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MpasuTenscTBo MocKBb! Moscow City Government

[lenaptameHT KynbTypsl ropofa Mocksbl Moscow Department of Culture
My3eitH0-BbICTaBOYHOE 06beANHEHNE «MaHex» The Manege Museum and Exhibition Complex
LleHTp kynbTypbl M uckyccTsa «MeanaAptJla6» The MediaArtLab Centre for Art and Culture

[SA n NMPOTVB] [PRO&CONTRA]

MEXQYHAPOAHbBIN CUMNO3NYM PRO&CONTRA MEONAKYJILTYPI
INTERNATIONAL SYMPOSIUM PRO&CONTRA OF MEDIA CULTURE

16-19 OKTABPA, 2013
16-19 OCTOBER, 2013

KYPATOPbI / CURATORS
Onbra LWnwko, Augpen LLep6eHok
Olga Shishko, Andrey Shcherbenok

MECTO NMPOBEJEHWSA / VENUE
LleHTpanbHbIi BbicTaBO4HbIA 3an «MaHexx», ManexxHas nn, 1, Mocksa, Poccus
The Central Exhibition Hall Manege, 1 Manegnaya Square, Moscow, Russia

FEHEPAJIbHbBIA MAPTHEP / GENERAL PARTNER
®oHa Muxauna lNMpoxoposa
The Mikhail Prokhorov Foundation

NPU NOALEPXKKE / WITH THE SUPPORT OF
WhetuTyTa CepBaHTeca B Mockae u LLiBeiiuapckoro coBeTa no KynbType «Mpo Menseeuusi» B paMkax nporpaMmbl
«Swiss Made B Poccun. O6meH B cdhepe coBpemeHHoM KynbTypbl. 2013-2015»

The Cervantes Institute in Moscow and the Swiss Council for Culture “Pro Helvetia” under the framework of the program
«Swiss Made in Russia. Exchange in the field of contemporary culture. 2013-2015»



CTbIAHO Nepes MallMHamu 3a HeyMeHue Nioaen Aepxxarb cebs, Ho YTo
Xe fenatb, Koraa 6e30LmboyHble MaHepPb! ANIEKTPUYECTBA BOJTHYHOT
Hac 6orbLue, YeM GecropsafoYHas CreLlka akTMBHbIX U pasnaratoLas
BSJIOCTb MACCMBHbIX NOfEN. <...> Haw nyTb — 0T KOBbIPAOLLErocs
rpaxkaH1Ha v4epes noasnio MaLLMHbLI K COBEPLIEHHOMY 3NIEKTPUYECKOMY
4enoBeKY.

Mbl. Bapnant MmaHudecta. [13ura Beptos

The machine makes us ashamed of man’s inability to control himself,
but what are we to do if electricity’s unerring ways are more exciting
to us than the disorderly haste of active men and the corrupting inertia
of passive ones? <...> Our path leads through the poetry of machines,
from the bungling citizen to the perfect electric man.

WE: Variant of a manifesto. Dziga Vertov



19:00-20:30

CneumasnbHoe cobbiTue

Nexums Cabunbl Xummenbcbax (Mepmanus, LLseiuapus) “HeBuanumoe n3mMepeHne B COBPEMEHHOM
rOPOACKOM MPOCTPaHCTBE”

14:00-17:30

1-as1 ceccus

MaHenb 1 ABaHrapa v HoBble Meaua: Yero He 3Han [laura Beptos?

[Omutpuin Bynatos (Poccus) “Teatp nesyuToB 1 MCKYCCTBO HOBbIX Meauna”

Exartepuna Jlasapesa (Poccus) “OyTypusm — npesyyBCTBUE HOBbIX MeANa”

Muxaun CtenaHos (Poccus) “Cnefibl MalMHBI: reHeanorus “komnnexca annapar - onepatop” Bunema
®nioccepa”

Angpen LLiep6eHok (Pocemst) “KuHoselwub n CGI”

IMobosb Byraesa (Poccus) “Ha nyTu K uckycctsy 6yayLuero: 0T GMOANHAMUKM K HEMpocuHemaTuke”

Keicbl

TOTAPT: Hatanbs Abanakosa v AHatonuit Xuranos “lognonbHas tunorpacgus”
3nata lNoHnposckas “Komap 1 Menamen”

Anexceit Tapyu “OnbIT oTaneHus”

18:00-21:30

2-as ceccus

MaHenb 2 UMMTaLIMN XKU3HU: BO3MOXKEH NU BU3YanbHbIi AOKYMEHT 63 MHAEKCanbHOCTH?
Nes MaHoswuy (CLLIA) “U3yuas munnamon n3obpaxkeruit: Kak Budyannaaums rnobanbHbix KybTypHbIX
AaHHbIX MOATANKMBAET HAC K NEPEOCMbICTIEHNIO KYTbTYPHbIX KaTeropun?”

Hukonau Mocensirnn (Poccus) “©oTorpadms nocne nHAeKCanbHoCTH”

AnekcaHgpa NopTaHHnkosa (Poceus) “PeanbHoe Teno u ero asartap B Facebook”

Mapta Xebepre ([onbwa) “XXveble Meauna. PeanbHoCTb, CMELLEHHAs KONUSIMU, U MOHCTPbI
runeppeasnsHocTi”

Anexcangpa [JemeHTbeBa (Poccus, benbrins) “OanH n3 mudos umdposmsaumnm’

Keicbl
Anppen Yepkacos “LieHTpanbHas nunns”
Anekcangp Jlewes, [laHuna Bynatos “BbiTb Ha cBA3N”



14:00-17:30

1-as1 ceccus

MaHensb 3. Manepes M MeTPO: Kak MeAua-apT MeHsIET NOBCEAHEBHOE BoCcnpuATHe?

Xoce Jlyuc e Bucente (Mcnanus) “KynbTypHas npakTtuka B3noma peansHocTu”

Amutpui [ankud (Poccus) “Hosble meava: foMallHue, 6e340MHble U UHTUMHbIE”

Burtanuit Mapawmy (Ykpaunna) “Ty6nnuHoe npocTpaHcTBOo M MOMCK BO3MOXKHOCTYU COLMANbHO 3HAYMMOr0
BoCnpuATUs”

Monuna OpoHsiesa (Poccus) “HoBble Meama Kak “TexHonorum cebs”

Keicbl
WpwnHa [anunosa “PucyHku ['opoaos”
Mapus Cakmpko “Boobpaxxaemas doTorpagms”

18:00-21:30

2-as ceccus

MaHensb 4. Tpaauuma U cOBPeMEHHbI Meana-apT: peneBaHTHO SN elle Klaccuyeckoe MCKycCTBO?
Anppen Bennkaros (Poceus) “IocpeaHnyeckoe UCKYCCTBO U CEMUOTUKA Cpefbl”

Anekcanpp EBaHrenu “TlopTpeT 1 OpHaMEHT: MacCOBbIE MeaMa 1 POXXAEHNe MKOHorpagumn Maceol”
AnbBupa XaryH-JTnHHuk (Poccus) “Ownbka kak opMoobpasytollas cTpaTerus B COBPEMEHHOM
uckyccree”

Onbra LWnwko (Poceus) “TNIPEBPALLIEHNA naHopaMHOM XXMBOMMCK: OT (PU3NYECKMX MOTPY>KEHUI K
KPUTUYECKUM MaHUNynaLmam”

Keicbl
Hatanbs ToponuubiHa “OMMax BUHCEHTY”
Bnagumup MoTanos “lpo3payHble 0THOLIEHNS”

14:00-15:30

CneumasnbHoe cobbiTue

Nexuns Onueepa lMpay (Mepmanmsi) “Menma uckyccTso Kak Bbi3oB o6LecTsy: MediaArtHistories, Image
Science & Archive 2.0



19:00-20:30

Special event

Guest lecture by Sabine Himmelsbach (Germany, Switzerland) “The Invisible Dimension in Contemporary
Urban Space”

14:00-17:30

1st session

Panel 1 Avant-Garde and New Media: What Didn’t Dziga Vertov Know?

Dmitry Bulatov (Russia) “Jesuit theatre and the art of new media”

Ekaterina Lazareva (Russia) “Futurism as a forefeeling of new media”

Mikhail Stepanov (Russia) “The traces of a machine: geneology of the “complex apparatus-operator
of Vilem Flusser”

Andrey Shcherbenok (Russia) “Film-Thing and CGI”

Lubov Bugaeva (Russia) “On the way to the art of the future: from biodynamics to neurocinematics”

Cases

TOTART: Natalia Abalakova and Anatoly Zhigalov “Clandestine printery”
Zlata Ponirovskaya “Komar and melamed”

Aleksei Taruts “Distance experience”

18:00-21:30

2nd session

Panel 2 Imitations of Life: What Is Visual Evidence Beyond Indexicality?

Lev Manovich (USA) “Looking at one million images: How visualization of big cultural data helps us to
question our cultural categories”

Nikolay Poselyagin (Russia) “Photography after Indexicality”

Aleksandra Portyannikova (Russia) “The Real body and its facebook avatar”

Marta Heberle (Poland) “Living media. Reality displaced by copies and the monsters of hyperreality”
Alexandra Dementieva (Russia, Belgium) “On the use and abuse of digitalization”

Cases
Andrey Cherkasov “Central line”
Alexander Leshcev, Daniel Bulatov “To be in touch”



14:00-17:30

1st session

Panel 3. The Gallery and the Metro: How Does New Media Art Change Everyday Perceptions?
Jose Luis de Vicente (Spain) “The cultural practice of reality hacking”

Dmitry Galkin (Russia) “New Media: Domestic, Homeless, Intimate”

Vitaly Paraschich (Ukraine) “Public space and the search for the possibility of socially valid perception: a
thought experiment with visual complexity”

Polina Dronyaeva (Russia) “New Media as Technologies of Self”

Cases
Irina Danilova “City Drawings”

Maria Sakirko “Imaginary photography”

18:00-21:30

2nd session

Panel 4. Traditions and Contemporary Media Art: Is tradtional Art Still Relevant?

Andrey Velikanov (Russia) “Mediating art and semiotics of environment”

Aleksander Evangely (Russia) “Portrait and ornament: the mass media and appearance of the iconography
of mass”

Elvira Zhagun-Linnik (Russia) “Mistake as a Formative Strategy in the contemporary Art of the 20th and
21st century”

Olga Shishko (Russia) “TRANSFORMATIONS of panoramic painting: from physical immersion to critical
manipulation”

Cases
Natalia Toropicina “Homage to Vinsent”
Vladimir Potapov “Transparent relationships”

14:00-15:30

Special event

Guest lecture by Oliver Grau (Germany) “Media arts challenge for our societies: MediaArtHistories, Image
Science & the Archive 2.0



B cBoen ocHoBomnonararoLen kHure Ha aty Temy JleB MaHoBWY NpuBen N3BECTHbIN
npumep unbma [3urn Beptosa 1929 roga «Yenosek ¢ KuHoannapaTom»

ANS UNNKCTPaLUMU OCHOBHbIX XapakTepUCTUK HOBbIX MeAua. [opasuTensHoe

CXOACTBO MEXAY MHOMMMW OTKPbITUSIMM BepToBa v Apyrux MacTepoB aBaHrapza u
COBPEMEHHbIMM HOBbIMI MEfIMA 3aCTaBNSET HAC 3afaTbCs BONPOCOM: €CTb JIN YTO-TO B
HOBbIX MM, YEro He CyLLIeCTBOBANO Obl B NPaKTHKe UMK NpeBUAEHNSX aBaHrapaa?
CoBpeMEeHHbIE TEXHONIOMMM NOMOT T OCYLLECTBUTL MHOTWE MEYTbI aBaHrapaa, Ho
03Ha4aeT N 3TO, YTO NOMY4MB AOCTYN K STUM TEXHOMOTUSIM, XYA0XKHMK-aBaHr apAnCT
npeBpaTucs 6bl B COBPEMEHHOIO MenaxyL0XHUKa — UK eMy BCE X HeA0CTaBaso
Obl YEro-TO MPUHUMNNANBHO BaXKHOT0?

In his seminal book on the topic, Lev Manovich famously used Dziga Vertov’s 1929 film
The Man with a Movie Camera to illustrate fundamental characteristics of new media.
The striking similarity between many Vertov’s and other avant-gardist’s discoveries

and contemporary new media leads us to the question: what is there in new media that
avant-garde did not practice or at least foresee? If contemporary technology made a lot
of avant-garde dreams possible, would an avant-garde artist be a full-blown contempo-
rary media artist if s/he miraculously obtained this technology, or would he still be miss-
ing something very important?






Omutpuin bynatos (Poccus)

/

Dmitry Bulatov (Russia)

Buorpadus

XyLOXHWK, TEOPETUK UCKYCCTBA, KypaTop ['0CyapCTBEHHOrO LiEHTPa COBPEMEHHOMO UCKYCCTBA
(BanTuitcknin hunuan). Beaywwmi akenepT MHHOBaumoHHoro napka bOY um. U.KaHTa. Ero npoussesequs
Obinn npeacTasnexsl Ha 49-i n 50-i BeneunaHckux 6ueHHane (2001, 2003), dpectusane Ars Electronica
(ORF, 2002) # MH. gp. Yutan nekumn B Poceum, CLLIA, Kanage, 'epmanun, Hugepnangax, Mekcuke,
CwHranype 1 'oHkoHre. Bbin BktoyeH B “Top 10” aBTOPOB CaMbliX MHTEPECHbBIX MHHOBALMOHHbIX
npoekTos 2007 roga no sepcuu xypHana “Wired” (CLLIA). YneH pefakumOHHbIX COBETOB XXypHAmOB Mo
cospemerHoMy uckyccTBy “DOC(K)S” (Opanums) n “NOEMA” (Utanus). Jlaypeat HaunoHansHoM npemun
B 0611aCTV COBPEMEHHOr0 uckyccTsa “VHHoBaums” (Poccus)

Bio

An artist, curator and art theorist. Since 1998 Bulatov has been the curator at the Baltic Branch of the
National Centre for Contemporary Arts (Russia). His artworks were presented on 49th and 50th Venice
Biennale (2001, 2003), Ars Electronica Festival (ORF, 2002) and many others. Bulatov has given lectures
in Russia, USA, Canada, Germany, Mexico, Singapore and Hong Kong. In 2007 his artwork has been
selected by Wired magazine as the world's 10 top innovations. In 2009 he was awarded the National
Innovation Award for Contemporary Visual Arts. (Russia).

Bunn Bop+ (Kanaga). “DSM-VI’, 2012 r. MHTepakTMBHas MHCTaNNALmMs, MOAENMPYIOLLIAs BO3HUKHOBEHWE KONTNEKTUBHOM UCTEPUM Y CTam
po6oTos. ®oTo: KeeHpx Konowsapu.

Bill Vorn (CA). DSM-VI, 2012. Robotic art installation, image courtesy the artist. Photo by Csenge Kolozsvari

12



TEATP UE3YUTOB
M NCKYCCTBO HOBbIX MEJIMA

JESUIT THEATRE
AND ART OF NEW MEDIA

CeroHs NPUHATO CYMTaTh, YTO UCKYCCTBO CTaNo 06pallaTb BHUMAHWE Ha HOBbIE

Meama Tobko B XIX-XX BB., C pa3BUTUEM TEXHUK POTOrpachuu, KUHO, TENEBULEHUS U
nocnesoBaBLLIMM 6YMOM KOMMbIOTEPHbIX TeXHONMOruit. OJHAKO TeM, KTO X0Ten 6bl NpocneanTsb
UCTOPUIO MeJma-apTa C CaMoro Hayana, cnefosasno Obl B3rsHyTb HAMHOTO Aanblue XX
cronetusi. LUnpoTy 370N TeMbI, B YACTHOCTH, HArNSIAHO AEMOHCTPUPYET becnpeLeeHTHas
6opbba cpeacTB MHGOpMaLmK, KoTopas passepHynacs Mexay Pecdopmaumeit u
KoHTppedopmaumen B XVI Beke — B TO Bpems,, KOrja XpucT1aHckas naes cnaceHus ooina
noAMeHeHa naesmu 340p0oBbsi 1 CBOOObI. VIMEHHO 3TOT Nepuof OTMEYUEH MOSIBIEHNEM MHOTUX
TEXHUYECKMX MHHOBALMiA B UCKYCCTBE 1 B 061LecTBe. OCOBEHHbBIN MHTEPEC B CBSA3N C 9TUM
BbI3bIBAET [EeATeNbHOCTb MOHAX0B-Ne3yUTOB, KOTOPbIE OOBEANHNIN B CBOMX PAAAX YUYEHbIX,
TEOJIOr0B 1 XyA0XHWKOB. Ha B3rnsj foknagyuka, IMEHHO B 3T0 BpeMst M 0hopMunack cama
KOHLIeNUMs COBPEMEHHOIO Mena-apTa, KoTopas, cornacHo naeonory KoHtppedopmaumu
Wrnatuto Jlonone, 3aknoyaeTcs “B NonesHoM codepLianum 06pasos Aza, fabbl Bepa YenosBeka
npuobpena 6naro4ecTnBbIN XxapakTep”.

It is considered that art only focused on media in XIX-XX centuries, with the development of
photography techniques, cinema, television and the following computer technologies. However,
those who would like to trace the history of media art from the very beginning must look much
further than the XX century. The breadth of the subject can be clearly seen in the process of the
unprecedented role of media in the conflict of Reformation and Counterreformation in XVI century
— at that time the idea of rescue was replaces by ideas of health and freedom. This period was
marked by the emergence of many technical innovations in art and society. The actions of Jesuit
monks who have joined in their ranks academics, theologians and artists, provokes particular
interest. In the speaker’s opinion, the concept of contemporary media art was created at this
time. It is, according to Ignatius Loyola, who was the Counter-Reformation ideologist, “useful in
the contemplation of images of Hell, so that a person’s faith can gain godly character.”

13



ExaTepuHa J1asapeBa (Poccus)

/

Ekaterina Lazareva (Russia)

Buorpadus

WckyccTBoBe A, XyAOXHMK. KaHAMAAT UCKYCCTBOBEAEHMS, CTapLUNA HAYYHbIA COTPYAHMK
l"ocypnapcteeHHoro MHctutyTa VickycctBosHanus. BeinyckHuua MockoBekow LwKosbl hoTorpadum u
MynbTMeaua M. A. Popuenko. HomunaHT Mpemun KananHekoro-2012. CoctasuTesib, NepeBoaunK 1
KOMMeHTaTop KHuru “Bropoid pyTypuam. ManndecTb! 1 nporpamMmbl UTanbsHCKoro gytypuama. 1915—
1933 (M.: T'wres, 2013)

Bio

Art critic, artist. Candidate of Art Criticism, senior associate researcher of the State Institute of the History
of Art. Graduate of the Rodchenko photography and multimedia school. Nominated for the Kandinsky Prize
in 2012. Compiler, translator and commentator of a book “Second Futurism: Manifestos and Programs of
ltalian Futurism. 1915-1933” (Moscow, Gilea, 2013)

®optyHaTo [lenepo. [nakar TeatpanbHon Tpynmbi
«HoBbli Py TypUCTUYECKMIA TEaTp». 1924

Fortunato Depero, New Futurist Theater Company poster, 1924

14



OYTYPU3M — [IPEJUHYBCTBHE
HOBbBIX MEIMA

FUTURISM AS A FOREFEELLING
OF NEW MEDIA

MaHuecTb! 1 Aexknapaumun UTanbaHCKNUX 1 pyCCKMX yTypucToB 6oraThl npumepamm
npeAyrafibiBaHNs HOBbIX BUOB Xy[0XXECTBEHHOrO TBOPYECTBA, N300PETEHNS HOBbIX TEXHUK
W XXaHPOB — OT nepdopMaHca, COHOPHOM 1 BU3yaNbHOW NO33UN [0 KMHETUYECKOTO UCKYCCTBA,
cayHa-apTa, BUAEe0-apTa W CMOXHbIX MHTEPAKTUBHBIX MHCTANNALNA. Kak cTopruyeckui
aBaHrapZ COOTHOCUTCS C COBPEMEHHbIMI BEPCUSMU «UCKyCCTBa By ayLero»? ['oe
pacnonaraeTcs CerofHs nomtoc MHHoBaumun? Bo3moxxHo, kakue-To cekpeTs! [l3ura Beptos
HaBcera yHec ¢ coboun B moruny?

The manifestos and declarations of Italian and Russian futurists are rich in examples of foresee-
ing of new kinds of creative work, invention of new techniques and genres - from performance,
sonorant and visual poetry to kinetic art, sound art, video art and complex interactive installa-
tions. In what way does the historical avant-garde correlate with the contemporary versions of the
“art of the future™? Where is the peak of innovations today? Perhaps Dziga Vertov took some of
his secrets with him to the grave forever.

15



Mwuxaun Ctenatos (Poccus)

/

Mikhail Stepanov (Russia)

Buorpadus

HayuHblii coTpyaHuk CekTopa (pyHAaMeHTambHbIX UCCnefoBanHnin KynbTypbl CaHkT-TeTepbyprekoro
oTaenenus Poceuitckoro nHetutyTa Kynbtyponorn MK PO. Uccneosatens Meaua, kananaar
cunocodpckmnx Hayk (2011, CM6IY), ctunenanatr OeAD B Academy of Fine Arts Vienna (2009), HayuHbliA
cotpyanuk Cr6oPUK, noueHT CankT-TleTepbyprckoro yHMBEpCUTETA TEXHONOMMW U An3aiiHa
(CNeryTul), pesaktop MexayHapoAHOro XypHana uccrnesoBanuid KynbTypbl, FNaBHbIA peaakTop
KHWKHOW cepum “machina media”.

Bio

Research associate of the SPB branch of the Russian Institute of Culturology of the MC of the RF, sec-

tor of fundamental studies of culture. He studies media, is a PhD candidate (2011, SPBSU). Stipendiate
0eAD in the Academy of Fine Arts Vienna (2009), Associate Professor of the Institute of business Com-
munications in the SPBSU of Technology and Design. Editor of an International magazine for the studies of
culture, the chief editor of the “Machina Media” book series.

Kapn Bé3 n Maynb Berexep
«[onem, kak oH Npuwwén B Mup». 1920

Carl Boese, Paul Wegener “Der Golem, wie er in die Welt kam”. 1920

16



CJIEAbI MAIIIMHDBI: TEHEAJIOTI' M
"KOMIIJIEKCA AIIITAPAT — OIIEPATOP"
BUJIEMA ®JIIOCCEPA

THE TRACES OF A MACHINE:
GENEALOGY OF THE “COMPLEX APPARATUS -
OPERATOR” OF VILEM FLUSSER

[MvoHep Teopun Meama Bunem Ontoccep 0603HaUMN CNOXHbIE Ananornieckme OTHOLLEHNS
YesioBeKa 1 TEXHNYECKOro YCTPOUCTBA Kak “KOMIIEKC annapar — onepartop”. B oTHOLeHuu
COBPEMEHHON MefNanbHOi KynbTypbl 1 NPAKTUK TEXHOMOMMYECKOr0 MCKYCCTBA 3TOT KOHLENT
0Ka3blBaETCS HEBEPOSTHO TOYHBIM — XYLOXHUK BCErfa B ananore, B 6opbbe ¢ annapartom,

W eLwé HeM3BECTHO, 3a KeM nobefa. OTKPbITUE annapaTHbIX BO3MOXXHOCTENW, AAOLLMX HOBOE
BULEHWE, ObINO OCYLLECTBIIEHO B paHHEM aBaHrapje, B 4acTHocTw, y [auru Beptosa. B
[oknage 6yfeT NpoBeAeHa reHeanorus KoHUenTa 1 pacCMOTPEHO ero (yHKLUMOHUPOBAHWE B
COBPEMEHHOM BU3yaribHOM KyJbType.

A pioneer in the theory of media, Vilem Flusser described the difficult dialogic relations between
a man and a technical device as the “complex apparatus — operator”. This concept is very
precise in regards to contemporary media culture and the practices of technological art. An artist
is always in dialogue, in a duel with an apparatus, and the outcome of this fight is unknown. The
discovery of an apparatus’ possibilities, and their potential for creating new vision, was made by
the Russian avant-garde, in particular by Dziga Vertov. The report will trace the genealogy of the
concept and describe its function in contemporary visual culture.

17



Anppein LLiep6eHok (Poccus)

/

Andrey Shcherbenok (Russia)

Buorpadus

Mpocpeccop npakTukn Mockosckoi Wwkonbl ynpasneHus CKOJTIKOBO, moueHT CI16IY, noyeTHbIM

uneH Hay4Horo obectsa LLeddpunackoro yHusepcuteta. K.gp.H. (CII6I'Y, pycckas nutepatypa);
Ph.D.(UC Berkeley, critical theory & film studies). B 2006-9 — npenoaasatenb 1 4neH HayuHoro obLiectsa
Konym6uiickoro yHusepcuteTa, B 2009-11 — npurnatueHHsIn uccnefosarens 1 naypear CTUNeHaumn
HbtoToHa BputaHckon akagemun. OpraHu3aTop Hay4Hon nporpammbl “YHHonpom-20117, kypatop
MHTENMEeKTyanbHoN NNaTgopMbl 2-i YpanbCckon MHAYyCTpUanbHou GueHHane COBpPEMEHHOro 1CKycCTBa
(2012).

Bio

Professor of practice at Moscow School of Management SKOLKOVO, associate professor at St. Peters-
burg State University, honorary research fellow at the University of Sheffield. PhD (SPbSU, Russian Lit-
erature), Ph.D. (UC Berkeley, Critical Theory & Film Studies). In 2006-9 - lecturer and Mellon postdoctoral
fellow in the Society of Fellows at Columbia University, in 2009-11 — Newton international research fellow
of the British Academy. Organized scientific program of «Innoprom-2011», curated the intellectual platform
of the 2nd Ural Industrial Biennial of Contemporary Art (2012).

[3vra BepTos «Yenosek ¢ kuHoannapatom». 1929

Dziga Vertov «Man with a Movie Camera». 1929
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KNMHOBEUIb 1 CGl
FILM-THING AND CGI

“KuHoBeLwUb” — (hunbM, CO3LaHHbIN COrnacHo npuHumMnam “kuHornasa” [auru Beptosa — nonHas
npoTusononoxHocts CGI, computer-generated imagery, uin “n3o6paxxeHunto, CreHepupoBaHHOMY
komnbroTepom”. KnuHoBellb BepToBa — 370 (PEHOMEH HEVUrPOBOro KMHO, CTPEMSLLEr0Cs 3aXBaTUTb
XU3Hb “BPACMOX”; KUHOBELL MUHUMU3NPYET TBOPYECKUA NPOU3BON CLEHApUCTA U pexxuccepa 1
NpeTeHAyeT Ha HernocpeaCTBEHHO., MHAEKCANIbHOE OTPAXKEHWE AEUCTBUTENBHOCTH “Kak OHa eCTb”.
B Hen, kazanocb 6bl, HET MECTA NPOrpaMMMPyeMoCTV 06pasa, Nexxalleit B 0OCHOBE HOBbIX Meana

B uenom 1 CGl B ocoberHocTn. OfHaKo, B TO e Bpems, KUHOBeLLb BepToBa — 3710 paaukanbHas
KOHCTPYKLMS, OCYLLECTBSIEMAs KMHOTIA30M Kak MEXaHUYECKUM annapaToM (KaMepoun, MOHTaXHbIM
CTOJIOM W MPOEKTOPOM), MPOTUBOMOCTAB/IEHHbIM YEJI0BEYECKOMY r1a3y C ero 00blAEHHbIM
BocnpusTueM. KuxoseLb — nogo6Ho CGI — nuwb 1cnonb3yeT aneMeHTbl peanbHOCTH, NofABepras ee
“KOMMYHUCTUHECKOMN pacLundpoBke”; aTo “habpuka (hakToB”, NPOM3BOASLLAS peanbHOCTb COrflacHO
3apaHee ChopPMUPOBAHHON (MapTUIHOK) Nporpamme. Kak BO3MOXXEH KOHLENT, cofepxaluni B cebe
Takoe paaukanbHoe npoTusopeyne? U He ctouT niv nofobHoe npoTusopeune 3a koHuenuuen CGl m
HOBbIX MeJua B LieSiom?

The Film-Thing is a film made according to the principles of Dziga Vertov’s Kino-Eye — seems quite
incompatible with CGl, computer-generated imagery. Vertov’s film-thing is a phenomenon of “non-played”,
documentary cinema that attempts to catch life “unawares”; it minimizes the creative arbitrariness of a
screen writer and a film director and strives for the immediate, indexical representation of reality “as it

is”. Apparently, this concept has no place for the programmability of the image, which characterizes new
media in general and CGl in particular. However at the same time, the film-thing is a radical construction
performed by the Kino-Eye as a mechanical apparatus (a movie camera, a montage table, and a projec-
tor) and explicitly opposed to human eye with its everyday perception. Like CGl, the film-thing merely
makes use of the elements of the real world which it subjects to “communist decoding”; it is a “factory of
facts” that produces reality according to the pre-determined (party) program. How is a concept with such
glaring contradiction at its core at all possible? Furthermore, isn't there a comparable contradiction behind
the notion of CGI and new media in general?
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Jltobosb byraesa (Poccus)

/

Lubov Bugaeva (Russia)

Buorpadus

KynbTyponor, uccnenosarenb k1Ho, A.¢.H., aoueHt Cr6Iry. B 2002-2007 — npenofasartesb
3anbubyprekoro yHusepcuteTa (AscTpus), B 2007-2008 — cTuneHamat nporpammbl Gynbpan,
npenogasatesns YHusepcueta wrata Hoto-Mopk (CLLA), B 2013 — npenoaasatens AMEpUKaHcKoro
yHuBepcuTeTa Pac-anb-Xaimbl (OAJ). Cosaatenb 1 pykoBOAUTENb CEMUHAPA «AHANNM3 KUHOTEKCTa»
Ha OunonornyeckoM thakynstete CI6I'Y. ABTOp MOHOrpadum «Jlutepatypa v rite de passage»
(CI16.: MeTpononuc, 2010) n 6onee 100 cTaTei.

Bio

Culturologist, a researcher of cinema, doctor of philosophical sciences, an associate professor of the Saint-
Petersburg University. From 2002 to 2007 she taught at the Salzburg University, Austria, in 2007-2008 - a
Fulbright scholarship recipient and a professor of the New York State University, USA, and in 2013 - a
professor of the American University of Ras-al-Khaimah, UAE. She is the creator and the leader of the
seminar “Cinema Text analysis” at the Philological faculty of the SPBSU. Author of the monograph
“Literature and the Rite of Passage” ( Petropolis in 2010) and more than 100 other articles.

BuomexaHuka. Bcesonog Meiiepxonbaa HeipokuHo. Mna Tukka

Biomechanics. Vsevolod Meyerhold Neurocinema. Pia Tikka
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HATIYTU K UICKYCCTBY bY JYIIETO:
OT BUOJVMHAMUKN K HEMPOCUHEMATUKE

ON THE WAY TO THE ART OF THE FUTURE:
FROM BIODYNAMICS TO NEUROCINEMATICS

CTOKM SHAKTMBHOIO KuHeMatorpada, Ha nepsblid B3NS4 PaANKaabHO OTIMYHOIO OT KNacCUYeCcKoro
KMHO, OTbICKWUBAIOTCS B NEPBOWA NONOBUHE XX B. — B UCKYCCTBE KOHCTPYKTUBUCTOB, B TEKTONOMM

A. borpaHoBa, B «6uomexaHuke» Bc. Menpxonbaa, B Teopun 1 npakTuke MoHTaxa C. Jn3eHLwTenHa.
OW3EHLUTENH, NOHEP B 06/1aCTV BUOAMHAMUYECKOrO 3Y4YEHUS SMOLMOHANIbHOM BbIPA3UTENBHOCTH,
BMZEN CBSA3b MEXAY CTPYKTypaMu 3MOLMOHANBHOMO OMbITa M MOHTAXXHOW KOMMo3uumeit. B ocHose
9HAKTMBHOIO NOAX0Ja TAKXKe NEXUT NPeACTaB/EeHNE, YTO BOCMPUSITUE €CTb YyBCTBEHHO HAMPaBIEHHOe
pevicteue. CornacHo C. 3eku, XyL0XHWK SBSETCS HEMPOU3NONOroM, UCCRELYHOLUMM NOTEHUMan

1 BO3MOXXHOCTM MO3ra, XOTb U JPYrUMU MHCTPYMEHTamu. [10ToK Happauwuu B ‘enactive cinema’
OCYLLECTB/ISIETCA HE TOJIbKO B NPOLIECCE 0CO3HAHHOIO BOCTIPUATUS BEPOabHO-BU3YarbHbIX PAL0B
(hunbMa, HO 1 B pesynbTaTe 6ecco3HaTeNbHOM NCMX0U3N0NOrnieckon BOBIEYEHHOCTY 3pUTENS.
LLlarom B HanpasneHu1 KnHo By ayLuero SBnseTcs Co3aaH1e PubMOB, PaCCHMTaHHbIX HA Nofady
CTUMYJIOB, MHTEPECHBIX C HEMPOCMHEMATUHECKON TOUKK 3peHus («Crash» 1. Xarruca, «Obsession» n
«The Queen» I1. Tukku). HaCKONBKO YCNELLHbI 3TV SKCNIEPUMEHTbI? BO3MOXXEH I 9HAKTUBHBIA NOAXOA
B WHTENNEKTyanbHOM kuHematorpade? [JomxeH niu COBPEMEHHBIN PEXMCCEP OPUEHTUPOBATLCA HA
HelpouccneaoBaHms?

Enactive cinema from the first sight is extremely different from the cinema of the classical period. Nev-
ertheless the sources of the enactive cinema can be found in art and scholarly thought of the first part of
the 20th century - in the art of constructivists, and first of all in Alexander Bogdanov’s tectology, Vsevolod
Meyerhold’s biomechanics and Sergei Eisenstein’s theory and practice of cutting.

Eisenstein was a pioneer in the field of the biodynamic research of emotional expression. He saw the
connection between the structures of emotional experience and the composition of cutting. The enactive
approach is also based on the idea of perception as a sensory-led activity. According to S.Zeka, an artist
is a neurophysiologist, investigating the potential and the abilities of the brain, although with the help of his
own instruments. The narrative stream in enactive cinema is perceived not only consciously through the
verbal and visual levels of the film but also through the subconscious psycho-physiological involvement
of the spectator. A step towards the cinema of the future is the creation of special films aimed at giving
stimuli that is interesting from the point of view of neurocinematics (“Crash” by P. Haggis, “Obsession”
and “The Queen” by Pia Tikka). Are these experiments successful? Is an elective approach possible in
intellectual cinema? Should the contemporary director orientate himself toward neuroscience?
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Kewncol

TOTAPT: Hatanba A6anakosa n AHaTonuii XKuranos

MoanonbHaa Tunorpadus
npoekT ranepeu “Conb” (Ha Consuke) “300MAPK XYAOXXHUKOB»
Live-performance

BykBeHHOe none pas3feneHo peLweTkon (CTpyKTypa peLueTkv — 6a3osas Ans
paboTbl); B KNETKE ABOE XYAOXHUKOB (MYXXUMHA 1 XKEHLLMHA) BbICTaBIEHDI

Ha 0603pEHNE 3PUTENEN, BTATUBAEMbIX B IMHAMWUYECKMIA MPOLIECC CO3AaHMS
KONNEKTUBHOTO Tena-TekcTa B MynbThyaTe. Meanartopsl 3T0ro npowecca —
Y3HUKN U PaBOTHUKM — CO3AAIOT, BEPHEN, MHULIMAPYIOT HemaTepuabHbIii
NPOAYKT 06LUEHNS YePe3 UHTEPHET, MaTEpUanu3ys ero B BUAeE IMCTOBOK Ha
PELLETKE 1 TEKCTOB 1 06pa3oB Ha akpaHax. BaammoaencTame Tpex NpocTpaHCcTs
— pearnbHoro, BUPTYanbHOr0, 3KPaHHOr0, 06pa3yeT HOBbIN THM KONNEKTUBHOMO
NPUCYTCTBMS «3[ECh 1 CEYac».

TOTART: Natalia Abalakova and Anatoly Zhigalov

Clandestine printery
A project by “Sol” gallery (at Solyanka) “Artists Zoo”
Live-performance Photo: Tatiana Sushenkova

®oto: TatbsiHa CyLueHkoBa

The field of characters is divided by grid (a grid structure is the basis of the
artwork); there are two artists in the cage (man and woman), they are open to spec-
tators who were drawn into the dynamic process of creating a collective body-text
in multi chat. The mediators of this process — the prisoners and workers — create,
or rather initiate an intangible product of communication via the internet. They ma-
terialize it as leaflets pinned to the grid and texts and images on the screens. The
project is based on interaction of the three spaces — real, virtual, screen, forming

a new type of collective presence “here and now.”

3nara lNoHupoBckas

Komap u Mmenamep
nepdopMaHc, BUAEO, 3ByKOBAsH MHCTaNNAUMS

Pa6oTa npeacTasnseT coboi KOMMAEKCHYIO pedpnekcunio Hag psiaoM naein:
4enoBekK Kak 4acTb MULLEBOI LIEMOYKM; KOHEL YeN0BEYECKOH UCKMHUNTENBHOCTH
("KaH-Mapw LLeddhep), BanMoencTame GONOrM4ECKomn U «4enoBe4eCcKomn»
nctopumn. Kpome Toro, paboTta NpefbsBsSeT KOHCTPYKLMKO «CaMONoXKepTBOBaHME
paau Nony4eHnst 3HaHWs», XxapaKTepHyo Ans MOJiepHa, ¥ 3aaeTcsl BOMPOCOM 0
TOM, KaK Takom >XepTBEHHbIA XXECT BbIFNSANT CErofHS, BO3MOXKEH N OH,

 eciv Aa, — To BO UMS Yero?
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Zlata Ponirovskaya

Komar and melamed
Performance, video, sound installation

The work is a comprehensive reflection on a number of ideas: the person as part of the
food chain, the end of human exceptionalism (Jean-Marie Schaeffer), the interaction of
biological and ‘human’ stories. In addition, the work presents a construction of
“self-sacrifice to gain knowledge,” which is characteristic of modernity, and raises the
question of whether any action like this is possible nowadays and what it could look like.
If yes —in the name of what?

Anexcen Tapyu

OnbIT oTAaalieHuda
2012, 2 kaHanbHoe Buaeo, 3:15

B paboTe «OnbIT 0TAaneHus» XyaoxHWK obpallaeTcs K Teme “y3HaBaemocTn”
“CunTbIBAEMOCTW” 06PA30B, KOTOPLIE SBNSAKOTCA KOHTEHTOM NOCTOSIHHO
PACLLMPSIOLLMXCS W “HenpoHMLAeMbIX” LMPOBLIX BUAEO apx1BoB. ABTOp
paccMaTpuBaeT 3MOLMOHANbHYH apdEKTUBHOCTb 9TUX 06PA30B.

OTOT NPOEKT — UCCNE[OBAHNE CUTYaLMM NEPMAHEHTHOrO AOMbICTIMBAHUS W A0-

KOHCTPYMpOBaHus 06p838, SABMAKOLLErocsa ero NCKa>keHnem.

Aleksei Taruts

Distance experience
2012, 2-channel video, 3:15

In “Distance experience” the artist interrogates the topic of “recognition” \ “readability” of
the images, that are the content of constantly expanding and “impenetrable” digital video
archives. The author examines the emotional affectivity of these images.

The project is research into the permanent second-guessing and second-design of the
image, which is its distortion.
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doTorpacums Bo3HWKNA KaK JOKYMEHTambHbINA XaHp 6rarogaps TOMy, 4T0 OHa co3aaBana
WHAEKCANbHbIE 3HAKK PeanbHOCTM: peasbHblii CBET OTPAXANCs 0T peanbHoro 06beKTa,
0CTaBIsis Cref, Ha CBETOUYBCTBUTENbHOM NNacTuHe 63 0c060ro BMeLLaTeNbCcTaa Co
CTOPOHbI poTorpadha. bnaroaaps atomy chotorpadms npeacTasnsna cobom pPUaNYECKH
NPaBOMEPHbI JOKYMEHT, 3pUMOE CBUAETENLCTBO TOMO, YTO AAHHbIA NPEAMET «Obin B
9TOM MecTe» nepef 00bekTUBOM. JTOT CTATyC BNOCNEACTBUN pasaenunu ¢ ooTorpadmeit
KuHemaTorpad) u aHanorosas 3Byk03anucb, Tak Kak 1 TOT M fipyras obecneyvsanu
HenocpeACTBEHHYH CBA3b MEXAY PeaibHbIM 06bEKTOM M ero Bu3yarnbHbIM Uin
aKyCTMYECKNM 3HAKOM. OHaKO C NPULLECTBMUEM LMDPOBLIX TEXHONOMM MHAEKCANbHOCTb
3puUTENbHBIX 06pa30B, CO3aBAEMbIX C MX MOMOLLBH, 6bICTPO cye3aeT. O3HayaeT m 3To,
YTO BCKOPE BU3yanbHble JOKYMEHTbI OKOHYATENbHO YTPATAT CBOK JOKYMEHTANbHOCTb, MK
XK€ YTO-TO NPUAET Ha CMEHY MHAEKCANBbHOCTY KaK rapaHTum CBS3W C peanbHOCTb?

Photography emerged as a documentary genre first and foremost because it created indexi-
cal signs of reality: actual light reflected from an actual object left an actual trace on the sensi-
tive plate without much interference on the part of the photographer. As such, a photograph
constituted a legally acceptable document, visual evidence of the thing “having being there”

in front of the lens. This status was then shared by cinematography and analogue voice
recording, both providing an immediate link between actual object and its visual or acoustic
sign. However, with the advent of the digital age, the indexicality of technology-based visual
images is vanishing rapidly. Does this mean that there will soon be no more visual documents
in the evidentiary sense of the word or is there something that is replacing indexicality as a
guarantee of reality?






JleB MaHoBuy (CLLIA)

/

Lev Manovich (USA)

Buorpadus

Mpocheccop B The Graduate Center 1 aupekTop Software Studies Initiative B Yuusepcutete Hoto-Mopka,
CLUA (City University of New York), a Takxxe KanudopHuidckoro MHCTUTyTa TenekoMMyH1KaLmii u
NHdopmaumnorHbix TexHonoruid, CLLA (Calit2). AsTop 6onee vem 110 cTaTeir, ony6nmkoBaHHbIX 6onee
vem B 30 cTpaHax mupa.

Bio

Professor at The Graduate Center, CUNY and a Director of the Software Studies Initiative at CUNY and
California Institute for Telecommunication and Information (Calit2). Author of more than 110 articles which
have been published in 30 countries and reprinted over 500 times

MpoexT «PHOTOTRAIS». Hapas XoumaH, Jles Marosuy, [xeir Kpoy

PHOTOTRAIS project, Nadav Hochman, Lev Manovich, Jay Crow
phototrails.net
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N3YUASI MUJIJIMOH U3OBPAXKEHUU:
KAK BU3YAJIM3ALNA I'JIOBAJIbHBIX KYJIBTYPHBIX
JAHHBIX ITOATAJIKMBAET HAC K
[TEPEOCMBICJIEHUIO KYJIbTYPHbBIX KATETOPHUH

LOOKING AT ONE MILLION IMAGES:
HOW VISUALIZATION OF BIG CULTURAL DATA
HELPS US TO QUESTION OUR CULTURAL CATEGORIES

Kak Mbl MOXXEM WCCNEe0BaTb OFPOMHbIE BU3YarbHbIE KOMEKLMM, COCTOSILLME U3 MUITNAPLO0B 306paXKeHun,
c03aaBaeMble nonb3oBaTensamMn? Kakve HoBble TEOPETUYECKME KOHLENLMM HaM HEO6XOANMO pa3paboTatb, YTOOb
OCMBICIUTb HOBbIE KATeropuu LchpoBom KyNbTypbl? Kak Mbl MOXEM MCMOMb30BaTh aHaNM3 3TOM KyNbTyPHO
WHopMaLmMm Ans NEPECMOTPa CBOMX NPELACTABNEHNUA U CY>KAEHWH, ANs TOro, YTOObI «3a0bITb» BCE, YTO Mbl 3HAMM
L0 cux nop?

B 2007 JleB MaHoBuy ocHoBan Software Studies Initiative (softwarestudies.com), YTo6bl Ha4aTh M3y4aTb T
BOMPOChI. B cBOEM A0KNaAe OH MOKAXKET MPUMeEpbI MPOEKTOB, KOTOPbIE OH OCYLLECTBIN, B TOM YuCAE aHanm3 1
MUIINIMOHA CTPaHNL M3 887 KHW MaHra, 1 MUANMOH NPOM3BEAEHNI AEBUMAHTHOTO MCKYCCTBA (coobLyecTaa devi-
antArt, NOCBSILLEHHOTO UCKYCCTBY, CO34ABAEMOMY MOfb30BaTensmu), 2.3 MunanoHa Instagram cotorpadmii 13

13 ropogos Mupa. JIeKTop pacckaXkeT 0 TOM, Kak KOMMbIOTEPHbIV aHAN3 1 BU3yann3auusi MacCoBbIX AaHHbIX
KymnbTypbl NOABOAUT HAC K BOMPOCAM O TPAAULMOHHBIX AUCKPETHbIX KYNbTYPHbIX KATErOPUsX, TaKUX KaK «CTUMb>

n «3noxa». OH TaKkxe 06paTnTCs K (hyHOAMEHTaNbHbIM BONPOCAM, C KOTOPbIMM Mbl CTANIKMBAEMCS MPU U3Y4eHUM
COLMaNbHbIX MELMA: 3TO «OKHO» B COLUMANbHYHK) PEanbHOCTb, OTPAXEHWE 06pasa XM3H1 M 0COBEHHOCTEN
LemMorpachum uim xe 910 0TPaXKeHne Camoro NporpamMmHoro obecneveHns? Kopotko, SBASOTCS M CoUManbHbIe
BM3yanbHble Meama (kak, Hanpumep, Instagram) COOBLUEHNEM MW NWLLL CNOCOBOM ero nepeaavn?

How can we perform research with massive visual collections of user-generated content containing billions of im-
ages? What new theoretical concepts do we need to deal with the new scale of born-digital culture? How do we use
data mining of massive cultural data sets to question our cultural assumptions and biases, and “unlearn” what we
know?

In 2007, Manovich established ‘Software Studies Initiative’ (softwarestudies.com) to begin working on these ques-
tions. He will show examples of associated projects including the analysis of 1 million pages from 887 manga books,
1 million artworks from deviantArt (an online community for user-created art), and 2.3 million Instagram photos

from 13 global cities. We will discuss how computational analysis and visualization of large-scale cultural data sets
leads us to question traditional discrete categories used for cultural categorization such as “style” and “period.” The
fundamental question we face when researching social media will also be addressed: is social media a “window”
into social reality, a reflection of lifestyle of particular demographics, or an effect of software itself? In short - is social
visual media (such as Instagram) a “message” or a “medium”?
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Hukonai Mocensrud (Pocens)

Nikolay Poselyagin (Russia)

Buorpadus

Kangupar punonoruyeckux Hayk (2010). B ocenrnem cemectpe 2010-2011 yuebHoro roga paboran no
rpaHTy [JloTMaHoBckas CTUNeHANs] B ICTOHCKOM (hOHAE CEMUOTUYECKOrO HAacneans TaninHHCKOro
YHUBEpPCUTETA (CTAPLLNIA HayUHbIK COTPYAHMK). ABTOP psfa cTaTen No CEMUOTUKE, KUHOBELEHMIO,
cunonorun. PepaxkTop otgena “Teopus” xypHana “Hosoe nutepaTypHoe 0603peHue”.

Bio

PhD. (2010, MSU). In 2010-2011, received a grant [Lotmanovskaya scholarship] from the Estonian
semiotic Heritage Foundation Tallinn University (Senior Research Fellow). Author of the articles on semi-
otics, film studies and philology.Editor of the Theory section of the New Literary Observer magazine. His
principal interest lies in the field of semiotics and theory of cinema.

[ambeH Xépct,"dusnyeckast HEBO3MOXHOCTb CMEPTM B CO3HAHUM XuByLLero”. 1991
M306paxeHne u3 cepun “HeBeposiTHbie MPUKIIOYEHUS My>XXIMKA W TUFraHTCKOro rony6s”
M306paxeHne u3 cepun “HeBeposiTHbie MPUKIIOYEHUS My>XXIMKA W TUFraHTCKOro rony6s”
Ounnn Xancman, “Dali Atomicus”. 1948

Damien Hirst, “The Physical Impossibility of Death in the Mind of Someone Living.” 1991
Image from the series “The Incredible Adventures of man and a giant pigeon”
Image from the series “The Incredible Adventures of man and a giant pigeon”

Philippe Halsman, “Dali Atomicus”. 1948
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OOTOI'PADHUS
[TOCJIE MHOIEKCAJIbHOCTH

PHOTOGRAPHY
AFTER INDEXICALITY

B noknage npeactasneHa nonbiTka npobnemaTuaaumn camoro NOHATUS «MHAEKCANbHOCTb»: OHO
paccMaTpUBAETCs Kak Pe3ynbTart, YCNOBHO roBOPS, «06LLECTBEHHOTO 4OroBOpa» Mexay (oTorpadom
(a no3xe KMHOOMEPaTOPOM M TEXHUKOM 3BYKO3anucu) 1 Ny6ankomn, Koraa 0iHa CTOpoHa NocTaBnseT
CUNTAIOLLIMECS Ay TEHTUYHO-PeanbHbIMIU 00pasbl, a Apyras NoATBEPXKAAET uX cTatyc. [paHuLb
WHAEKCaNbHOCTM B (hoTorpachui cTanu pa3MbiBaThCs eLe A0 LUMPOKOrO BHEAPEHUS LIMEPOBbIX
TexHonorui, B 1950—-1960-e rofbl; NOBCEMECTHOE PacnpoCTPaHeHne LMQPOBON TEXHUKM TOSIbKO
YCKOpWITO 3TOT npovecc. 1o Bcen BUAMMOCTH, 3TO CBA3AHO C TOTANbHOW PEBU3MEN CAMOW KaTeropu
peanbHOCTH, HA4aBLLEHCS B TOT XKe nepuo BpemeHu. B HacTosLee e Bpems, B CBA3M C pa3roBOPOM O
[OKYMEHTamnbHOCTH pOTOrpacpmm, BEPOSTHO, UMEET CMbICIT FTOBOPUTBL HE CTOJbKO O €€ UHAEKCANbHOCTH
1 CBAA3W C PEaNbHOCTbHO, CKOSIbKO O €€ COOTBETCTBUM TEM UMK MHBIM KOHBEHLMSM, KOTOPbIE
nepeonpesenstoT NOHATUE «PeanbHOCTb» A1S TOW UK MHOM ayAMTOPWM, HO MPK 3TOM NPOAOIIKAKT
0CO3HABATbCA ATOW ayAUTOPUEN KaK KOHBEHLMM, CKOHCTPYMPOBAHHbIE CUCTEMbI KOopanHaT. CTaTyc
[OKyMeHTa ByfieT 03Ha4aTh 3[4EChb He CBSA3b C PearnbHOCTLIO, @ C 3TUMKU KOHBEHLMAMM, & dhoTorpadus,
Tepsis MHAEKCANbHOCTb, NPUMOBPETAET B3aMEH CMMBONMYHOCTL (B cMbicne Y.C. Mupca).

The report presents an attempt to problematise the notion of indexicality itself. It is viewed as a result of
a social contract between the photographer (and later the cameraman and the sound engineer) and the
public, when one side is considered to provide supposedly realistic and authentic images, while the other
confirms their status. The borders of indexicality in photography became vague even before the broad
implementation of digital technologies, in the 50s and 60s. The global spread of digital technology has
facilitated this process. It is probably connected to the total revision of the category of reality, which
started during the same period. Nowadays the discussion of the documentality of photography must
concentrate not on its indexicality and connection to reality but on its correspondence to the conventions,
which redefine the notion of reality for different audiences, while these audiences are aware of these
conventions as such - constructed systems of coordinates. The status of the document would mean the
connection not to the reality but to these conventions, and photography, losing its indexicality, but in turn
receiving symbolism (in the sense proposed by C.S.Peirce).

29



AnexcaHgpa NopTaHHuKoBa (Poccus)

Alexandra Portyannikova (Russia)

Buorpadms

Xynoxnuua B o6nactu TaHua. Okoruuna maructpatypy Akagemum pycckoro 6aneta um. A. 4.
BaraHosoi 1 MockoBCKOro rocyJapCTBEHHOTO YHUBEPCUTETA TOHKUX XMMUYECKNX TeXHOMOrvi uMm. M. B.
JlomoHocoBa. CtuneHamat nporpammbl KynbTypHOT0 o6MeHa iaab (LLBeiuapus). YyacTHuk nabopatopuii
Kupunna CepebpsiHinkosa 1 MHctutyTa «CTpenka».

Bio

Dance artist. Graduated from the Vaganova Russian Ballet Academy and the Lomonosov Moscow State
University of Fine Chemical Technology. She was a scholarship recipient with the cultural exchange pro-
gramme iaab (Switzerland). She has participated in workshops with Kirill Serebryannikov and the Strelka
Institute

Mepdhopmatc gr_trip, Pura, Jlateus (asryct 2013). Mepdopmepsi:
AnTtunosa AnHa, Mnoxosa [apbs, MopTsHHUKOBa AnekcaHapa.
®oto: Monoskosa Cons. Onepatop: NlecoBas EkatepuHa

Performance gr_trip, Riga, Latvia (August 2013). Performers:
Antipova Anna, Plohova Daria, Portyannikova Alexandra
Photo: Sonia Golovkova

Operator: Ekaterina Lesovaya
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PEAJIbHOE TEJIO 1
EI'O ABATAP B FACEBOOK

THE REAL BODY AND
ITS FACEBOOK AVATAR

BupTyanbHas peanbHOCTb, CKOHCTPYMPOBAHHAS COLManbHbIMM CETSAMM, BIIOTHYHO CBS3aHa

C NOBCEAHEBHOCTbIO: HEOOXOAMMOCTb CMOTPETD Yy>XXME HOBOCTM M Ny6nMKOBaTL CBOW,
PErnCTPUPOBATh CBOK PeasbHYH XXN3Hb B POTOrpadpmsx 1 NepPeHOCUTb ee B BUPTyasbHOe
NPOCTPAHCTBO — BCE 3TO MEHSIET HaLLe CO3HAaHWe 1 Cnocobbl KOMMYHMKALWUK ¢ MUPOM. OHnamnH-
NPOCTPAHCTBO NPEAOCTABASET HAM BO3MOXHOCTb KOHTPOMPOBATL MOTOK MHChOpMALIK,
KOTOPbIM Mbl XOTUM MOAENNTLCS C OKPYXKAKOLLMMM, YTO NO3BONSET KOHCTPYMPOBATH UAEaNbHYHO
npe3eHTauuo ceos.

MOo>XHO NPeAnosoXMTb, YTO NOC/E MHOMOYUCAEHHBIX TEPPOPUCTUHECKNX aKTOB NOSBUNCS
HOBbIN 06pa3 LMBUIN30BAHHOO rpaXkjaHnHa Mupa — nonb3osarens Facebook, 0TkpbIBaKOLLErO
BCEM CBOHO JIMYHYH) XXM3Hb 1 3aBASIOLLErO TakuM 06pa3oM, YTO EMY HEYETO CKPbIBATb — OH
OTKPbIT, OH NpeAcKa3yem, OH 6e30naceH.

O60pPOTHOI CTOPOHO 3TOM OTKPBLITOCTY B BUPTYaNIbHOM NPOCTPAHCTBE CTAHOBUTHLCS
TEHOEHUNS K ANCTAHUMPOBAHMIO B PeasbHOM AeACTBUTENBHOCTY.

[ns uccnenosaHns aToro heHoMeHa Obin NPOBEAEH 3KCNEPUMEHT, COCTOSIBLUMIA U3

cepun nepopMaHcoB B ropofckomn cpefe (gr_trip). Ha yuacTHuKoB nepdopmarca 6biu
HageTbl Mackn ¢ QR-kofamu, CumTaB KOTOPbIE MOXHO ObINI0 NEPENTH HA NMYHYHO CTPAHWULY
nepdgopmepa B Facebook.

Virtual reality, constructed by social media, is intrinsically linked with everyday life. The necessity
to look at others people’s news and publish our own, to record real life in photos and transfer it
into the virtual space — all of this alters our consciousness and ways of communication with the
world. Online space offers an opportunity to control the stream of information we want to share
with the surrounding audience, which allows for an ideal presentation of ourselves.

We can speculate that terrorist attacks have brought about a new image of a civilized world
citizen - a Facebook user, whose private life is open to everybody thus declaring him to be open,
predictable and innocuous.

The dark side of this openness in the virtual space is its tendency to distance us from reality.

To study this phenomenon an experiment was conducted. It consisted of a series of perfor-
mances in the city environment (qr_trip). The participants of the performance wore masks with
QR-codes on them, which gave access to the performer’s personal pages on Facebook.
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MapTa Xebepne ([onbLua)

Marta Heberle (Poland)

Buorpadms

TeopeTuk n KpuTUK KynbTypbl. OHa cneumannaunpyeTcs Ha Teme 6uoapTta. Xebepne — aBTop MHOXXECTBa
cTaten 0 COBPEMEHHOM WUCKYCCTBE M 3CTETUKE C (HOKYCOM Ha TPAHCTyMaHUCTUYECKMX NEPCNeKTUBAX.
Xebepne Takxxe paboTaeT Kak XyA0XXHULA, 06bEKTOM ee NPaKTUK SBSKOTCS TPAHCrPECCUBHBIE
CEHCOPHbIE KCNEPUMEHTBI HA NMEPECEeYEHNM 3ByKa W nepdopmaHca.

Bio

Theorist and cultural critic. She specializes in issues related to bio art. Heberle is the author of numerous
articles concerning contemporary art and aesthetics, with a focus on transhumanist perspectives. Heberle
is also an artist who focuses on transgressive sensory experiments located at the intersection of sound
and performance.

Po6ept b.Jucek, «<GESPENST _ WIDMO _ SPECTRUM>. 2008
Bepera Kamunusipy, «5 cpaBHuBato cebs ¢ Bamm». 2002

Robert B. Lisek, «GESPENST _ WIDMO _ SPECTRUM». 2008
Verena Kaminiarz, «Ich Vergleiche Mich Zu Dir». 2002
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KWUBBIE MEJIMA. PEAJIbBHOCTD,
CMEUIEHHAA KOITMAMU,
1M MOHCTPBI T'MITEPPEAJIBHOCTH

LIVING MEDIA. REALITY
DISPLACED BY COPIES AND
THE MONSTERS OF HYPERREALITY

HoBbIit TMN Mefua co30aeTcs Ha CThIKE CUIMKOHA U yrnepona. OH BNaXHbIi U MSICUCTbIN, U CUITBHO
OTNINYAETCA OT MPUHATOr0 HaMu NpeacTaBeHnsa O LlI/ICprBbIX TEXHONOrnAX. AT CKOHCTPYMPOBAHHbIE
XuBble Mena Tpe6y+0T HOBOW OHTONOTMM U TAKCOHOMMK, Tpa.D,I/ILlMOHHbIVI Meanaanckypc Tak

Xe, KakK 1 (bVIJ'IOCOdI)CKI/Ie NaTTepHbl, B 3TOM Clly4ae COBEPLLUEHHO 6ECNOMOLLHbI. KpOMe TOro,

0CTaeTCA HEeACHbIM, YEM ABNAETCA TO, YTO CO3AAETCA, KOrja METOAbI, pa3pa6aTb|BaeMb|e B pamMKax
61OTEXHOMOr MK, OKA3bIBAKOTCS anponpuMmMpoBaHHbl Xy A0XKHNUKAMW. Korna peKOM6VIHVIpOBaHHbIe
OpraHn3mMbl pacCMaTpuBaroTCA B obnactu 6v|oapTa, OHU CBOAAT HA HET OJHY N3 BaXKHEMLLINX napagurm
MCKYCCTBA — MOHATUE PENPE3EeHTaLnn. To, ut0 NPUHATO CYUTATb qDYHﬂaMeHTaJ'IbeIM B UCKYCCTBE,
OTKPbIBAET MYTb K ﬂpOCTOI‘/'I npe3eHTauuu. MH,ﬂeKCMpyeMOCTb 3aMeHAETCA NAEHTUYHOCTbLH), 3/10BELLUM
NnpucyTCTBUEM HOBOW >KU3HW. TeM He MeHee, KPpOMe NAEHTUYHbIX OPraHi3MoB, TOXKE HOBbIX, CO3at0TCA
1 COBEPLLUEHHO HEN3BECTHbIE XMNBbIE OPraHU3Mbl. Hy)KHO OTMETUTb, YTO OHU COXPAHAKT HEKOTOPYHO
CBA3b C OPraHM3mMamMu-npoToTUNnamMu, Tak Kak co3faHbl N3 U3BECTHbIX FTEHOB. TeM He MeHee, Kak Ham
M3BECTHO, BCE OHU, KaK HEYTO CBEPXbECTECTBEHHOE, NMPEACTABIAOT €060 0NacHOCTb Ans peasnbHOCTW.
Korpa nosiBnstotcs TOYHbIE KOMUMK, FVI6pI/I,£lbI, MOHCTPbI U COBEPLUEHHO HOBbIE BUbIl, HE SABJIAETCA

JIN 3TO NOAPbLIBOM peaﬂbHOCTVI? He nornowaeT nim ee CO6CTBEHHOE MaeanbHOe Aokal3aTenbcTeo? Mnu
TakK C03Aa€eTCs HeE3aBMcUMas peaﬂbHOCTb? Ecnm TaK, T0 KaKyto peasibHOCTb NMOPOXAatoT 3TU HOBbIE
XunBble Meana? B cBoem foknaae dBTOpP PaCCMOTPUT 3TU TEMbI Ha MPUMEPE HECKOJTbKMX “XuBbIX”
npov|3Be,qu|/||7| MCKYCCTBa.

On the border of silicone and carbon a new type of media is being produced. It's fleshy, wet and differs
much from our common perception of digital technology. These engineered living media require new
ontology and new taxonomy: traditional media discourses, as well as philosophical concepts concerning
life remain useless. Although it is not fully understood what exactly is being created, techniques devel-
oped within the field of biotechnology are often appropriated by artists. When the recombined organisms
are conceived in the domain known as bioart, they annihilate the immemorial paradigm in art: the notion
of representation. What was considered fundamental for art practice gives way to mere presentation.
Indexicality is substituted with identity, with the sinister presence of new life. However, apart from identi-
cal organisms, also new, unknown living beings are created. Admittedly, they remain in a certain relation
with the prototypical organisms for they are created with known genes. However, they are at the same
uncanny, unknowable and pose a threat to reality as we know it. When accurate copies, hybrids, monsters
or simply new species emerge, is reality disrupted? Is it consumed by its perfect evidence? Or is a new
independent reality created? If so, what kind of reality do these living media constitute? In her presenta-
tion Marta Herberle will reflect upon these issues by analyzing few chosen examples of living artworks.
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AnexcaHgpa [emeHTtbeBa (Poccus, benbrus)

Alexandra Dementieva (Russia, Belgium)

Buorpadus

XyL0XHUK. OCHOBHOM €€ MHTEPEC — NPUMEHEHNE COLMANBHOW NCUXONOrK, TEOPUU BOCTIPUSATHS,
O1XeBMOPU3M 1 Pa3B1THE NMOBECTBOBAHUS Yepes TOUKY 3peHust CyObeKTUBHON kamepsbl. B LeHTpe

BCeX ee paboT NEXUT SCHO BbIpaXKeHHas UAes B3aMMOAENCTBIUSA MEXAY NPOU3BELEHNEM UCKYCCTBA U
3puTEneM, BO3HMKaKoLLas 6narofapst HOBEWLLMM TEXHONOrMYECKUM crnocobam co3aaHns n300paxKeHus.
Ee npov3seneHuns uccnepytot rnyouHy onbiTa 3puTenbCcKoro BOCTIPUATUS U B3aUMOLENCTBIE

KaXX[0ro OTAENbHOr0 3pUTENS C MHTEPAKTUBHLIMU MHCTANALMSMM, MO3BONAIOLLMMU PACLLMPUTD
BO3MOXXHOCTY YeN0BEYECKOr0 BOCMPUATHS C MOMOLLbIO PA3NIMYHbIX TEXHUYECKUX CPEeACTB: KOMMbIOTEPA,
BMAEONPOEKTOPA, 3ByKO3An1cH, Cnainfos, otorpacuii v T.4

Bio

Artist. She focuses on social psychology and perception and their application in multimedia interactive
installations. Her video work integrates different elements including behavioural psychology, developing
narrative using a ‘subjective camera’. The projects explore the spectator’s depths of perceptual experi-
ence and the engagement of the individual spectator with her interactive installation projects. They are an
attempt to widen the mind’s potential for perception using different production materials: computers, video
projections, soundtracks, slides, photography and so on.

OHav v JlaHa Bavoscku, «Matpuua». 1999 [esun KpoHenbepr, «Buaeospom». 1983

Andy & Lana Wachowski, «The Matrix». 1999 David Cronenberg, «Videodrom». 1983
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OJMH N3 MNUDPOB
[HNDPPOBHU3ALINHA

ON THE USE AND ABUSE
OF DIGITALIZATION

Mprxo unMcpoBbIX TEXHOMOTWA NOPOANUN ABA Npejpaccyaxa. Nepsblil — yTpayeHa
MHAeKcanbHas CBs3b C peanbHOCTbi0. Ho umdpa B cnyyae ¢ (poTon3o6pa>keHneM — 310 NpocTo
Cnocob KOAMPOBKYM KapTUHKK. B aHanorosom n3o6paxxeHnu kapTuHKa TOXe KOAUPYeTCs,

HO He C NOMOLLbIO LMEPbI, & C NOMOLLBIO NPeobpasyHoLLmx Jiyy CBETa XMMUYECKNUX PeaKLM.
Pa3Huua, KOHeYHO, eCTb, HO He abcontoTHas. K TOMy XKe, aHanoroBble 306paxxeHns Tak xe
NoABEPrannCh MaHUMyIMPOBaHMIO 1 AehopMaLmsM,

Kak 1 umdpoBble.

BTopoit — naes BCECUIbHOM MaHUMYNSITUBHOCTM W NOAKOHTPOSBHOCTH LMGIPOBBIX KOLOB
nporpammucTy. MporpaMMbl, 04HAKO, CErofHs HACTONBKO COXHbI, YTO OONbLUE He
CYLLEeCTBYET LieNMKOM KOHTPOMMPYEMbIX MporpaMM. HapacTarowas CnoXHoCTb LMPOBbIX
KOZOB BbIBOAWT LUM(IPOBbIE TEXHOMOTMM U3-MOJ KOHTPONS U BBOAUT B HUX CUJTbHBINA 3NIEMEHT
HenpeAcKasyeMoCTH 1 Cy4anHOCTM!.

The arrival of digital technologies has given birth to two prejudices.

The first is that an individual has lost the indexical connection with the reality. However in the
case of a photo image, digitization is just a way of the encoding a picture. In an analogous image
a picture is also encoded but not through a digit, but through chemical reactions which transform
the ray of light. There is a difference, but not an absolute one. Analogous images were subject to
manipulation and deformation just like digital ones.

The second is the idea of all-powerful manipulation and control of digital codes by the program-
mer. But today the programs are so difficult that there are no more fully controlled programs. In-
creasing the complexity of digital codes removes digital technologies from control and introduces
a strong element of unpredictability and randomness.
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KeWncobl

AHppen Yepkacos

LleHTpanbHaa nuHus
XKypran, 6nor. 2012 — HacT. Bp.

B npouecce oundpoBkmu n306paXkeHuii ¢ pasnuuHbix
MaTepuabHbIX HOCUTENEN pasHnLa Mexy HAMKU 0THACTH
CTMpAeTCs, OHKU NPUOBPETAtOT 06LLYO NPUPOAY, T. K. UX HOBas
MOBEPXHOCTb CKITAAbIBAETCS U3 eAMHML MHPOPMALMK OLHOIO U
TOr0 e Tvna. Ho ata npupofa TpebyeT NPOSICHEHNSs!, NOBTOPHOM
NPOSIBKM — B JAHHOM CJly4ae 310 MPOUCXOLMT C NOMOLLLIO
TPaccUpOBKM: OT M306paKeHNs OCTAETCS TONBKO HECKOMbKO
3aMKHYTbIX UM PACXOAALLMXCS NUHMIA, KOTOPbIE HaKNafblBaoTCS
Ha OpuruHan, paspesas ero Ha 4acTu 1 paccTasnss HoBble
CMbICTIOBbIE W NNACTUYECKME aKLEHTbI.

Andrey Cherkasov

Central line
Magazine, blog. 2012 — work in progress

During the process of image digitization, the difference between
them is partly erased even if they were originally based on various
physical media. They acquire a unified nature because their surface
consists of information units of the same type. But this nature
requires clarification and re-development — in this piece it comes
with a trace: the image turns into a few closed or divergent lines that
are superimposed on the original picture, cutting it into pieces and
placing new semantic and plastic accents.
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Anexcangp Jlewes, [Januna bynatos
BbITb Ha CBA3Y
2012, 1-kaHanbHoe BMEO CO 3BYKOM, 0:42

2KuBoe 06LLeHne BCe 60MbLLE 3aMeLlaeTcs BUpTyanbHbIM. Moaaepxusas cBs3b, CO6ECEAHNK 3asBNSET 0 cebe, 0 CBOeM
npucyTCTBMM. Ero “BUANMOCTB” 3HAUMTCS TONBKO B MOMEHT €ro HanoMMHaH!s 0 camoM cebe, a UICYE3HOBEHME NEPCOHbI
MPOMCXOAMT B MOMEHT MON4aHus. B aToi paboTe NepcoHaXkv NOSBASIOTCA TONbKO B MOMEHT NPUHATUS NOCAaHNS UK B
MOMEHT €ro 0TnpaBKy, TO eCTb TOrAa, KOrAa eCTb N0BOJ U HEOOXOAMMOCTb B NOSIBAEHMM.

B 06LLeHnM CeroaHs NpoucxoamnT 0TKa3 OT MHAEKCANbHOCTM (peasbHblii CObeceHUK 3aMellaeTcs aBatapom B Facebook
W Ip.), @ 3HAYMT U B UCKYCCTBE HEMUHYEMbI NU3MEHEHNS.

Alexander Leshcev, Daniel Bulatov

To be in touch
2012, 1- channel video with sound, 0:42

Face-to-face contact is replaced more and more by its virtual copy. By supporting communication, a person makes him/herself
known, declares his/her presence. His/her “visibility” exists only at the moment of reminding of his/herself, and at the moment of
silence the person disappears. In this work, the characters appear only at the moment of receiving or sending message, in other
words, when there is a reason and necessity for the appearance .

Nowadays the process of refusal of indexicality is obvious in communication (a real interlocutor is replaced by Facebook avatar,
etc.), and thus art should change accordingly.
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Yenosek, BXOAALLMIA B ranepero COBPEMEHHOIO UCKYCCTBA, 0COGEHHO TakyHo,

i€ 3KCMOHMUPYIOTCH MeAna-apT UHCTANNSALMK, BbIHYXXAEH M3MEHWUTb CBOM

00blIieHHBINA cnocob BocnpusTus Mupa. OH CTaNK1BAeTCs 34€Ch C NOSIMIKPaHaMMU,
MHOXXECTBEHHOCTbIO TOYEK 3PEHUS, “CXJI0MbIBAHNEM” NMPOCTPAHCTBEHHBIX U BPEMEHHbIX
LACTaHLNA, CMELLEHNEM U PACTBOPEHNEM CTAOMIbHBIX CYObEKTUBHbIX MAEHTUYHOCTEMN,
W Tak panee. Takue npou3BeaeHns UCKyCCTBa HacTo CUATAIOTCSA NPeBeCTHUKaMu
HOBOW AUCLMNIMHBI BOCTIPUSTIS, KOTOPAs B KAKOW-TO MOMEHT CTaHET npeobnajaroLLen
BO BCEM Mupe. [leiCTBUTENbHO /M 3TOT NPOLECC Nejarorku BOCIPUATUS yxe
Hauasncs? Hanpumep, Koraa Hall 3puTefib BbIXOAWT U3 ranepem u BXOAUT B METPO

NN LIpYroe NpuBbLIYHOE MPOCTPAHCTBO, OCTAETCS JIX C HUM YacTb NMPUOOPETEHHOTO B
ranepee onbITa, v BUAWT S OH MUP KAKUMU-TO HOBbIMU CMIOCOOAMK, Y KOTOPbIX ECTb
NOTEHUMan K LWIMPOKOMY PacrpOCTPaHEHNIO?

A person entering a contemporary art gallery, one with media art installations in particu-
lar, is forced to change their mundane way of perceiving the world. They encounter split
screens, multiple points of view, the collapse of spatial and temporary distances, disloca-
tion and dissolution of stable subjective identities and so on. Such works of art are often
considered harbingers of the new perceptual discipline that will at some point become
dominant in the world at large. Is this process of the pedagogy of perception really
underway? For example, when a visitor leaves the gallery and enters the metro or any
other conventional space, does he bears a residue of the gallery experience and sees
the world in some novel ways that have the potential to become widespread?






Xoce Jlyuc fe Bucente (Mcnanus)

/

Jose Luis de Vicente (Spain)

Buorpadms

Kyparop, nucartens, uccnegosartess, paboTaeT B 061acTu KyNbTypbl, AU3anHA U TEXHONOrUK. SBnseTcs
OCHOBHbIM KypaTopoM Sonar+D, npocTpaHcTBa UCKycCTBa U An3aiiHa chectueans Sonar B bapcenone,
a TaKxe kypatopom pectusans FutureEverything 8 Manyectepe. C 2007 roga oH Bo3rnasnset
nporpammy Visualizar 8 Data Culture B Medialab Prado, Magpua. On ocHosatens ZZZINC, Independent
Cultural Lab B bapcenoHe. OH kypuposan BbicTasky “Invisible Fields” (2011, BmMecTe ¢ Honor Harger)
“Playtime: Game Mythologies” (2012), “Big Bang Data” (2014) u MHorue apyrve.

Bio

Curator, writer and researcher working in the sphere of culture, design and technology. He is currently
head curator of Sonar+D, the art and design area of Barcelona’s acclaimed festival Sonar, as well as
curator of the FutureEverything Festival in Manchester. Since 2007 he has directed the Visualizar program
on Data Culture at Medialab Prado, Madrid. He is a founder of ‘ZZZINC, Independent Cultural Lab’ in
Barcelona. His curated Exhibitions include “Invisible Fields” (2011, with Honor Harger) “Playtime: Game
Mythologies” (2012) and “Big Bang Data” (2014), among many others.
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Kpuc O'LLlea, «Pyka Csbiwe»
[bxynman Onveep, [laHbst Bacunbes, «Newstweek»

Chris O’Shea, «Hand from Above»
Julian Oliver, Danja Vasiliev, «Newstweek»
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KYJIbTYPHAY ITPAKTHKA
B3JIOMA PEAJIbHOCTH

THE CULTURAL PRACTICE
OF REALITY HACKING

Hawu noBceHEBHbI OMbIT 00YCNOBIIEH W ONOCPELO0BAH aPXUTEKTYPOU TEXHONOMUA,

M XyJOXXHUKM BCE Yallie 0Ka3bIBAIOTCS CPEeaM TeX, KTO 0CMapuBaeT 1 KPpUTUKYeT
MAEe0Nornyeckme NoAONIEKM 3Tux cucteM. Hanbonee MHTEPECHbIE NPOEKTbI CEroaHs
MOCBSLLUEHbI BbISBIIEHUIO BAIMSHUA CKPbITbIX areHTOB, OHM NMOKa3bIBAKT, KAKUM MO0

Obl 6bITb COLMANBHOE COCYLLECTBOBAHME, €CNK Obl HALLW LUCPOBbIE YCAYTY U NPOAYKTbI
3alyMblBan1Cb 1 CO3LaBanvCh No-MHOMY. Mbl He JOSKHbI MPUHAMATB KaK AOJIKHOe
nosiBfIeHne 1 PyHKUMOHMPOBAHUE COoUMalbHbIX CETEN, MOOUIbHBIX TEXHOMOTWM, CETEBbIX
ycTpoicTB, noatomy KynbTypHas MpakTuka Banoma PeanbHOCTy MOXXET OTKPbITh
aNlbTEPHATUBHOE MPOYTEHUE HALLEro OMbiTa B3aUMOJENCTBUS C TEXHONOMMEN, MOXET
PaspyLLNTb O6LLENPUHSATYIO (OUKLMIO, C KOTOPOU Mbl CMUPUIIUCh, OKA3aBLUMCh OJWH HA OJUH C
MHTEepencoM. [laHHbli JoKnaz uccnesyeT 3T0 HOBOE Nofe C OrfisiAKOM Ha UCKYCCTBO, AN3anH,
ypOaHMCTUKY, KYNbTYPHBIA 1 NOIMTUYECKUA aKTUBU3M.

As our experience of everyday life is increasingly mediated and conditioned by technological
architecture, artists are finding themselves among the most important voices denouncing and
contesting the ideological biases of these systems. Some of the most interesting projects today
are making visible the impact of hidden agents and showing how another form of social coexis-
tence can be possible if our digital services and products were designed and imagined in com-
pletely different ways. Because we don't need to take for granted the function and appearance of
our Social Networks, Mobile Technologies and Networked Devices, a Cultural Practice of Reality
Hacking would be one that opens up alternative formulations of our experiences of technology,
and destroys the consensual fictions that we all accept when we face our interfaces. This presen-
tation explores this possible emerging field looking at relevant examples in art, design, urbanism
or cultural and political activism.
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Omutpun ankuH (Poceus)

/

Dmitry Galkin (Russia)

Buorpadus

Wccneposatens 1 TEOPETUK LMGPOBOM KyNbTypbl, KaHAUAAT dunocodckux Hayk (2002, TI'Y), poueHT
WNHCTUTYTa MCKYCCTB W KyNbTYpbl, CTapLLKMA Hay4HbIA coTpyaHuK HOL| PAST, aBTop MoHorpadmm
“‘LindppoBast KynbTypa: rOpU30oHTbI MCKYCCTBEHHOM »M3HK™ (2013)

Bio
Researcher and a theorist of digital culture, PhD, (2002, Tomsk State University) an associate professor

of the Institute of Arts and Culture. a senior researcher of the Policy Analysis and Studies of Technologies
Centre. He published a monograph “Digital Culture: Horizons of Artificial Life” in 2013.

[etckue oukn Google Glass
VIHTepakTMBHas apxuTekTypa

Baby Google Glass
Interactive architecture
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HOBbLIE METWMA: JOMAIIHHE,
bE3JIOMHDbIE M MHTHMMHDbIE

NEW MEDIA: DOMESTIC,
HOMELESS, INTIMATE

Paccy><fiaem nv Mbl B paMKax TeXHO-AETEPMUHU3MA UM 3aHUMAEM COLMO-
KOHCTPYKTWUBMCTCKYH NO3ULMIO, B JIFOOOM Cy4vae OTHOCUTENBHO HOBbIX MeAna BCTAET BOMPOC
0 rpaHuLax, KOTOPbIE OHW MPOBOAST, CTUPAIOT M pasasuratoT. OCO6EHHO eCiv Mbl FOBOPUM

0 rpaxvuax NpuBaTHOro v Ny6MYHOro, PKU3NYECKOro 1 BUPTYarbHOr0, TEXHOMOMMYECKOro

W XXMBOr0. OKPaHHbIE HOBbIE MeAMa BCe 60NbLUIE OPraHu3yoT U 0AHOBPEMEHHO NOAPLIBAKOT
ccpepy npuBaTHOTO (CMAPTIOHLI, NnaHwWweTsl, smart-TV, urposbie npuctaskm). MocT-
3KPaHHblEe HOBbIE Meuna LLEKOHCTPYMPYHOT (PM3NYECKIE rpaHmnLibl FOPOACKOr0 NPOCTPaHCTBa
(MHTEpaKTUBHAS apxMTEKTypa, Meanadacaibl, counarnsHblie poboThl). [bpuaHsie (HOCUMbIE)
HOBble MeJuna (POPMUPYHOT HOBbIW OMbIT TEIECHOCTH U UchpoBoM MHTUMHOCTM (Google Glass,
Healby v gp.). Lindpposas KynbTypa 3amnyckaeT TEXHONOrNYECK1e LMKSIbl «BUPTYyann3aumm-
Martepuanusauuu», 3afaBas foruky passuTis HOBOMEUAHBIX KOMMYHWUKaLMIA. [TpuHLMMbI

W TPaHMLbl (PYHKLUMOHMPOBAHUS HOBbLIX Meauna BCe O1nXKe K aBBTOHOMHOMY MOBELEHUI0 1
MOZENMPOBAHNKO UCKYCCTBEHHON XU3HU. CMELLEHNE 1 IBUXEHWNE rPaHNL, CTAHOBUTCS OCHOBOW
nomcKa HOBbIX TOSIKOBAHWUI TOTO, YTO TAKOE HOBbIE MeJna B UX CTAHOB/IEHNM.

Whether we think in a techno-determinist way or occupy a socio-constructivist position, when we
think about new media an issue of borders naturally appears — the borders that are set, erased
or expanded. This is especially the case if we discuss the borders between public and private,
physical and virtual, technological and live. New screen media are becoming more organized as
well as subverting the sphere of privacy with smart phones, tablets, smart TVs and playstations.
Post-screen new media deconstructs the physical borders of the urban space with interactive
architecture, media facades, social robots. Hybrid (carried) new media form a new experience of
the body and digital intimacy (Google Glass, Healby). Digital culture initiates new technological
cycles of “virtualisation-materialisation”, defining the logic of development of new media com-
munications. The principles and borders of the functions of new media are becoming closer to
the autonomous behavior and modeling of artificial life. This shift and movement of borders has
become the basis for the search of new interpretations of what new media is and what its pro-
CESS encompasses.
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Butanuit Mapawmy (YkpaunHa)

Vitaly Paraschich (Ukraine)

Buorpadms

KaHgunpar dpunocodckux Hayk (2012), oUeHT Kaheapb! Meana-KOMMyHUKaLmMK, COLMOIOrNYeCKOro
(pakynbTeTa XapbKOBCKOr0 HaLUMOHaNbHOro yHueepcuteTa umenn B. H. Kapasuna. MNpenopgaet kypeb!
«McTopus n Teopus Meana» n «Hosble MeAna 1 KOMMYHUKATUBHbIE CTPATEr MK MHDOPMALIMOHHOIO
obLecTsa», pazpabaTbiBaeT NPOEKT MO U3YHEHUIO BOCTIPUATUS 1 HOBbIX (DOPM 3CTETUKM

Bio

PhD (2012), Associate Professor of Media Communication of the Faculty of Social Science of the Kharkov
Karazin University. Author of courses “History and theory of media” and “New media and communicative
strategies of the information society. Is currently working on a research project studying perception and
new forms of aesthetics.

TecTupoBanue Mefna-hacasa OFHOTO U3 TOProBbIx LeHTPoB B ropoae Kuese (dpoTo 13 6nora ked_pled)
[enmc Koun, Meana-nHetannsaums «OnaHepbl» U3 NpoekTa «3anacHomn BbIXOA», MHCTaNNALMM B BUTPUHAX ropoda (XapbKos, 2012)

Test of the media facade on one of the shopping malls in Kiev (photo from the blog ked_pled)
Denis Coyne, “Flaneur” media installation from the project “Emergency Exit’, the installation in the windows of the town (Kharkov, 2012)
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[TYBJIMYHOE ITPOCTPAHCTBO U ITOUCK
BO3MO>XHOCTU COLUUAJIBHO 3SHAYHMMOT O
BOCITPUATHS: MBICJIMTEJIbHBIN KCITEPUMEHT C
BU3YAJIbHOM CJIOXKHOCTBIO

PUBLIC SPACE AND A SEARCH FOR THE
POSSIBILITY OF SOCIALLY VALID PERCEPTION:
A THOUGHT EXPERIMENT WITH VISUAL COMPLEXITY

3a nocnegHue CTo NeT, 0603HAYEHHbIX CEPUEN ANUCTEMONOTMYECKMX MOBOPOTOB (OHTONOMMYECKMNA,
JIMHTBUCTUYECKWUA U T.A.), UMEHHO MeauarbHbIA NoBOpOT B koHLe 90-x rofos XX Beka ctan
€AMHCTBEHHbIM CMHXPOHHBIM COOLITUEM B Nape NepBbIi/BTOPON MUP, YTO, OLHAKO, HE YNPa3AHMIIO
(0>x1aaemo) Takyto AMXOTOMMIO, @ NULb 0CO6bIM 06pa30M (HEOXKMAAHHO) PACKPBINO €€ YCKOMb3aroLLMM
cMbichn. [lokymeHTanbHas dukcaums nofgo6HoOro MUHUMANbLHOro Pasnuymns B MOMEHT ero BCe eLUé
COXPaHAIOLLENCS akTyanbHOCTW SABNSETCS 3afaven UCTOPUYECKOM MO 3HAYEHMIO, HO, B TO XK€ BPEMS,
COLManbHO KOHCTPYMPYHOLLEN MO MHTEHLWM.

[lokyMeHTaLms yCKonb3atoLLyX CMbICIIOB He MPOBEPSIET camy TEOPUI0 MEeAMaNbHOrO NoBOPOTa,
cKopee, HaBs3bIBAET TEOPUN COOBITUIHYHO MOLOCHOBY, OTCYTCTBYHOLLYIO B MOBCEAHEBHOCTH He
npoBepsroLLIEen camon cebsl. HaBs3bIBaET HEYTO, C YEM TEOPUS], B UTOrE, HE CIPABMUTCS, K BALLEH
HafeX e Kak aKcnepuMeHTaTopa, Tak M UCTbITyeMoro. Hagexa xe Ha npoBas Teopuu CO CTOPOHbI
aKcnepuMeHTaTopa — yAen NnLb MbICITUTENbHbIX SKCMEPUMEHTOB. B 3TOM cMbicne Hanbonee
WHTEPECHBIMU (BOKYMEHTAMNbBHO) SBNAIOTCS CyYau, Kora BuU3yanbHas CNoXXHOCTb COBPEMEHHOMO
UCKYCCTBA OTAENSETCS 0T COObITUSA, NPOPLIBAETCS Kak 6bl M3 HEMTPANbHOTO HOHA, MHEPTHOCTb
KOTOPOro obecrneyeHa camoin counanbHoN CPeLon, Kak B JOCYroBbIX NyOAMYHbIX MPOCTPAHCTBAX,
MPUCYLLMX Cernyac «BTOPOMY» MUPY.

Over the last century we have witnessed a series of epistemological shifts (ontological, linguistic etc.),

but it was the media shift of the late 90s which became the only synchronic event in both the first/second
world. This didn’t however abolish this dichotomy, but only unexpectedly revealed its vanishing meaning.
The documentary fixation of such a minimal difference at the moment when it appears to be less valid is a
task historical in its meaning and at the same time constructive in its intention.

The documentation of vanishing meanings does not check the theory of the media shift, but rather
imposes its own event substrate on it, which is absent in everyday life and is not self-checking. It imposes
something which is finally impossible for theory to deal with, for the best hopes of the experimentalist and
the one upon whom the experiment is conducted. The hope for the failure of the theory by the experimen-
talist is always a special situation, open only for a thought experiment. In this sense the most interesting
cases documentarily are ones, in which the visual complexity of contemporary art is separated from

the event and the neutral background shines through, the inertness of which is guaranteed by the social
milieu, as in public leisure spaces typical for the “second” world.
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MorvHa [poHsiesa (Poccus)

Polina Dronyaeva (Russia)

Buorpadus

A3yyana xypHanucTuky B MockBe, MEHEIKMEHT UCKyCCTBa B JIOHLOHE, COLMONOrui 1 hunocoduio B
danHbypre. Oprann3oBbiBana BbicTaBki B Mockse 1 JauHbypre. YuacTBoBana B BbicTaBkax B Poccum
W 3a py6e>xoMm, 6binia 0TMEYeHa Ha MeXayHapOoAHbIX koHkypcax. C 2009 roaa paboTaeT B nabopartopuu
Acoustic Images. [ naBHast TeMa uccnefoBaHuii: YeNoBeK B CPEAE UHTEPAKTUBHbIX TEXHONOIUIA.

Bio

Has studied journalism in Moscow, art management in London, philosophy and social science in Edin-
burgh, has organized exhibitions in Moscow and Edinburgh, took part in exhibitions in Russia and abroad,
was notified at international contests. Since 2009 she has worked with the Acoustic Images laboratory. The
main subject of her research is Human Being in the interactive technology environment.

®oto akenoanumm BeictaBkn OK | HOHENRAUSCH.2 «Bridges
in the Sky»
Pa6ota Ruri «Archive - Endangered Waters» 2003

YreHue monuts ¢ IPad

Photo of exposition OK | HOHENRAUSCH.2 «Bridges in the Sky»
Artwork: Ruri «Archive - Endangered Waters» 2003

Praying with IPad
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HOBDBIE MEJIMA
KAK «TEXHOJIOI' I CEB4»

NEW MEDIA
AS «TECHNOLOGIES OF SELF»

B Buae HOBbIX Meana BrEPBbIE 3a BCHO MCTOPUIO YENOBEK MOMYUMI B PYKM TEXHUHECKOE
BOMOLLEHNE TaK Ha3blBaeMbIX « TexHonoruit Cebsi» — TEXHOMOrMiA, C MOMOLLLH KOTOPbIX

OH MOXeT Nno3HaTb cebs vepes «3ab0Ty 0 cebe» (Dyko). B nepsyro 04epeb 9T0, KOHEYHO,
WHTEPAKTUBHbIE TEXHONOMMK. TO, YTO OHU CTAHOBSTCS BE3AECYLUMMM W LUIMPOKOAOCTYMHLIMMU,
[ENAeT UX 3Ha4MMbIM (PaKTOPOM B COBPEMEHHOM MUPOOLLYLLEHUM YenoBeka. [1pu aTom,
roBOps 06 MHTEPAKTUBHbIX MPOU3BEAEHNSX UCKYCCTBA, Mbl PEaNMCTUHHO CMOTPUM Ha UX
HOBW3HY W 3HAYUMOCTb, Be/lb KOrHUTMBHbIE CMOCOBHOCTM YENOBEKA, KaK ¥ ero ou3nonorus,
He n3MeHumch ¢ KameHHoro Beka. VIHTepakTMBHOCTb NPOM3BEAEHMS LLMPE TEXHUYECKMX
BO3MOXHOCTEN uHTepdenca. [ NaBHbIN MHTEPMENC B UCKYCCTBE — TO YEI0BEYECKOE
CO3HaHve. [pon3BefeHns UCKYCCTBA, KOTOPbIe MEHbLUE MOXO0XM Ha OKHO MK CLEHy (ANs
NacCUBHOI0 CO3epLaHms) 1 60MbLLE HA MHCTPYMEHT, 06paLLatoLLMii BHUMAHME 3pUTens Ha
camoro cebsl, CBO& CO3HaHWe ¥ OLLYLLEHWS — BOT uiean, KOTOPoro Mbl BCE 0XXMAAEM OT
XY0>KHUKOB, pabOTaroLLMX C HOBbIMM MeAKa.

With new media, for the first time in its history humanity has received a technical implementation
of tools which is called “Technologies of the Self” — the technologies through which humankind
can know itself through the “care of itself” (Foucault). First of all, these are interactive technolo-
gies. They have become all-pervading and widely available, thus becoming an important factor
in a human life experience. We look realistically at the novelty and importance of interactive art,
because the cognitive abilities of a human being and its physiology do not exceed the level of
the Stone Age. The interactivity of a work is broader than the technical ability of the interface, the
main interface of art being h uman consciousness. The works of art which are less like a window
or a stage (for a passive observer) and more like a tool, pointing the viewer’s attention back to
himself, his own consciousness and perceptions — this is the ideal we all hope for the artists
working with new media.
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KeWncobl

Wpuna [Lanunosa

PucyHku lopogos
2009 - HacT.Bp.

CMeLLeHme LndpoBoro v uanyeckoro npocTpancTaa. MpoekT “Pucyrkv Mopofos” paspyluaeT TpaamuMoHHoe
NpeLCcTaBneHne 0 NPOU3BEAEHUN UCKYCCTBA, ero NPe3eHTaLnUM 1 BOCNPUATUM, NpeBpaLLas ropod OAHOBPEMEHHO U B
XOJICT M B TBOPUA, OH BU3yanu3unpyeT HEBUAMMBIA XapakTep reo-om3nyeckoi n KOMMYHUKaLMOHHOKW MHEPACTPYKTYpbI
ypBaHUCTNYECKOro KoHrnoMepara. [pu 9TOM NPOAYKTOM MHOr04YacoBOoro CO3AaHus BO BPEMEHN W NPOCTPAHCTBE He
SBNSAETCS 0OBEKT NN TPAAULIMOHHOE NPOM3BEEHNE UCKYCCTBA.

Irina Danilova

City drawings
2009 — work in progress

A mixing of digital and physical space. The “City drawings” project is aimed to break the traditional concept of an artwork, its
presentation and perception. Here a city becomes a canvas and a creator at the same time, it visualizes the invisible nature of
the geo-physical and communicative infrastructure of urban conglomerate. However the final product of this creative process
lasting many hours is not an object or a traditional work of art.

LisrRats @00D QIR ironcdBein Raaals o0
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Mapus Cakupko

BoobpaxaemMas poTorpacgus
2013 — Hact.Bp

DoTorpadus NosBNSETCS B MOMEHT B3auMoaeicTams hoTorpacia 1 oOKpy>XaroLLei peanbHOCTH, B MOMEHT ee
nepeocmbicnermns. doTorpacms COOTHOCUTCS C AEUCTBUTENBHOCTBIO, HO HE SIBAISIETCS €€ YaCTbI0, @ HA060POT BKIHOHAET
LEACTBUTENBHOCTb B CEOS, MPOMCXOAUT W3 HEe, HO BbIXOAWT 3a e€ rpaHmubl, TpPaHCHOPMUPYSCh N4 B3rNsAoM coTorpada, B
BOOGpaXkaemoe NpPOCTPaHCTBO.

Y10 Takoe BooGpa>kaemoe NPOCTPAHCTBO M YTO Takoe AENCTBUTENbHOCTb? B KAKOM KOHTEKCTE Mbl MOXEM FOBOPUTL O

HUX W 0CO3HaBaTh UX? [iNs aBTopa 3T CNOBA CBSI3aHbI C MAaTEMATUYECKUM KOHTEKCTOM, B KOTOPOM CYLLECTBYET NOHSATHE
BOOGPaXXAEMOro NpOCTPaHCTBA MHUMbIX YNCEN, BKIHOYAIOLLEr0 B Ce6S AEMCTBUTENbHYIO OCb, a TaKXXe NOHATUE 0bpasa.
Yepes HUX Xy[0XHMK FOBOPMT 0 CBS3K POTOrpachnv u MaTeMaTuku.

Maria Sakirko
Imaginary photography

2013 —work in progress

Photography appears at the moment of interaction of the photographer and the surrounding reality, at the time of rethinking.
Photography relates to reality, but it is not a part of it. It rather involves reality, comes from it, but beyond its borders, transform-
ing by the photographer to the imaginary space.

What is an imaginary space and what is reality? In what context we can talk about them and understand them? The author
connects these keywords with a mathematical context, where there is a concept of an imaginary numbers space, including a real
axis and the concept of the image. Through them artist is discussing the connection between photos and mathematics.
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o KpanHen Mepe, CO BPEMEH UMMPECCHOHUCTOB UCKYCCTBO NPETEHA0BANO Ha
pafvKansHOe NepeoCMbICTIEHNE XY A0XKECTBEHHON TpaanLmu. [1pn 3TOM OnbIT
BOCMPUATHS KNACCUYECKOr0 1CKYCCTBA Oblil HE0OX0AMM N1 MOHUMAHUS CMbICTa
OCYLLIECTBIISIEMbIX aBaHrapoM OCTPaHEHUS 1 NePEeBOPAYMBAHMS KITACCUYECKMX
XYLOXXECTBEHHbIX HOPM. KakoBa cuTyaums ¢ CoBpeMeHHbIM Meana-aptom? Cneayet
NI OMUCBIBATb Er0 KaK peakumio Ha npefblayLume opMbl UCKYCCTBA, KNacCu4eckoro
W aBaHrapAHoro, Unm e OH 06naaaeT onpeeneHHo CaMof0CTaTOYHOCTbH?
WHbIMM crioBamu, HEOOXOANM MM ANs afleKBATHOTO BOCMPUSTUS HOBbIX MeAua OnbIT
MOrpy>XeHNs B TPAANLIMOHHbIE?

Since the time of the Impressionists, if not earlier, contemporary art has claimed to be
radically reshaping, subverting or doing away with artistic tradition. The experience of
classical art was, therefore, essential to understand the ways avant-gardists of various
kinds defamiliarized and overturned traditional artistic norms. What is the situation with
contemporary media art? Is it only thinkable as a reaction to “old-media” (classical or
avant-garde) or has it acquired a certain self-sufficiency? In other words, is it necessary
to have been submerged in traditional media in order to properly appreciate new media?






AHppen Benvkaos (Poccus)

/

Andrey Velikanov (Russia)

Buorpadms

XyBOXHMK, counocod, TeopeTuk uckyccrsa. Mpenogasatens Ceo6oaHbIx MacTepckux MMCH,

OtkpbiTon wkonbl «Manex/MeanaAptSlab», noueHT OTaeneHus kynbTyponorum Ounocodekoro
®akynbTeta HAY BLLUS (Mocksa, Poccus).

Bio

Artist, philosopher, art theorist. Teacher of the Free Workshops at the MMOMA, The Open School
Manege/MediaArtLab, Associate Professor of Culturology of the Philosophical Faculty of the HSE

(Moscow, Russia).
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A /
/ Anekceir KpyyeHbix. AsTorpad n3 céopHmka

“Tomaga” (M., 1913)

Aleksei Kruchenykh. Autograph from the collected
book “Pomada” (Lipstick) (M., 1913)
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[TOCPEJHNYECKOE NMCKYCCTBO
1M CEMHOTHUKA CPE/IBI

MEDIATING ART AND
SEMIOTICS OF ENVIRONMENT

O npakTuKe NPUMEHEHMS HEKOTOPbIX CNOB B TEOPUM U NPAKTUKE UCKYCCTBA.

Y70 nonyyaeTcs, ecnv NepeBecTy Ha PycCKkuit 83blK hpasbl M TEKCTbI, HAMOMHEHHbIE
cneunuyecknMn HayyHbIMm TepMuHamn? Mensietcs nn eMbicn? OcTaeTes i oH BoobLue?
SIBNSIeTCS Nn A3bIK TEOPETUHECKOTO BbICKa3biBaHWS 06 UCKYCCTBE CPEeACTBOM 06LLEHMS, UK
MOXET UMETb ¥ ApYrue 3afia4qv, HanpuMep, NoCTaBUTb aBToPa B ANIMTAPHOE MOMOXEHNe?
TOYHO NK Mbl 3HAEM 3HAYEHWE HE TONBKO PEAKO NPUMEHSEMbIX TEPMUHOB, HO W TaKuX LLIMPOKO
W3BECTHbIX, KaK apT, Meaua u aBaHrapa”?

Concerning the practice and use of some words in art theory and art practice. What happens
when phrases and text full with specific scientific terms is translated into Russian? Does the
meaning change? Is anything left of it? Is the language of a theoretical statement about art a
mode of communication? Or it has other goals - for instance to denote an author as a member of
elite? Do we definitively know the meaning not only of rarely used terms but also of those that are
widely known such as ‘art’, ‘media’ and ‘avant-garde’?
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AnexcaHap EsaHxrenu (Poccus)

/

Alexandr Evangely (Russia)

Buorpadus

PaboTtan pegaktopom uaganuin XK, «Mckyccteo», GIF.Ru, Photographer.ru. ABTop cTaTei 06 uckycctae
XX Beka B katanorax u nepuoauke. Kypatop My3eintbix (MMCU n MMAM) 1 ranepeiiHbix NpoeKToB.
OpraHn3oBan MexayHapoAHyH KoHdepeHunto “Megnanusauns”. YuTaeT Kypc Teopun meana B LLkone
uM. POJYEHKO 1 aBTOpPCKMe Kypehbl No UcTopum n Teopum uckycctea B RMA (Bunaasog), B ViHeTuTyTe
uctopum kynbTyp (YHUK), roe pyKoBoAnT OTAENEHNEM apT-KPUTUKK 1 KypaTopCTBa.

Bio

Worked as the editor of Art Magazine, Art, GIF.ru, Photographer.ru. Author of articles on the art of the
20th century in catalogues and media. Curator at (MMOMA and MMAM) and gallery projects. Organized
an international conference on Medialisation. Teaches a course on the theory of media at the Rodchenko
Art School and courses in history and theory of art at RMA (Winzavod) and the Institute of the History of
Cultures, where he is the head of the Art Criticism and Curatorship Department

Kaaumup Manesuy, «KpecTtbsiHud» 1930-32
Pene MarputT, «BntobnenHble» 1928
KoHcTaHTiH PoxxaecTaerckuin, «KpecTbsaHka» 1930

Kazimir Malevich, “Farmer” 1930-32
Rene Magritte, “Lovers” 1928

Konstantin Rozhdestvensky, “Krestyanka” (Peasant-woman) 1930
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MACCOBBIE MEIIVA 1 POXKIEHHE
MKOHOT'PA®WHN MACCBHI: [IOPTPET 1
OPHAMEHT ME2K1Y MHUPOBbBIMHU BOMMHAMHA

PORTRAIT AND ORNAMENT: MASS MEDIA
AND THE BIRTH OF THE
ICONOGRAPHY OF THE MASSES

Mocne nepsoit MMPOBOIA BOMHbI B 20-X rofiax B EBpone nosiBNisieTcs HOBbIiA TUM NopTpeTa —
n3o6paxkeHune yenoseka 6e3 inua UK ¢ 3aKpbITbIM MLOM. I3BECTHbIE B MCKYCCTBO3HAHWM M UCTOPUM
UCKYCCTBA 0O BACHEHWS STOMY SBMIEHWIO HOCST NOKANbHbIA XapakTep 1, M0 CyTU, UTHOPUPYHOT haKT
POXJEHNS HOBOM MKOHOrpachun B Ka4eCTBe UCTOPUYECKOTO CUMMTOMA OBLLEEBPONENCKON CUTYaLNM.
Mpocnexusas UCTOKM W LIMPKYNSLMEO 3TON MKOHOTPaduu MOXXHO 06HAPYXUTb CBA3b C eLLe 0O4HUM
TMNOM 1306PaXKEHNI, KOTOPLIN NOSIBASIETCS B TO XXE CaMoe BPeMS. ITO OpHaMeHTanbHbIe 06pasbl
pEerynspHoi Macchl — UKy NbTYPHWUKOB, CONAAT, AeTei 1 T.4. U3 uccneoBaHns KOHTEKCTOB
NPeALIECTBOBAHNS CTAHOBUTCS SICHO, KakK HOBbI AMCLMNIIMHAPHBIA NOPSAOK KPUCTaNU3yeTcs B
MPaxkTUKax BOCM1TaHWs KoHua 19 B.

B noknage vccneayeTcs CBS3b HOBbIX TUMOB U30OPaXEHMIA, KNHOYEBbIX NS COBPEMEHHOM
BM3YasbHOCTH, C HOBbIMU CNOCO6aMK BUAETb M NPEAbABNATb COLMANbHOE U MHAMBUAYANbHOE, C NEPBON
MWPOBOW BOWHOM 1 NEPENOMHBIMU M3MEHEHUSIMM COLIMANIBHONO 1 MOSIMTUYECKOrO nopsaaKa. B 1o Bpems
(hOPMUPYHOTCSA TOTANUTAPHbIE PEXUMbI M OHW MPEABLABASIOT CE6S B UBMEHWBLUMXCS PEXXUMAX BUAEHMS.
Ha cMeHy nHauBKayanbHOMY B3risgy NPUXOAUT B3rNsf, He pasnnyatoLLmii UHAMBUAYaANbHOMO nuua 1
npespaLLatoLLmii CyobekTa B eANHULY MacChbl.

In the twenties after the First World War a new type of portrait appeared in Europe depicting a person
without a face or with a covered face. The explanations made by art history exhibit local character and in
fact ignore the fact that the birth of this new iconography is a historical symptom of a Europe-wide phe-
nomenon. If we trace the origins and the circulation of this iconography, we can find connections with one
more type of this image appearing at the same time. These are ornamental images of the regular masses
— athletes, soldiers, children and so on. If we study the context and the predecessors it is clear that this
disciplinary order is crystallized in the upbringing practices at the end of the 19 century.

The presentation will investigate the connection of these new types of images to the contemporary visual
sphere. It will examine how the new ways of seeing and presenting the social and the individual are
related to the First World War and to the significant changes in social and political order. Totalitarian
regimes, which were being formed at that time, presented themselves in the changing regimes of seeing.
Individual vision gave way to a vision not discerning a particular face and transforming a subject into a unit
of the mass.
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Anbeupa XKaryH-JInnxnk (Poceuns)

/

Elvira Zhagun-Linnik (Russia)

Buorpadus

BnaeoxynoXHUK, KypaTop Mex<AyHapOAHOro (pecTuBasns COBPEMEHHOW N033uu, cayH-apTa 1 BUAEeO-
apta «[oatpoHuka» (2008-2013). OkoHumna thakynbTeT uctopun uckycctaa B PITY, acnupant PITY no
Hanpasnexno «KnHo -, Tene - u Apyrue skpaHHble UCKyccTBax», aBTop 6onee 20 B1aeo-paboT «Artifica-
tion», co3paHHbIx B pamkax rnuty- acteTuku (Rhizomatique publishing, Frankfurt-am-Main).

Bio

Video artist, curator of the international poetry, sound and video art festival “Poetronics” (2008-2013),
graduated from the Art History Faculty at the RSUH. She is a post-graduate student of RSUH in the field
of “Cinema, TV and other screen arts”. Author of more than 20 video works “Artification”, created in
Glitch aesthetics (Rhizomatique publishing, Frankfurt-am-Main).

Aneccanppo Kaxosa, “Scanner Funk’. 2011

Alessandro Canova, “Scanner Funk”. 2011



OLIMBKA KAK ®OPMOOBPASYIONIAA
CTPATEI'MA B COBPEMEHHOM
HMCKYCCTBE XX-XXI BEKA

MISTAKE AS A FORMATIVE STRATEGY
IN THE CONTEMPORARY ART
OF THE 20TH AND 21ST CENTURIES

[oknaz nocBsiLLeH 3CTETUKE OLUMOKM UMK TNINTY-3CTETUKE B BU3YarbHOM M0JIE COBPEMEHHbIX
TEXHONOrnin. ABTOp OCHOBLIBAETCS HA (hUNIOCOGICKNX paboTax, NOCBSLLEHHbIX TEME 3CTETUKY
owwubkK B coBpeMeHHOM Meauaunckycctse (Knog LLieHHoH, Jles MaHosuy, Po3 MeHkmaH, VimaH
Mopagu, Tum bapkep, CtosaH bannapa, Kum KackoH, Kypt Knorurep, Onbra 'optoHoBa

n Anexcen LUynbrd v 7.4.). B poknage 6yAeT onucaH KOHTEKCT, B KOTOPOM 3apOAMIIOCH

W pa3BMBAETCS HANPAB/EHNe 3CTETUKM OLUMOKM, UK TIUTY-3CTETUKM, AaHbl ONpefenieHre

W uctopus TepMuHa «glitch», ykazaHa pa3paboTaHHOCTb HanpaBIEHNs 3CTETUKM OLIMOKM,
ONUCaHWe OCHOBHbIX MPAKTUK U TEXHWK M0 CO3LaHUI0 NPON3BEEHNA, COCTOALLMX U3 «OLUMOOK».
ABTOp NpefCTaBnT OMMUCaHNS OCHOBHbIX PABO0T U3BECTHbIX 3anafHbIX XyA0XHUKOB, TaKMX Kak
maH Mopagu, Amutpuid Jium, Tonn CkoTT, Jodi (XKoana Xumckepka 1 [upk Naecman),

Vopk [lon Munnep nog ncesaorumom No Carries, Henbcon [nas, Poza MeHkMaH 1 T.4. v
03BYYNT XyLOXHWUKOB 13 Poccum, KT paspabaTbiBaeT v pa3BuUBAET HANPaBIEHNe 3CTETUKN
OLWMOKK. Tak>Ke Mbl NOMbITAEMCS BbISIBUTb aHANOrW B UCTOPUW UCKYCCTBA XX BeKa 1 CPaBHUTb
HOBblE MNOAX0b! C UCTOPUYECKM CIOXXMBLUMMUCS.

The presentation is devoted to the aesthetics of mistake or glitch-aesthetics in the visual field of
contemporary technologies. The author bases her ouevre on philosophical works, devoted to the
aesthetics of mistake in contemporary media art (Claude Shannon, Lev Manovich, Rosa Menk-
man, Iman Moradi, Tim Barker, Suzanne Ballard, Kim Kaskon, Curt Cloninger, Olga Goryunova
and Alexey Shulgin). The report describes the context, in which the aesthetics of mistake was
born and developed; the notion of glitch is defined and its history told; the elaboration of the
aesthetics of mistake shown; basic practices and techniques of the creation of works consisting
of mistakes are described. The author will present the descriptions of leading Western artists, in-
cluding Iman Moradi, Dmitri Lim, Tony Scott, Jodi (Joan Himskerk and Dirk Paesman), York Don
Miller aka No Carries, Nelson Diaz and Rosa Menkman. The voice of the Russian artists also
pursuing work in this area will also be present. Additionally, we will try to find analogies in the art
of the 20th century and compare new and classical attitudes.
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Onbra LUunwko (Pocews)

Olga Shishko (Russia)

Buorpadus

WckyccTBoBef, kypaTop. OpraHu3atop Mex ayHapoaHbIX COObITUI, (DeCTUBaNEN 1 BbICTABOK,
paccmaTpusaroLLmMx npobremMbl B3aMMOLENCTBUS COBPEMEHHOM MHHOBALMOHHOW KYNbTYPbI M HOBbIX
TexHonorui. Kyparop Bbictasok: « TRANSITLAND: Bugeo-apt LieHTpansHoid 1 BocTouHon EBponbi
nocne nazexns bepnuHckoi ctexbl. 1989-2009» (2010), «apu Xunn. Viewer» (2010), «PaciumperHoe
knuHo» (2011), «[lorpy>xeHus: B CTOPOHY TakTUILHOMO KnHemaTorpadar» (2012), «PaclumpeHHoe KuHo — 3.
MokbtomeHTapu: PeanbHoCT He goctaTouHo» (2013). CocTaBuTenb 1 peAakTop Katanoros, COOPHUKOB
N TEMATUYECKUX U3[aHNIA, MOCBSALUEHHBIX UCKYCCTBY HOBbIX TEXHOMOMWN.

Bio

Art expert, curator. Her research activities focus on different aspects of contemporary media art (Art on

the Net, Video, Cyberculture, etc.). Curator of the exhibitions: “TRANSITLAND: Video art from Central and
Eastern Europe after the fall of the Berlin Wall 1989-2009” (2010), “Gary Hill. Viewer” (2010), “Expanded
Cinema” (2011), “Immersions: Towards The Haptic Cinema” (2012), “Expanded Cinema — 3.
Mocumentary: Reality Is Not Enough” (2013). Author and editor of books, catalogs and other issues related
to contemporary media art.

MapHukc e Huiic «<EXPLODED VIEWS 2.0», Hugepnangsi. 2012
XapyH ®apoku «CepbeaHble urpbl», epmanns. 2009—2010

Marniz de Nijs <EXPLODED VIEWS 2.0», Netherland. 2012
Harun Farocki «Serious Games», Germany. 2009—2010
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[TPEBPAIIEHWS TAHOPAMHOM XKUBOIIMCH:
OT ®U3NYECKHUX I[TOTPYKEHWH K
KPUTUYECKHUM MAHUITYJIALIMSAM

TRANSFORMATIONS OF PANORAMIC
PAINTING: FROM PHYSICAL IMMERSION TO
CRITICAL MANIPULATION

[NaHopambl, 0OMaHKu, 3VKK, CUMYNALMN B UCTOPUM UCKYCCTBA MCHE3AKOT HA BPEMS, W KX bl pa3
BHOBb BO3POXAAIOTCS, OETbIE B HOBYH TEXHONOMMYECKYHO PEANIbHOCT, @, 3HAUUT, MPOELMPYS HOBYHO
9CTETUKY 1 HOBbIE COCOOBI MbILLIEHUS.

[lBoVicTBEHHAs NPUPOAA AENCTBUTENBHOCTH, ONTUYECKMUE UNNKO3WW 1 0OMaHbI 3pEHNS CTAHOBATCS
00BLEKTOM UCCIIEA0BAHUS XYLOXKHWUKOB Kak Ha MPOTSXKEHUU BCEN UCTOPUN KNACCUHECKOr0 BU3yasibHOro
NCKYCCTBA, TaK M CEroAHs, KOraa XyLOXHUKM “CMEeLUMBAIOT PeasibHOCTL”, CO3AaBas (haHTacTUyecKui
3D-nensax, HanoOMUHaKLLMIN HaM 06MaHKy — MaHopPaMHYH0 XuBomuch XIX Bexa.

PearnbHbin MUP MeLJIEHHO CTAHOBUTCS TKaHbO BUPTYaNbHOM (YCKOPEHHOM) nanopambl. Ho cMbich
ONTUYECKOr0 aTTPAKLUMOHA NPOLLIIOTO U3MEHAETCS — CErOAHS 3pUTESNb CTAHOBUTCS YaCTbIO
Hab1r0AaEMOM UM Xe CUCTEMbI, CO3LAETCS BU3yarnbHas KOHCTPYKLUMS C ryOGOKUM NOTPY>XKEHNEM, e
noBefeHNe 1 COAepXXaHne 0bpasa MeHseTC B 3aBUCUMOCTY OT AeCTBUA 3puTens. [pocTpaHCcTBo
N306paXXeHns HauMHaeT (OyHKLUMOHMPOBATL KaK nopTaJl, Mo3BOMAIOLLMI HaM NPOHUKHYTH B NCEBLO-
pearnbHoe (hK13n4ecKoe NPOCTPAHCTBO, 1 HA060POT. [porpamMmupyemble 00pasbl BCE YaLle
UCMOJb3YIOTCS ANg aHann3a, KOHTPONS, yNpaBieHns 1 MaHUNyALMA HAMK, 3PUTENSMU, U Mbl BCE YalLLe
3afilaemcs BOMPOCOM — HACKOMbKO Aaneku CErofHs Apyr OT Apyra (U3nUEeCKmid OnbIT U MAM03nNs?

Panoramas, fakes, simulations disappear from the history of art and from time to time to reappear anew,
each time dressed in a new technological reality, thus projecting a new aesthetics and new ways of think-
ing.

The dual nature of reality and optical illusions became an object of research for artists during the classical
period of visual art as well as today when artists “mix reality”, creating a fantastic 3D-landscape reminding
us of the illusion of panoramic painting of the 19th century.

The real world gradually becomes a fabric for a virtual (accelerated) panorama. But the optical attraction
of the past changes its meaning: today a viewer becomes a part of a system observed by him, a visual
construction with deep immersion is created, where the behavior and the content of an image change de-
pending on the actions of the viewer. The image space functions as a portal, allowing for penetration into
a pseudo-real physical space and back. Programmed images are used often for analyses, the control and
manipulation of spectator, and with more and more frequency we ask the question: are physical space
and an illusion really so distant or are they a balanced pair of realities?
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KeWncobl

HaTanbs ToponuubiHa

Ommaxk BuHCeHTy
3aK0/bLl0BaHHOE BUAEO

OTO «KpYr noveTa». ATO «3aKONA0BAHHbINA KPYr» XyL0XXECTBEHHON TPaAULMK, B KOTOPOM «MPUBEPXKEHLbI KNACCHKM»
TONYYTCH, KaK 3aK/HOYEHHbIE Ha NPOTYIIKe. OTO Marnveckmit Kpyr, Kyaa MOXHO HbIpHYTb, Kak B BOPOHKY, OKa3aBLLMCb BHYTPU
ABVXXEHNS KPACOK.

Pa6ota o mucpe, Tpasvumnm n 6e3ymum.

B ropoge Apre, BO 1BOPE KIMHUKW ANs AYLUEBHOBONbBHBIX, A NEYMNCS XyAOXKHIK, 0TPE3aBLUMiA cebe yX0, XyA0XKHMLA
(3amoTaB ronoBy 13 yBaxkeHns K genius loci) xoavna BOKpyr He60MbLLOr0 6accenHa B LEHTPe, CHUMAs Ha KaMepy KapTuHKY,
KOTOPY!O MOT BUAETb BaH Mor 125 neT Hasag.

Natalia Toropicina
Homage to Vinsent
loop video

This is an *honour lap”. This is a “vicious circle” of art tradition, in which “the followers of the classics” mill around like prisoners
during a walk. This is a magic circle, where you can dive as if in a funnel charmed with the movement of colors.

This work talks about myth, tradition and madness.

In the city of Arles, in the yard of insane asylum, where the artist who cut off his ear was treated, the artist (with her head
covered, showing respect for the genius loci) walked around the small pool in the center, shooting the same image which van
Gogh probably saw 125 years ago.
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Bnagumup lNoTanos

Mpo3payHblie OTHOLIEHNSA
2012
macno/nnekcurnac, 100 x 100 cm

B cepun «[po3payHble OTHOLIEHNS» XYA0XKHWK NPOLAOXKAET CBOE UCCNELOBAHNE HOBbIX MNACTUYECKMX U XKMBOMMUCHBIX
NPYEMOB — UMUTALIMS PACTPOBOI NeYaT, UCMOMb30BaHKE NPO3PA4HOr0 NEKCHUrNIAca Kak OCHOBbI M300PaXEHMS,
MHOTOC/IONHOCTb — BCE 3TW NPUEMbI NO3BONSIOT CO3AATh TPEXMEPHbINA 06pa3 NOBCEAHEBHON PeanbHOCTM.

“Bnagumup MoTtanos cBs3bIBaET NPO6NEMATUKY rPaHIL] XXUBOMUCH HE TONBKO C ABUXKEHUEM, HO C OMbITOM Tena. 4To6b
0CO3HaTb Ce65 1 B3INSAA HA MUD B ABUXXEHUM, HYXXHO COOTHECTM MOTOPUKY M 0CSi3aTeflbHble CrIOCOBHOCTH Tena co
3pUTENbHbIMK BrieYaTneHnsMu. B Takom OnbiTe CMHTE3a reOMETPUUYECKAs MITNKO3MS BO3BPALLAETCS HE Kak pa3BeH4aHHoe
MOZEPHU3MOM 3CTETUYECKOE 3110, HO KaK CUTyaLms POXXAEHUS UCKYCCTBA. [IBUXXEHME, K KOTOPOMY NPUHYXXAAET 3pUTENs
Bnaanmup MoTanos, N03BONSET HAM 0CO3HATb XXMBOMUCh Kak fedpeKT Npo3payHocTy. B 3TOM KauyecTBe OHA OTKPLIBAET HaM
peanbHOCTb Kak AedhekT unnoaun.” Anekcanap Esanrenm

Vladimir Potapov

Transparent relations
2012
oil painting/plexiglass, 100 x 100 cm

In the series “Transparent relations” the artist continues his research into new plastic and painting techniques - imitation of
screen printing, the use of clear Plexiglas as the basis of image, layering - all these techniques allow for the creation of a 3D
image of everyday reality.

“Vladimir Potapov connects the problem of the limits of painting not only with movement but also with the experience of the
body. To become aware of oneself and of one’s view of the world in movement, motility must be correlated with tactile abilities
and the visual impressions of the body. In this experience of synthesis a geometrical illusion comes back - not as an aesthetic
evil downgraded by Modernism, but as the situation of the birth of art. The movement imposed on the viewer by Vladimir Pota-
pov allows us to become aware of painting as a defect of transparency. In this sense it opens us to reality as a defect of illusion.
Alexandr Evangely

»
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Cabuna Xummenscbax (I'epmanus, LLisenuapus)

/

Sabine Himmelsbach (Germany, Switzerland)

Buorpadus

[vpexTop [loma uncpposoro uckyccrsa B basene. [Npexxae 6bina AMPEKTOPOM BbICTABOYHOIO 0TAeNa B
ZKM|LleHTpe nckyccTsa u MeamnaTexHonoruit B Kapncpys, ['epmanus (1999-2005) v xy[0>KeCTBEHHbIM
pykosoanTenem Edith-Russ-House for Media Art B OnbaeH6ypre, 'epmanus (2005-2011). Kypatop
psja BbICTaBOK, cpeay koTopbIx: «Ecomediax», «Landscape 2.0», «Culture(s) of Copy», «gateways. Art
and Networked Culture» u «Sensing Place». [penogaeatens 1 aBTop cTaten Ha TEMbI, CBA3aHHbIE C
MeZMancKyCcCTBOM 1 COBPEMEHHOM KyTbTypPOH.

Bio

Director of the House of Electronic Arts Basel in Switzerland. She was previously Exhibition Director at the
ZKM|Center for Art and Media in Karlsruhe, Germany (1999-2005) and Artistic Director of the Edith-Russ-
House for Media Art in Oldenburg, Germany (2005-2011). Her numerous exhibitions include “Ecomedia’,
“Landscape 2.0”, “Culture(s) of Copy”, “gateways. Art and Networked Culture” and “Sensing Place”. As a
writer and lecturer she is dedicated to topics related to media art and contemporary culture.

KpuctuHa Kybuw, «Onektpuyeckas nporynka», basens. 2012
Ypcyna [lamm, «TpaHauTbi». 2012

Christina Kubisch, «Electrical Walks Basel». 2012
Ursula Damm, «Transits». 2012
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HEBUJIMMOE U3MEPEHUE B COBPEMEHHOM
T'OPOJICKOM ITPOCTPAHCTBE — HOBBIE MEJIMA KAK I[TPAKTHKH
WCCJIEJOBAHWS MEJIMATU3ALIMMN U
AKYCTHUUYECKOU KOMITJIEKCHOCTU T'OPOJICKOW CPEIbI

THE INVISIBLE DIMENSION IN CONTEMPORARY
URBAN SPACE — NEW MEDIA PRACTICES EXPLORING
THE MEDIATIZATION AND ACOUSTIC
COMPLEXITY OF THE URBAN SPHERE

B noknage paccmatpuBaeTcs NPOHU3AHHOCTb FOPOACKON CPEefibl Pa3NnyHbIMA MefNa, a Takxe
W3MEHEeHMe BOCTIPUSATIS ropoJa B COBPEMEHHOM WHAOpPMaLMOHHOM obLecTse. C Hauana

20ro CToneTUs ropofia 04apoBbIBANN Xy 40XKHUKOB, KOTOPbIE eLLe TOrAa MbiTaCh YN0BUTb PeasibHOCTb
YL, Ha KMHOMNEHKY 1 3BYKOBYKO NEHTY WK, NOAOBHO pyTypuUcTam, Npocnasnsiv ropoaCcKoun Lym

Kak CUMBOJ HOBOTO 06LLUECTBA. MIHTEpEC CeroHsLWHNX XyA0XXHUKOB — BU3yanu3auus uiu
03BYy4MBaHME HEBMAMMOrO data-NnpoCcTpaHCTBa U pasMblLLfieH e Had BOCNIPUSTUEM TOPOACKOW CPefb!,
NOCTENeHHO TPaHCHOPMUPYIOLLENACS B TMOPUAHYHO MHPOPMALMOHHYIO. XYLO0XHUKU BU3yann3upyoT
CTNOXHbIE CUCTEMbI — ONUCATENbHbIE, HO, B TOXXE BPEMS, 3aKITH0HAI0T B Cebe KpUTU4eckoe
OCMbICTEHNe COBCTBEHHOIO COLManbHOro noTeHumana. Mcnomnb3ays CEHCOpHbIE U MOHUTOPUHIOBbIE
TEXHONOrNKW, HapsiAy CO 3BYKO3ANWCHIBAKOLLMMI CTPATErMAMM, XYL0XXHUKM PACCMATPUBAIOT HOBbIE
acnekTbl yp6aHn3aumn: CMbICSIbI M NaMATb UK a6CTPaKTHbIE CTPYKTYpPbI. MHOrue paboTbl BO3HUKAET
W3 HernocpeSCTBEHHOr0 KOHTaKTa C ropo4oM 1 B3aUMOAEHACTBUS C XXMBYLLMMMU B HEM NHOAbMMU.
MNpeAcTaBneHHble NPOEKTbI — 3TO BTOPXKEHUS B FOPOACKYHO Cpefy, CTpaTery TpaHCsSLnUM, 38yKOBOM
XKYPHAN3M, NPUIOXKEHUS ANt CMAPTCHOHOB 1 CEHCOPHO-3BYKOBbIE Cpefbl. B 06LLecTBe, HaxoasLemcs
NOA BNUSAHMEM MeJUAHBIX U 3NIEKTPOHHbIX CETEN, XYA0XXHUKM BCE YaLLe NbITatoTCS 3arNsHyTb BHYTPb
HaY4HOr0 M TEXHOMOrMYECKOro YCTPOUCTBA MUPa.

This presentation investigates the permeation of the urban space by the media and the modified percep-
tion of urban space in our data-driven society. Since the beginning of the 20th century, cities have fasci-
nated artists who initially captured the reality of the city via film or sound recordings, or like the Futurists
who celebrated the noise of the industrialized city as the symbol for a new society. Today artists’ interest
lies in the visualization or sonification of the invisible space of data and in the reflection upon the percep-
tion of urban space when transformed into a hybrid information space. Artists create data visualizations of
complex systems that are descriptive but at the same time critically investigate their social potential. Using
sensing and monitoring technologies as well as sound recording strategies, the focus is always on new
aspects of urbanity: on meanings and memories or abstracted structures, or the work is created from the
contact with the city and in interactions of the people living there. Presented projects will range from urban
interventions, strategies of transmission, sonic journalism to smart phone apps or sensory sound environ-
ments. In a society influenced by medial and electronic networks, artists increasingly provide insights into
scientific technological world designs.
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Onwsep ['pay (' epmanus)

Oliver Grau (Germany)

Buorpadus

['pay n3BecTeH BO BCEM MUPE Kak NUOHEP HOBOrO HanpasJieH!s UCCnesoBaHnii n306pasnTenbHOro
MCKYCCTBA — C (POKYCOM Ha B3aMMOJENCTBIN UCKYCCTBA W Hayku. OH nposen 6onee 250 nekuui,
NpeACTaBNSAN CBOV AOKNAAbl HA MeXAyHapoaHbIx KoHdepeHumsx. C 2005 rofa — npodeccop
[yHaiickoro YHuBepcuteTa, rnasa OtaeneHus U3obpasutensHoro Uckycctsa, Kepmc, Actpus. Ero
KHura “BupTyansbHoe uckyccTso: ot Mnnodum go Morpyxenuns” (MIT Press 2003) nonyunna 6onee 50
KPUTUYECKIX OT3bIBOB M0 BCEMY MUPY W CTana CaMmou LMTUPYyemOid KHUron no nctopum nckyccrsa ¢ 2000
roga. B 1999 'pay co3zan nepsbii MeXXAyHapOAHbIM OHNIaH apXuB MeAUancKyccTea

(DVA — www.virtualart.at), cTasLLMi cambIM NOSIHBIM HAYYHO-UCCELOBATENIbCKUM apXvBOM B 3TOW Cdhepe.

Bio

Grau is internationally renowned as a leading figure of the new discipline of image science with a focus on
art and science (Media Art Research). He has been invited to give more than 250 lectures and has pre-
sented keynotes at conferences worldwide. In 2005, he was appointed the first Chair Professor of Image
Science at Danube University Krems, Austria. Grau’s book “Virtual Art. From lllusion to Immersion” (MIT
Press 2003) received more than 50 international reviews and has become the most quoted book in Art His-
tory worldwide since 2000. He began developing the first international online archive for digital art

(DVA —www.virtualart.at) in 1999, which has since become a complex scientific archive of the field.

T_Visionarium. Hun bpayH, [exnuc denb
Masepo, MaTbto Makl U 1
| magery [xeddppu Loy, MeTep Baiibens.

O6noxka kHurn Onueepa pay «Imagery
in the 21st Century», MIT Press (2011)

T_Visionarium. An art installation by Neil
Brown, Dennis Del Favero, Matthew
McGin-ity, Jeffrey Shaw, Peter Weibel.

Book cover. Oliver Grau «Imagery in the
21st Century», The MIT Press (2011)




MEJIMA NCKYCCTBO KAK BbISOB
OBIIECTBY: MEDIAARTHISTORIES,
IMAGE SCIENCE & ARCHIVE 2.0

MEDIA ARTS CHALLENGE FOR OUR
SOCIETIES: MEDIAARTHISTORIES,
IMAGE SCIENCE & THE ARCHIVE 2.0

Kak M3BeCTHO, B CpaBHeHMe C TPaanLMOHHBIM (hOpMam UCKYCCTBA — XXMBOMUCHIO U
CKYNIbNTYPON — MEAMANCKYCCTBO 06N1aaeT He MEHEE MHOrOrpaHHbIM MOTEHLMANIOM 1 B
9KCMPECCUn, U B BU3yarnbHOCTH, MO3TOMY, HECMOTPS HA €ro HeOMPEACTABIEHHOCTb Ha
PbIHKE UCKYCCTBA, OHO CTaN0 NOAMMHHbBIM “UCKYCCTBOM HALLEro BpeMeHu”. Meanaxy LoXXHUKM
UCCNedytoT CNOXKHbIE KOMMIEKCHbIE NPO6EMbI U BbI30BbI COBPEMEHHOM XXN3HM 0OLLECTBY.
Cpeau HUX: reHHast MHXXEeHepus U pa3BuTHe NOCTHENOBEYECKON TENECHOCTH, rnobanu3aums,
9KOMNOrMYECKNUA KPU3KC, a TaKkXKe BU3YyarnbHOCTb U MeANa, PEBOSIOLIMS YENOBEYECKOrO 3HAHNS,
NOBOPOT K BUPTYasbHOM SKOHOMUKe... M 9TO fianeko He Bce. BusyanbHo SpKoe, MHTepakTUBHOE
ME[NanCKycCTBO AaeT Bce 6obLue cBo60/b!, OHO ropaszo 6onee NpucrnocobeHo Ans
paboTbl C MHOrONNAHOBLIMK NPO6IEMaMK HaLLEro BpeMeHu. TeM He MeHee, HeCMOTPS Ha
BO3pacTatoLLee Konm4ecTBO apT-LUKOS, (POpMbI U MPUHLMMLI MEANANCKYCCTBA BCE eLue

He NPOHMKIK B Halle 06LLeCTBO AOCTATOYHO rNy60Ko. [laxe yuuTbiBas CTpEMUTENbHbIE
N3MEHeHUs Cnoco60B XpaHeHust Meana, He Oy ieT NpeyBennyeHnem ckasaTb, Y4TO Mbl
CTanKMBAaEMCs C NOMHOM “noTepeit (POPMbI B UCKYCCTBE”, HAUMHAS C PAHHEr0 Nepruoa Hallero
NOCT-UHAYCTPUaNbLHOM0-LMEpOBOro 06LLeCTBa.

As we know, compared to traditional art forms — painting or sculpture — Media Art, has a multifari-
ous potential of expression and visualization; and therefore, although underrepresented at the
art market it became “the art of our time”. Media Artists thematize complex challenges for our
life and societies, like genetic engineering and the rise of post human bodies, globalization and
ecological crises, like the image and media revolution and with it the explosion of human knowl-
edge, the change towards virtual financial economies... just to name a few. Visually powerful,
interactive Media Art is offering more and more degrees of freedom and evidently is much better
equipped to deal with the challenges of our complex time. Nevertheless, although even quanti-
tatively dominating many art schools, Media Art forms have not arrived into the core collecting
institutions of our societies. Thus, due to the fast changes in storage media it is no exaggeration
to state that we face the “total loss of an art form” from the early times of our post-industrial-
digital societies.
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