEIH-
HUTh HayKy M UCKYCCTBO Ha HOBBIX Hadajax U TaKMM 0oOpa3oM HailTu
HOBYIO «3CTETH3AIHI0» 00pa3a.

Cakupko pacKpbIBaeT B CBOMX paboTax HEYTO, UMEIOIlee OTHO-
LIeHHe K 0oOlIeMy 3HaHHMIO, OHa OOHapY)KHUBaeT MEPEeMEHy B OKpyXkKa-
IolIel cpene M co3AaeT MOAEIh BHEIIHEro Mupa — Kaprorpadupyer
peanbHOCTb, B3aUMOJEHCTBYET ¢ MUpPOM. KOHIENIMs akTUBHOTO BOC-
MPUATHUS KaK UCTOpUYECKas HE0OXOIUMOCTh, 0003HAaUCHHAs eIlle B Ha-
yane XX Beka, TpPaHC(HOPMHUPYETCsI — OT AKTUBHOTO KOHCTPYUPOBAHHUS
Yyepe3 UHTEPAKTUBHOCTH K COLIMAIbHOM MeppOpMaTUBHOCTH.

Oabra Iumko

“My equations are all well and good, but for a physical description of
the world they are not enough.”
— OrBuH IPEIUHTEP

TRAINED AS A MATHEMATICIAN, whilst still at university Maria
Sakirko discovered a knowledge that exists in science but not in art. In
mathematics there is much theory surrounding the subject of prediction.
The theory of imaginary numbers, for Sakirko, is something akin to
psycho-geography — imagined numbers, after all, are not just about the
future, they are about everything.

Sakirko is increasingly occupied by a question: “In mathemat-
ics it is becoming increasingly possible to see the images of imaginary
numbers, but can we see an imaginary photograph?”

She searches for different ways to transform the theory and ob-
servation of artistic form into a new visual image, to combine science
and art, with a full understanding of what science speaks of and a sense
of how it can “resonate” in art. After all, what may at times be lacking
in mathematics or physics for an understanding of the world, and hence
for human consciousness, may be found in art...

A different logic — perhaps mathematical?! — has to be applied
to art.

One of Maria Sakirko’s first projects, “Imaginary Photography”,
concerns the theme of the combination of the real and the imagined,
fantasy and the objective image, the overflowing of the present into
the past and the future. Maria invents algorithms for the conjunction of
the real and imagined and tells the story of the unstable relationships
between sight, memory and knowledge, the story of the unreliability of
vision and eyes, of the contradictions between the word and the image,
between fact and invention.

As a foundation, the artist takes chance formulations of the im-
age, the basis for which is a number, a certain invented algorithm for the
joining of the real and the imagined.

The projects presented within the framework of “Great Expec-
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tations” are woven into a unified canvas — the personal history of the
author, the current state of selection and transition into something new.
But this transition is taking place in two dimensions — the real (a search
for oneself in a new space — from a mathematician into an artist) and
the imagination (the imagined). Reality is a part of the imagination,
and by overcoming the real axis, the author enters into an imagined
space — this is the mathematical method that Sakirko applies in her
everyday life.

There is poetry in Sakirko’s art — the poetry of numbers, sounds,
images. The video “Math River” captures the condition of the artist,
the state of being “in the middle” - the author tries to get to the other
side, onto the side of art. On that shore, the unfinished imagined num-
bers along the real axis could transform into imaginary images, creating
imagined spaces and imagined trajectories. Throwing all her exercise
books and lecture notes remaining from her university days into the
river, she cleanses her past, as it were. The element of water possesses
a mystic aura — it is water that is the essence of the animation of the
soul and purification. Water purifies, the magic of numbers bewitches...

Reality is dependent on the view that is taken of it — around
every observer a personal world is formed, as it were, and in the ab-
sence of that observer the world disappears.

Today, photographically or digitally you can reduce, enlarge or
move entire fields of objects.

In the work “Look Back Before You Go Round the House” Sa-
kirko plays with memory and temporality. She wanders with her camera
and stops the instantaneous — landscapes that once surrounded her be-
come memory museums. The author wants to reduce distance — tem-
poral and spatial (between childhood and the current day, between home
yesterday and today). She places landscapes within frameworks — in
this way, the artist doesn’t expand space, she contracts it. “Returning
to old places, I look at them as the scene of my childhood. I look at
the children as if looking at myself in childhood. Through myself, I try
to understand them. When I was little, I had to cross a river across the
stones, or across a log, and I would always step in the water if someone
didn’t give me their hand in time. Now that’s my role — to give a hand
in good time.”

The landscape becomes one of the central themes in the reorgan-
ization of space that Sakirko undertakes. In the two-channel video in-
stallation “To Hear”, Sakirko manipulates images and sounds, drawing

in the viewer, to enhance the sensual experience, inexorably moving
the camera through a dense forest of imagery and trajectory of sounds.
Time expands and contracts and, placed between the screens, we be-
come very sensitive to things that previously, perhaps, we wouldn’t have
heard or seen — interim places arise, places that are not the end goal
of a destination, that are as if forgotten, rejected, unnoticed. Through
the inexorable movement of the camera through the forest the space is
experienced by the author as time, as a pause, as alienation. The com-
position of the movement is expressed through sound.

A mobile gaze, a multiplicity of perspectives and the observer —
this is the issue in the Sakirko’s last work, “My Landscape.” The au-
thor sends letters to people living in neighboring buildings (almost as
in long-since forgotten mail-art), offering them the chance to take part
in a mapping game — their landscape, after all, is her home, and her
landscape is their home. Some reply with photographs.

Today, this shift from representation to reality, to action and move-
ment, is becoming artists’ main weapon. Maria is not interested is limit-
ing her observations to her own, internal “I.” The observer and the pro-
ject are joined in a unified, mobile prolix system. The modern approach
in the representation of objects of everyday existence (Duchamp), is
combined with a desire to bring science and art together on a new basis
and in this way to find a new “aestheticization” of the image.

In her works, Sakirko reveals something that is in no way linked
to common knowledge, she discovers a transition in the surrounding
environment and creates a model for the external world — she maps
reality, and interacts with the world. The concept of active perception
as a historical necessity, identified back at the beginning of the 20th
century, is transformed from active construction through interactivity
to social performance.

OLGA SHISHKO



Obepnuce npesicoe, uem 3asepheius 3a oom. 2014,
7 dotorpaduii (165 x 110 cM kaxxas), BUAECO.

B sToMm npoekre 51 BO3Bpalliaoch B T€ MECTa, I7Ie 5 4acTo ObIBaja
B JIETCTBE, HO y>Ke He ObIBato ceifuac. OHU HAXOJSATCS COBCEM PSZIOM C
MOMM JIOMOM, HO CTAaHOBATCA BCE Aalble OT MEHSI BO BPEMEHH.

B nerctBe s Bcerga mo0miia MacTepuTh YTO-HUOYAb U3 JepeBa. S
BCIIOMHHAIO 3TO ceifuac, BpyuHyI0 coOupas 1epeBsiHHbIe paMKH. S co3-
Jlar0 My3el MOMX BOCIIOMUHAHUH, TOMeNIasi B paMKH BaXKHbIE JIJTsI MEHS
nen3axu, MPUCBauBal0 cede MPOCTPAHCTBO, YTOOBI COXPAHUTh TaAKUM
oOpa3oM mamsTh 0 HeM. Ho BocroMHHaHUs MCYe3al0T, U MON My3ei
COXpaHUTCS TOJIBKO B (hoTorpadusx u OyneT HEM30eKHO pa3pylleH B
peaIbHOCTH.

Look Back Before You Go Round the House 2014,
7 photographs (165 x 110 cm each), video.

In this project I return to those places that I visited frequently in
my childhood, but don’t go to now. They are very close to my home, but
they are becoming ever further away from me in time.

In childhood, I always liked to make things out of wood. I re-
member that now, as I put by wooden frames together. I create a muse-
um of my memories, putting landscapes that are important to me into
frames, appropriating space in order in this way to preserve memories
of it. But the memories disappear, and my museum is only retained in
photographs, it will unavoidably be destroyed in reality.
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Pambine 3ecs G onpar pacuiai epenbnsn
B NPHEOAMAH CEKE KATATRCH Ha TAP3MIK
ThirTiail SR[AET BICWBLAH W M3 EM0 MECTE

BOCT PR J0M.
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Mot nevizaorc. 2013 —2014.
Hucramnsanus, cMelIanHas TEXHUKA.

L

VYV MeHs ecTb meil3ax, KOTOPbIN sI BUXKY MOYTH KaXK]Iblil JEHb C
caMoro AeTcTBa. DTO BUJ M3 Moero okHa. Ilefizax, co31aHHbIN JOMaMU
Y MU ke 3aropoxkeHHbIi. [leif3ax, 0 KOTOpOM 51 3HatO BCE U HUYETO.

S xouy mpeonosieTh IPOCTPAHCTBO MOEro meizaxa. Pazopsarb
JUCTaHLHUIO. S uay B CBOM men3ax.

3axoxy B goMa. [lomnumarocs Ha cBoit 13-it atax. U cmotpro.

My Landscape, 2013 — 2014,
installation, mixed media.

L

I have a landscape that I have seen almost every day since my
childhood. It’s the view from my window. A landscape formed of hous-
es, or blocked by them. A landscape that I know everything and nothing
about. I want to master the space of my landscape. To sever distance. I

go into my landscape. I go into the buildings. I go up to the 13th floor.
And I look.
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Mot nevizaorc. 2013 —2014.
Hucramnsanus, cMelIanHas TEXHUKA.

11

B nomax, xotopsie s BUXKY B OKHO, KUBYT JIFOIH, KOTOPBIE KaX-
JBIM JeHb BUAAT MOM AoM. J[JIs HUX Mo# 1oM — mei3ax. Sl Hudero He
3HAI0 0 HUX, a OHU 000 MHE. HO MBI OUTH KaXK/IbIil A€Hb CMOTPHUM APYT
Ha JIpyra.

Sl nmumy nuceMa 3TUM JIFOASAM, HE Hapyllas JUCTAHLMIO HALIEro
newsaxa. Sl nuiry MHOro IHUCEM, CO37aBas HEBUIAMMBbIC OTHOLLIECHUS,
BbI3bIBasl HEBUJIMMYI) MHE PEAKLMIO B HEBUIMUMBIX MHE JIOASX. MHe
Ka)KETCsl, YTO T€, KTO OTHPABISIOT MHE OTBET, CTAHOBSITCS OJIIIKE.

30opascmeyiime! A srcugy 6 0ome nanpomus Bawezo. Kaxcowlii dens s 6udicy Baw
oom 6 okHo, a Bvl — suoume moi.
Otnpasneno 300 muceM.
[Honyueno 11 orBeToB.

My Landscape, 2013 — 2014,
installation, mixed media.

11

In the buildings that I see through the window, live people who
see my building every day. For them, my building is landscape. I know
nothing about them, and they know nothing about me. But almost every
day we look at one another.

I write letters to these people, without disturbing the distance of
our landscape. I write many letters, creating invisible relations, arous-
ing a reaction that I do not see, in people that I do not see. It seems to
me that those who reply become closer.

Hello! I live in the house opposite to yours. Everyday I see your house through the
window, and you see mine.
Sent 300 letters.
Received 11 replies.
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Paccnviuwams. 2014.
JIByxkaHanbHOE BUAEO, 16°55”

(paboma coenana npu yuacmuu Enenvr Caxupxo, Buxa Jlawenosa)
Okcnepumenm cocmosnca 10 maa 2014 2ooa.

MBpbI IpuXoAnM B Jiec, B KOTOPOM TYIISUIH C JICTCTBA, EPEKPUKHU-
BAJIUCh, OOSITUCH MOTEPATHCS. MBI IPOKUBAEM €T0 IO-HOBOMY, 3aKpbI-
Bas I1a3a. MBI uieM JIpyT K JIPYTy, Kacasich JepEBbEB, KYCTOB.

CoBepIIeHHO HENOHAITHO, CKOJIBKO 3TO 3aiiMeT BpeMeHH. V BHa-
yane xo4yercs Bc€ OpOCUTh M 4YyBCTBYellb ceOs abCOIOTHO Oecrio-
MOUIHOH. 1 B 3TOT MOMEHT NMOHUMaEIIb, 4TO 51 Uy, HO U KO MHE UJIYT.
W 51 Hudero He MOry OfiHa, HO MOTY BIBOeM. To, YTO Hac CBS3BIBAET
ceityac — 370 ronoc. M HaynHaems kpudarb. Kak MoxxHO rpomue.

To Hear, 2014,
two-channel video, 16’55

(created with the participation of Yelena Sakirko and Vika Lashchenova)
The experiment took place on May 10, 2014.

We enter a forest that we have walked in since childhood, shout-
ing to one another, afraid of getting lost. We dwell there again, closing
our eyes. We go to one another, touching the trees, the bushes.

It’s entirely unclear how much time this takes. At first you just
want to drop everything and sense yourself as being entirely helpless.
And at that moment I understand that [ am going, but others are also
coming to me. And I can’t do anything alone, but the two of us can.
What links us now is the voice. And you start to shout out. As loud as
you can.
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Pexa mamemamuxu. 2014.
Buneo, o6wext (Oymara, @ 10 cm).
(coemecmuo ¢ Buxom Jlawenosvim)

Korna-To s n3y4ana MaremMaTuky B yHUBEpCUTETE. Y MEHs 10 10-
CJIEHETO MOMEHTA XPAaHUINCh BCE TETPAH, 3alIUCAHHBIE OT PYKH JIEK-
UM, uccrienaoBanus U 3a1auu. CerofHs oHM BCE OONbIIE CTAHOBSTCA
JUISL MEHSI HUYEro He 3Ha4YalllUMM KapTHHKaMH, 3HaKaMH, HalOMUHAI0-
IIMMHU 00 YBEIMUYUBAIOIIEHCS JUCTAHIIMK MEKIY MHOM TOI/Ia U ceifuac.
Ho To, uTO OBUIO CHENaHO M 3alMCaHO, OKA3bIBAETCS CBS3bIO, AepikKa-
1IE MEHS B COCTOSIHUU «IIOCEPEUHEY.

CkunpiBas B peKy BCE CBOM TETpPaaM, JIUCTOK 3a JIUCTKOM, s
pac-coOeAMHSIOCh C HUMHU, JIeJal0 1Iar Ha ApYyryro cTopoHy. OTmyckas
TO, YTO OBUIO 3aIMCAHO MHOMH, I OTITyCKatO ceOsl.

Math River, 2014,
video, object (paper, @ 10 cm).
(together with Vika Lashchenova)

I once studied maths at University. Right up until the very last
moment I kept all my exercise books and all my notes taken down by
hand at lectures, all my research and all the equations I worked out.
Today, they are becoming evermore akin to pictures and signs with no
meaning, reminding me of the expanding distance between me then
and now. But what was done and noted down turns out to be a link that
holds me in a condition of being “in the middle.”

Throwing all my exercise books into the river, sheet after sheet,
I am dis-joined from them, taking a step onto the other side. Letting go
of what I noted down, I let go of myself.
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Boobpasicaemasn homoepagpus. 2013.
16 pororpaduii, 30 x 45 cm.

dotorpadus nosBisieTcs B MOMEHT B3auMozaencTBus hororpada
U OKpY’Kalollel peallbHOCTH, B MOMEHT ee nepeocmbiciieHus. doro-
rpadusi COOTHOCUTCS C JACUCTBUTEIBHOCTBIO, HO HE SBIAETCS €e ya-
CTbIO, a, HA000POT, BKIIIOYAET JICHCTBUTEIBHOCTD B €05, IPOUCXOAUT
U3 Hee, HO BBIXOJUT 3a €€ I'PaHMIIbI, TPAHC(HOPMUPYSICH O B3IVISIOM
¢ororpacga, B BooOpaxkaeMoe POCTPAHCTBO.

Yro Takoe BooOpaykaeMoe MPOCTPAHCTBO U YTO Takoe JEHCTBU-
TeJIbHOCTH? B KakoM KOHTEKCTE€ Mbl MOXKEM TOBOPUTH O HUX U OCO3-
HaBath Ux? J[1s1 MEHs 9TH CJIOBa CBSI3aHbI C MaTEMaTUYECKUM KOHTEK-
CTOM, @ Yepe3 HUX MPOSBIAETCS CBsI3b (POTOrpaduu U MaTeMaTHKU.

JleiicTBUTENbHBIMU YHCIIaMU B MaTeMaTHKE HA3bIBAIOTCS BCE IO-
JIOKUTEJIbHBIE YNCIIA, BCE OTPHULIATENbHBIE U HOMb. DTO T€ YUCIIA, KOTO-
pbI€ MBI HCIIOJIb3yEM B MIOBCEIHEBHON KU3HH.

Bce 3TH yncna MOXKHO pacrofioKUTh HA YHCIOBOW MPAMOIL; UX
CyMMa, pa3HOCTb, IPOU3BEICHNE TOXKE Bcerna OyayT JekaTb Ha 3TOU
IIPSIMOY, Ha3bIBAEMOM JNEUCTBUTEIIBLHOU OCBIO.

MHuMble, BOOOpakaeMble YMCIIa Mbl HE HCHOJIb3YeM B peallb-
HOM KM3HH, OHU ObUIN CO3/IaHbI JUISl pellICHHUs] MaTeMaTUYECKUX 3a/1ad,
a MPOCTPAHCTBO 3TUX YHCEN MOJHOCTHhIO CKOHCTPYHUPOBAHO MaTeMaTH-
kamu. 1 B OCHOBE 3TOH «KOHCTPYKIIMM» JICKUT MPEIIOTI0KEHHE O TOM,
YTO Mbl MOXKEM BBINTH 3a I'PaHMILIbI IEHCTBUTEIBHON OCH, IPEOIOIETh
ee.

B matemaTnke cTaHOBUTCS BO3MOXKHBIM YBUAETH 00pa3bl BOOOpa-
KaeMBbIX YHCEJI, a MOXKEM JIM MBI yBHJIETh BooOpaskaemoe (oTorpaduu?

Pucys 06pa3bl Tak Ha3bIBAEMBIX 3J€MEHTAPHBIX (QYHKIUI B IIPO-
CTPAaHCTBE MHHUMBIX YHCEN, S COCIUHSII0 JBa ciosi — (ororpaduye-
CKUI M MaTeMaTH4YeCKUil — Ipelaraio 3puTellto 4Yepe3 BU3yaJIbHYIO
CBSI3b, CYUUTHIBAEMYIO C IOBEPXHOCTH M300pakeHMsI, BOITH B 10JIE€ BO-
oOpakeHusl.
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Imaginary Photography, 2013,
16 photographs (each 30 x 45 cm).

The photograph arises in the moment of interaction between the
photographer and the surrounding reality, at the moment of its recon-
ception. The photograph relates to reality, but is not part of it; on the
contrary, it includes reality within itself, it is produced out of it, but goes
beyond its boundaries, transforming itself in the gaze of the photogra-
pher, in an imaginary space.

What is an imaginary space, and what is reality? In what context
can we talk of them and perceive them? For me, these works are linked
to a mathematical context, and through them a link between photogra-
phy and maths reveals itself.

Real numbers in maths are all positive and negative numbers and
zero. They are the numbers that we use in everyday life. All of these
numbers can be placed on the number scale, their total, their difference
and their product can also be placed on that scale which is called the
real axis.

We do not use imaginary numbers in real life, they were created to
resolve mathematical tasks, and the space of these numbers is entirely
mathematically constructed. At the foundations of this “construction”
lies a premise which maintains that we can go beyond the boundaries of
the real axis, and that we can overcome it.

In mathematics we can see images of imaginary numbers, but can
we see imaginary photographs?

In drawing images of so-called elementary functions in the space
of imaginary numbers, I am linking two layers — the photographic and
the mathematical — and I invite the spectator, through a visual connec-
tion, readable from the surface of the image, to enter into the field of
the imagination.
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22.2014.
Buneo.
(coemecmno ¢ Buxom Jlawenosvim)

VY mens ectb nmpobnema. Yucno 22. 5 Buxky ero noscrofy. S cmo-
TPIO Ha Yachl B 22 MUHYTHI, 5l IOKyHaro OMIIETHI C HOMEPOM 22, 51 BCTpe-
4aro 3TO YUCIIO B TeJe(OHHBIX HOMepax. Huuero nioxoro He mpoucxo-
JIUT, HO BCE-TAKHU 51 UCTIBITHIBAIO OT 3TOT0 HEKOTOPBIN TUCKOM(OPT.

T'oBopsT, uKcio 2 03HayaeT ABOHCTBEHHOCTb, CUTYAIMIO BEIOODA,
nepea KOTOPBIM 51 OKa3blBalOCh, U HEOOXOIMMOCTh MOCTOSHHOTO MPH-
HATUSA peuieHus. KTo-1o cumraer, uto 22 — 3TO IJI0XOM 3HAaK U 3TOrO
qucia Hy)KHO u3berars. [lpyrue, HA060pOT, — UTO MEHS JKJET BCTpeUa
U 51 Ha IPaBUJILHOM IIYTH.

A MHe KaxkeTcsi, OyATO KTO-TO UI'paeT CO MHOM, IMOBCIOAY MOKa-
3bIBasi MHE yuciio 22. S pemato nepectarb OOATHCS 3TOrO YHUCIA, I0-
BEpPHYTHCS K HEMY HaBcTpedy. Sl npeanararo HOBYIO Urpy — Haiitu 22.

S ycranaBnMBaro CleAyOLuUe paByia;

* Cectb Ha aBTOOYC Ne22.

* [Ipoexatp 22 0CTaHOBKH.

* Haiitu oM Ne22.

* 3aiitu B kBapTupy Ne22 B 3TOM JOM€ U y3HATh, KTO TaM >KHUBET.
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Looking for 22, 2014,
video.
(together with Vik Lashchenov)

I have a problem. The number 22. I see it everywhere. I look at
the clock at 22 minutes, I buy tickets with the number 22, I see this
number in telephone numbers. Nothing bad happens, but nevertheless I
experience a certain discomfort.

They say that the number 2 signifies a duality, a situation of
choice that I reject, and a need for a continual taking of decisions. Some
believe that 22 is a bad sign, and that this number should be avoided.
Others, on the contrary, believe that a meeting awaits me, and that I’'m
on the right track.

But it seems to me that somebody is playing with me, everywhere
pointing out the number 22 to me. I decide to stop being afraid of this
number, and to turn and confront it. I propose a new game — find the 22.

I set the following rules:

* Get on a number 22 bus.

* Travel 22 stops

* Find building number 22

* Go to apartment number 22 in this building and find out who
lives there.
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