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HET FOCUS FOR TECHHOLOGIES:
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special project of the Ural International Exhibition and Forum
of Industry and Innovations “Innoprom-2011"
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Curator: Ksenia Fedorova
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creumanbHbIi NPOeKT

YpanbCKon MexxayHapoaHOoM BbICTaBKM
1 GopyMa NpPOMbILLIEHHOCTH

M MHHoBaumn MHHonpom-2011

OpraHusarop

Ypanbckuin dunman FocyaapcTBeHHOro
LieHTpa coBpeMeHHoro mckyccrea (YO rUcK)

Mpu noaaepixke

MWHWCTEPCTBO KyNbTYpbl U Typu3Ma
CBepanoBCcKo 0bnactu
AOMUHUCTPaumA r. EkatepuHbypra
MoconbctBo KoponesctBa HuaepnaHabl
B Poccuiickon Oegepaumm

MNoconbctBo KoponescTaa LUBeumn

B Poccuiickon Oegepaumm

TeHepanbHoe KoHCYNbCTBO DedepaTvBHOM PecryBamku

l'epmaHua B EkaTepuHbypre

F'eHepanbHoe KoHCYNbCTBO OpaHumm B ExatepuHbypre

ABCTPUNCKMI KYNbTYpHBIN GOpyM

OduumanbHbIi NapTHep:
0AO «BbiMnenKoMs (BunaiH)

OduumanbHaa rocTMHuUa:
MockoBcKana ropka

AupexTop YO FLCH,
pyKkoBoauTesb NpoeKkTa
Anuca MpygHyKosa

Kypatop
Kcenna OEégoposa

AAMUHUCTPATUBHO-PUHAHCOBbIN
pyKoBoauTtenb
AHHa lNbAHKOBA

JKCNO3ULUA U NPOoAAKIUH
CeeTnaHa Yconbuesa

KoopauHatop npoekra
MonuHa NanteBa

KoopauHaTop 3acTpoiku
TaTbAHa XOMeHKOo

PR

Onbra AHaHvHa
KpuctHa Epmonaesa

a special project of

Ural International Exhibition

and Forum of Industry

and Innovations INNOPROM - 2011

Organizer
The Ural Branch of the National Center for
Contemporary Arts (UB NCCA)

With the support of

The Ministry Of Culture and Tourism

of the Sverdlovsk Region

The Ekaterinburg City Administration

The Royal Netherlands Embassy in the Russian
Federation

The Embassy of the Kingdom of Sweden in the Russian

Federation

The Consulate General of the Federal Republic
of Germany in Ekaterinburg

The Consulate General of the French Republic in
Ekaterinburg

Austrian Cultural Forum

Official partner
0AO “VimpelKom” (Beeline)

Official hotel
“Moskovskaya gorka”

Director of UB NCCA,
head of the project
Alisa Prudnikova

Curator
Ksenia Fedorova

Chief administrator
and financial officer
Anna Pyankova

Exposition and production
Svetlana Usoltseva

Project coordinator
Polina Lapteva

Building work coordinator
Tatyana Khomenko

PR

Olga Ananina
Kristina Yermolaeva
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B co3paHum BbICTAaBKM y4acTBOBaNn:
AHHa AknmoBa
ExkaTepuHa AnekceeBa
HaTtanua AHgpoHoBa
ApTeM AHTMMAMH
AHactacvA bavHosa
EBreHni BnaceHko
BukTopusa lNoHTapeHKo
ExkaTtepuHa Encykosa
Onbra 3agBopbeBa
EBreHnsa KanuHukosa
AnekcaHgpa KnewmHa
Omutpuin Konagees
Bnagnmump KoneHwH
MpuHa KoTioprmuHa
Enena KpbiceHko
MpuHa Kygpsasuesa
AHgpen Ky3bMuH
PervHa MydTaxosa
Cepre NaHaceHkoB
PomaH MnoTHnKoB
TatbAHa NycTenbHMKOBa
AHHa PbieHbKoBa
AnHa CakyHoBa
AHacTtacvA CepatoxkoBa
YnbAHa CuBKoBa

I0nma Crenanyyk
Mapwusa CyxaHosa
Hapexaa XucMmatynmHa
Enena Xoxnosa

Onbra YepHaBckmx
YnbAHa fikoBnesa
Mwuxann MaHTenees
ExkaTepuHa boApuHuesa
MapuHa MenéxmHa
AHaTonui Kantyp
Anekcen [leMbAHEHKO
AnekcaHgpa l03ednonbckan
Onbra KonoHTtan

KATANOI

PepakTop

Kcenna OEégoposa

Aun3aiin, BepcTKa

MpuHa KoTioprmHa, HaTtanbs fAwkosa

ABTOpbI TEKCTOB

OmuTpui FankuH, Knayama OKaHHeTTH, AMutpuii
Kasapra, Pvxapa KnywumHckm, JlopaH MuHboHo Annca
MpyaHvkoBa, OaBng CeHT-OHX, MaprHa CokonoBcKas,
Kcenua Oénoposa, Apuctapx YepHeolwes, Anekcein
LWynbruH

ABTOpbI MHTEPBLIO
AnHeT [ekkep, Codum Jlosenn, XeneHa Ckparr

MepeBop

ExkatepuHa AnekceeBa, EkatepuHa EncykoBa,

EBrenna KanmHHuKoBa, EBreHma KonecHuueHko, InvHa
OcunoBa, AHHa CakyHoBa, 0nma CtenaHuyk,

Kcenna OegopoBa, Hagexaa XvcmatynmHa,
AnekcaHgpa t03ednonbckan

KoppekTtypa
Mapra Wapnaw (pycckuii), Kpar MUppoHr (aHrAnMMcKmin)

B opopmrieHUU 06104CKU LICNO/Ib308aH MOMUB
pabomel Puo4u Vkedsl «Damatics»

Project assistance
Anna Akimova
Ekaterina Alekseeva
Natalya Andronova
Artemn Antipin

Olga Chernavskih
Viktoria Gontarenko
Evgeniya Kalinnikova
Nadezhda Khismatulina
Elena Khokhlova
Aleksandra Kleshchina
Dmitry Kolyadjev
Vladimir Kopenin

Irina Kotyurgina

Elena Krysenko

Irina Kudryavtseva
Denis Kulebyakin
Andrey Kuzmin

Regina Muftakhova
Sergey Panasenkov
Roman Plotnikov
Tatyana Pustelnikova
Anna Rigenkova

Anna Sakkunova
Anastasiya Serdukova
Ulyana Sivkova

Julia Stepanchuk
Evgeny Vlasenko
Ekaterina Elsukova
Marina Ukolova

Uliana Yakovleva

Olga Zadvorjeva
Mikhail Panteleev
Ekaterina Boyarintceva
Marina Melyokhina
Anatoliy Kaptur
Aleksey Demyanenko
Aleksandra Yuzefpolskaya
Olga Kolontay

CATALOGUE

Editor

Ksenia Fedorova

Design, make up

Irina Kotyurgina, Natalya Yashkova

Texts

Dmitriy Bulatov, Aristarkh Chernyshev,

Dmitriy Galkin, Claudia Giannetti, Dmitry Kawarga,
Ryszard Kluszczynski, Laurent Mignonneau, Alisa
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«HV 0OVH YenoBeK He MMeN Ha MeHsA Takoro
BAVAHWA... MHe cnyy4anocb BbIXOAWUTb C ero
NEKLMIM C TaKNM OLLYLLIEHWEM, C/TOBHO A BbIXOMY
13 Hotp-[ama, NonHbli HOBbLIM NpegcTaBe-
HMEM O COBEpLUEHCTBE» — TaK roBopua 3ur-
MyHO Openg o ceoeM yumtene H.-M. Wapko.
TaK 1 XyooXHWKM, paboTatoLme C HAyKOEMKNM,
TEXHOOMMYECKMM MCKYCCTBOM, MOrpyKatoT Hac
B QYyTypOAOrMyYeckmin AMCKYpC — 3TO MOryT
ObITb AMCKYCCMM O MOCNeACTBMAX PasBUTUA
MCKYCCTBEHHOr0 MHTENeKTa, YCOBEpLUeH-
CTBOBAHWM W pacnpoCcTpaHeHUU CEHCOPHbIX
NPUIOKEHUA, O BUPTYANM3ALMM HU3HW, Kade-
CTBEHHbIX U3MEHEHWA TUMOB KOMMYHMKaLWN,
rnobasnbHoM CBA3AHHOCTW WM rN106anbHOM 3KO-
NIOrMYeCcKon 0TBETCTBEHHOCTM 1 T. 4.

MNcKyccTBO — 3TO TeppuTOpuA MOCTOAHHOMO
paclmMpeHna rpaHnLy, U NpeodoneHna npege-
noB. [lake CNOMHO roOBOPUTb MPO KOHBEH-
LMOHANbHbIE PaMKM MCKYCCTBA, MOCKOMBbKY
MX HE CylecTByeT — WCKYCCTBO BbiCTynaeT
06BbeaNHAIWMM GAKTOPOM, TPaHCIMPYA LieH-
HOCTM M CMBICAbI Yepes 3MoLmK, 06pasbl M IKC-
nepvMeHTasIbHbIE BbICKA3bIBAHWA Ha LUMPOKYIO
ayguTopuio. Megma-apT 1 pasnnyHbie GopMel
TaK Ha3blBAEMOro «MOpUAHOr0 MCKYCCTBa»
BO6MpaIOT B CBOM MHCTPYMEHTapuin Bce GopMel
NPUKNaAHOM HayKM B pasHbix obnactax. Mccne-
noBaTtenbCckuii B3rnag, Tpebyowmin n3obpa-
EeHMWA, rNaBHbIM 06pa3oM — CAyXKebHoro,
NPVKNAQHOr0 XapakTepa, CMEeHWNCA TEXHOMO0-
rMYeCcKMM, TPebyiowmM NpoayKTa, CNocobHoro
B OnpedesieHHbIX YCN0BUAX COXPaHUTb CTaTyc
Npomn3BeAeHMA MCKYCCTBA M B TOXe BpeMA —
npeacTatb B opMax Camom HU3HW.

CTpeMneHve K pacwuvpeHuio CBOMX rpa-
HWL, XapaKTepHO He TOMbKO A/1A WUCKYCCTBa,
HO M ANA CaMon HaykWn. Mbl HEBOSIBHO CTan-

HLLGF
FRUODHIKOLUA

«No other person had such an influence
upon me... | would go out of his lectures
with a feeling of leaving Notre-Dame, full
of new ideas about perfection» - said
Sigmund Freud about his teacher, J-M.
Charcot. In a similar way artists working
with science-intensive technological art
immerse us in futuristic discourse, be that
discussions on the outcomes of artificial
intelligence, on the developments and
spreading of sensory applications,
virtualization of life, qualitative changes
in the modes of communication, global
interconnectedness and global ecological
responsibility, etc.

Art is the territory of constant expanding
the borders and overcoming the
boundaries. It is hard to even speak of
the conventional frames of art, because
they do not exist - art works as a
unifying element, translating values and
meanings through emotions, images
and experimental statements to a wide
audience. Media-art and various forms
of so-called «hybrid art» use all forms of
applied science in various fields. The gaze
of the researcher that used to demand
auxiliary, applied image has now changed
into technological gaze that demands a
product that would in certain conditions
retain the status of a work of art and yet
appear in the forms of life itself.

The tendency to expand one’s borders is
characteristic of science itself, not just art.
Whether we like it or not, we encounter the
problem of the production and the product
- what is the final outcome of basis
research? How can one «calculate» the

KuBaemca ¢ NpobaemMoi Npon3BoOACTBA M NPO-
OYKTa — 4TO ABMAETCA GMHANBHBIM pe3ynbTa-
TOM pyHAAMEHTANbHBIX NCCNeaoBaHUn? Kakmm
06pa3oM «MoCcUUTaTb» pe3ynbTaTt B KyNnbType?
XYOOXHWKM NpegnaralT CaMoCTOATEe/bHble
MCCNed0oBaHNA U KPUTUYECKOE OCMbICeHMe
COBpPEMeHHbIX TeHaeHuM. Bo BceM Mmpe co3-
patTca nnatdopmbl ANA U3yveHUA TeopeTn-
YeCKNX M MPaKTUYeCcK1X BOMPOCOB MCKYCCTBA
C mcnonb3oBaHneM TexHonornn (MIT Media
Lab, Ars Electronica Center, ZKM Karlsruhe,
Tokyo Institute of Technologies n gp.). B Poc-
C1W pacnpocTpaHeHne 1 aHanm3 3Toro Hanpas-
NeHuA ocylwecTeaanca bnarogaps ycunmam
NMWb HEMHOMMX OpraHu3aumin — MegmnaApT-
Nab, Laboratoria Art&Science Space B Mockse,
®oHg MpoApTe wn nabopatopusa CylLand
B MNeTepbypre. B nocnegHee BpeMsi CI0BOCO-
yeTaHue Art&Science Bce bonblie Ha Cayxy,
€CTb MHOXEeCTBO OTAeNbHbIX MHUUMATMB, Nog-
OEepHaHHBIX KPYMHBIMU MHCTUTYLUMAMMW. [poeKT
“TexHonorum B pOKyCe MCKYCCTBA: 04apoBaHne
1 Bbi30B” B EKaTepuHbypre cdopmmpoBanca
BO MHOIOM MO MTOraM paboTbl NporpamMel
“UckyccTBO. Hayka. TexHonormm”, peannsoBaH-
Hom B 2010-2011 rogax YpanbckmMm ounua-
noM F'UCKU coBMecTHO € pakynbTeTOM MCKYC-
CTBOBEeAEHWA W KyNbTYpPOaormm YpanbCKoro
roCcy4apCTBEHHOM0 YHMBEpCUTETA.
Megma-TexHonormyeckoe HarnpasfieHne —
CNoBHO 610p0 NPOrHO30B — BLIBOAMT MCKYC-
CTBO B HOBOE€ M3MepeHue, B ByKBasibHOM
CMbIC/le — B pa3HoobpasHble gusmyecKkume
NpoCTpaHCTBa W chepbl COUMANBHOO M 3KO-
HOMWYECKOro YCTPOWCTBA, F4e CTaHoBUTCA
NMOHATHO, NMoYeMy MpPorHo3vpyemoe byayliee
M TO MCKYCCTBO, YTO Nepes HaMmm — 3T0 U eCcTb
Cama XM3Hb.

outcome in the sphere of culture? Artists
propose their own research and critical
inquiry into contemporary tendencies.
Platforms for the study of theoretical and
practical problems of art with the use of
technology are created worldwide (MIT
Media Lab, Ars Electronica Center, ZKM
Karlsruhe, Tokyo Institute of Technologies,
etc.). In Russia, the development and
analysis of these problems is only done
by a few institutions: MediaArtLab,
Laboratoria  Art&Science  Space in
Moscow, Pro Arte Foundation and CyLand
laboratory in St. Petersburg. Lately, as the
word combination Art&Science is heard
increasingly often, there are numerous
separate initiatives supported by large
institutions. The project «Technologies in
the Focus of Art: Charm and Challenge»
in Ekaterinburg largely emerged out of
the program «Art. Science. Technologies»
developed in 2010-2011 by the Ural
Branch of the National Center for
Contemporary Arts in collaboration with
the department of art and cultural studies
of the Ural State University.

The media-technological trend in art is like
a forecast agency: it puts art into another
dimention, literally - into the diverse
physical spaces and spheres of social and
economic organization where it becomes
apparent why the forecasted future and
the art in front of us is the very life itself.



TEXHOJIOMU B ®OKYCE
UCKYCCTBA:
OYAPOBAHMUE U BbI30B

YTO ecTb TEXHOMOMMM MO OTHOLLUEHMIO K UCKYC-
CTBY M UCKYCCTBO — MO OTHOLLEHWUIO K TEeXHO-
nornsaM? 3To BONPOC 04HOBPEMEHHO Cyry6o
TeopeTUYeCcKoro, 3CTeTUYECKOro MopAaKa,
HO TaKMe M TeCHO CBA3aHHbIN C NparMaTmkom
KMBOM CcoumanbHoM cpeabl.

C camoro Havana Kak bypHoe passuTme caMmx
TEXHOMOrMi, Tak M Npoucxoamsliee napan-
NefbHO MX a3apTHOe afanTMpOoBaHMe UCKYC-
CTBOM BbI3blBa/IM CaMble NMPOTUBOPEUMBLIE
peakLmu: 0T BOCTOProB W1 YaaHui GyTypucToB
[0 MNpoxnagHoro BbIXWAAHWA U BbICOKOMEp-
HOFO HenpUATUA B Kpyrax KOHCepBaTUBHbIX
My3€eMLMKoB 1 ranepuctoB. C 04HOM CTOPOHBDI,
3TO yTonM4yeckasa Bepa B AWBHbIA HOBbIN
MUP — WCKPALMICA, NOOBUMKHBIN, 3ByYallmi
MUp yTBEpAUTENbHBIX 3MoUMA. C OpYyrom e —
CrnpaBeaMBoe HeoBepue, BOMPOLIAHME O TOM,
4TO }Ke 3a NMOBEepPXHOCTbIO (3HAMEeHMUTLIN 3aBeT
MapTuHa Xargerrepa o «BOMpoLLaHMM O TeX-
HUKE»).

O4HWM M3 rNaBHbIX NPUBNEKATE bHLIX 3N1eMeH-
TOB TEXHO- OpPWMEHTMPOBAHHOrO, AN Meana
MCKyCCTBa Bcerga bbin M ocTaeTcA MOMEHT
HOBM3Hbl. OHA — WMCTOYHWMK O4HOBPEMEHHO
3HTy3MasMa (no noBody BO3MOMHOCTW bec-
KOHEYHOro 3KCMEepMMEHTMPOBAHMA W pac-
LUIMPEHMA MHBEHTaps), U HACTOPOXKEHHOCTH
(V1 K ueMy e BedeT 3TOT 3KCNepuMeHT?). bonee
TOro, COrnacHo pacnpocTpaHeHHOMY npen-
yberKaeHuio, TeXHONOMMM B UCKYCCTBE — 3TO
HeYTOo, Kak NMpaBuso, M3MEHYMBOE, a NOTOMY
HeCyLHOCTHOe.

KEEMIA
FEOOROUA

ART FOCUS FOR
TECHNOLOGIES:

CHARM AND CHALLENGE

What are technologies in relation to art,
and what is art in relation to technology?
This question is a theoretical, aesthetic one,
and is connected with the pragmatics of a
live social environment.

From the very beginning both the boisterous
development of technologies themselves
as well as their passionate adaptation by
art brought about the most controversial
reactions ranging from exaltations and
hopes of futurists to a cool hesitation and
haughty rejection among the conservative
museum and gallery personnel. On the one
hand this is a utopian faith in the brave new
world — sparkling, ever moving, audible
world of the positive emotions. On the other
hand, there is a justified mistrust, quest for
something behind the surface (remember
the famous testament by Martin Heidegger
about “questioning the technologies”).

The element of novelty has always
been and still remains one of the most
attractive elements of techno-orientated,
or media art. And it is this very element
that is at the same time the source of
enthusiasm (relating to the possibility of
endless experimenting and widening of
the inventory), and precaution (where does
the experiment lead us?). It is the more so,
according to the wide-spread conviction,
as technologies in art are normally
considered to be something changeable
and consequently not substantial.

TexHOoNormm oCTalTCA «UWb CPeaCcTBOM»,
HO Ha KaXK4OM BUTKe CBOEro pasBUTMA MMEHHO
OHM 33al0T TOT FpajyC HaNpAXeHWA, KOTOpbIN
COeAVHAET BbICOKYIO XYA0XeCTBEeHHY0 daHTa-
3M10 W }KMBOW MMP C ero pasHoHarnpasneHHbIMM
aKkTMBHOCTAMKM. CTaamA caMmo3a4apoBaHHOCTM
1 co3gaHus 3G GEKTOoB, Kak Npaswuso, beICTPo
CMEeHAeTCA O0CO3HaHMEM BO3MOMHOCTEN
M He NpoCTO BOMPOLIAHMEM, HO BbI3OBOM —
MaccoBoM KynbType u OucHen-naHay, nonm-
TUYECKoW urpe v gp.

B gaHHOM cnyyae Mbl He CTpeMUMCA caenatb
HOBble OTKPbITWA, BEICTPOUTL CPABHEHWA WK
OaXe NpeacTaBuTb KaKkylo-mMbo HeoxunaaH-
HYI0 KnaccupumKaumio. Kak 1 nioboli NpoekT, 31a
BblCTaBKa Mpou3pactaeT B KOHKPETHOM KOH-
TeKCTe, B Npea3afaHHbIX YCI0BMAX: Heobxoam-
MOCTb NMO3HAKOMWUTb ayAUTOPUIO KPYMHOMo pas-
BMTOIO PErnoHa C akTyasbHbIMU KybTYPHBIMU
NpaKkTUKaMu, CTUMyIMpyA NpoaBUHYTbIE TBOP-
YecKne MHMUMATMBbLI. Tak, BbiCTaBKa OXBaTbl-
BaeT HapAay C TaKMMM e CTaBLUMMM Knaccm-
YeCKMMM paboTamm, Kak «MobubHble YyBCTBax»
Kpuctbl 3oMMepep 1 JTopaHa MUHBOHO, TaKXe
M Npou3BedeHMA aBTOPOB, He CBA3AHHbIX
C MICKYCCTBOM NpodeccmoHanbHo. Neorpapuye-
CKOE U1 }KaHpoBOe pa3Hoobpasme (Xya4oHMKN
BbICTaBKM W BMAEONMPOrpamM, B3ATbIE BMeCTe,
npeacTaBnAlT LWWMPOKOE MHTepHaLMOoHaNb-
HOe COObLLeCTBO, a *aHpbl BKHAIOT CNEKTP
OT MHTEPaKTMBHbIX MHCTaNNAUMA Ao nepdop-
MaHCOB) [OMOSHAETCA TAKKE W LUIMPOKUM Tema-
TWUYECKMM OXBaTOM.

Technologies serve as an instrument but
at every turn of their development it is
no others but them that set that grade
of tension that connects the high artistic
fantasy and the live world with its
oppositely directed activity impulses.
The stage of self-excitement and of the
production of effects as a rule is quickly
changed by the realization of possibilities
and not only by means of questioning but
by making a challenge to the mass culture
and to Disneyland, to political games, etc.
In the case of this exhibition, we are not
aiming to make any new discoveries, to
build up comparisons or to provide any
unexpected classification. Like any project,
this show sprouts in a specific context,
in the pre-set conditions, namely the
necessity to introduce the public of a big
well-developed region to current cultural
practices, thus stimulating advanced
creative initiatives. Accordingly, along
with the works that have become classic,
such as “Mobile Feelings” by Christa
Sommerer and Laurent Mignonneau,
the exhibition comprises works by
authors who are not connected with art
professionally. The versatility of the
genre and of the geography (the artists
present at the exhibition and in the video
programs, taken together, represent a
wide international community, while the
genres are represented by a wide spectrum
q -
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HecoMHeHHO, 06beaMHAILWMM 3BEHOM A5
BCEX MPOM3BEAEHWI BLICTABKM ABAAETCA MX
pednekcMa No MNoBOAY OKpyMKalolwen Hac
noecioay undpoBon KynbTypbl, pednexkcums,
Bblpa*KeHHasn, rnaBHbIM 06pa3oM, MHTepaK-
TMBHbIMW CpeacTBaMun. YCKopeHre 06paboTru
OaHHbIX, 4OCTYMHOE C NOMOLLbI0 KOMMbOTEPa,
B/IMAET He TOMbKO Ha AMHAMWKY, HO HA Camo
Ka4yecTBO BOCMPUATMA, @ 3HAYUT, onpege-
NAET U TO, YTO e MMEHHO MOXET BbiTb BOC-
NPUHATO TakMM 06pa3oM. TexHonorna npo-
M3BOAWUT peanbHOCTb, OCMBIC/IUTL KOTOPYIO
MOXHO TOSIbKO CPeACTBAMM CaMMX e TeXHO-
norui. Mo3ToMy M CTAHOBWUTCA CTOMb BaXKHa
pOJib ¥MBOI0, GU3NYECKOr0 y4acTunA 3puTens
B pa3MblKaHW1 1 4OCTPaNBaHMKN 3TON LIEMOYKM.
CBOW BOMPOCH! XYO0XHWK M 3pUTeNb 3agaloT
coBMecTHo. lNpn 3ToM 0T paboTbl K paboTe
MEHSAETCA W YTOYHAETCA NPeaMET BOMPOLLAHUA.
Tak, uHctannauma l0nnyca Monna «Bit.Code»
BOCCO34aeT B MatepuanbHon ¢opme 1 npo-
6nemMaTnsMpyeT 04HO M3 UCXOOHBLIX MOHATUN
UMIpPOBOM KyNbTypbl — MHPOpMaumio. Yto
Takoe Kof, HacKoSfIbKo OH ocA3aeM? YTo oce-
[aeT B NaMATM M3 Cr/IOWHOro MHGOPMaLMOH-
HOr0 MOTOKa/LWyMa, KOTOPbIM Mbl OKPYXeHbI?
Y10 cnocobeH mnu HeT AelwmdpoBaTh Ye0BEK,
B CWJTy CBOWX OFPaHMYEHHBbIX GU3NHECKMX BO3-
MOXHOCTeN? Pa3noreHHasa Ha 6UTbl peasnb-
HOCTb Ha MOBEPXHOCTW MOMKET BbIMA4ETb
O4YeHb AeKkopaTMBHOW. Ho HUKTO He bygeT
COMHeBaTbCA B ee CNocobHOCTM 3aTArmeBaTh
M 3axBaTblBaTb, BLIABAATL He nMpeagnonaras-
LimMeca noHadvany obvem u raybuHy. IMeHHo
C 3TMM MNoTeHunanoM paboTaeT, HanpuMep,
COBPEMEHHbIM KNaccuKk LMppoBOro NcKyccTea
Proun NKeaga, ybm vHCTannAUMM 1 nepdop-
MaHCbl OTPLIBAIOT MMP UMPP KaK Lenyl Bce-
NIEHHYIO M MOrPYaloT B HEE HAa BUCLIepaSIbHOM
ypoBHe. be3ycnoBHO, CyLLecTByeT MHOXECTBO
cnocoboB ocMbICNATL UMdpoBble U MHGOPMa-
LUmoHHble TexHonorum (Charlie Gere), BKnio4as,
HanpuMep, AaXKe 1 NONUTUYECKYI0 TPAKTOBKY
(cBA3bL Meway BNacTbld M KOHTPOJSIEM HaA4
Ko4aMW M NOTOKaMM AaHHbIX). OgHaKo MMEHHO
3CTeTUYECKOoe M3MepeHune, 3a4encTBylowee

ranging from interactive installations to
performances) is completed with the large
coverage of topics.

The exhibited works are linked together
by their common reflections on our
ubiquitous digital culture, this reflection
expressed mostly through interactive
tools. The computer-induced acceleration
of the data-processing methods influences
not only the dynamics but the quality of
perception, defining thereby what exactly
can be perceived. It becomes a recursive
proposition: technology produces a reality
that can be comprehended only through
technology. This is why the physical
participation of the receiver becomes
crucial to both interrupt and to complete
this cycle. When an artist and a viewer
pursue an inquiry together, it changes
the work and redetermines the subject in
question.

Thus, the installation by Julius Popp
“Bit.Code” physically reconstructs and
questions one of the key concepts of
digital culture: information. What is code,
and how tangible is it? Which part of
the impenetrable informational flow/noise
surrounding us actually settles in our
memory? What can or cannot be deciphered
given the physical limitation of human
abilities? A reality that is dissociated into
bits and bytes can seem superficially
decorative. But it is impossible to doubt its
capability to draw in and absorb, to reveal
the unseen dimensions and depths. This
potential is used, for example, by the
highly acclaimed contemporary digital
artist Ryoji Ikeda. His installations and
performances open the domain of digits into
a universe, immersing spectators on
a visceral level. Of course, there are many
ways to reflect on digital and information
technologies (Charlie Gere), including
political interpretation (the link between
power and the control of codes and data
flows). But it is the aesthetic dimension

YyBCTBEHHOE BOCMPUATHE, YrNybaaeT n nHam-
BMOYANM3NPYET NOHMMaHMe.

CerogHALWHME TEXHOIOMMN 4AIOT BO3MOMHOCTb
WCKYCCTBY aKTWBHEE MpuBeKaTb He TOMbKO
BM3yasibHble, HO M 60/ee C/oXKHbIe TaKTUb-
Hble 1 npoyne GOopMbl KOMMYHWKaumK. Teno
(XyOOXHUKA, MK e 3puTena), CTaHoBMTCA
nHTepoericoM. MoaobHaAa MHTepnpeTauuna
TeNeCHOCTM — TemMa ChneuManbHOro Xygo-
ecTBeHHOro mccnegosanma CoHn Ymnnapu:
«MCKYCCTBO» MPOM3BOAUTCA, B ByKBasilbHOM
CMbIC/Ie MPOXOAA 4Yepe3 Teso XyLOXMHWUUbI,
npoTeKan 4Yepe3 ee fierkme, npeobpaxan
B BM3yasibHble GopMbl dM3MYecKMe napame-
Tpbl €e TenecHoro coctoaHuA. Kpucrta 3oM-
Mepep 1 JlopaH MWHbLOHO TaKXe WM3BECTHbI
CBOVMMMW pa3paboTKkamu B 061aCTM MCKyccTBa
Kak MHTepderca u mcnonb3oBaHWA 6uMo-
NIOTNYeCKMX AaHHbIX. Obpawas BHMMaHWe
Ha MHTUMHOCTb NMPOLLECCOB MOPOXKAEHUA, OHN
[enawT war B CTOpOHY Bomnpoca 06 akTme-
HOM y4acTuu 3puTens B CO34aHUM Npou3Be-
nexvA. [pixaHve u cepguebuerne, KoTopble
MOryT nepefaBaTtbCA M NPUHMMATLCA Yepe3
yCTponcTBa «M0oBUNbHBIE YyBCTBA», HE BO3-
HWKaIOT M3 HWOTKYAQ, HO BCEeraa NpuHaanexar
KOHKpEeTHbIM MioaaM. CeHCopHble OTHOLWEHWA
3a[€eMCTBYIOTCA TaK*Ke 1 B paboTe NpeacTasm-
Tenewn CTaHOBALLEerocA POCCUMMCKOro science-
art, AMuTpma n Enexbl KaBapra. «OcTtaTouHbIn
MbIC/IENOTOK-4» aHanM3npyeT He NpocTo Te
WM WHble TefecHble AaHHble, HO aKTMBHOCTb
CaMoro 3araoyHoro «opraHa» — CO3HaHWA.

NHavBmayanbHble NCMxocoMaTU4ecKue npo-
LIeCChl, @ TaKKe B LiesIOM NPOABIEHMA KNBOIO
M eCcTecTBEHHOro HeoTAeNuMbl CerogHA
0T NPobeMbl YCKOPAIOLWENCA 3BOSIOLMMN UCKYC-
CTBEHHOro. To CMelleHHoe YyBCTBO, KOTOpPOe
BO3HWKAET Y HaC Mo OTHOLIEHWIO K MallunHe,
a TaKe BO3MOXHble 3MOLMOHANbHbIE OTHO-
WEHWA BHYTPM CaMoro MalMWHHOIO Co3Ha-
HWA — npeaMeT Pob0TUYECKOW MHCTANNALMN
«TpeneTHble cBA3W» AHApea Xa3zosa u Cepren
HoBuMKa, XyO0XHMKOB-MHXKEHEPOB, A7 KOTO-
pbiIX pobOTOTEXHMKA — HE YMO3pUTeNbHasA,
HO MPOYyBCTBOBaHHasA, poaHas ctuxusA. Ecnm

that, by utilizing sensory perceptions
deepens and individualizes cognition.
Nowadays technologies give an opportunity
for the art to engage more actively not
only visual but also more complicated
tactile and other forms of communication.
The body (of an artist as well as
a viewer) becomes an interface. Such
an interpretation of corporality has become
a topic for the special artistic investigation
made by Sonia Cillari. Her investigation
shows how “art” is being created as literally
passing through the artist’s body, flowing
through her lengths and transforming
physical parameters of her body’s state
(corporal state) into visual forms.

Christa Sommerer and Laurent Mignonneau
are also known for their developments in
the sphere of art as interface and in
using biological data. Drawing attention
to intimacy of the generation processes they
make a step to a question about an active
participation of a viewer in developing of
a creative product. Breathing and heart
beating, which can be transmitted and
received through the device called “Mobile
Feelings”, do not appear from nowhere but
always belong to certain people. Sensory
relations are also involved in the work
of Dmitry and Elena Kawarga, one of the
few artistic teams who represent the
emerging Russian science-art movement.
“The Residual Thought-Flow — 4” analyzes
not just any given corporal data, but the
activity of the most mysterious “organ” —
consciousness.

Individual psychosomatic processes as well
as the self-presentation of the living and
natural are integral parts of a problem
connected with the accelerating evolution
of the artificial. The mixed feeling which
appears towards a machine as well as the
possible emotional attitudes inside the
machine consciousness itself are the topic
of the robotic installation “Alive Connections”
by Andrey Khazov and Sergey Novik, artists-
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TEOPUA CUCTEM OMUCLIBAET OTHOLLEHMA BHYTPU
TEXHUYECKMX 06pa30BaHMIA UCKIOUYMUTENBHO
$opMasibHbIM NMyTEM, TO XyA0KeCTBEHHAA Bep-
CMA OOMNyCKaeT 60oMblUMi 3a30p A1A MMMPOBU-
3aUMW. INEKTPOHHbIE CyLlecTBa (nnaThl co cee-
TOAMO4aMK, BUBPOABUraTENAMMN 1 AATUMKAMM)
CaMoOPraHm3yioTCA No HenpeAcKasyeMbIM cLe-
HapWAM, KoTopble MI060MLITHO NMPOCTO oTCne-
KMBATb, HO €elle MHTepecHee — MOAKMOYATb
$aHTasnio M CTPOUTb CaMble HEOXWMOAHHble
napannenn (Hanpumep, ¢ GyHKUMOHMPOBA-
HMeM obLecTsa).

CTuxma BOOOpParKeHMA He 3HaeT rpaHuy
M NpobbeT cebe NyTb roe yrogHo. Bornpeku
npeaybexaeHrAM, B HayKe 3Ta CTUXMA TaKKe
KaK Hurge BarkHa. Cpeam Hay4vHbIX rMNoTes
€CTb MHOXeCTBO CaMblxX HeoxnaaHHbix. 0gHa
M3 HUX — npegnosioxeHne [exkapta o0 BO3-
MOMHOCTN HEMCKAMKEHHOro obpasa u npouc-
XOMOEHUM POAMMBIX NATEH HA Tefe YenoBeKa
(oTparkeHne MeHTaNbHbIX 06PA30B ero MaTepm
BO BpeMsa 6epeMeHHOCTM) — MOCaAyHKuia
BOOXHOBEHWEM O/1A LWBEACKON XYO0MHULbI
ApunaHbl Kandec Kk co3gaHunio Mmudonostnde-
CKOW MHCTaNNAUMM «HencKakeHHbIM 06pas...».
Ecnm gonyuierve, neratllee B ocHoBe paboTbl
Kandec nyctb 1 napaHay4Hoe, HO N0 Kpam-
Hel Mepe Mo3TU4YecKoe M MeTadopuyecKoe,
TO MHCTANNAUMA «fopo (He)BO3MOKHOCTEN» —
BOCCO34aHne GpaHTaCcTMYecKoro Mmpa npaMo
B LeHTpe EkaTepuHbypra. l'opog 34eck BbICTy-
naeT Masion 4acTblo MacwTabHoOM KOCMOno-
rMYEeCKOM CUCTEMBI, MEHAACL B CBOEM 06/MKe
B 3aBMCMMOCTW OT M3MEHEHUI KNIUMATUYECKNX
W NMPoYMX NapaMeTpoB, KOTOPLIMU yNpaBnAeT
B MpoLecce B3aUMOLENCTBUA CaM 3pUTeSb.
YTonuyeckoe — AoMbicbl U daHTasnMmM —
[OMNoNHAeTCA B Apyron paboTe 3TUX XKe
aBTopoB ([deHuc MepeBanos, HMHa PuxKcKan,
Mropb TaTapHWKoB/Sodazot) oTTeHKoM nabo-
paTOpPHOCTW: 3pUTeNAM MNpegnaraeTca npo-
TecTMpoBaTb HOBOE 3ByKO3anucbiBaloliee
yctponctBo — «Cdepo-doHorpad». OaHTta-
31A noBepAeTCcA onbITOM. Begb TONbKO Tak,
C nomoubio LUMGPoOBOro yCTPOMCTBA MOXHO
ycnblWwath (M yBMAOETL), Kak Mor bbl 3ByYaTtb

engineers for whom robotics technology is
not theoretical but a deeply felt part of
their own nature. While the systems theory
describes relations within the technical
structures only formally, artistic approach
permits large room for improvisation.
Electronic things (cards with light-emitting
diodes, vibration motors and transducers)
are self-organizing upon unpredictable
scenarios which is interesting just to
observe, but also is even more interesting
to use your imagination to make the most
unexpected parallels (for example with
society functioning).

The element of imagination does not
know the borders and manifests itself
wherever it wishes. Despite the prejudices,
this power is important in science like
nowhere else. There are many scientific
hypotheses that are quite surprising. One
of them is Descartes’ suggestion of the
possibility of the undistorted image and
origin of birth-marks on the human body
(the reflection of the mental images of
one’s mother during pregnancy). The latter
served as an inspiration for the Swedish
artist Arijana Kajfes and her mythological
poetic installation “Undistorted image...”.
Even if the assumption underlying Kajfes’
work is parascientific then at least it is poetic
and metaphorical. Another installation of
the exhibition on the similar topic, “The
City of (Im)possibilities”, is a creation of
a fantastic world right in the center of
Ekaterinburg. The city acts here as a small
part of a large-scale cosmological system
changing in its appearance in accordance
with the climatic and other factors, that are
set by the viewer him/herself.

The theme of the utopian (or of pure
dreams) is extended in another work by
the same authors (Denis Perevalov, Nina
Rizhskaya, Igor Tatarnikov/Sodazot) with
the tint of a laboratory feature: the viewers
are invited to test a new recording device
called “Spherical Phonograph”. The

3BYK, €C/IM ero BOCNpoOM3BOAUTb, M3MeHAA
HAK/OH CaMoro 3BYKOBOCMPOW3BOAALLErO
yCTpoicTBa — B AaHHOM cnydae iPad’a.
CoBCceM mHasa BepcuA «MOBEPKM OMbITOM»
B CO34aHHOW CneuManbHO K BbICTaBKe
(Hapagy c paboTamMun gpyrux eKaTepuH-
6YprcKMX aBTOPOB) MHTEPAKTMBHOW BUOEO-
MHCTaNNAUMK «0cagoK» M3BECTHOWM Fpynnbl
«Kyna 6eryt cobaku». PeanbHocTu 3gech
M3HA4YanbHO HET OOBEPWUA, OT HEE MOXHO
oXuMaaTb vero yrogHo. 3¢ dexT HeoxmaaH-
HOCTM MOAroTaB/MBAET YXe LeHTPasbHbIN
06pa3 — HaCTopaKMBaoOWMA 1 NyraoLwmn
cBoen rmnepTpodMpoBaHHON HaTypanbHO-
CTblo KapTodens.

JlabopaTopHble 3KCMEePUMEHTbI C BO3MOM-
HOCTAMM UMOPOBLIX TEXHOMOIUA WU HKe
ONbITbl TESIECHOr0 BOBfIEYEHMA B MpOLecc
co3gaHma paboTbl — BCe 3TO He MOXeT
CylecTBOBaTb B OTPbIBE OT CAMOM MHM3HU
W, B 0COBEHHOCTM, OT KOHTEKCTa S3KOHOMUKM
M MacCoBOM KynbTypbl. Xy4OXHUKM 06beam-
HeHusa Electroboutique (ApucTtapx YepHsbi-
weB 1 Anekcen LLynbrnH) 3aganvce Lenbio
BMeLWaTbCA B /IOFMKY OTHOWEHUIA Mexay
MCKYCCTBOM M MHAOYCTPUEN pasBrieveHnin. Mx
YHUKanNbHbIE 3MEKTPOHHbIE 06bEKTHI (Mapad-
pasbl HA TeEMY NOMYAAPHBIX YCTPOMCTB, TaKMX
Kak iPod nnu guogHble 6erywme CTPOKM)
OCHOBaHbl Ha NapagoKce, M NpoBOKaUMK.
B HMXx oBHaXalTCA CTPYKTypbl NpoM3BOA-
CTBa MacCoBOr0 3/IEKTPOHHOr0 MPOAYKTA,
4YTO W NPUBHOCUT B 3TN NPOM3BELEHNA KpU-
TUYeCKWM 3apaa.

Electroboutique Kak Henb3a nydlle cobupaeT
BOEAMHO MHTOHALMW 04apOBaHWA M Bbi30Ba
MO OTHOLEHMIO K TEXHOOMTMYHOMY MCKYC-
cTBy. TeM He MeHee, Bblbop 1 MHTepnpeTauma
BCeraa 3a 3putefieM-noTpebutenem.

DOKYyC UCKyCcCTBa — 3TO 3a30p, NEPCNEKTMBA,
Nno3Bo/AoWan yBUAETb Hosee WMPOKYI0 Kap-
TUHY, 3MOUMA (MPOHMYHAA/KPUTUYHAA), KOTO-
pas Bcerga wHAvBMAyasbHA, BCerga BO3-
BpallaeT Hac K caMmM cebe M HarmomuHaerT,
e e MCKaTb OTBETbl Ha BOMpPOChI.

fantasy is tested with the experience. Only
this way with the help of the digital device
a man can hear (and see) what the sound
might be if reproduced when changing the
slope of the reproducing device itself — in
the present case that of iPad.

Quite another version of “the test with
experience” is characteristic to the inter
active video installation “The Aftertaste”
by a famous Ural group “Where the Dogs
Run” (the installation was specially created
for the exhibition along with the works
by other Ekaterinburg based artists). The
reality is initially mistrusted here, and the
effect of suddenness is already prepared by
the central image — alerting, intimidating
and hypernaturally looking falling potatoes.
Laboratory like projects that explore the
possibilities of digital technologies, or the
experiences of body engagement to the
creation of an artwork — all of this cannot
exist in isolation from life, especially
from the context of economics and mass
culture. The artists of “Electroboutique”
(Aristarkh Chernyshev, Alexei Shulgin) aim
to interfere into the logics of the relationship
between art and entertainment industry.
Their unique electronic objects (a paraphrase
on the topic of popular devices, such as iPod
or LED creeping lines) are based on paradox
and provocation. They disclose the structures
of mass electronic product manufacture,
and this is exactly what adds to the critical
charge of the works.

Electroboutique assembles together
intonations of excitement and challenge in
relation to the technological art in the
best possible way. Nevertheless, the final
choice and interpretation always stays with
the viewer and consumer.

An “art focus” is a clearance/gap and a
perspective that permits to see a wider
picture, an emotion (ironical/critical) that is
always individual and always turns us back
to ourselves and reminds us where to search
for the answers to our questions.

[ely}



[oueHT NHCTUTYTa UCKYCCTB U KYNbTypbl, PYKOBO-
avTenb JlabopaTopun MCKYCCTBEHHOMO MHTENEKTa,
Ounocodckmi darynbTeT, TOMCKUIN rOCyAapCcTBEH-
HbIli YHMBEPCUTET.

MCKYCCTBO U TEXHOJIOTUMU:
JIOTUKA TMBPUAU3ALUMN

3HayeHWe KynbTYpHOM rMbpuav3auUmMmM Kak QyH-
[aMEHTa/IbHOM IOMMKM KYNbTYPHBLIX U3MEHEHUN
ybeanTensHO Mokasan B CBOWMX MCCIeA0BaHUAX
Mapwan MaknosH (McLuhan, 1962, 2001). B vacr-
HOCTM, Ha NpVMepe pacnpoCcTPaHeHWA NeyYaT oH
NPOAEMOHCTPUPOBaST OMpeaensiowylo posib 3Ton
TEXHOOMM B Ky/IbTYPHOM AnHammKe XV-XIX BeEKOB.
TexHonornm nevaT — 370 TEXHO-XYA0MKECTBEHHbIN
rMbpwa nepeoro nopsaxa. M3HavanbHo no ceoei
CyTV OH He onpedenseT 3CTETUYECKoe CoaepKaHme
TOro, K AMCTpMbyLmmM Yero npeaHasHadveH. OgHaKo
€ro MCMosb30BaHME MOMET OKasblBaTb BAMAHWE
Ha XyOOMeCTBEeHHOe codepXaHue (nuTepatypy),
npespawan ¢opMy pacnpocTpaHeHua B CaMo-
CTOATENbHOE MCKYCCTBO (rpaduyecknin amsamH,
pa3paboTka WpndToB), a 3aTeM U CTUMYMPYA
MHOroobpasue nuTepaTtypHbix ¢opM. KpoMe Toro,
neyaTb O3HaMeHoBasfa MPUHLUMNMANBHBLIA nepe-
X0 OT @HTUYHBIX «TEXHE» M TEXHMKK, CBA3AHHBIX
C MacTepCcTBOM YEN0BEKa, K TEXHONOMMN KaKk camMo-
CTOATE/bHOM OTHYAEHHOM NIOrVIKe MPoV3BoACTBA —
npeaBecTbe MalUMHHOMO BEKa.

B KoHue XIX-ro — Ha4ane XX-ro BeKa TeXHO-Xy4o-
KeCTBeHHaA rmbpuamsauma BbIXOAMUT Ha HOBbLIN
VYpOBeHb B 3CTETMKE KMHeMaTtorpada — rmbpmaa,
B KOTOPOM TEXHOMOMMA HAYMHAET B 3HAUMTENIbHOM
Mepe AVKTOBATb 3CTETUYECKOE (BM3yarbHOE) Coaep-
YKaHWe KMHOMCKYCCTBA NPW COXPaHAIOLLECA 3aBMcn-
MOCTM OT ero TeaTpasibHO-ApaMaTYecKo 0CHOBbI
(rbpuabl BTOporo nopsaka). TBopHeckmin npoLecc
B KnHeMatorpade nosHOCTbIO OrpeaenaeTca Tex-
HOJTIOrMYECKOM CUCTEMOM MPOM3BOACTBA (3CTETUKA
KaMepbl M MOHTAMKa).

MapannensHo Co CTPEMUTENBHBIM Pa3BUTUEM KUHE-
Matorpada, MalmHa M TEXHOMOMMM KaK ABMKyLLAs
cv1na npeobpasoBaHmA MCKYCCTBA W KyNbTypbl Bblin
MOAHATLI HA 3HAMA EBPOMENCKOro Xy A0HECTBEHHOMO
aBaHrapga Hadana XX-ro Beka.

Pycckme KoHcTpykTvBuMCThl (B. TatnmH, [. BeTpos,
H. Ma6o), ntanbaHckme oyTypuctsl (O. MapuHeTTy,
1. Pyconno), npeacraBuTen HeMeLKoM LUKOsbl bay-
xay3 (0. LLnemmep, J1. Maxonmn-Harv) cozganm Hosyto
3CTETUYECKYIO MOEOMOMMI0 TEXHO-XY40HECTBEHHOM
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ART AND TECHNOLOGY:
THE LOGIC OF HYBRIDIZATION

Marshall McLuhan showed persuasively in his
works the meaning of cultural hybridization as
the fundamental logic of cultural transformation
(McLuhan, 1962, 2001). Specifically, using the
example of the introduction of printing press,
he showed how this technology determined
the cultural dynamics throughout the XV-XIX
centuries. Printing technology is the techno-
art hybrid of the first order, whose nature at
first does not determine the aesthetic content
of the phenomena which it is supposed to
distribute. However, the use of this technology
can influence the artistic content (verbal
arts in general), transforming the mode of
distribution into the distinctive form of art
(graphic design, font design), and eventually
enabling the multiplicity of literary forms.
Besides, printing press inaugurated the
profound transition from ancient “techne” and
technique based on the human handicraft, to
the technology, utilizing the self-sufficient
alienated logic of production — the advent of
the age of the machine.

At the end of the XIXth and the beginning of
the XXth century the techno-art hybridization
reaches new heights in the cinematic
aesthetics — that is, the hybrid form of
art where technology to the large extent
determines the aesthetical (visual) content
of the cinematography, retaining still its
dependence on the theatrical narrative base
(the hybrids of the second order). Cinematic
creative process is completely determined by
the technological system of production (the
aesthetics of camera and editing).

The fast development of the cinema at the
beginning of the XXth century coincided with
the hailing of machines and technology by the
European avant-guarde momement as the forces
that would bring about the transformation of
art and culture. Russian constructivists (V. Tatlin,
D. Vetrov, N. Gabo), Italian futurists (F. Marinetti,

rmbpuamnsaumu, rae TeXHONOrnaA HauMHaeT AWK-
TOBaTh GOPMY M cogepraHue. BonioweHwe 3Tomn
MOEe0N0rN NMPOLOSIHKMNOCL B aBaHrapaHbIX Tede-
HMAX XX BeKa M 0603Ha4MN0 HACTyreHVe «BeKa
MalunHbl». K rbpraaM BToporo rnopAaKka, Hapaay
C KuHeMatorpadom, bbinv gobaBneHsl NpPocTpaH-
CTBEHHO-CBETOBbIE CKY/IbMTYpPbl, KMHOMPOEKLMOH-
HOE COMPOBOXAEHME My3bIKUTbHBIX M TeaTPaSTbHbIX
NpeaCcTaBeHWN, AMEKTPOMY3bIKa/IbHOE 3BYKOM3B/Ie-
YeHme.

C 3TOro MOMEHTa, KaKk 0TMe4aeT W3BeCTHbIN dpaH-
Ly3ckuii nckycctesosed ®paHk Monnep (Popper,
2007), Ha npoTaxeHMn XX-ro BeKka MHTerpaums
WCKYCCTBA M TEXHOMOMMIA HOCKMA NMepMaHeHTHbIN
N HeobpaTuMbIM xapaKkTtep. OHa 3aTpoHyna BCio
KAHPOBYIO CTPYKTYpPY COBPEMEHHOI0 MCKyCCTBa
M B paMKax MonysaAapHOM, N B paMKax BbICOKOM
3CTETUKN.

HaunHas c cepeavHbl XX-ro BeKka, bnarogaps
KMBEPHETUKE M KOMMBIOTEPHBIM TEXHOSIOMMAM Mbl
HabniogaemM GopMMPOBaHME TEXHO-XYOOMECTBEH-
HbIX MMBPMOOB TPETLErO NMopsAaKa. KoMmbloTepHble
W BUOEOUIPbl, MEKTPOHHAA My3bIKa, MOAeNM BUp-
TyanbHOM peanbHOCTW, aNrOpUTMUYECKas KMBO-
MMCb, POBOTM3MPOBAHHAA CKY/IbNTYpa M MHTEpPaK-
TMBHbIE WMHCTINALMM HEBO3MOMHbI 683 cucTeMbl
KMbEepHETMYECKOro KOHTPONA. Mmbpuabl TpeTbero
nopsaKa oOT/MYaeT NPUHUMMMASBHO MHAA 3CTETUKA:
OMHAMMKA peasibHOr0 BPEMEHM, MPOLLECCYaIbHOCTb
M OTKPLITOCTb, MHTEPAKTUBHOCTb, AeMaTepmanmn3a-
LA XyO0XMeCTBEHHO0 06beKTa GopMMPYIOT CoBep-
LLEHHO HOBbIM 3CTETUHECKUIA OMbIT.

Mmbpuam3sauma UCKycCcTBa M TEXHOOMMIA ABMA-
€TCA 0OAHMM M3 aCreKToB 601ee CIoMHbBIX U 0BLLMX
MpoLLeccoB cMelleHus cdep M 06bEKTOB, 40 3TOro
CyLLeCTBOBAaBLUMX pa3gesnbHo M CaMOCTOATESbHO.
Yenoseyeckoe Teso Bce bosblue npeBpaliaeTca
B Knbep-rmbpua nnoTM M pasanyHblX MalWH,
nepeaBuraloLLmx, TOHU3PYIOLWMX, CTPRYKTYpUPYIo-
LLIMIX YenoBeYecKoe Teno. IKOHOMUKA CMeLLMBAEeTCA
C 3CTETMKOMN, MOSIMTUKA C 3KOHOMMKOM, NOMUTUKA
M 3KOHOMMKA — C TEXHOMOMMAMK, B HAYKax Hapac-
TaeT AaBneHve rmbpmam3aumm rnog 3HaMeHeM Mer-
OCUMNIIMHAPHOCTW.

Ho Kak onpegenntb M KBanuduumposaTb
WCKYCCTBO TEXHO-XYO0XECTBEHHbIX rMMbpnaos?
B coBpeMeHHbIX MCCNefoBaHUAX WMCKycCTBa
N TEXHOMOMMIA UCMONb3YeTCA pasHoobpasHas Tep-
MWHOSOMVA: «Meama-MCcKycCTBo» (Daniels), «Mckyc-
CTBO HOBbIX Meaua» (Rush, 2005), «KoMrbloTepHoe
MCKyCCTBO» (Weiss,), «umndpoBoe mnckycctso» (Paul,
2003), «kmbepHeTnYecKoe UcKyccTBo» (Cybernetic

L. Russolo), and members of the German
Bauhaus movement (0. Schlemmer, L. Mogoli-
Nady) created the new aesthetical ideology of
the techno-art hybridization, where technology
begins to determine the form and the content.
This ideology was further developed in the
avant-garde movements of the XX century
and marked the beginning of the “age of the
machine”. The new hybrids of the second order
were, apart from the cinema, light sculpture,
cinematic visualization of the musical and
theatrical performances, the advent of the
electronic sound.

Famous French art historian Frank Popper
(Popper, 2007) stated that from this moment
and throughout the XX century the integration
of art and technology became permanent
and irreversible. It changed the whole genre
structure of the contemporary art both of
popular and high aesthetics.

Techno-art hybrids of the third order have been
developing since the middle of the XXth century,
based on cybernetics and computer technologies.
Computer and video games, electronic music,
algorithmic art, virtual reality models, robotic
sculptures and interactive installations cannot
exist without computer control systems.
Hybrids of the third order produce totally
different aesthetics: the dynamics of the
real time processes, openness, interactivity,
dematerialization of the work of art combine
to create completely new aesthetic experience.
Hybridization of art and technology is one
of the aspects of the more complex and
general process of mingling fields and
objects which heretofore existed separately
and independently. The human body becomes
the cyber-hybrid of the flesh and various
devices which propel, tone up and structure
the human body. Economics intersects with the
aesthetics, politics with the economics, politics
and economics mix with the technology, and the
academic field is pressured into hybridization
under the label of cross-disciplinary approach.
But how can one determine and qualify the
art of techno-creative hybrids? Contemporary
analyses of the arts and technologies offer
extensive terminology: «media-art» (Daniels),
«new media art» (Rush, 2005), «computer art»
(Weiss), «digital art» (Paul, 2003), «cybernetic art»
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Serendipity, 1968), «TEXHOIOrMYECKOE MCKYCCTBO»
(Popper, 2005), «MHbOPMALMOHHOE MCKYCCTBO»
(Wilson, 2002), «rmbpnaHoe mckyccTeo» (Stocker,
2005), «BMpTyasibHoe MCKyccTBo» (Grau, 2003).
MMNAMUMTHBIM CogepKaHmeM BCeX 3TUX TEPMUHOB
ABMAETCA CYLUHOCTHAA CBA3b MCKYCCTBA M TEXHOSO0-
M. ACHOCTb B 3CTETUHECKOE M TEXHOMornYecKoe
cogepaHve TepMUHOAOrMYeckoro msobunusa
MOMET NOMOYb BHECTW MCTOPUYECKan NepcrexTvBa.
C Hawen TOYKM 3PEeHNA, TEXHO-XYAOKECTBEHHAA
rmbpuamsauma B XX-M BeKe npoLusia YeTbipe UCTo-
pUHECKMX 3Tana.

TexHonornyeckoe UCKycCcTBO

(koHew XIX — nepBas nonoBuHa XX-ro BeKa)

TepMuH «TEXHOIOMMYECKOE MCKYCCTBO» Obin Nped-
NIOYKEH PpaHLy3CKMM UCTOPUKOM M UCKYCCTBOBE-
nom OpaHkoM Monnepom (Popper, 2005). C ero
TOYKM 3PEHUA, TEXHOMOMMYECKOE MCKYCCTBO ABNA-
€TCA pe3ynbTaToM GyHAAMEHTATbHOM MHTEerpaumm

MCKYCCTBA M TEXHOSIOM M, @ He MPOCTOM 3CTeTU3aumm

nocneaHux. 310 — oaHa U3 BarKHEMLLIMX TeHOEHLMM

KySbTYPHOM AMHaMUKM XX-T0 BEKa, HA4Ya10 KOTOPOM

6b110 NoNoMeHo GoTorpadmen 1 KMHeMaTorpadpoM

elle B KoHLe MpeaLlecTByoLLero cToneTms. ABaH-
rapAHble 3KCrepuMeHTbl Hadana XX-ro BeKa npu-
BHEC/TM TEXHOIOMMYECKMI 3IEMEHT B CKY/bNTYPY
(KMHETMYECKOE MCKYCCTBO, CBETOBOE MCKYCCTBO),
B TeaTpasibHOe, B My3bIKa/lbHOE TBOPYeCTBO. Bee-
Bonog Menepxonbg B Poccvm, SHpuKo MaMnonvHm

1 Ouamnnno MapuHeTTn B Utannm, Ockap LLinemmep
B l'epMaHnM bbinM NMMoHepaMM MalLMHM3aUMM Tea-
TPaNbHOMO MCKYCCTBA M CO34aTensAMn HOBOWM 3CTe-
TUYeCKon NNaThopMbl 4518 060CHOBAHNA CBOMX IKC-
rnepyMeHToB. My3bIKarnbHasA 3CTETMKA Hadana XX-ro
BeKa B LIe/IOM MOBEPHYMACh K PU3NHECKON OCHOBE
3BYKa W TEXHOMOMMYECKMM CpeacTBaM 3BYKOMO-
poraeHna (J1. Tepmen, K. LTokxayseH, [. Keo,
3. Bapes) (Holmes, 2002).

KubepHeTnueckoe uckyccreo (1950-70-e)

B nocneBoeHHoM Mype 1950-x ctpeMuTesnibHoe pas-
BUTWE KMBEPHETVIKM M KOMIMBIOTEPHBIX TEXHOIOMMIA

CTa/10 OCHOBHbBIM KOHTEKCTOM TpaHchopMaLmi Tex-
HOJI0rM4eCKoro MUCKyccTBa. B cTporoM cooTeeTCTBIM
C OCHOBHOW Maeei KMbepHETMKM 0 HeobXxoaMMOCTM

06paTHOM CBA3M B MMBOM M HEHMBOM MUpe (BuHep,
1983), TeXHONOrMM CTAHOBATCA MHTEPAKTUBHBLIMM.
B 370l CBA3M CleayeT ynoMAHYTb MHTEPAKTUBHbIE
MaluMHbl U CKyNbNTYpbl MopaoHa Macka, KoMnbio-
TepHylo My3blky JlopeHa Xunnepa, AHnca KceHa-
Kuca M Makca Matbloca, kubep-Teatp buna Knio-
Bepa W Pobepta PayweHbepra, anropuTMUYECKyto
HMBOMUCb M aHMMaumio (Maiikn Honn, Yapse3s Lypw,

(Cybernetic Serendipity, 1968), «technological
art» (Popper, 2005), «informational art» (Wilson,
2002), «<hybrid art» (Stocker, 2005), «virtual
art» (Grau, 2003). An implicit element of all
these terms can be summed as the essential
connection of art and technology. The clarity in
the aesthetic and technological content of this
terminological abundance can be developed
through the historical perspective.

From our point of view, techno-artistic
hybridization of the 20th century developed
through four historical stages.

Technological art (end of the 19th — first
half of the 20th century)

The term «technological art» was introduced
by the French historian and art critic Frank
Popper (Popper 2005). He viewed technological
art as a result of the integration of art and
technology at the fundamental level, not just
the aesthetization of the technology. This is the
one of the most important trends in the cultural
dynamics of the 20th century, which can be
traced back to the emergence of photography
and cinema at the end of the previous century.
At the beginning of the 20th century avant-
garde experiments introduced technological
component to the art of sculpture (kinetic
art, light art), as well as to the theater and
music scene. Vsevolod Meyerhold in Russia,
Enrico Prampolini and Filippo Marinetti in Italy,
Oskar Shlemmer in Germany were the
pioneers in the mechanization of the theatre;
they also introduced new aesthetic theories
to validate their experiments. At the beginning
of the 20th century musical aesthetics in
general started to explore the physical basis
of sound as well as technological tools for the
sound production (Leon Theremin, Karlheinz
Stockhausen, John Cage, Edgar Varese) (Holmes,
2002).

Cybernetic art (1950-70-s)

In the postwar period of the 1950-s
technological art was transformed by the
sweeping development of cybernetics
and computer technologies. Technologies
became interactive — completely in accord
with the main idea of cybernetics — namely,
the necessity of feedback between the living
and the artificial worlds (Norbert Wiener, 1983).
The examples include the interactive machines

Ken HonToH, MaHdpea Mop v ap.).

Mbpnabl KMBEepHETMYECKOro MCKyccTBa 0603Ha-
UMM CobbITVE MEepBO BCTPEYM KOMIMbIOTEPHbIX
TEXHOMOMUIA N XYOOXEeCTBEHHOM Tpagmumm. Kom-
MNbloTep 6bl1 yCrewHo onpoboBaH He TOSbKO B Kave-
CTBE MHCTPYMEHTa KMBEPHETUYECKOrO KOHTPONS,
HO M KaK MaLUmMHa, CriocobHanA K caMOCTOATESIbHOMY
TBOPYECTBY — KaK Mblc/1ALanA MawumHa (lhnatowicz,
1971).

Lindposoe uckyccreo (1980-2000-e)
TprnymoansHoe wecTene uUMdpPoBOro MCKYCCTBa
KOCHY/10Cb BCEX ACMEKTOB Ky/IbTYPHOr0 MPoM3BO4-
cTBa. KoMnbloTepHble BU3yasibHble 3QQEKTbI 1 Tpex-
MepHaA aHMMaumA Co34aM COBEePLUEHHO HOBbIN
BM3yasnbHbIM NaHAwadT 1980-90-x. KuHemarorpad
cTan, no CywecTsy, TPYAHO OT/IMHYMM OT KOMMbIO-
TEPHOM aHUMaLmM C TOYKM 3PEHMA BU3YaslbHOMO
KayecTsa m TexHosnorum npovssoacrea. paduue-
CKMM M NMPOMBILLNEHHBIM AM3alH NepeLlen Ha KoM-
MNbloTepHble MHCTPYMeHTbI (CAD). Takse npaktnde-
CKW MOJSHOCTLIO MEpeLLIo Ha LmdpoBble GopMaTbl
WCKyCCTBO doTorpadum 1 6amsKon K Heln dpoTope-
QMCTUHECKOM rpaduKm.

Cnounca Lenbi pag HoBbIX OPUrMHAUTBHBLIX XyA0~
YKEeCTBEHHbIX aHpOB, Cpean KOTOPbIX: UMMEPCUOH-
Hble cpeabl (BUPTyaslbHasA peasnibHOCTb), HTepaK-
TVBHbIE U TENeMaTUYeCKMe MHCTIALMM, PobOoThl
1 @BTOHOMHbIE areHTbl, CETEBOE MCKYCCTBO.
LindpoBoe MCKyCcCTBO — B OTIMUME OT KMBEPHETU-
YECKOrO M TeXHOOMMHECKOr0 — MOJTYYMIO LUMPOKOe
VMHCTUTYUMOH/IbHOE 0hopMeHre B BMae Crieuma-
JIVBMPOBaHHbIX BbICTABOYHbIX LIEHTPOB (Ars Electronica,
ZKM, Laboral, V2), bectvsanei (Ars Electronica), Kom-
naHni (ART+COM) m cryami (ILM, Pixar) v ap.
Fopu3oHTbLI rM6pUAHOro UCKyccTBa

(koHew, 1990-x — 2000-¢)

Lindposoe mcKkyccTBo co3gano noysy ana Gpopmmn-
POBaHVA Aa/TbHENLLIMX TPAEKTOPUN TEXHO-XYO0Me-
CTBEHHOM rbpnan3saumm. MbpnaHoCTsL Bce 60/bLue
CTAHOBUTCA OAHMM M3 BRXKHEMLUMX 3CTETUYECKMX
MPVHLMIMOB COBPEMEHHOM0 MCKycCTBa. MprMepoM
TOMY ABMAIOTCA XYOOMECTBEHHbBIE 3KCTEPVMEHTbI
C 610~ 1 MeaULIMHCKMMK TexHonoruaMn. Onloopuc-
LIeHTHbIM Kponvk 3ayapao Kaua, pblbKkiM-poboThl
KeHa PvHango, HecyllecTytoLlee BELLECTBO, CO3-
[aHHoe B nccreoBaTeNibCkoM LieHTpe Cumbmo-
TVIKa; UCKYCCTBEHHO BbIPALLEHHOE YX0-UHTEpOENC,
MMMIaHTMpoBaHHOEe B pyKy CTenapka — Bce 3Tu
npyMepbl paanKanbHO HOBOW 3CTETVKM — COBpe-
MeHHOro aBaHrapaa XX| Beka — LOeMOHCTpUpYIoT
rOPV30HTbI KPEATMBHOM MMbpraM3aLmMmM UCKYCCTBa,
HayKM 1 TEXHOMOT U,

and sculptures of Gordon Pask, the computer
music of Lejaren A. Hiller, lannis Xenakis and
Max Mathews, the Cyber Theatre of Bill Kluver
and Robert Rauschenberg, and algorithmic
painting and animation (Michael Noll, Charles
Csuri, Ken Nolton, Manfred Mohr). Hybrids of
cybernetic art have set the first meeting of
computer technologies with artistic tradition.
Cybernetic art and its hybrids heralded the first
encounter between the computer technologies
and the artistic tradition. Computers were
successfully tested not only as an instrument of
cybernetic control but also as a machine which
can perform an independent creative work — a
thinking machine (Edward lhnatowicz, 1971).
Digital Art (the 1980s — 2000s)

The triumphal progress of digital art has
affected all the aspects of cultural production.
Computer visual effects and 3D animation
created an entirely new visual landscape in the
1980-90s. Today visual quality and production
techniques make it difficult to distinguish
between cinema and computer animation.
Graphic and industrial design has completely
switched over to the computer instruments
(CAD). The art of photography and closely
related to it photorealistic graphics have almost
completely migrated to the digital formats as
well.

Several new original genres have developed,
including immersive environments (virtual
reality), interactive and telematic installations,
robots and autonomous agents, and net art.
Horizons of the hybrid art (end of the
1990s — 2000s)

Digital art prepared the field for the
development of new trajectories of techno-art
hybridization. Hybridization is becoming one
of the most important aesthetical principles of
the contemporary art. Examples include artistic
experiments with bio- and medical technologies,
the fluorescent rabbit by Eduardo Kac, robotic
fishes by Ken Rinaldo, the non-existent matter
created at the Symbiotica research centre, the
artificially grown ear interface implanted in
Stelarc’s arm — all these are the examples
of the radically new aesthetics — the
contemporary avant-garde of the XXI century —
and they open new horizons for the creative
hybridization of art, science and technology.
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FnaBa nporpammbl UckyccTBo, Hayka n Tex-
Honoruu B YHuBepcuteTte 3Bopa, Moptyranms;
npodeccop YHuepcuteta Momney ®abpa
B bapcenoHe, YHusepcurteta BaneHcuu, Ucna-
HUA.

«[nA noboro coBpeMeHHOro fABMEHUA BO3-
MOMHOCTb aHanm3a 1 NpUATUA — B NPOTUBO-
MOSIOXKHOCTb OTTOPMEHMIO — TpebyeT Bbipa-
60TKM HOBbIX MHTENSIeKTyanbHbIX NOAX040B
M cnocobos B3amMoaencTena. OgmH 13 nyten
K TaKMM HOBbIM METO4aM AEMOHCTPUPYET Teo-
pvA 1 MpakTWKa Meama UCKyCCTBa, M 0CobeHHO
WMHTEPAKTUBHOIrO Megua MCKYCCTBa, BAMAHWE
0BHOBNALWMXCA KOHLENUMA KOTOporo npo-
ABNAETCA YXKe B TOM PaKTe, YTOo 3CTeTMYecKan
Teopua bofiee He OrpaHNYMBAETCA 06BEKTOM
MCKYCCTBa, HO 0bpallaeTca K ero npoueccy,
CTPYKTYPE M KOHTEKCTaM, K LUMPOKMM B3au-
MOCBA3AM C MPOYMMKM AUCLMNIMHAMK, Nepe-
cMaTpuBan ponu cosgdaTens v 3puTens npo-
n3BegeHmA UCKycCTBa.

CnokHbIM nMpoLecc TpaHchopMaLunn, KOTopbIn
MPOLLN MCKYCCTBO M 3CTETUKA, a TaKke rny-
60Koe nepensieTeHMe MeXAMCUMNIMHAPHBIX
CBA3eMN, MOryT bblTb OCMBICNIEHbI TOMBKO B X04€
NCCNedoBaHnA TeX ABMEHUIA U TEOPUIA, KOTO-
pble 40 CMX nop cnocobcTBoBanM CMHTOMMM
WCKYCCTBA, HAayKM M TEXHOSIOMMK, U NPOLoN-
aT genatb 3T0 B bygyweM. HegoctaTouHo
OMMCbIBaTb HbIHELIHEE MOMOMEHNE UCKYCCTBA,
NCX04A M3 ero 3NMUeHTpa; BMECTo 3Toro cfe-
OyeT pacwmpuTb FOpPU30HT MccnenoBaHus,
BK/IIOYMB B HEr0 CMEXHble 061acTh 3HaHusA,
a TaK*Ke npocsieanTb NCTOPUYECKMe NPOoLEeCChl,
B KOTOPbIX 0B6HApYXMBAIOTCA COOTBETCTBYIO-
LMe U3MEHEHWA M COBPEMEHHbIE ABIEHMA.

HecoMHeHHO, XyOoMeCTBeHHasA aganTauus
HOBbIX TEXHOIOT Wi, M CYLLeCTBYIOLWME CEerogHs
KOHKpeTHble $OpMbl COeAMHEHUA HayKu
M UCKYCCTBA MpYBOAAT K CamblM pa3Hoobpas-
HbIM BOMPOCaM — Kak NpakTUYecKkoro 1 ¢op-

CLHUDIH
GIHHHETTL

Head of the Art, Science and Technology
program, University of Evora, Portugal;
professor at University Pompeu Fabra of
Barcelona, University of Valencia, Spain.

«New intellectual approaches and modes
of experiencing must be found in order to
enable the analysis and assimilation —
as opposed to rejection — of the
contemporary phenomena. One access
route to these new forms is shown by
the theory and practice of media art, and
of interactive media art especially, whose
renewing concepts are discernible in
the fact that aesthetic theory is no
longer focused exclusively on the art
object itself, but on its process, on system
and contexts, on the broad linkage of
different disciplines, and on reformulating
the roles of the maker and the viewer of
a work of art.

The complex process of transformation
undergone by art and aesthetics, as well
as the closely intermeshed interdisciplin
ary relationships, can be understood only
by investigating those phenomena and
theories which have so far driven forward
the syntopy of art, science, and technology,
and in the future will continue to do so. It is
not sufficient to describe the current state of
art by concentrating on its epicenter; instead
one must expand the horizon of consideration
to adjacent fields and trace the historical
developments in  which corresponding
changes and contemporary phenomena can
be discerned.

Without a doubt the artistic use of new
technologies and the specific current
forms of interlocking science and art lead
to diverse formulations of questions — of
practical and formal, as well as conceptual

MasibHOro, Tak M KOHLenTyansHoro u duno-
codCKoro xapaxkTepa,— OTBET Ha KoTopble
MOXeT AaTb NuLib byayliees.

«Jupposasa scmemura», onydauKos8aHo

8 Medienkunstnetz/Media art net. (2005)
http://www.medienkunstnetz.de/themes/aesthetics_of the_digital/

Fnasa paKynbTeTa Megua

W ayAVOBU3YaSIbHOMW KY/IbTYpbI,
YHuBepcurer r. Jloasb, Monblua;
npodeccop Akagemun xyaoxecrts B Jloase.

«/HTepaKTVBHOE NpoV3BeaeHMe UCKYCCTBaA Mpu-
HMMaeT GopMy COBbITUA. XyOOMKHMK He co3daeT
OKOH4YaTeNlbHOe, 3aBeplleHHoe npou3Bene-
HMe — BMeCTO 3TOro, OH NMpPoM3BoAUT 06/1aCTb
[0eATeNbHOCTV ANA aApecaTos, KoTopble CBOMMM
WHTEPaKTUBHLIMU AEMCTBMAMM MOPOMKAAIOT NMpo-
u3BeaeH1e-cobbITVe. He3aB1CMO OT TOr0, KaKyio
(hopMy NMPUMET OKOHYATESbHbIN NPOAYKT AeATeNb-
HOCTM XyOOMHWKa, MHTEPaKTVBHOE Npov3BeaeHme
HaxoaWT OKOHuYaTeNbHOE BOM/OLIEHWNE TOMBKO
B pe3y/bTaTe Coy4acTBYIOLLEro NnoBedeHUA 3pu-
Tenei. MocnegHye, TakMM 06pa3oM, CTaHOBATCA
YYACTHUKaMK, aKTepamm, UCNONMHUTENAMU UK
(co)TBOPUAMM NpOM3BEAEHNA-COBLITUA. MOMHO
npocneauTb Lienblid pAg cLeHapues, HanpaBna-
IOLLMX MHTEPaKTVBHOE NMoBedeHVe aapecaToB —
CTpaTervii MHTEPaKTUBHOI O MCKYCCTBA: CTpaTerm
WHCTPYMEHTA, MIrpbl, apX1Ba, NabUpMHTA, pU30Mbl,
CUCTEMBI, CETU M CNEeKTaKNA. AHanm3 MHOMBMAY-
arnbHbIX CTpaTeruii NoKasblBaeT, UTo BCe obLume
3/1eMeHTbl, KOTOpble MMEeloT MeCTOo B Kax.4oWn
M3 HYX 1 XapaKTepu3yIoT UHTEPAKTMBHBIA OMbIT
B LIE/NIOM, Ka¥K bl pa3 OpraHm13yoTCs No-pasHoMy.
K 3TMM 3nemMeHTaM OTHOCATCA: UHTepGhENC, B3a-
MMOAENCTBIA, AaHHble (6a3bl AaHHbIX), OpraHn-
3aumMA AaHHbIX (MMNepTeKCT, KMBepTeKCT), Npo-
rpaMMHbIe W annapaTHble CUCTEMbI, OTHOLLEHMA
ME Y YYACTHMKaMM, a TakKe nepdopMaHc/creK-
TaK/Nb.»

«Cmpamezuu UHMepaKkmuBHo20 UCKYyCcCmaBa»,

onybnukosaHo 8 Journal of Aesthetics & Culture,
Vol. 2, 2010 DOI: 10.3402/jac.v2i0.5525

and philosophical nature — to which only
future developments will deliver an answers.

“Aesthetics of The Digital”, published in

Medienkunstnetz/Media art net. (2005)
http//www.medienkunstnetz.de/themes/aesthetics_of the_digital/
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Head of the Department of Media and
Audiovisual Culture at Lodz University,
Poland; professor in Academy of Fine
Arts in Lodz.
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«An interactive artwork takes on the shape
of an event. An artist does not make a final,
completed piece of art, instead produces
an area of activity for the receivers,
whose interactive actions bring to life an
artwork-event. Regardless of what shape the
final product of an artist’s activity takes on,
an interactive artwork finds its final formation
only as a result of participative behavior
of the viewers. The latter ones in that way
become participants, performers, executors, or
(co)creators of an artwork-event. A number of
scores that project the interactive behavior of
the receivers, the strategies for interactive art
can be distinguished: strategy of instrument,
game, archives, labyrinth, rhizome, system,
network, and spectacle. The analysis
of individual strategies reveals that all the
common elements that occur there and
characterizing an interactive experience en
globe are organized differently each time.
These elements are interface, interactions,
data (database), data organization
(hypertext, cybertext), software/hardware
system, relations among participants, and
performance/spectacle.»

“Strategies of Interactive Art’,
published in Journal of Aesthetics & Culture,
Vol. 2, 2010 DOI: 10.3402/jac.v2i0.5525
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Christa Sommerer & Laurent Mignonneau

[aTumKmn, MMKPOMOTOP, MUKPOBEHTUILIATOP,
cBeToguodbl, 6atapen, ycuauTenu, Mogysib
6ecrnpoBoaHOM CBA3MW.

RU

Ocs3aHre 00 cvx Nop OCTAETCA O4HMM M3 CaMbiX
WMHTUMHBbIX 4yBCTB, A1 OMNMCaHWA  KOTOPOro
Henerko nogobpatb HyKHble crioBa. Mobunb-
Hble TenedoHbl HACTOMbKO CWIBHO W3MEHMIN
HaLly XM3Hb, YTO BCE Mbl Y¥Ke rOTOBbl CMUPUTLCA
C COKpaLLEeHMEM IMYHOIO MPOCTPaHCTBa B 06MeH
Ha OVMHAMWMYHOCTL M MHOOPMMPOBAHHOCTL. [11A
MCCNe00BaHMA B3AMMOOTHOLLEHWA MeMay 4acT-
HOM MUM3HbIO M MY6IMYHOM OTKPBLITOCTBID M BbiN
Co34aH NpoeKT «MobunbHble YyBCTBa», BriepBble
npeacTaBneHHbIN Ha dpecTmBanb «Ars Electronicax
2003 B JInHUEe, ABCTpUA.

«MobunbHbIe YyBCTBA» — 3TO XYOOMECTBEHHbIN
MPOEKT, MO3BONAIOWMI  MOML30BATENAM  MNepe-
[aBaTb M CuMTbIBATL MapameTpbl CBOEro Tena
C noMolpto becnpoBogHoM cetn. MobunbHble
YCTPOMCTBa, paspaboTaHHble cCreumasibHo  AnA
3TOro MPOEKTa, NO3BOSIAIT MOML30BATEAM, HAX0-
OALMMCA Ha paccToAHMM, OwylwaTb cepauebu-
eHVe W fbixaHve gpyr gpyra. Vccnegosanus
ana «MobubHbIX YyBCTB» Ha4Ya M MpoBOAUTLCA
B 2001 rogy Kak COBMECTHbIM MPOEKT ero Co3-
narenen, MHCTMTyTa nepenoBbIX Meaya WUCKYCCTB
1 Hayk (IAMAS) u France Telecom Studio Créatif.
Bblno pa3paboTaHo 6 YCTPOMCTB, KarKaoe M3 KOTo-
pbIX COOEPHUT PasHO0bpasHble AATUMKKM, MUKPO-
KOHTpONnepbl, 6atapen 1 6ecrnpoBoaHON Mody b
obMeHa cooblueHnamK. [MepBble Bepcm Moaob-
HOMO YCTPOMCTBA pa3MeLIMCb B ThiKBaX, BTO-
pble — B ANLEBUOHBLIX hopMaXx.

YcrponctBo AnA npoekta «MobunbHble YyBCTBa»
COCTOUT M3 Pa3MYHbIX MUHW OATYMKOB, TaKuX,
KaK AaT4vKM NynbCa, AbIXaHWA, TAKTUbHBLIN aT-
UMK. NOMWUMO 3TOro, B HEM, TaKMKe, ecTb MUKPO-
MOTOP, MMKPOBEHTUIATOP, 2 CBeToanoaa benoro
CBEYEHWA W aKKyMy/nATOpHasa batapen. Karkpoe
YCTPOMCTBO ~ OCHAWEHO  MWKPOKOHTPOS/IEPOM
16 MIy, Tpema NpegycvnTeNaMn N YCUIUTENEM.
BHYTpW 3TNX YCTPOMCTB TaKKe HaxoamTcA Moay b
Bluetooth, KoTopbIi MOXeT YCTaHOBUTL MpA-
Myl0 CBA3b Mexay 6-10 yCTponcTBamm B paguyce
[ecATM METPOB WM CBA3ATLCA C APYrvM YCTpOn-
CTBOM C BK/toveHHbIM Bluetooth (Hanpumep, c MK
mnm KIMK), cnocobHbIM NoAKMOUMTLCA K MHTEpHET
MM K CETU MOBUIbHOM CBA3M NOCPeACTBOM Tene-
¢oHa c Bluetooth. 3T0 no3BonAeT BceM LWeCTU

EN

The sense of touch still remains one of
our most private sensations for which we
still lack a concise descriptive language.
Mobile phones have transformed our
social and individual lives in such a radical
fashion that we all have grown to accept
a decreasing sense of privacy in exchange
for connectivity and mobility. To explore
this relationship between privacy and
ubiquity and connectivity, the «Mobile
Feelings» project was created and was first
presented at the Ars Electronica 2003 in
Linz, Austria.

«Mobile Feelings» is a mobile art project
where users can send and receive body
data over a wireless communication
network. Specially designed «Mobile
Feelings» devices allow remote users to
feel each others’ heartbeat and breath from
a distance. Research for «Mobile Feelings»
started in 2001 as a collaborative project
between the authors, the IAMAS Institute
of Advanced Media Arts and Sciences
and the France Telecom Studio Créatif.
We designed 6 «Mobile Feelings» devices,
which each contain various sensors,
actuators, microcontrollers, batteries and
a wireless communication module. The
first version was housed in gourds, the
second in egg-shaped forms.

A «Mobile Feelings» device consists
of various miniature sensors, such as
a pulse sensor, a touch sensor and a
breath sensor, as well as a micro motor,
a micro ventilator, 2 white Leds and
a rechargeable battery. Each device
also contains a 16 MHz microcontroller,
3 preamplifiers and an amplifier. Within
each device is a Bluetooth module, which
can either establish direct connections
between the 6 devices in a range of
10 meters or communicate with a nearby
Bluetooth-enabled device (such as a PC or
PDA) that can connect to the internet or to
a mobile phone network via a Bluetooth-
capable phone. This enables all 6 devices




yCTporcTBaM coobLuatbca Apyr ¢ ApyroM 6e3 npo-
BOAOB W OTNpaBnATb MHPOpMaumio Yepe3 NHTep-
HET WM COTOBYIO CBA3b MO/b30BATENAM, HAX04s~
LLWMCA Ha PACCTOAHMMN.

Koroa nonb3oBatens 6epeT 04HO M3 MOA06HBIX
YCTPOMCTB M MOMELLAET Nasiel, Ha AaT4umK nynbea,
KOTOPbIM PACMONOMEH HA BEpLUMHE ANLIEBUOHON
060/104KK, CBETOAMOA HAYMHAET MMraTb, MOKa-
3blBaA 4acTtoTy M cwiy cepauebueHma  3Toro
YenioBeKa. TOMHO TaKMM e 06pasoM cBeToamon
Opyroro ycTporcTBa CObMpaeT v BU3yam3mpyeT
mHbopMaumio 0 cepauebreHMn BTOpOro Mosb30-
BaTenA. Bropoi cBeToavon obecneunsaeT 06omx
rnonb3oBaTenen  BM3yalbHOM  MHbOpMaLUMen
0 cepauebueHnn apyr opyra, NoKasbiBas vacToTy
M cuny cepauebreHrs Nonb3oBaresia, Haxo4ALe-
rocA Ha PaccTosAHMM. TakuM 06pa3oM, Mosb3oBa-
Tefb MOMyYaeT CBEAEHWA M O CBOEM CODCTBEH-
HOM MyfibCe W O MyfbCe APYroro Mosb3oBaTess.
MoMmMo BU3yanm3aumm cepauebrenms, oba oly-
LWAIOT PUTMUYHYIO MybCALMI0 B CBOEN Naf0HW,
KOTOpanA B TOYHOCTM COOTBETCBYET cepaLedmenHmio
Opyroro nofb3oBatensa. 3T0 TaKTUMbHOE oLuyLle-
HWe co3gaeTcAa 6narogapA npyeody, KOTOpbIM
COCTOUT M3 MMKPOMOTOPA, OBMMAIOLLEro MaseHb-
KMe KYCOYKM MeTaulia M CO34AIOLEro OLLyLeHWe
nynbcaumm. B pe3ynbtate oba nonb3oBatens
MOMEHTA/IbHO MOMyYaloT daHHble O cepauebue-
HWM Opyr gpyra B ¢OpMe PUTMMYHOM Mynbcaumm,
KOTOpaA M3MEeHAEeTCA OT Mo/b30BaTeNA K Nosb30-
BaTE/IO0 N MOMET AaKe nepedasaTb (pu3M4ecKoe
M 3MOLUMOHANBbHOE COCTOAHME 4enoBeka. bna-
rogapAa 3TMM ycTpocTBaM oba Mosb3oBaTens
MOMyT FBHO MOYYBCTBOBATb M3MYECKYID CBA3b
Opyr C APYroM: KXKabl M3 HUX KaK By4TO AepHuT
cepaue Opyroro 4YesioBeka B CBOEM pyKe WM OLy-
LLAET CMNY M 4acToTy breHnsa ero cepaua.
BO3MOMHOCTM 3TUX YCTPOMCTB HE OrpaHuYvBa-
I0TCA 0OHOM VLWL Nepeaaqen AaHHbIX O MysibCe,
MOCKOJIbKY OHM TaKKe CHabMKeHbl AaTUMKOM OblXa-
HMA 1 MMKPOBEHTUIIATOPOM. Korga nonb3oBarens
ObllWMT B YCTPOMCTBO, TEMIO ero AbiXaHuA PUK-
CVPYETCA, aHIM3MPYETCA W OTNPABAAETCA 3aTeM
B YCTPOMCTBO Apyroro nonb3osartena. MHpopma-
UMA 0 OblXaHWM Cpasy e MpeBpallaeTca B ner-
KW BETEPOK, KOTOPbIM AYeT M3 MWKPOBEHTUNA-

to wirelessly communicate with each other
and to send information over the internet
or a telephone network to remotely located
users.

When the user picks up one of the
«Mobile Feelings» devices and places his
or her finger on the pulse sensor on top
of the egg shaped interface, a Led light
starts blinking, showing the strength and
frequency of the user’s heartbeat. Likewise
the pulse data of a second remote user is
also captured and visualized by the Led
of their device. A second Led in each
device shows the heartbeat frequency
and strength of the remote user, providing
both users with visual feedback about
their own pulse and that of the remote
user. In addition to the visualization of the
eartbeats, both users also feel a strong
rhythmic pulsing in their palm, which
corresponds to the actual heartbeat of
the remote user. This haptic sensation is
generated by an actuator consisting of a
micro motor that moves a small piece of
metal and creates the pulsing sensation.
This results in the immediate haptic
feedback from the remote user’s heartbeat
and its frequency in the form of a rhythmic
pulsing, which varies from user to user and
can even reflect his or her emotional and
physical state. Both users can thus feel a
strong sense of bodily connection through
these devices, similar to “holding each
other’s heart in their hands” and feeling
the other’s heartbeat and strength.

In addition to the heartbeat data, the
«Mobile Feelings» devices also host to a
breath sensor and a micro ventilator. When
a user breathes onto the device, the heat
of his or her breath is captured, analyzed
and then sent to the remote user’s device.
The breath data are then instantaneously
translated into a small wind, which is
emitted by the device’s micro ventilator of
the remote user’s device and creates an
additional sense of bodily connection.

TOpa YCTPOMCTBA, HAXOAALLEerocA B pyKax Apyroro
rnonb3oBaTena. 3T0 TOXe ycnmBaeT 3PdeKT
drBnYeCKom CBA3N.

«MobunbHbIe YyBCTBA» — 3TO XYOOMECTBEHHbIN
MPOEKT, MCCNeaYIOWMA HeCTaHAAPTHbIE CrOCoObI
06LLEHMA, TaKMe, KaK nepegada AblxaHua v npu-
KOCHOBEHWIM MO CETW MOBUMBLHOM CBA3W. YHMKab-
HOCTb pe3ynbTata 3TUX MCCIedOBaHWA  3aK/mio-
YaeTcA B TOM, YTO COBEPLUEHHO HE3HAKOMble
noav MoryT OennTbCA Apyr C APYroM CambiMu
VHTUMHBIMM OU3MYECKUMM OLLIYLLIEHWAMW HA pac-
cToAHMN. C1cTeMa He TOMbKO CTUPAET YCTOABLUM-
€CA rpaHuLbl MeXay SMYHbIM W 06LLeCTBEHHBIM
MPOCTPAHCTBOM, €€ MOTEHLMA TaKKe 3a/I0HeEH
B CUbHOM BO34ENCTBIM, KOTOPOE OHA OKa3biBaeT
Ha 1CC1egoBaHMe 3MOLMOHAITBHBIX ACMEKTOB 0CA-
3aHWA U ObIXaHWA, Be4b 3HA4eHMe 3TUX MPoLeccoB
OnA 06LeHMA BCe eLle 0CTaeTcA 40 KoHLA Hepac-
KPbITbIM.

KpucTa 3ommep, SllopaH MyHbOHO

Asmopbl npoeKma sbipaxcaiom bnazodap-
Hocmb France Telecom Studio Créatif 8 MNapuxce,
B8 compydHuHecmse ¢ Komopol bbi1 pa3pabo-
maH npoexkm, U MIHcmumymy nepedosbix medud
ucrycams u Hayk (IAMAS) 8 AnoHuu 3a noMoLup,
OKa3aHHY0 8 Xo0e pabombl HA0 NPOEKMOoM.

«Mobile Feelings» is an art project that
explores novel forms of communication,
such as sharing touch and breath over
a mobile communication network. The
resulting experience has proven to
be very unique as it enables complete
strangers to remotely share private body
sensations. While the system clearly
breaks the conventional boundaries
between private and public space, the
potential of the system also lies in its
strong emotional impact it has on the
exploration of the emotional quality
of touch and breath as two of the least
explored communication senses.

Christa Sommerer, Laurent Mignonneau

Acknowledgements:

this project was developed in collaboration
with France Telecom Studio Créatif, Paris
with the support of the IAMAS Institute of
Advanced Media Arts and Sciences in Gifu,
Japan.



MHTepaKkTMBHaA nHctannauma, 2011

Dmitry & Elena Kawarga

Interactive installation, 2011

MNonuMepsbl Bayer MaterialSciene, PC,
ayauocucteMa, npmubop 6MoobpaTHoM CBA3M
Ayamo: leoprui benornasos

HayuHbIf KoHCynbTaHT: TuMyp LLyKuH
MNporpammmpoBaHue: Cepreit MoHaxoB

Sensors, micro motor, micro ventilator, Leds, bat-
tery, amplifiers, wireless communication module
Audio: Georgy Beloglazov

Scientific advisor: Timur Schukin

Programming: Sergey Monakhov
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«OCTaTo4YHbIN MBICEMOTOK» — Mpo3pavHasn
OBYXMETpoBaA CTeKNAHHaA Konba, B TOp-
Libl KOTOPOM BCTPOEHbI aKTUBHbIE AMHAMMKM
M Npubopkl BroobpaTHOM CBA3MN.

B3ABWMCE 32 MeTafIM4Yeckme Cnvubl ABYMA
pyKamy, HeobXxo4MMO YCMOKOUTb  3MOLMO-
Ha/IbHOE COCTOAHME W MbICIUTENbHYID aK-
TUBHOCTb. B cnyyae cuHXpoHmM3aumm ycunum
M OOCTUMMEHWA MCKOMOrO pe3ynbTata, 06beKT
pearvpyeT yCUEHWEM 3BYKOBOIO CMrHana u,
B UTOre, N3MEHEHWEM ayanoTpeKa.
Bnarogapsa vcnonb3oBaHuio npubopa buono-
rMyeckor obpaTHOM CBA3M B peruMe pearb-
HOro BpPEMEHM M3MEepAeTCA YpPOBEHb 3MOUM-
OHa/IbHOM aKTMBHOCTM BOLIEALEr0 B KOHTAKT
C 06beKTOM YenoBeKka. MeToa, NPUMEHEHHbIN
B MpOeKTe, HasbiBaeTcA permctpaumen KIP
(KoXHO-ranbBaHW4eCcKon peakuun). B ocHoBe
MeToda NexuT GeHOMEH CUMbHOM Koppens-
LUMOHHOM CBA3M MeXOYy MW3MEHEHWEM 3/eK-
TpUYecKon NpoBOAMMOCTM (COMPOTUBAEHMSA)
610N0rMYECKON TKAHW OpraHM3Ma U ypoBHEM
3MOLMOHANBHOM aKkTMBaLWK.

EN

“Residual Thought-flows” — transparent
two-meter glass flasks, at the ends of which
there are inbuilt speakers and biofeedback
devices.

Holding the metal spokes with two hands,
it is necessary to calm emotional state, to
slow down the thought-flow, attaining the
maximum possible inner silence. In the
event of the synchronization of efforts and
the attainment of the required result, the
sculpture reacts with increase of the sound
signal and change of an audio-track.
Application of the biofeedback connection
device allows to measure the level of
emotional activation of a person, who
comes into contact with the object, in real
time. The method applied in the project is
called SGR (skin-galvanic  reaction)
registration. At the heart of the method lies
the phenomenon of the strong correlative
connection between the change of electric
conductivity (resistance) of an organism’s
biological tissue and the level of emotional
activation.




Mpouecc npebbiBaHMA Ha rpaHW TexXHosornye-
CKOro W MpPMPOAHOro, paunoHaNbHOro M noa-
CO3HaTesIbHOro, CTPYKTYPbl M Xaoca, MCKyCCcTBa
M HayKn — Hambonee BOMHYIOLLEE W CTOALLEE
ycminuii 3aHATMe. MHe HpasuTCA NpeAcTas-
NATb  cebA  3KCnepuvMeHTaTopoM-mMccieaoBa-
TeseM, OKasaBLMMCA BHYTPU COHCTBEHHOrO
onbiTa, CBOeobpasHbIM BMoNornMyeckuM  apT-
MHCTPYMeHTOM. C 04HOM CTOPOHbI, A MOrPyXeH
B CO3epuaHMe COobCTBEHHbIX 6MOMOrMYecKmnx
M MCUXMYECKMX MPOLEeCCOB, 3aHUMAlCb WX
M3y4YeHMEM W MOMbITKaMM Marepuanusaumm
B B1Ae TpexMepHblx obpasos. C gpyron — cra-
palcb HAX0AuTb TOYKM COOTBETCTBMA C BBICTPO
MEHAIOLMMCA, CKOPOCTHLIM  HAY4YHO-TEXHOJ10-
rMYECKMM MOTOKOM. HapyLumB ogHarKabl pamMkm
YaHPOBbIX OrpaHUYeHur, nepernan OT HUBOMW-
CM K CKY/bNTYPE, K MHTEPaKTUBHOM CKy/bMType
W MHCTANNALMK, 3aTEM — K MEHAIOLLENCA BO Bpe-
MEHN UHCTIALMM M BHOBb BEPHYBLUMCH K MW~
BOMWUCK, A Ha4yasl, B KOHLIE KOHLIOB, OTHOCUTLCA
K MCKYCCTBY KaK K abCTpaKTHOMY HernpepbiBHOMY
MccneoBaTebCKoMy MpoLeccy, CnocobHoOMy BO-
bpaTb B cebA BCe UTO YroaHo.

Ecnm nonbitatecA  chopMmynuposBatb npeg-
NocbiNIKM 06paleHnA K cammMm deHoMeHaM
CO3HaHMA W KX BM3yanu3aumu, TO CTOMT 3a-
[yMaTbCA O Tpex OCHOBHbIX BOMPOCax, HeoT-
CTYMHO COMpOBOXAALWMX KaK4oro TBOP-
YeCKOro 4YenoBeKa B ero Mouckax: 4To OH
aenaet? Kak? u 3a4eM? 3agaBasfcCb 3TUMM
BOMPOCaMW ThICAYM pa3 Ha MPOTAMKEHUM MHO-
rMx NeT, A pewns, B KOHLUE KOHLO0B, 3aHATb-
CA Marepvanu3aumern He TONbKO 06pa3oB
M CMMBOJIOB BUANMOrO MaTepuanbHOro Mmpa,
npegMeTa  M306pasnTeNbHONO  UCKYCCTBa,
HO W TOrO, YTO fIEWUT Y MX WUCTOKOB. 3TO ab-
CTPaKTHble MbIC/IENOTOKN, MOAENN CO3HaHWA,
MEXaHW3Mbl MbIC/IETBOPEHNA, OCKOJSIKM BOC-
npuATUA, pednekcsl, rewTtansTel 1 T7.4. U 370
Ye He COBCeM CKyNbNTypbl U MHCTANNALMN,
a cBoeobpasHble apTedakTbl, 406bITbIE Npw
NMOrpy*KeHUU B NpMpoaYy COBCTBEHHOrO CO3Ha-
HWA 1 NOACO3HaHWA.

To balance on the edge of the technological
and natural, rational and subconscious,
structure and chaos, art and science — is
the most exciting and rewarding pursuit.
| like imagining myself as a researcher
and an experimentalist, who happened to
be inside his own experiment: in my case —
a sort of biological art-instrument. On the
one hand, | am constantly preoccupied
contemplating my own biological and
psychological processes. Shaping my
observations into a kind of research, | try
to recreate those processes in the form of
material 3D models. On the other hand,
| focus on the points of correspondence
between myself and the world’s rapidly
changing scientific and technological
flow. Once having broken with the genre
boundaries, | moved from painting to
sculpture, then to interactive sculpture
and installation, later — to the time-
based installation and afterwards returned
to painting. This progression made me
rediscover the art as an abstract on-
going research process, which can absorb
literally anything.

If one tries to trace the rationale behind this
reference to phenomena of consciousness
and their visualization, it is important to
remember the three main questions that
drive every creative person in his/her
quest — what does one do? how? and
what for? | asked myself those questions
thousands of times throughout the
years and finally decided to settle on
materialization: not only of images and
symbols of visual world, which operate
within the fine arts, but also of what causes
their appearance. That is, the abstract flows
of thought, the models of consciousness,
the mechanisms of idea creation, the
fragments of perception, reflexes, gestalts
and so on. What is created is no longer
a sculpture or an installation, but a kind
of artifact ‘mined’ from the depth of

MaTepuanoM ana co3gaHuA O06BEeKTOB M MH-
CTAaNNAUMA ABNAIOTCA Pas3fiMyHble MO CBOMM
CBOMCTBAM MacTMaccbl U pe3uvHbl. 3TO ue-
NblA  CMEKTP fIMCTOBbLIX, FPaHY/MPOBAHHBLIX,
MOPOLUKOBBLIX M MHOFOKOMMOHEHTHbIX fIUTbE-
BblX MOAMMEPOB. VX CMHTeTUYEeCKMe CBOMCTBA
O4YeHb NOAXOAAT ON1A OBeLeCcTBIEHWA CaMOoWn
CYTU MbICAUTENbHBIX MpoueccoB, obnagaio-
WMX, HA MOM B3rnAg, TakKe MCKYCCTBEHHOW
M CMHTETMYEeCKOW NpuUpoAon. YaauHow B pa-
60Te C nonvMMepamm ABMAETCA ele W BO3-
MOYHOCTb WX TpaHChOopMauuM BO BPEMEHM.
CKynbNTYpbl M WMHCTANAAUMM pasHbIX eT 06-
pawalnTca MaTepmanoM 4aA co34aHuA HOBbIX
paboT, MeTo40M HYacTMYHOro NepennaBneHua
VW M3MenbyeHna. Takmm 06pasoM, camo Teno
MOEro MCKyCcCTBa pa3BMBAETCA M pa3Bopayn-
BAeTCA BO BPEMEHW, C/IOBHO 3Mef, KycawLwan
cobcTBeHHBIM xBOCT. OHO nNuTaeTcA nepepabo-
TaHHOM cybcTaHumen camoro cebn, obpacrtan
BCE HOBbLIMM CMbIC/TAMW WU TEXHONIOMMHECKM YC-
NOXHAACH.

Hanbonee 3HaunTenbHble paboTbl NOCNeAHNUX
NeT 0CHOBaHbl HA CMHTE3e HayKM M UCKyCCTBa
W CO34aHbl B COTPYAHNYECTBE C YYEHbIMM, TEX-
HUYECKMMM CeumanmcTamMmm U My3blKaHTaMU.

3TO WHTEPAKTVBHbLIE OOBEKTBI M MHCTANNALMM,
npegnonaraiowme  6uonornyeckyilo  0bpaTHyto
CBA3b CO 3pUTENeM, OHW WCMyCKaloT pasHouYa-
CTOTHbIE LWyMbl, BUOPVPYIOT, B34parvBaioT, BO-
poYaOTCA M MyNbCUMPYIOT, pearMpyloT Ha MPUKOC-
HOBEHMe, PUTM KPOBOTOKA Yes0oBeKa, ero rosoc,
OblXaHue, NcMxuyecKoe cocToaHue 1 T.4. Pabotel
C/IOBHO OrMI0A0TBOPAIOTCA KaXKObIM KOHTAKTOM,
Hakarn/wean B cebe nHdOpMaumio 0T Ten 3pute-
nen — VX MbICIAMK, pUTMaMK, SHepruen...

OmnTpuin KaBapra

consciousness.

The media for my objects and installations
are various plastics and rubbers. There is a
whole spectrum of sheet, granular, powder
and multicomponent casting polymers.
Their synthetic qualities are perfect for
materializing the essence of intellectual
processes, which, in my opinion, also have
an artificial and synthetic nature. Unlike
other media, like stone or metal, polymers
can be transformed with time. The
sculptures and installations of different
ages can become the material for new ones
due to technologies of partial melting and
decomposition. In this sense, the very body
of my art is developing and transforming in
time, like a snake that bites its own tail.
The recycled substance of itself feeds my
work, thereby creating new meanings and
technological innovations from old.

The most significant pieces of the last
years were based on the synthesis of art
and science and created in collaboration
with scientists, technical experts and
musicians.

Among those are interactive installations
and objects that a based on physical
response to the audience’ action — they
radiate noises of various frequencies;
they vibrate, shudder, turn and pulsate; they
react to the spectator’s touch, to the rhythm
of human blood flow, to one’s voice, breath,
psychic state, and those of others. These
works get fulfilled/fertilized with every
contact, accumulating the information
from spectators’ bodies — their thoughts,
rhythms, energies.”

Dmitry Kawarga




MHTepaKkTMBHaA nHctannauua, potorpaduma, 2010

Arijana Kajfes
THEUHDISTORTED IMAGE OF

Interactive installation, photography, 2010
MporpamMupoBsaHue: Mapuagens Apkypu,
Kapn-MoxaH PoseH

®oTo60KC, BebKaMepa, KOMMbIoTep,
nporpaMma pacrno3sHaBaHUA M306paxeHus,
undpoBbIe NPUHTLI: YepTeX Tena, KapTa.

Programming: Mariadele Arcuri,
Carl-Johan Rosén

Photobooth, webcamera, computer,
image analysis software

digital prints: body chart, maps.

/&\ -

[ ————
A ST

o, i B Wy W

TAl ] o P e P U R D A PR Lo RO Al LU A P Dy Bl PO ADC DD T AR T Al e e B S, IRl D A RO R
s i

e — S

——— W — o 0 8 I-‘—n--n—.m-

T T rw— =

i

RU

loe rpaHb Mexay BOObparkaeMbiM W peasb-
HbIM GU3MYECKMM 1 BUONOrNYECKMM CMBIC/TIOM
ABMEHNN? «HencKareHHbIM 06pas...» — Xyao-
YKECTBEHHbIE Pa3MbILLEHNA Ha TeMY M1U$Oo-
rM3aumm AaHHbIX O Tesle YenoBeKa, @ UMEeHHO
POAMMBIX MATEH.

BOoOXHOBEHWEM MOC/TYHMAM Pa3MbILLNEHMA PeHe
[exapTa B ero pabotax no onTvKe 0 BO3MOXKHOCTM
HencKarkeHHoro obpasa. O6pas, BO3HMKAOLWMMA
B CO3HaHWM HepeMeHHOM HeHLLUWHBbI, 6yaTo bbl
NPOXOAWT MO ee apTepusaM U LUMLLKOBMAOHOM
enese, YTobbl 3aTeM NPOABMTLCA Kak poavMoe
NATHO Ha Tese nnoaa. Kaxkaas KapTa HasbiBaeTcA
MO MMEHW MaTepy YeNI0BEKA, YbA POAMHKA Ha HeN
npeacTraeneHa. IHTepnpeTaumsa poaMMoro nATHa
BbIMOMHAETCA C MPUMEHEHMEM TOMorpadUUeCKoro
W CNEeKTPaIbHOM0 aHaM3a, a TaKKe MeTO40M
MCCNe40BaHMA TOYEYHOr0 MHOXKECTBA.

M3 beceabl ApmaHel Kaidec ¢ XeneHoi
CKpar gna pasgena sbictaBki OCUS POKUS
29/5-24/102010 Ha cavnte My3en UCKyccTB

B HoppuénuHre.

Kakum o6pasom pasMmbiwneHus PeHe
[AekapTa 06 onTuke BAoxHoBUAM Bac?

A.K.: B Hay4HbIX Teopuax [lexkapTa, NOCBALLEH-
HbIX OMNTUKe, ecTb HebosbLIoe, HO 4OBOJILHO
3arafovHoe paccyXaeHve 0 co3gaHmn obpasa.
B HeM roBopuTCA 0 BO3MOXHOCTM H6epeMeHHoM
HKEHLLUMHbI HOCUTb B Cebe HeMCKarKeHHbI 0bpas,
a MMEHHO BMOMMbLIA Cneg, NPoABAKLMACA
B GOpMe poanMOoro NATHA Ha Terle ee nnoaa.

CornacHo [lekapTty, TO, UTO Mbl BUAUM,
Aaneko He obA3aTeNbHO COOTBETCTBYET
«UCTUHHOMY» 06pa3y Buaumoro. Yto Bbl
AyMaeTe no 3ToMy nosoay?

A.K.: BOo3MOXHOCTb BUOETL BELLM, M AaMe NMPOCTO
CyllecTBoBaTb, Mo [ekapTy, 3aBMUCUT OT Hallen
CNOCoBHOCTN MbICAUTL. Mbl y4MMCA pacrno3Ha-
BaTb BELUM M O3AEM MM MMEHA. 3TO — counanib-
Hbli 4Or0BOP, BaXKHbIA 4N1A B3aMMHOIO MOHWU-
MaHWA M YyBCTBA OBLLIHOCTM, HO OH ¥Ke MOMeT

Where is the borderline between
the imaginable and the real physical
and biological meaning of a certain
phenomenon? The Undistorted Image of is
an artistic meiditation on the theme of
mythologization of the human body data,
in this case — birthmarks.

The installation was inspired by speculation
made by René Descartes in his writings
about optics, concerning the possibility of
finding an undistorted image. The image
of a pregnant woman'’s vision could pass
through her arteries and the pineal gland
to be developed as a birthmark on the
body of her foetus. Each map is named
after the mother of the person who’s
birthmark is presented. The mapping is
analysed through topographical, spectral
and point cloud imaging.

From the interview with Arijana Kajfes by
Helena Scragg that was made for the website
of Norrkoping Art Museum for the exhibition
OCUS POKUS 29/5-24/102010.

How have René Descartes thoughts
about optics inspired you?

AK: In Descartes scientific theories about
optics there is a short but enigmatic
reflection about the creation of an image.
It speaks about the possibility of a woman
being pregnant with an undistorted image,
a visual impression developed as a
birthmark on the body of her foetus.

Descartes says that what we observe
does not necessarily correspond

with the “true” form of the observed.
What are your thoughts about this?
AK: Seeing things, or even just existing
depends on our ability to think, according
to Descartes. We learn to recognize
things and name them. This is a social
agreement that is important for our mutual
understanding, our sense of community



CTAHOBMTLCA MPEnATCTBMEM, Koda peyb 3axo-
OVT 0 NPeACTaB/eHNAX O peasibHOCTH, KOTopble
orpaHM4nBaloT Ui aaxe NpMMTMBU3MPYIOT HaC.
Tor,qa Mbl NLWaeMCA CBO60,E|,HOFO MbILLIEeHUNA
(ecnm Mbl M Korga-nmbo obnaganm).

PeHe [lekapTt usyuyan sugieHue Kak ¢pusun-
uyeckuit npouecc. OH oTaensan ero ot npo-
uecca uHTepnpetauum. Ho B Bawmx pabotax
Bbl, HanpoTuB, 3aaaeTe 3pUTENAM BONPOChI
UHTepnpeTaTMBHOIro xapakrepa. lMouemy?
A.K.: MHe Xo4eTcA HAaNOMHWTL 3pUTeNio 0 Heob-
XOOMMOCTM 3arfAHYTb 3a Npeaensl O4EBUOHOIO,
0CO3HaTb: YTO TO, YTO OHM BUOAT, HECET Ha cebe
0TMneYaToK npegybexaeHuin.

UYTo TaKoe HeMCKaXKeHHbI 06pas?

A.K: 3To TOT 06pas, KoTopbIA He bl M3MeHeH
KaKOM-IMB0 MPOMEMKYTOUHOM Ornepaumelt B Xxo4e
TEXHOMOMMYECKMX WM e MHTEprpeTaumMoHHbIX
npoueccos. Y10, BEPOATHO, HEBO3MOMHO.

Mbl accouuMmpyeM HayKy € TOYHOCTbIO
MU UCTUHHOCTDLIO, B TO BPEMA KaK UCKYCCTBO
OCHOBaHO Ha HeomnpeAesieHHOCTU U HeoA-
Ho3HauHocTu. Kak 3To oTHocuTcA K Balwei
pa6ote?

A.K.: YTO nHTepecyeT MeHA M B WUCKYCCTBe,
M B HayKe, TaK 3TO MpoLecc nccnegoBaHnA Hems-
BECTHOro. MHe MHTepeceH TOT HeMTpasibHbIN,
OTCTpPaHEHHbIM CrI0Cob, KaKkMM HayKa HabnlodaeT
W aHarmM3upyeT OKpyXaioLwylo cpegy. 310 AaeT
MHE KaK XyOOXHWKy Hosbluee MpocTpaHCTBO
AnA vHTepnpeTaumn. EWwé A Mory He orpaHnum-
BaTb CebA CTPOrocTbio Hay4HbIX GaKToB, a CKO-
pee BbIMCKMBATb aforMyHble, MppaunoHasnb-
Hble CBEAEHWA, KOTOPbIMA HayKa npeHebperna.
NCTMHHOCTb 1 TOYHOCTb CYLLECTBYIOT B UCKYC-
CTBE B TOM e Mepe, YTO M B HayKe. ABNAACL
XYOOXKHMKOM, A TaKXKE CTPEMSTOCE BbiTb TOUHOM
W rnocnie4oBaTesbHOM B CBOEM paboTe.
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but it can also be an obstacle when it
leads to notions about reality that restrict
or even stupidify us. Then we no longer
have a free mind (if we ever had one).

Rene Descartes studied vision as a
physical process. He separated it
from interpretation but in your work
you pose questions to the viewer
concerning interpretation. Why?

AK: | want to remind the viewer to look
past the obvious, to become aware of how
what they see is affected by preconceived
meaning.

What is an undistorted image?

AK:ltisanimagethathasnotbeendistorted
by any mediating filters either through
technological or through interpretative
mechanisms. Maybe it is an impossibility.

We associate science with exactitude

and truth while art is rather based on
uncertainty and ambiguity. How does

this relate to your work?

AK: What interests me in both art and
science is the process than explores the
unknown. | am interested in the neutral,
detached way that science observes and
analyses the environment. It creates a
larger interpretative space for me as an
artist. Also, | do not need to confine myself
to the restrictions of scientific facts but
rather look for the illogical, irrational
leakage that science discards. Truth and
exactitude exists in both art and science.
As an artist | also strive to be exact and
consequent in my work.

Kak npoeKT «HeucKkaxKeHHbI 06pa3» cooT-
HocuTcA ¢ Bawumm 6onee paHHuMm pabo-
Tamm?

A K.: 3TOT NpOEeKT ABNAETCA NPAMbIM C/IeACTBMEM
[pyroro Moero Xy40XeCTBeHHOr0 MCCIeA0BaHNA
noZ HaseaHueM «Occular Witness» («ORynspHbIi
cBugeTenb») 2004 roga. Toraa A NAoTHO 3aHK-
Masniacb BOMpPOCaMM CBETA, 3peHWs, BUAUMOrO
W HEBMAMMOI 0. f SKCeprMeHTUpoBasIa Co CBON-
CTBaMM CBETA, U PE3Y/LTATOM CTa/IM MHCTUIALMA
M KHWMA, B KOTOPOM A 1 0BHapymia AeKapToBy
naeto, CTaBLLYI0 OCHOBOM 3TOr0 NMpoeKTa. A Bceraa
cuMTana MHTepecHLIMM 0611acTu, rge 3HadeHne
rPaHn4YMNIo C OTCYTCTBMEM 3HAYEHUA, C HeﬁblTl/IEM,
YTO OAHOBPEMEHHO BOJIHYET M yBfeKaeT MeHA.
370 NOATONMKHYMIO MEHA K paboTe C TexHoMorn-
AMKW, FOe 3HEPrA 1 BeLeCTBO ABMAIOTCA HecTa-
TUYHBIMU, 3MEHAEMbIMU CYLLIHOCTAMMW.

How does The Undistorted Image of...
relate to your earlier work?

AK: This specific work comes directly
from an art-as-research project called
Occular Witness from 2004 where |
worked in depth with questions about
light, vision and the hidden. | did several
experiments with light and the result was
an installation and an artist’s book where |
discovered Descartes idea that became
the outset for this work. | have always
found it interesting to explore areas where
meaning borders to the meaning-less
or nothingness, which both disturbs and
fascinates me. This has led me to work with
technologies where energy and matter are
unstable, transformable entities.
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TBOpYecKoe obbeagnHeHue
«KYOA BETYT COBAKW»
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WHTepakTnBHaA BugeonHctannauma. 2011

The art group “WHERE THE DOGS RUN”
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MNporpamMupoBaHue: [leHuc MNepeBanos
AyamocucteMa, Komnbtotep, N0, Kinect

RU

[aBHbIM-gaBHO, Koraa AHTOHM BaH Jle-
BEHIYK CMacTepui NepBbli MMKPOCKOMN WM
pasrnagen O4HOK/EeTOYHble OpraHM3Mbl,
eMy, caMo coboin, Mano KTo nosepun. OaH-
TACTUYECKME M CTPAHHbIE ABMEHWA NerkKo
cnucatb Ha obMaH 3peHua unM npeacta-
BUTb KaK pasbifpPaHHble NMpy NOMOLWM pas-
HbIX TEXHUYECKUX CpeacTB.

OfQHaKko ecnu peanbHOCTb MHOroobpasHa,
TO OHa Xe W CTpalHa, U Yero B HEW TOSIbKO
HeT. 3aTo BoObparkeHMe MO3BONAAET CKpy-
nyne3Ho eé paccMoTpeTb U 06HApYHUTb
B HeM COw3HMKa 4enoseKy. Pa3Horo poaa
TEXHOIOrMYEeCKMe TPIOKM CO34alT 3aBopa-
KMBAKOLWME U FAPMOHMYHbLIE KapTUHbI: BCe
HeobblYHble ABMEHWA B HUX MWUMOJETHDI,
efBa 3aMeTHbl M1asy M yauMBUTENbHbI, Kak
CaMbll HEBUHHbBIN POKYC.

EN

A long time ago, when Antoni van
Leeuwenhoek contrived his first microscope
and discerned unicellular organisms, it
goes without saying that only few people
believed him. It is much easier to claim
that fantastical and strange phenomena
are nothing but optical illusions or expose
them as being made by the means of
various techniques. However, if our reality
is diverse, it must be also scary - it is a
container for so many multiple things.
Luckily, our imagination lets us examine
the reality scrupulously and discover it as
an ally. Various technological tricks create
bewitching and harmonious images: all
the unusual things in them are transient,
subtle and wonderful, as the most innocent
maagic trick.
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PoboTtuyeckana nHctannauus, 2011

Sergey Novik & Andrey Khazov
ALTUE COHHECTIOHNS
Robotic installation, 2011

DNEeKTPOHWKA, CTOST UHAMBUAYASIbHOW CH0pKU Electronics, designe table
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OOHO M3 rNaBHbIX YC/IOBWUIA KM3HW Mio6oro
coobuiecTBa — KOMMyHMKaumA. Hackosbko
Mbl 3260TUMCA O TOM, YTOBbI CblWaTh ApYyr
Apyra, MpoABMATb YYTKOCTb M OTBETCTBEH-
HOCTb? A Bedb BO MHOMOM MMEHHO 4epes
B3aMMOAEeNCTBMe C APYrMMM Mbl OCO3HaeM
W NpofABNAEM CaMux cebA.

ObuTatenm MMMNPOBM3MPOBAHHOIO 3/1IEKTPOH-
HOro coobLlecTBa HarNAAHO AEMOHCTPUPYIOT
AvanasoH Mogener noBedeHuA B CUTyaumu
COBMECTHOr0  cocyliecTBoBaHmMA (0T  nac-
CMBHOCTW [0 HacTynaTtenbHbIX TaKTWK). Wx
OBVXKEHMA CMOHTaHHbI M ABAAIOTCA, Na.-
HbIM 06pa3oM, N1Lb peakumen Ha AencTeus
apyr gpyra. bygyuv wnnioctpaunen npuH-
uMna CamoopraHv3aumm B XMBbIX CUCTEMAX,
WHCTANNAUMA NpeacTaBnAeT  TaKMkKe, Kak
MMEHHO B NMoJo0bHOM CMCTEME MOXKET pacnpo-
CTPaHATBLCA He NPOCTO CUIrHas, HO BECTb/HOBaA
naenA: HACKOJIbKO BOCMPUUMUMBBI K HEN OKpy-
}aiowme, by4eT M oHa NpyHATa U NepegaHa
B HEMCKaKeHHOM Buae?

One of the most important conditions of
every community's life is communication.
To what extent do we care about hearing
each other, being heedful and responsible?
And it's interaction with the others that
mostly helps us to realize who we are and
show our worth.

Dwellers of the improvised electronic
community visually demonstrate the whole
range of behavioral patterns in the situation
of coexisting together (from passivity
to offensive tactics). Their movements
are spontaneous and mainly represent
a mere reaction to each other's actions.
Being an illustration of a self-organization
principle in living systems, the installation
also shows how not only a signal but the
news/a new idea can be spread within such
a system: to what extent living creatures
are able to perceive it, is it possible that the
concept will be accepted and transferred
without being distorted?
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& Nropb TaTtapHuKoB (Sodazot)

UHTepakTMBHanA nHctannauua. 2011

Denis Perevalov & Nina Rizhskaya & Sodazot (Igor Tatarnikov)
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Ayavocuctema, KoMmnbtoTep, M0, iPad

RU

O6blUHbIE YCTPOWCTBA 3amnuMcbiBalOT M BOC-
NPoM3BOAAT 3BYK SIMHENMHO BO BPEMEHM.
Lenb «cdepo-dpoHorpada» — nokasaTb,
uTo bygeT, ecAn un3baBMUTBCA OT 3TOrO
orpaHnyeHma. AHANOMMYHO KacCcM4ecko-
My ¢oHorpady, 3BYK 3anucoiBaeTca C no-
MOLLbID HAHEeCeHWA 3BYKOBbIX [OPOXEK
Ha HEKOTOpYyl MOBEPXHOCTb. B AaHHOM
cny4yae, 3anmcb M BOCMNpPOM3BELEHME OCY-
WecTBNATCA HE Ha TPAAMUMOHHYI0 AWUC-
KOBYI0 MOBEPXHOCTb, HO MO NMPOM3BOJIbHLIM
TPaeKTOpMAM, 3a4aBaEMbIM KarKabIM Ke-
nawowmMm, Ha BupTyanbHyl cdepy. 3BYKO-
Bble AOPOXKM MOryT nepecekaTbCs, nepe-
nnetTaTtbCA M Jae coBnagaTb, 4TO Mpwu
BOCMpPOM3BEAEHUM TMPUMBOAUT K CUHTE3Y
HOBbIX, HEOObIYHbLIX 3BYKOB.

HeckonbKo 3puTenen C NOMOLWb MaaHwe-
ToB iPad MoryT ogHOBpEeMEHHO W He3aBu-
CMMO Apyr OT Apyra OCywWecTBAATb 3anucb
M MHOMBMAOYANbHO BOCMPOM3BOAWTL 3anu-
CaHHbIM 3BYK. Ha 3KpaH TpaHcampyeTca
06bpa3 COBMECTHOrO TBOPYECTBA y4acTBYlO-
LLMX.

EN

The traditional sound recording devices
record and reproduce the sound linearly in
time. The purpose of the «spherical
phonograph» is to demonstrate the sound
being free of such limitation. Similar to
the classic phonograph, sound is recorded
by the infliction of tracks on a surface. In
this case the recording is done not on the
conventional disc surface, but on the virtual
sphere with voluntary trajectories which
can be set by anyone. The tracks can cross,
twist and even coincide — what creates a
synthesis of new and original sounds.
Several visitors equipped with the iPads
can simultaneously and independently
from each other record and individually
play the recorded sound. The projected
image is the product of the collaborative
creation of the participants.
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UHTepaKkTMBHanA nHctannauus, 2011

Denis Perevalov & Nina Rizhskaya & Sodazot (Igor Tatarnikov)
CITY OF (IMPOSSIBILITIES

Interactive installation, 2011

| ] | ]
Ayavocuctema, KoMmnbtotep, M0, HTepaKTUBHbIN Audio system, PC, software, interactive table with
CTON C BUAeoKamepom a video camera

3D-modeling: Roman Karpov
Sound: Tatiana Komarova

3D-MopenupoBaHue: PomaH Kapnos
3ByK: TatbAHa KoMapoBsa

M3roToBnenue crona: Bnagummnp Cyxumx, Anekcen Table creation: Vladimir Sukhih, Alexey Tabarintsev
TabapuHues
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Kawgaa HayyHaA rmnoTtesa — 3TO CBOEro
poga BO3MOXHbIM MUp. be3 MeHTanbHOro
3KCNepuMeHTa, OMNyWweHnA Toro, YTo He-
YTO MOXeT CywecTBoBaTb MO-APYyromy,
Mbl 4O CMX MOP Haxoaunucb bl Ha ypoB-
He MMPONOrMYecKoro colHaHuA. Hauano
NPOABMEHNA BOOLPAMKEHWA, @ 3HA4YUT U
MCKYCCTBa — B cCocnarateslbHOM HaKkloHe-
HUN. «HTO ecnn...» — OT JeTCKoro asapTa u
030pCTBa 40 MNocnegHen HagewAabl HanTu
eMHCTBEHHO BEpPHOE peLleHne — Noxanym,
0QVH U3 CaMbIX ¥M3HeyTBepxaanLmx 060-
pOTOB peyu, a 3HAYMT M CNoCcoboB Meblwne-
HUA...

CoBpeMeHHas Hayka o4eHb Masno 3HaeT o
TOM, Morna 6bl CywecTBOBaTb *M3Hb Ha
3eMne, U Kakoh 6bina 6bl UMBUAM3ALMS,
ecnm bbl PU3nYeckue ycnoBma Ha 3emne m
HebecHo-MexaHu4yeckme napametpel Con-
HEYHOM CMUCTeMbl OTIMYANUCb OT Tex, Ka-
KMe OHM CerogHA.

WHcTannAumA npegnaraet nosepuTtb B TO,
4YTO XM3Hb W ropod EkatepuHbypr cyuwie-
CTBOBaNM 6bl Aarke B Ciyyae TakMx yTonu-
YeCckux TpaHcbopMauui, Kak M3MeHeHue
KONmMyecTBa eCTeCTBeHHbIX  CrYyTHMKOB,
Be/IMYMHBLI TPaBMTALMOHHOM MNOCTOAHHOMN,
paguyca 3eman u Temnepartypbl ConHua.
N3MeHAA du3nyeckme napameTpbl, MOXHO
HabnwaaTb, Kak Mor bbl BbIrNAAeTb nen-
3aX ropoga B TAKOM Cflyvae, a TaKXkKe Kak
6bl OH 3BYy4Yan.

Each scientific hypothesis is a “possible
world” of sorts. Without a mental
experiment, or an assumption that things
can exist differently, the development of
humankind would have been suspended
at the level of mythological mind.
Imagination, as well as art itself, takes
its roots in a conjunctive mood. “What
if...” — from childish enthusiasm and tricks
to the last hope to finding the only right
solution - it is probably one of the most
life-affirming turns of phrase, and thus -
ways of thinking...

Modern science knows very little about the
terrestrial life and the reality of civilization
in the physical conditions on Earth and
the spatial-mechanical parameters of the
solar system different from what they are
now.

The installation suggests a narrative
where life and Ekaterinburg city would
exist even in the case of such utopian
transformations as change of the amount
of natural satellites, of the magnitude of
the gravitational constant, of the Earth’s
radius and the temperature of the sun.
Playing with physical parameters offers a
new landscape to observe and to listen to.
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JNeKTPOHHAA KMHeTMYeCcKana ckynbntypa. 2009

Julius Popp

-
MNacTuk, MeTasIMUeckan KOHCTPYKLMA, Lienm,
KOMIbloTep, NporpaMMHoe obecriedeHne

)

RU

Bit.Code npeactaBnAeT coboi OrpoOMHBbIA 3KPaH,
OCHALLIEHHbIN MeXaHMYECKMM NPMBOAOM M COCTO-
AWLWMA M3 OOMHAKOBLIX BpALLAOLWMXCA 0Cen
C YepHo-HenbIMM NaHenAMM, CUMBOJ LIMPPOBOIO
OBOMYHOrO Koda. YnmpaBnfaemble CrieumanbHON
MporpaMMoit 0cK BpaLLAoTCA He3aBUCUMO Opyr
OT Apyra, perynqapHo Aenas naysbl, YTobbl 0TO-
6pasnTb C/10Ba, HamMbosee YacTo MCrosb3yeMble
Ha TEeKYLLUMX HOBOCTHbIX CaiTax.

Bit.Code — nocneaHss 13 cepym paboT, B KOTO-
pYI0 TaKKe BXoOAT 601ee paHHMe Npoun3BeaeHns
Bit.Flow («BuT.MOTOK») 1 Bit.Fall («BuT.MageHme»).

M3 nHTepBblo ¢ 10nmnycom Monnom anAa ypHana Wallpaper,
8 nekabpa 2009
Beceposana Codwn Slosenn

Kakue ngeu nexkat B ocHoBe Bawmux pabot
Ha TeMy uHpopmaLmm?

tOlN: CywecTtByeT OpeBHerpe4veckan nereHga
0 TOM, Kak ApmnagHa gana Teceto nyTeBoAHYIO
HWUTb, YTOBbI MOMOYb MY HalTK BbIXOA M3 Nabu-
pyHTa MuHoTaspa. Ounocodpbl Muwenb OyKo
n Hunb [Jenés roBopunm 0 TOM, Kak 3Ta HUTb
pasgennnacb B COBPEMEHHOM MMPE, O TOM, YTO
60/blle He CylecTByeT eaMHCTBEHHO BEpHOro
MyTW Kak TakoBOro, MOTOMY YTO BCE MPOMCXO-
vt oaHoBpeMeHHo. Bit Flow noavepkueaer, uto
CeroHa KynbTypa CTPOMTCA Ha ApPYroM Turne
HaBMraLmm 1 opyeHTaLmn.

YeM nMeHHoO «Bit.Code» oTnnuaerca ot
«Bit.Fall»?

tOl: PaboTtbl 06beauHAET To, YTO 0be CBA3aHbI
c butamn. B BitFall — 3Tto kansm Bogbl, B Bit.
Code — 3T0 nMnacTMkoBble 3BeHbA Lienn, benbie
nnm YepHble. Obe paboTbl NpeaCcTaBAAT MHPOP-
MaLio, TOSMBKO pasinyHbIMM My TAMK. C MOMOLLbIO
BOAOMada MalmHa reHepupyeT «11TabesbHbIe»
C/10Ba Ha Te HECKO/bKO CEKYHL, MOKa Karv BoAbl
NETAT; 3aTeM OHW NMadalT — M CI0BO pacnaga-
etcA. «Bit.Code» coctout M3 96 MNACTWKOBbLIX
LiernoYeK C 0AMHaKOBbIM YepeO0BaHMEM YepHOro
M 6enoro — 370 TaK Ha3blBaeMble «CO3BE3aMA
nuKcenen». KomnmvecTBO NUMKCenen, KoTopble
MOryT 6biTb MOMeLLeHbl PAAOM ApYr C ApYroM,

EN

“BitCode” is a large mechanically operated
‘screen’ consisting of identical rotating black and
white tracks made up of the 1s and Os of basic
binary digital code. Controlled by a specially
designed software, the tracks rotate individually,
pausing at regular intervals to display the most
frequently used key words taken from recent
web feeds of current news sites.

“Bit.Code” is part of a series of works, comprising
also of the earlier works “Bit.Flow” and “Bit.Fall”.

From the interview with Julius Popp for the Wallpaper
Magazine, 8 December 2009. By Sophie Lovell

What is the thinking that underscores your
works on the theme of information?

JP: There is a Greek legend that concerns a
thread that Ariadne gives to Theseus to help
him find his way out of the Minotaur’s labyrinth.
The philosophers Michel Foucault and Gilles
Deleuze talked about how this thread has been
broken in modern times in that there is no single
way out anymore because everything happens
simultaneously. Bit.Flow represents the fact that
there is now a different kind of navigation and
orientation in our culture.

How does the Bit.Code differ from Bit.Fall?
JP: What both works have in common is that
they deal with “bits”. They are represented in Bit.
Fall by single drops of water, in Bit.Code they are
plastic chain links that are either white or black.
Both represent information but in quite different
ways. With the waterfall, a machine generates
a readable word for a very short moment in
time that falls down and falls apart. «Bit.Code»
has 96 plastic chains, each with the same black
and white code, or pixels constellations. There is
a limited number of pixels that can be moved
next to each other. When they move, words are
created and when they move again, new words
appear. It is a limited system with the capacity




orpaHvyeHo. Korga oHW nepemelLaroTcs, coctas-
NAIOTCA C10Ba, a Koraa NyKcenM nepeMeLLarTca
BHOBb, MOABMAIOTCA HOBble CMOBA. 3TO OrpaHu-
YeHHaA C1CTeMa, KOTopaA MOMET NpeaCTaBNATb
MoYTU HeorpaHMYeHHoe KOMMHYecTBo MHbopMa-
Lmm.

Moxoxe Ha aHanor [AHK: orpaHuuyeHHoe
KO/IM4eCcTBO eAuHUL Koga € noutn 6ecko-
HEeuYHbIM MOTEeHLMANIOM ANIA peKoMbuHaumK.
tOr: Oa, ato ogvH acnekTt. OpyrM acnexkTom
ABMAETCA TO, YTO JI0AM MOMYT uMTaTb U MOHU-
MaTb TOMbKO 6yKBbl andaBuTa, a B AENCTBU-
TeNbHOCTM KOAbl LernoyYeK HarnoMVHAT LUTPUX
kod. [nA MawwHbl Kawdasa YacTb WTpMX Koda
uMTaeMa, a A4s1A Hac 3T0 MPOCTO NOMEeXU Nnn Cy-
YalHbIN y30p. Mbl MOXEM MMeTb Oeno TOSbKO
C TOM nHbOpMaLmen, KOTopylo 0byyeHbl BOCpK-
HMMaTb. fl pacnonaralo 3TM LeMoYKM TaK, YTobbI
mHbopMaumA CraHoBMAACb MOHATHE, TO eCTb
A Oenaln CMCTeMy MOHATHOW. 3TO onMueTBope-
HVEe MepeMeHYMBOCTM Halen KynbTypbl. HoBble
LIeHHOCTV FeHepupyIoTCA M3 KYCOYKOB CTaporo.

C noMowbio MexaHuku Bbl nepesogute
B BMAUMBIA peXuM LudppoBble ABMEHUA,
06bI4HO HeBUAUMBIE ANA HAc. Bbl NbiTaeTechb
caenartb 3TOT OFPOMHbIA 3aKOAMPOBaHHbIN
MUp UHTepHeTa 60nee nNpo3payuHbIM?

{Ol: MHe MHTepecHbl He CTOSIbKO TexHOsoruu,
paspaboTaHHble A1A 06LEHMA, CKOMbKO Kysb-
TYPHble W3MEHeHWs, MPoMCXOAALme B pesysb-
Tate. [1nA MeHA BarkHee HaMTN BU3YA/IbHYIO
dopMy, UTobbl 0TO6Pa3UTL TO, Kak Mbl B3aUMO-
OencTByeM C HbopMaLmen, Kak Mbl UCMonb3yeM
ee 1 rnogsepraeMcA ee BAMAHMIO, HEXEeNn 3HaTb
TeXHOMNOrMK, CTOALLME 3a 3TMMK NpoLieccamm.

Bac BonHyeT npupoaa uHdpopMaumm, Koto-
poii uuppoBble CUCTEMbI «KOPMAT» Hac,
M Halwe He[oCTaTOYHO KPUTUYHOE OTHOLUe-
HMe K noTpebnsemoii uHpopmaummn?

tOl: MoA pabota — pasmbileHVA 1 BbIBOAbI.
Mbl [OMKHBLI 60sIblUe Pa3MbILLNATL Hag MHPOP-
Maumer, Kotopylo BrntbiBaeM. OgHa M3 MOMX
paboT nepeuncnAeT ABeHaAUaTb CamblX YacTbIX

to represent an almost unlimited variety
of information.

That sounds like an analogy for DNA: a
limited number of code units with almost
unlimited potential for recombination.

JP: Yes, this is one aspect, the other is that
we as humans are only capable of reading
and interpreting the letters of the alphabet, butin
reality the code of the chains is like a barcode. For
amachine, every part of this barcode is readable,
for us it is just noise or random patterns. We
can only deal with information that we have
been taught or trained to read. | arrange these
chains into something that is readable; that is,
| arrange the system into an intelligible one.
It is also about the changing processes within
our culture. About the generation of new values
from a limit number of parts.

You are using mechanical means to
translate a digital phenomenon that
usually remains invisible to us. Are you
trying to make this enormous, coded world
of the Internet more transparent?

JP:1am not primarily interested in the technology
that we have developed to communicate, |
am interested in the cultural changes that
are happening as a result. Expressing how
we interact with information, how we use it
and the influence it has on us in a visual form is
more important to me than the technology
behind it.

So you are concerned with the nature of
the information that this digital system is
feeding us and our lack of criticism about
what information we consume?

JP: My work is about reflections and the drawing
of conclusions. We need to reflect more on
what information we are actually being fed
with. One of my works deals with listing the

CI0B U3 TeX, YTO BCM/IbIBAOT B HOBOCTAX eXe-
OHEBHO W CO CTpOrov nepvoguyHoCTbio. Bos-
HMKaEeT BOMPOC: Hey)enM 3T0 BCe, 4YTO ABW-
YET HaMM M BIIMAET Ha HaC Kak Ha obLuecTtso?
CKOMbKO BpeMeHW Mbl yaenAeM TOW MM MHOM
HOBOCTW, KaKk 4ONr0 MHPOPMAUMOHHbIE areHT-
CTBa pacnpocTpaHAT ee? 3aBUCUMT M 3TO
OT TOr0, HACBITUAMCb /TN HALWW HepBbl CeHcalmen
1 Mbl HE XOTVM 60s1bLLIe CIbILATE O HeW? Mn 3To
BOMPOC Mpupodbl Meaua nporaraHapl: 3adep-
MVBAACb Ha OTAeSbHOM TeMe Jofiblie Apyrux,
3a60TUTCA /M raseta TakvMm 06pa3oM O Camo-
COXPaHEHWMN M TUPAXKaX WK e 06 yCTOoNYMBOM
B/MAHMA Ha 06LLeCcTBO?

Mo kakoMy NpuHUMNY Bbl6GupaloTca cnosa?

tOl: A 3agan HaCTPOMKW, KOTopble BbibMpaloT
C/10B3, A CaM HMKAK He BMAID Ha Bblbop. Cta-
TUCTUYECKWIA ITOPUTM OLIEHMBAET WU BbIbMpaeT
cnoBa. MeHA He MHTEepeCyioT OTAEe/bHbIE 3HaYe-
HWA, TONBKO MOTOK W M3MeHeHme. A He Xo4y pac-
CKa3blBaTb MCTOPWUM, HO, CKOPEe, XO4y YKas3aTb
Ha 0bLLWe CTPYKTYpbI 1 caenaTb UX BUAVMBIMM.

Julius ;opp. Bit Fall. 20‘(-367
twelve most frequent key words that turn
up in news feeds each day over a certain time
period. It begs the question: Is that really all
that moves us or affects us as a society? How
long is the attention span for a piece of news,
how long do the news agencies propagate it
for? Does it depend on whether our neurons
are saturated with it and we don’t want to hear
about it anymore? Or does it lie with the media
propagators: By dwelling longer on a particular
theme is a newspaper more interested in
securing its own existence and circulation or
having a sustained influence on society?

How are the words for your

pieces selected?

JP: 1 built structures and these structures choose
the words — | have no influence on what
comes out. A statistical algorithm evaluates
and selects the words. | am not interested in
the individual values — only in the flow and the
changes. | do not want to tell any stories, | want
to point to the overlying structures and make
them visual.
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leHepaTVBHBI/ MHTEPaKTUBHLIA NepdpopmaHc. 2009

Sonia Cillari

Mpu noddepxcke: [arsinumerica (MoHbenbAp, ®paHyus), Supported by [arsinumerica (Montbeliard, France),
Optofonica Laboratory for Immersive Art-Science, Mondriaan Optofonica Laboratory for Immersive Art-Science and Mondri-
Foundation (AMcmepdam, HudepnaHobi). aan Foundation (Amsterdam, the Netherlands).
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B 3TOM MHTMMHOM K YyTOMUTENBHOM nepdop-
MaHCce Nog4YepKMBaETCA NpoLecc co3gaHua
paboTbl Ha MybnMKe B peXuMMe XMBOro
BpeEMEHU. Ymunnapu NexunT Ha nony BbiCTa-
BOYHOr0 MPOCTPaHCTBA W BblgbIXxaeT yepe3
ONMHHYI0 NpoBoAALLYI0 TPYOKY, 04MH KoHel,
KOTOPOW B /IEBOM HO34Ppe XYAOKHMUbI, 2 ApY-
rom — y UeHTpa 3KpaHa. [bixaHne nopox-
[aeT K XM3HM umppoBoe obpaszoBaHwue,
«MNepo» (HasBaHWe aBTopa). 3a BpeMA nep-
dopMaHca «BblAbIXaeTCA» OKOA0 14 ThicAY
UMGPOBLIX 3/EMEHTOB, KOTOPble MOFyT
06pa3oBbIiBaTh 40 6 pa3Ho06pa3HbIX GUryp,
CUMBOJIN3MPYIOLLMX HMU3HEHHbIE COCTOAHMA
OT C/IOXKEHMA M pocTa A0 COMpPOTUBIIEHMA.
Ha xapaKktep n3obpaxeHua BAMAET TaKKe
M YPOBEHb YIr/IEKMCAOrO rasa B nomelye-
HMM: YeM 6ofblue ero KoHUeHTpaums, Tem
bbICTpEE «NEPO» TepAeT M3HadanbHbLIM LBe-
TOBOW CMEeKTp, CTAHOBACb YepHee.

OTpbIBOK M3 MHTEPBbLIO «[1pOCTPaHCTBO TenoueH-
Tpu4HO». BecepgoBana AHHeT [ekkep. OnybnvkosaHo
B «Sonic Acts XIIl — Poetics of Space», Hugepnangsl,

2010, c. 175-177.

Bul npeacrasunm neppopMaHc nog Hassa-
HUeM «KaKk XyfAoXHUK A flo/KHA OTAbI-
XaTb», BO BpeMAl Kotoporo Bauwe gbixaHue
AedcTByeT Ha uudpoBoe «nepo», npoe-
uupyeMoe Ha 3KpaH Hag Bamu. Yero Bbl
XoTesn [AO0CTUYDb, coO3AaBan 3TOT NPOEKT,
yeM XoTenn NoAesIMTbLCA CO 3pUTeNnamMmn?

C.Y.: MpoeKT «KaK XyQoXHMK A O0/MKHA
0TAbIXaTb» MOABWACA BO MHOMOM M3-3a
HanNpAXEeHWA, CBA3AHHOIO C MOMMW BHYTPEH-
HVMMW MOTMBAMMW, C KENAHWMEM TBOPUTL. ITO
04YeHb MHTMMHAA, C/IOXKHAA B UCMONHEHUN
Bellb, rae A BrNepBble NpeacTaBnAio nepes
nybnnKom caM npouecc co3gaHua ceoen
paboTbl. «KaKk Xy4OXHMK» A MakCMMasbHO
CKOHLeHTpMpoBaHa Ha cebe: KOHTpoONMpyA
CBOe MNpom3BedeHWe C NMOMOLLbID AblXaHuWA.
Begb abixaHne — ogHa M3 HEMHOMMX QYHK-

EN

This intimate and exhausting performance
emphasizes the creation of a work of art in
front of the public over time. The artist is
lying still on the floor of the exhibition
space and exhales through a long cable,
which departs from inside her left nostril
and ends at the center of the main screen
suspended from the floor. A digital creature,
feather, is entirely generated by the artist’s
exhaling into it. During the performance,
around 14.000 digital elements is exhaled
and the digital feather can be in more than
6 different states of beings, from addition
to resistance patterns of life. Also the
range of the carbon dioxide levels in the
exhibition space is revealed by the feather,
which might lose its initial range of colors
heading towards black in case of higher
concentrations in the air.

Extract from: Space is Body Centred, interview by
Annet Dekker, in Sonic Acts XIIl — “The Poetics of
Space, publication of the Festiva’l, Amsterdam (NL),
2010, p.175-177.

You also made a long performance titled
As an artist | need to rest in which your
breathing generates and influences
the states of being of a digital feather
projected on a screen above you.
What is it you wanted to achieve or
share with the audience?

SC: The performance work “As an artist, |
need to rest” results from the tension in
my personal impulses and desires of
making art. It is a very intimate piece which
confronts me with something | have never
done before: an exhausting performance in
which | emphasize the creation of my own
work in front of the public over a period
of time. As an artist | place myself in a
completely self-possessive role: being in
control of my work through my breath.




UM Tena, KOTOPYI0 YenoBeK MOMKET peryimpo-
BaTb KaK 0CO3HAHHO, TaK M HEOCO3HaHHO.
«fl JoMKHA oTAbIXaTb», YTOObLI HANTU CNOCOH
06beamHMTL ceba n ceolo paboTy. Bo BpeMmsA
co3gaHmA paboTbl MHE HyXHa b6blna ncu-
Xnyeckaa u odusnveckana BbIHOC/MBOCTD,
OnAa n3bexaHnA rmnepBeHTUNALNN NErKuUX.
B 3ToM npousBegeHun AbixaHWe — UCTOY-
HWK M3HW, TO, bnarogapA 4YeMy Mbl Nog-
OepxmBaeM XusHb Apyr gpyra, metadopa,
OoTpakaLlan B3aMMOCBA3b MeXAY XYAOXK-
HWKOM W ero paboTon.

JTa B3aMMOCBA3b M03BOMMIA MHE MpeacTa-
BUTb CO3MJAHWE KaK YyBCTBEHHbIMA OMbIT,
KaK M3HEHHO BaXHblA MHCTUHKT, 6naro-
[apA KOTOPOMY aBTOP MOXET Morpy3uTbeA
B COCTOAHWE BO36YXAEHMA UM pa3oyapoBa-
HWA. B 3TOM npoekTe Takxe BarkeH nepdop-
MaTMBHbI, BDEMEHHOM acnekT. MHe Heobxo-
OVMMO HaCTpOUTb CO3HAHMEe TaknM 06pasom,
4YTOObLI NEepenTH rpaHMLbl TOro, Ha YTo (Kak
CYMTaeTCA) cnocobHo Teno. Ytobul Habnio-
[aTb 3a co3gaHveM paboTbl, 3puUTeNAM
HeobxoaMMo onpegeneHHoe BpeMA. MHe
MHTEepecHbl AeNCTBUA, pa3BuBalowWuecs
BO BPEMEHW — OHWM MO3BOJIAT MHE UCKaTb
OTBETbl Ha BOMPOCHI, CBA3@HHbIE C MEHTaNb-
HOM 1 GU3N0NOrMYeCKOM OeATeNbHOCTbIo
YenoBeKa. MHe HpPaBUTCA, UTO 3pUTENN OKa-
3bIBAOTCA B ByanepucTUYeCKon cuTyauuu.
fl cumTalo, BaXHO NpegocTaBuTb Nybauke
nogobHbiM onbiT. B meppopmaHce «Kak
XYAOXHVK A 0MKHA 0TAbIXaTb» A UCCieayio
rPaHuLbl BO3MOMHOCTEN COBCTBEHHOr0 Tena,
B TeYEeHWe [0/roro BPeMEHW A OTKpbITa
ny6avKe, HAX0AACb B MHTUMHOM CUTyauuu.

YT1o BAOXHOBUNO Bac Ha nogo6HbIN
npoexT?

C.4Y.: A xoTena nokasaTb, 4TO CO34aHue
npou3BefeHnA MCKYCCTBA — 3TO TeeCHbIN
onbIT, U co3gasBan cBow paboTy, aBTOp
nepexmBaeT Bo3byXaAeHME M pa3ovapoBa-
Hue. YTobbl 3TO caenaThb, A 3agyManach Hag
pPO/bi0 XYAOMHMKA, NCMOAb3YIOWero uHre-

As breathing is one of the few bodily
functions that can be controlled both
consciously and unconsciously. | need to
rest to find a symbiosis between myself
and the piece. Psychological and physical
stamina are required to combat the risk
of hyperventilation, in which | might find
myself breathing deeper or faster. During
the performance the audience can hear the
sound of my respiration becoming more
fatigued. In this piece, breath, as the giver
of life, represents keeping each other alive,
a metaphor of interdependence between
the artist and his own creation.

Connecting the creation of my work to
my own breathing highlights creation
as a carnal act of experiencing, and
as the vital instinct that can bring the
artist into a continuous state of excitement
and frustration. The performative aspect of
the piece over time is also very important.
The intention is to enter into a certain state
of mind, where | can push my body over the
limit. | am interested in actions over time
because | regard performance as a means
of researching mental and physical answers.
| like the idea of the audience being in
a voyeuristic situation. It is important to
confront the audience with this experience.
The public has to take the time to see the
piece. In fact, “As an artist, | need to rest”
confronts me with finding the limits of my
body over time, with a long exposure to the
public, performing in an intimate situation.

What inspired you to make such a
performance?

SC: To highlight creation as a carnal act of
experiencing, to emphasize the excitement
and frustration in such action. | wanted to
question the idea and the role of an artist
working with interactive technologies in
contemporary art, and to question the

PaKTMBHbIE TEXHOJSIOTU, U O TOM, YTO Mbl
Ha caMOM fgefie NoOHUMaeM Mo UHTePaKTUB-
HOCTb0 COBPEMEHHOI0 MCKYCCTBA. XYAO0MKHUK
3awndpoBbLIBAET MPOMCXOAALLEE B HM3HU
YesnoBeKa, NoJb3yACb MHOMECTBOM A3bIKOB.
3T0 3aMelLleHne OTparKaeT ero CnocobHOCTb
BEpUTb, BoobpaKaTtb, YyBCTBOBATb, CTAHO-
BMTbCA OTKPbITbIM MO3HAHMIO, MPOCTPAaHCTBY,
KpacoTe. HoBble TEXHOMOrMM MO3BONAIOT
HaM NpoAnuTb HactosAwee. Metep Banbenb
O0AHaMA4bl CKa3an, YTo TEeXHOS0rmM 0CBO-
60} galT oT (CnyyanHocTen) peanbHOCTU.
Moe Teno (T.e. TeNno Xy4oxHWKA) co3gaeT
WHTEepaKkTMBHOE npou3BegeHune. Bo Bpema
nepdopmaHca 3T0 NPoOMCX0anT B peasibHOM
BpemMeHu. Takmm obpasoMm, 31a paboTa npo-
ABNAET OTHOLIEHME CAMOBOCMPUATMA Yeno-
BEKa K MMpY, UTO OTparkaeTcAa n TpaHcdop-
MWPYeTCA B UHTEPaKTMBHOM NpPoOU3BeeHN
MCKyCCTBa.

fl xouy noHATL, Npupoay npouecca Gopmu-
pOBaHWA 4YeI0BEKOM HOBOIO IMMUPUYECKOr0
BOCMPUATMA MMpA. MHe MHTEepecHO, KaK Mbl
PEKOHCTPYMPYEM BHYTPEHHUMA U BHELUHWI
MMP C NOMOLLbI0 CEHCOPHOM cncTeMsl. B npo-
TMBOBEC paunoHanMCTUYeCKOMy NpeacTaB-
neHvio 06 06BEKTMBHOCTM MpOCTpaHCTBa
W Tena 4yenoBeKa, B 3TOM MPOEKTEe A KOHLEeH-
TPMpPYIOCb Ha MepuUenTMBHbIX MeXxaHU3Max
W paccMaTpurBalo, Kak B NoA06HbIX YCNOBUAX
packpbiBaloT cebA co3HaHWe, BOCMPUATHE
W MOEeHTMYHOCTb. Bce Mou paboTel nepegaioT
oulyuieHMe HecTabuabHOCTM U HEeMOCTOAH-
cTBa. A MCNOMb3YI0 MHTEPAKTUBHOCTb, YTObLI
uccnegoBaTb BO3MOMKHOCTB yxo4a OT naeun
0 CyLLeCTBOBaHWM 06 BEKTMBHOW PeasibHOCTU.

way we actually understand interaction in
contemporary art. The artist codifies human
experiences in numerous sensory languages.
This substitution reveals the artist’'s capacity
to feel, envision and believe, becoming
sensitive to different kinds of knowing,
spatiality and beauty. Technology can help
us to extend the present. Peter Weibel once
said that the use of technology frees us
from instances of reality. By dealing with a
real-time generation between my body, as
the artist’s body, and my interactive work, this
piece manifests how the image of one’s self
and the relationship to one’s world is reflected
and transformed in interactive works.

For me it is important to explore how we,
individually, generate empirical concepts
of the world, thus relating new impressions
to existing ones. In other words: how
the interaction between a person and
his/her surroundings arises. How we, as
perceivers, reconstruct the internal and
external worlds by means of our sensory
systems, and how our senses achieve
the process of consciousness in order
to identify these worlds. Against the
rationalist notion of objective space and
body, the core of my exploration is the
creation of sensorial and perceptual
mechanisms in immersive and augmented
environments to instigate interactive
processes. My artistic investigation
examines how patterns of consciousness,
perception and identity emerge in such
settings. A recurring element in my works is
an experimental praxis revealing a sense
of instability and impermanence. | have
always searched for new ways to observe
and visualize behavior. | use interactivity to
explore the possibility of distancing oneself
from the idea of objective reality.




Electroboutique
(ApncTtapx YepHbiwoB & Anekcen LLynbrmn)
Electroboutique (Aristarkh Chernyshev & Alexey Shulgin)
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INEKTPOBYTUK — 3TO MHHOBALWMOHHAS KOMMaHWs, Npom3-
BOAALLAA COBPEMEHHOE WMCKYCCTBO. Mbl fenaeM nepeaosble

npov3BefeHus, obbeavHAoLLmMe B cebe CTW/b, MHTEePAKTVB-
HOCTb 1 KPUTUHECKU MOAX0L, IKCKMIO3MBHBIE U B TO e BpeMA

[O0CTYMHbIe, HALLW NMPOM3BEeAeHUs MaHUbECTUPYIOT HOBYIO 3py

OTBETCTBEHHOMO MPOM3BOACTBA M OTKPLIBAIOT HOBbLIE MOpPV-
30HTbI KPEATVMBHOMO MOTPE6/IEHNA CKYCCTBA.

B 3neKTpobyTHKe Mbl BEpVM, UTO fI0AM M OKpYatoLLanA cpeaa

TaK e 3Ha4MMbl, KaK V1 UCKYCCTBO, KOTOPOE Mbl feaeM. neK-
TPOBYTUK MPOM3BOAMT HE HAHOCALLME OKpyMaloLlel cpeae

ylwepba apT-MpoayKThl, KOTOPble He TObKO MOTPebasAlT
MVHMUMYM 3/1IEKTPO3HEPr M, HO TaKMKe MOMOraloT YMEHbLLINTh
BblAeneHVe YrIeKMCIoro rasa B atMocoepy.

3neKTpobYTUK 6€3 yCTanm y4acTByeT B COLMabHBIX M biaro-
TBOPUTESIbHBIX MPOEKTAX B HAAEHKAE U3MEHUTH MYD K NyULLEMY.
TaKKe, Mbl MOCTOAHHO OTCNIEKVBAEM W MOC/e[0BaTeIbHO

Y/yuLLaeM yCrioBus TpyAa iloAew, paboTaiowwwmx AN Hac.

Apuctapx YepHbiwos & Anekcen WynbrmH

Apuictapx YepHbiwos & Anekcen LLynbrmH

LJOLIP Q0O

MHTepaKkTrBHaA Megmackynbntiypa. 2008

HK TeneBu3op, NNacTyK, 3MEKTPOHMKA COBCTBEH-
HOW pa3paboTKK, akyCTUHeCKne cuctembl, iPod

‘wowPod’ — 3TO apTUCTMYeCKUn Mera-uHTep-
dec ana iPod. MogcoeamnarTe iPod K ‘wowPod’
W HacnaxpanTecb HeBWAAHHBIM paHee apTu-
CTU4YeckuM Mera! noTtpebneHveM. Bce Bawwm
mp3-dannel, BUOEOKNMMbI M NoAKacTbl npeg-
CTaHyT B HOBOM BMAe, MPOMyLIEHHOM Yepes
BHYTPEHHMA MUP XYOOXHMKA. TaknMM 06pasoMm,
Macc-KynbTypHas Bavka 4nqa rnas v ylel npu-
0bpeTeT COBEpLIEHHO HOBYIO OHTONOMMYECKYI0
rNYB6UHY 1 MHOMECTBEHHbIE CMbIC/TLI. KpoMe Toro,
‘WowPod’ — 3TO ApKWIM OM3aMHEPCKMI 0OBEKT,
KOTOpbI YKpaCKT Ntoboin MHTEpbEp, HaCTHBIN U
06LeCcTBEeHHbIN. [MraHTCKUIA AMCTOpCMpOBaH-
Hblh iPod — 3TO passuTMe Maen KpeaTMBHOMO
Kanutamama, M 0QHOBPEMEHHO — ero KpUTUKA.
KpuTuka yepe3 notpebneHue (Mnm notpebne-
HVe Yepe3 KPUTUKY) — BOT MOAYC COBPEMEHHOM
HM3HW, 1 ‘WowPod’ penpe3eHTMpyeT 3TOT Modyc
at its best (like no other).

Electroboutique is an innovative art-production
company. We make cutting-edge art works that
merge together style, interactivity and critical
approach. Exclusive but affordable, they manifest
the new era of responsible art-making and open new
horizons for creative consumption.

At Electroboutique, we believe that people and the
environment are just as important as the art we
make. Electroboutique manufactures sustainable art
products that are not only energy-efficient, but also
help reduce carbon footprint on the environment.
Electroboutique contributes tirelessly to social
and charitable activities in order to create a more
beautiful world. We are also committed to monitoring
and progressively improving the conditions of people

who work for us.

Aristarkh Chernyshev & Alexey Shulgin

Aristarkh Chernyshev & Alexey Shulgin
LIOLIPOD

Interactive media sculpture. 2008
LCD screen, plastic, custom electronics,
acoustic systems, iPod

‘wowPod’ is an artistic interface for an iPod.
Plug your iPod into ‘wowPod’ and enjoy
artistic mega-consumption unknown before.
All your mp3 files, videos and podcasts
will appear in a new way processed
through inner life of an artist. Thus, a mass-
culture bubble-gum for eyes and ears gains
absolutely new ontological profoundness
and multiple meanings. Besides that
‘wowPod’ as a brilliant design object will
adorn any interior, private or public. Giant
distorted iPod further develops ideas of
creative capitalism, being at the same
time critical towards it. Critique through
consumption (or consumption through
critique) — that is the modus of modern
life; ‘wowPod’ represents this modus at its
best (like no other).

o
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Apuctapx YepHblwes
NOATHUECKHAA ZROHOMHEA
INeKTPOHHLIM 06beKT. 2005

CBeTOAMOAbI, NMNACTUIK, 3MEKTPOHMKA COBCTBEHHOM
pa3paboTku

SKOHOMMKA U HUM3Hb, GU3UKM 1 TMPUIKI: 3TU YCTON-
UMBbIE C/TOBOCOYETAHMA Cpasy Bbi3bIBAIOT MOTOK
accoumaumin 13 raybokoro AeTCTBa, 3aIMToro
COMHEYHbIM CBETOM WM UYyBCTBOM HECKOHEYHOIro
c4acTbA:

M Kak BCAKMIA XyO0MHWK, ApUcTapx YepHbilles
[0CTaeT 3TW BOCMOMWHAHWA U3 CBOEM NamATH
M OenaeT M3 HMUX MCKYCCTBO, CBOMMM, CPasy y3Ha-
BaeMbIMM BbIPa3uTeSIbHbIMM CPeACTBAMM, UCMOSb-
3yA NpMeM AeKOHCTPYKUMM MHPOPMALMOHHOMO
noToKa (BCMOMHMTE MHCTaNNALMK ‘OKoHYaTeNb-
HaA HacTporka', ‘HKeeatenbHana rpasy’, ‘Hawaa',
06beKT ‘Tenebnactep’), ToNbKoO Tenepb NpuUMe-
HEHHOIO K TEeKCTY.

B cnope Mexay dusmKamm 1 Inprkamm nobeamnm
MeHerKephbl, TaK KaKk U GU3MKN 1 IMPUKL OKasa-
JMCb BCEro MMLLb Pa3HbiMX NoABWAAMM HAMBHbIX
pOMaHTMKOB. B coBpeMeHHOM Mupe HEeT MecTa
nmpuke. CeroaHALIHAA Mo33uA — 3TO BUpKeBble
CBOAKW, KypCbl BAMIOT, LieHbI Ha HedTb M 30/10TO.

06beKT ‘TloaTnyeckana 3KOHOMMKA', BbIMOSHEeH-
HbI B CTWNe AMBaMc-apT, ApKO BonsowaeTt
B cebe 3Ty uaelo, BCe e 0CTaBNAA 3puTenio
Hageway Ha To, YTO eLle eCTb B XM3HM MeCcTo
WCKYCCTBY, XOTA 6bl B BUAE MepLaoLLMX OrHen
PEKNaMHbIX BbIBECOK.

MHcTannAumMA BM3yanbHO AEKOHCTpyupyeT
TpaauUMOHHbBIE MO3TUYECKUE TeKcThl (MeTe,
LLlekcnnpa, MNyLwKnHA) 1 3aMeHseT UX HOBOCT-
HOM NEeHTON, NayLWen B pexnMe peanbHoro
BPEMEHM.

Aristarkh Chernyshev

LYRIC ECOHOMY
Electronic object. 2005

Led, plastic, custom electronics

Economics and life, physicists and lyricists:
these idiomatic phrases evoke a stream of
associations from early childhood, sunlit
and full of endless happiness. As any
artist, Aristarkh Chernyshev gets out these
memories and uses them to create art,
with his at once recognizable expressive
means, using method of documenting
the information stream (installations «Final
Customization», «Chewing Mud», «Thirst»,
the object «TVblaster»), though applied to
text.

The dispute between physicists and lyricists
was won by managers, as both physicists
and lyricists turned out to be different
subspecies of naive romanticists. In modern
rationalized, globalized world, there is
no space left for lyricism. The poetry of
today is stock exchange rates, oil and gold
prices, celebrity news and ad slogans.
«Lyric Economy» brilliantly embodies
this idea, at the same time leaving a hope
that there is still a place for art in this
world, if nothing else as shimmering lights
of advertisement boards. The installation
visually deconstructs a traditional poetic
text (Goethe, Shakespeare, Pushkin, you to
decide) and replaces it with a news feed
coming in real time through RSS channels. .

o
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Apuctapx YepHbiwwes, Anekcen LLynbrnH
IHUTSIELE MESSHGE
3NeKTpoHHbIe 06beKThI. 2011

CTeKnonnacTyK, 3NeKTPOHMKA COBCTBEHHON pas-
paboTKK, MHPPaKPACHbIE CBETOAMOAbI

BmsyanbHO M3bICKaHHAA dopMannucTrudeckasn
CKY/bMTYpHAA KOMMO3ULMA HeceT B cebe CKpbl-
TOEe COO0BLLEHNE; HO YBMOETb €r0 MOMHO TOJTBKO,
BOOPYMMBLUMCb LMPPOBOM TEXHUKONW. Mpon3-
BefeHue HeceT B cebe pasnmyHble CMbIC/bI
B Pa3/IMYHbIX CBETOBLIX CMEKTPAX — BUOVMMOM
1 HesuavMoM. COOTBETCTBEHHO, PAbOoTy HY*KHO
BOCMPUHMMATL KaK HEMOCPEACTBEHHO ra3amu,
TaKk 1 yepe3 06beEKTMB LMdpoBo GoTo/BMaOEO
Kamepbl MM MobunbHoro TenedoHa, YyBCTBU-
TenbHbIX K MHPpaKkpacHoMy ceeTy. CKpbiToe
nocsiaHme HarnAagaHo WAMICTPUPYET naelo Map-
wanna MaksioaHa o ToM, YTo Megma — 3TO Mpo-
[O/KEHME HALWMX OPraHoB YyBCTB.

Aristarkh Chernysheyv, Alexey Shulgin

Electronic objects. 2011

Fiberglass, infrared LEDs, custom electronics

This visually refined formalist wall-
mounted sculpture carries a hidden
message. One can see it though only if
enhanced by digital technology. The piece
carries different meanings in different
light spectra — visible and invisible ones.
Accordingly, one should look at the piece in
two ways — with bare eyes and through a
digital camera or a mobile phone — that is
sensitive to infrared light.

Kind of direct illustration to M. McLuhan idea
about media as extension of our senses.







9 NMPOM3BEAEHNIA
MEONA NCKYCCTBA

9 PLATFORM FOR
MEDIA ARTWORKS

RU

WNHCTUTYT MccnegoBaHMin U Npon3BoACTBa
Megma wuckycctBa Hexagram (MoHpeans,
KaHaga) — akagemudeckan nnatdopma ana
M3yYeHWA 1 CO34aHWA Mpou3BedeHUA Meava-apTa.
OH 06beanHAeT MccnegoBaTesnet, KoTopble cre-
LUManm3npyloTca Ha Co34aHuM U U3YYeHUM Npo-
M3BEAEHMN MCKYCCTBA C MCMOSIb30BaHMEM HOBbIX
TEXHOMOMMI B ¥aHpax nepdopMaHca, MHCTanns-
LMK 1 BbICTABOYHOM 3Kcno3uumn. 3agada MHcTu-
TyTa — CTUMYMPOBaTb M KOOPAWMHMPOBATL
MCcCneaoBaHvA B 3ToM chepe M NoaaepHuBaThb
3KCrepMMeHTbI. 3a BpeMs CBOEr0 CYLLECTBOBaHMSA
Hexagram CIAM ctan 6a3oi Ana BO3HWMKHOBE-
HMA Lenoi cepum nepbopMaHcoB, TeaTpasibHbIX
MOCTAHOBOK, MHCTANAUMIA 1 NPoM3BEAEHN 130~
6pasmnTenbHOro UCKyCCTBa.

MporpaMMa npeacTaBnAeT 9 BMOEOLOKYMEHTa-
UM paboT CoTpyaHWMKOB MIHCTUTYTE, B KOTOPbIX
OTpaXKaeTCA LMPOKUIA CMEKTP MpoM3BeAeHUN,
CO3aBaeMbIX B HEM.

1. Mapwuo Korte, «benoe YepHoe Huuto» (10°)

2. WaH [lekapu (poboTtusauma ceeTa), HaH Hepse, [xoH Onusep
(3BYK), «AnbTepHaTUBHbIE BUAEHUA» (20°)

3. WaH [iobya, «0gH1MM B30oxoM» (3')

4. WaHTans fionoH, «MaaeHues (3')

5. AnHr Tao, «MATb cnocoboB pacckasaTtb MCTopyio 0 Moae» (37)
6. Bunn BopH, «MawuHel bnarogat» (7°)

7. NXI Gestatio, « [MAPYCA]» (13’)

8. Pobep Cocbep, «BupyToprym» (3')

9. CaHgmn Bxarsati, «Hyxue 3emm» (13°)

EN

The HexagramCIAM Institute (Montreal,
Canada) is an academic research-creation
platform for media artworks. It brings
together researchers specializing in the
creation and study of artworks involving
new technologies, specifically those
having a potential for performance,
artistic installation and exhibition. Its
mission is to stimulate and coordinate
the research activities in this field
and to support experiments. Thanks to
this institute a lot of new media projects
have emerged for performances, theater
shows, installations and visual artworks.

The program presents 9 videos created by
HexagramCIAM researchers and reflects the
range of works being done in the Institute.

1. Mario Cété, «Blanc Noir Rien»/[White Black Nothing] (10’)
2.Jean Decari (robotized concept of light), Jean Gerves,
«Alternate Vision» (20")

3. Jean Dubois, «By means of a sigh» (3’)

4. Chantal Dupont, «The Fall» (3’)

5. In Gao, «Five ways to tell a story about Fashion» (3’)

6. Bill Vorn, «Grace State Machines» (7’)

7. NXI Gestatio group, « [VOILES|SAILS]» (13’)

8. Robert Sosiere, «Virutorium» (3’)

S. Sandepp Bhagwati, «Alien Lands» (13’)




SIEHCE

PROJECT CURATOR: DMITRY BULATOV

RU

TexHo-6bronornyeckoe UCKYCCTBO — 3TO Hanpas-
JIEHME B COBPEMEHHOM MCKYCCTBE, Fae CPEACTBOM
ONA CO34aHMA NPOM3BEAEHUN CIYMUT HUBas
Marepus, a Cnocobom — Hoselume broMeanLMH-
CKMe 1 MHGOPMaLMOHHBIe TeXHOorMn. MNoaobHbIe
XYOOMECTBEHHbIE MPOM3BEAEHMA BO3HMKAIOT, KaK
npaswo, B 1abopaTopmsax 1 4acTo B COTPYAHMYe-
CTBE C HAYYHO-MCCIIe[0BATENBCKUMM LIEHTPAMM.
Camu paboTbl — XKBble UM «MOMYXKMBbIE», M03-
TOMY B Ka4ecTBe CBMAETENbCTBA O CYLLECTBOBa-
HWM TOM U MHOM GOPMbI CO BpEMEHEM OCTAEeTCA
TOMBKO AOKYMeHTaUmA npoekTa. ckyccTBeHHas
W3Hb, CO34aBaeEMas XyOOMHWKAMM, TaKKe
XPYrKa 1 HeJoNroBeYHa Kak NpupoaHas, Ho ee
CyLLeCTBOBaHMe HaBceraa 3admKCMpoBaHo 1, TeM
CaMmblIM, BIMCAHO B UCTOPMIO 3EMHO 3BOSTIOLIMN.

BO3HWKHOBEHME CTOMb HEOAHO3HAYHOIO MCKYC-
CTBQ@, MO MHEHWIO MUCCNegoBaTenel, CBA3aHO C
¢$beHoMeHasIbHBIM MPOrpeccoM M pacnpocTpa-
HEHWEM COBPEMEHHbIX TexHonornn. Henpodec-
CYoHasbl O4eHb MaU10 3HAIOT O MPOMCXOAALLEM
B HayKe, 0 TOM, KaKk CWU/bHO M3MEHWNCL NMpesd-
CTaBfeHVe 0 MUPE W YenoBeKe, 0 Mpupoae 3a
rnocnegHee Bpems, Kakve 06LLUIMPHbIE BO3MOMHO-
CTV OTKPBIIMCL 4719 HAy4HOro Muypa. Teno ctano
0OBEKTOM MPOrpaMMMpPOBaHNA M NnaugapMoM
N7 0Npob0oBaHMA HOBLIX TEXHOSIOMMYECKUX MOEN,
OHO MOMET ObiTb BMAOM3MEHEHO 40 MOSHOM
MOTEPW XMBbIM CYLLIECTBOM CBOEM0 NepBOHAYa b~
Horo obnvKa. Bce nogobHble HayyHble 3Kcrepu-
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Techno-biological art is a direction of
contemporary art in which living matter
is the means for creating an artwork, and
the newest biomedical and informational
technologies are the method used. Techno-
biological artworks as a rule are generated in
laboratories and frequently in collaboration
with scientific research institutes. The works
themselves are also alive or ‘semi-living’
and that’s why the only proof of a form’s
existence that survives with time is the
project’s documentation. This artificial life
created by artists is as fragile and short-lived
as natural life, but the existence is forever
fixed and thus written into the history of the
Earth’s evolution.

The appearance of such an ambivalent art form
is in the critics’ view caused by phenomenal
progress and expansion of contemporary
technologies. Non-professionals know very
little of what’s happening in science, of the
change in the world view and the concepts
of man and nature in the last few years, of
the enormous opportunities that have opened
for the science world. Body has become an
object for programming and a base for trying
out new technological ideas; it can now be
changed almost to the point of a living
being losing its initial image. All the scientific
experiments of this kind are at the same time

MEHTbI, 04HOBPEMEHHO YHVKASTbHbIE, UHTEPECHBIE
W nyraioLye, 6bLImM BOCMPUHATBI XYA0MHUKaMM KaKk
npeameT, 00A3aTeNbHbLIN ANA XYA0KECTBEHHOMO
NCCNeaoBaHUA M OCMbICSIEHWA MyMaHUTApHBIMU
MeTodamm. HacKobKO 3TUHHBI TaKu1e UCCenoBa-
HWA, 6osIee TOro HACKOSBKO OHM HYXKHbI 1 J0MNY-
CTVIMbI B MMIPE MOKa He b1o1orryecKkmx poboTos, a
YKMBbIX OpraHy13MOB, KaK0oBbI NMEePCrEeKTVBbI LLIMPO-
KO0 pacrpoCcTpaHeHMA HOBEMLIMX TEXHOOM MM, U
KaK1M CTaHeT HaLl M1p Moc/1e 3TOro — UMEHHO 3TW
BOMpPOCh! 06Cy*KAATCA B Chepe XyOooKecTBeH-
HOro TEXHO-TBOPYECTBA.

CerogHa TeXHOBMOOMMHYECKOe MCKYCCTBO ABNA-
€TCA TEM MeCTOM, rae OrpobbIBAIOTCA pas3/inyHble
XyLOMeECTBEHHbIE MHHOBALIMM. YTODLI OHO He OCTa-
BaJ10Cb MASIOMOHATHOM 3K30TUKOM /1A LUMPOKOro
3puTeNA, B paMKax CneumanbHoro nokasa Kanm-
HUHrpagckvn dunman NUCU npegcTasuT Konnek-
LMI0 [OKYMEHTa/bHBIX GWMILMOB, KOTOpbIE pac-
CKaXKYT O CaMbIX APKMX MPOEKTAX, peasi30BaHHbIX
XyLOMHVKaMW B NOC/iegHVE rofbl C MPUMEHEHVEM
TexHonormn XXI Beka — METOAMK FEHHOM MHKeEHe-
puvK, BUOTEXHONOMMM 1 POBOTEXHUKN. Mbl Hade-
€MCA, YTO 3TOT MPOEKT AACT EMKOE NPeACTAB/IEHME
0 HbIHELLHeW CTaaum PasBUTUA IKCEPUMEHTASTb-
HOMO MCKYCCTBA, 1 byaeT crnocobCTBoBaTL TBOPHE-
CKOMY OVasory XyO0HHMKOB PasHbIX CTPaH, paBHO
KaK v Mpoby*KaeHuio B Ny6/MKe MOHMMaHWA CBO-
€06pa3Horo A3bIKa MCKYCCTBA HOBbIX TEXHOSOMMN.

Naypa benodd, «®epma NNogoBbIX MyLeK», 2008. © aBTop
Laura Beloff, “Fruit Fly Farm”, 2008. © artist

unique, interesting and frightening. They were
interpreted by artists as an object of art
exploration and scholarly research. To what
degree is this research ethical, moreover -
is it necessary and permissible in the world
populated by living beings and not yet by
bio robots? What are the prospects of wide
spread advanced technologies and what will
the world become like after they spread -
these are the questions discussed in the field
of artistic techno-bio creativity.
Technobiological art today is a proving ground
for various artistic innovations. For it not to
remain an obscure exotic curiosity to wide
public, the National Centre of Contemporary
Arts (Kaliningrad Branch, Russia) presents
within the frameworks of international
exhibition Evolution Haute Couture a collection
of documentaries about the most prominent
art projects recently created using the latest
21st Century technologies: ALife, robotics, bio
and genetic engineering. We hope that this
project will give a substantial insight into the
present development stage of contemporary
art and contribute to creative dialogue of the
artists from different countries, as well as to
wakening the public to understanding of a
specific language of new technologies.




OnucaHue npoeKkTa

B pamKax cneumanbHoro rnoxkasa KanmHuHrpag-
CKmi dunnman MocygapcTBeHHOMO LieHTpa coBpe-
MEHHOIr0 MCKYCCTBa NPeACTaBAeT KoMIeKkumio
[OKyMeHTasbHbIX GUILMOB 0 TEX MPOM3BEAEHNAX
WCKYCCTBA, KOTOpbIE B MOC/IeAHWE rofbl b Co3-
[OaHbl XyA0MHMKaMM C NMPUMEHEHMEM HOBEMLLIMX
TexHonormn XXl BeKa — UCKYCCTBEHHOM MU3HM,
pO6OTOTEXHMKM, BUO- 1 FEHHOM HKeHepyn. Kon-
nexkumA dmnemoB bbina cobpaHa B 2008 rogy w
ABNAETCA KPyMHeMLLEN B 0611aCTW COBPEMEHHOMO
TeXHObMoNorn4eckoro UcKyccTea B Poccvm 1 3a
py6eroMm. lMNpe3eHTaumA KonneKkumm CoCToANacs B
pamkax IX Megna®opyma 2008 — opumumansHon
nporpamMmMel XXX MocKoBCKoro MeayHapogHoro
KvHodecTVBans, Ha breHHane nckyccrs ISEA2008
B CvHranype. B ¢opMe BbICTaBKM MPOEKT bbif
BrepBble NokasaH B KasMHWHMPaaCcKon Xydoxe-
cTBeHHoM ranepee (KamvHmHrpag). B 2009 rogy
MPOEKT 6bl1 yAoCToeH HaumoHanbHoM NpemMmn B
06/1aCTV COBPEMEHHOT 0 MCKYCCTBA «/IHHOBaLWA»
(MockBa) 1 npeacTaBneH B Ka4ecTse Creumanb-
HOrO NpoeKTa Ha 3 MOCKOBCKOM MexayHapoaHOM
61eHHane CoBpeMeHHOro MCKYCCTBa.

Pasgensi Konnexkuum

- MCKYCCTBEHHOE, HO MOA/MHHOE (VICKYCCTBEHHAR M3Hb)

- rpaHyiLibl MOAEIMPOBaHNA (3BOSIIOLMOHHBIN AM3aiH)

- cuslowme npoTe3bl (PobOTOTEXHUKA)

- Teno Kak TexHonorva (TexHo-MoandmKauma Tena)

- 60MbLle YeM KOomuA, MeHblle YeM HuYTO (Bro- & reHHas
VHKeHepns)

- nonyveble (VHxeHepya TKaHel & CTBOSIOBbIX KETOK)

- p.s. MNepekogmpoBKka

YyacTHUKM npoeKTa

Mona MastaHo Aau (ApreHTuHa), Maypo AHHyHUMaTo v Mbe-
po Mbepy4un (MTanms), AHCaMb/b KPUTUHECKOMO MCKyCCTBa
(CLLA), BperaoH BanneHwe (CLLA), Naypa Benodd (OuHAH-
omA), Ossng boyaH (CLUA), Hatawa Buta-Mop (CLUA), Bunn
BopH (KaHaga), TaHa Beicocesny v Man ber-Apu (ABcTpanun),
[xopak Meccept (CLUA), KeH Mongbepr (CLUA), M3a MopaoH
(CLLA), Monb MpaHboH (®paHums), Hapio Mparcv (Benvko-
6putanmna), Tarkm Jadd (KaHaaa), yn-Ounmnn Jemepc (Ka-
Haga), MapTa av MuHmsnw (MopTyranmA), 3peuH [prcceHc
1 Mapua OepcranneH (Huaepnangsl), o [O3svc (CLUA),
Anam 3apeukm (CLUA), Onopuvc Kaiik (Huaepnanasl), BepeHa
KamuHnapy (KaHaga), Kapnoc Kopna v AHHa lMapcvs-CeppaHo
(Mcnanmn), OpoH KaTTc 1 Monar Lypp (ABcTpanus), JleoHen
Moypa (Moptyranus), kemc Ayrep v kvm Jlyaso (Be-
NMKobpuTanms), OpnaH (®paHums), Dkynma Pegmka (CLUA),
Hukonac Pvi3 (KaHaga), KeH PuHanbgo (CLUA), KetnmH Poa-

Project description

In the context of the special video screening
the National Centre for Contemporary Arts
(Kaliningrad Branch, Russia) presents a
collection of documentaries about artworks
recently created using the latest 21st
Century technologies: ALife, robotics, bio
and genetic engineering, etc. Assembled
in 2008, this is today the largest video
collection of techno-biological art in Russia
or abroad. The collection was premiered
in the framework of the IX MediaForum
2008 - one of the official programs of the
XXX Moscow International Film Festival
(MIFF), and at the International Biennial
on Electronic Art in Singapore (2008).
In the form of the exhibition the project
was shown in Kaliningrad State Gallery.
In 2009 the “Evolution Haute Couture”
project won the Russian National Award
for Contemporary Arts “Innovation” and
was presented at the program of special
projects of the Third Moscow Biennial of
Contemporary Art (2009, Moscow, Russia).

Sections of the collection

- artificial but Actual (Artificial Life)

- limits of Modeling (Evolutionary Design)

- shining Prostheses (Robotics)

- body as Technology (Technobody Modification)

- more than a Copy, Less than Nothingness (Bio and Genetic
Engineering)

- semi-Living (Tissue and Stem Cells Engineering)

- p.s.. Re-Coding

Participating artists

Paula Gaetano Adi (AR) / James Auger & Jimmy Loizeau (GB)
|/ Brandon Ballengee (US) / Laura Beloff (FI) / BioKino Group:
Tanya Visosevic and Guy Ben-Ary (AU) / David Bowen (US) /
Adrian David Cheok (SG) / Carlos Corpa & Ana Garcia-Serrano
(ES) / Critical Art Ensemble (US) / Joe Davis (US)/ Marta de
Menezes (PT) / Louis-Philippe Demers (CA/SG) / Erwin Driessens
& Maria Verstappen (NL) / Tagny Duff (CA) / Arthur Elsenaar
& Remko Scha (NL) / Julie Freeman (GB) / George Gessert
(US) / Ken Goldberg (US) / Isa Gordon (US) / Andy Gracie (GB)
| Paul Granjon (FR) / Mateusz Herczka (SE) / Floris Kaayk (NL)
|/ Verena Kaminiarz (CA/DE) / Leonel Moura (PT) / Orlan (FR) /
Plancton Art Studio: Mauro Annunziato & Piero Pierucci (IT) /
Nicolas Reeves (CA) / Julia Reodica (US) / Ken Rinaldo (US) /
Marcel-li Antiinez Roca (ES) / Kathleen Rogers (GB) / Philip Ross
(US) / SymbioticA Research Group (AU) & The Potter Lab (US)
| Stelarc (AU) / The Tissue Culture & Art Project (TC&A): Oron

Mateyw XepuKa, “CucTeMbl nogaepanHma Xu3Hu — Banga”, 2006. © asTop
Mateusz Herczka, «Life Support Systems - Vanda», 2006. © artist

epc (Benmkobputanms), Mapcenb AHTyHec Poka (McnaHua),
Ounmnn Pocc (CLUA), SymbioticA (Asctpanms) n Ctus MoTtep
(CLLA), Crenapk (Asctpanms), Mon Tomac (ABctpanmn), [Ky-
s OpuMaH (Benmkobputanuna), Matuyl Xepuka (Lseuma),
Apnpvian [381a Heok (Curranyp), ApTyp 3nbceHaap 1 Pemko
Ckxa (HuaepnaHab!)

MpoeKT nogroroBneH:

Maen n sci-art-koMno3muma: Omutpuii bynatos
BvaeoMacTepuHr, 3ByK, MHweHepuHr: Oner bnabnac
JoroTun, Be6-caiT npoekTa: Masen CaBenbes

PR: AHactacna KapneHko

Mepesogp:: Cepreit Muxarnos, EsreHmi Bonkos, TaTtbAHa
BypbixvHa, EkatepuHa LWamosa, Omutpuin Bynatos, EBreHus
KonecHnueHko.

JokyMmeHTaumna

“3BontoumA OT KyTiop: MICKYCCTBO M HayKa B 3Moxy nocTomo-
norun”, coct. Omutpuin Bynatos. Ctatbk Poa 3ckoTa, OMu-
TpuAa bynatosa. M3gaHme Ha pyCcCKOM M aHMIMMCKOM A3bIKaX,
rnoccapui, UB. / 4/6 nnmoctpawm, KHura + 2 DVD-ROM, KO
MUCW: KanmnumHrpag, 2009.

Cant npoekTa: http;//www.videodocncca-kaliningrad.ru/

HPOEKT noaroToBsieH NpU NoaaepXKe

MuHuncTepcTBa KynbTypbl Poccuiickoi ®epepaumm, ®oHaa
@opaa (MockoBcKoro npeactaBuTesbctBa) OoHOa HEKOM-
Mep4ecKMX MporpamMm [MUTpursA 3uMuHa «duHacTvs» (Mocksa).

Catts and lonat Zurr (AU) / Paul Thomas (AU) / Bill Vorn, Emma
Howes & Jonathan Villeneuve (CA) / Natasha Vita-More (US)
| Adam Zaretsky (US).

Credits

Idea of the project and sci-art-composition: Dmitry Bulatov
Video-engineering: Oleg Blyablyas

Design, logo, web: Pavel Saveliev

Engineering: Eugeny Palamarchuk

Translations: Sergey Mikhailov, Eugeny Volkov, Tatiana
Burikhina, Ekaterina Shamova, Dmitry Bulatov, Yevgenia
Kolesnichenko

Catalogue

“Evolution Haute Couture: Art and Science in the Postbiological
Age”. Edited by Dmitry Bulatov. With a foreword by Dmitry
Bulatov and essays by Roy Ascott, Dmitry Bulatov. Russian-
English edition, and extensive glossary, color and black-and-
white illustrations, book + 2 DVD-ROM, KB NCCA, Kaliningrad,
2009. Web site: http://www.videodoc.ncca-kaliningrad.ru/

With special thanks to:

The Ministry of Culture of the Russian Federation
The Ford Foundation (The Moscow Office, Russia)
The Dynasty Foundation (Moscow, Russia)







Kpucta 3omMMepep (ABcTpuna)
JlopaH MuHboHO (®paHumA)

www.interface.ufg.ac.at/christa-laurent/

Meguna XyaorHWKK, npodeccopa YHMBepcuTeTa WCKYCCTB
1 amzanHa B JinHue. CotpyaHmyaiot ¢ 1992 roaa. Mx BceMmpHo
M3BECTHbIE PabOTbl Y MHHOBALWIOHHbIE MHCTAIIALMM 3aBOEBIN
MHOMOYMCIIEHHBIE MeXdyHapoaHble Meama-Harpaasl, ot World
Technology Award (2001) 40 MpemMnn MHTEPAKTUBHOIO MCKYC-
ctBa "Golden Nica” (1994).

C 2004 roga pyKoBoaAT (GaKynbTeETOM KyMbTypbl MHTEpdeca,
NHCTUTYT Megma, YHUBEPCUTET MCKYCCTB M Av3arHa B JIuHue
(ABCTpMA). 3aHMMaM NPOGECCopcKMe A0MKHOCTM B MexayHa-
pOAHOM akaaeMun Meama UCKYCCTB M HayK B . ey (AnoHuA),
a TaKKe pyKoBOAMIM MpoeKTamu MccnepoBarenbckoin nabopa-
TOPUM Meaua-MHTErpaumm U KOMMyHUKaLmn B KnoTo (AnoHms).
3ommepep m3ydana 6uonoruio B BeHCKOM yHMBEpCUTETE U CO-
BPEMEHHYIO CKYMbNTypy B AKageMuu M306pasuTenibHbIX UC-
KyCCTB B BeHe, a Takke VMeeT y4eHylo CTereHb AOKTopa HayK
YanbCcKoro Konnemka MckyccTs, HbtonopT (BenmkobputanuA).
MUHBOHO M3yYan MCKYCCTBO M BMOEO B AKaZEMUM WCKYCCTB
B AHryneme (OpaHums) M UMEeT AOKTOPCKYIO CTEMeHb MO MHKe-
HepHbIM HayKaMm, Kobe yHuBepcuTeT, ANoHUA.

Mpov3seaeHns 3oMMepep M MUHBOHO BblM Ha3BaHbl «3M0X0-
06pasyioLMMm», B CBOMX WMHHOBALMOHHBLIX MPOEKTax aBTopbl
0CBavBalOT MPUPOAHBLIE U UHTYUTUBHO MOHSATHbIE MHTEpbelCcsI,
YaCTO MPUMEHAIOT HAyYHbIE MPUHLMMLI, TaKME KaK MCKYCCTBEH-
HaA *M3Hb N CIOMKHbIE FEHEPATUBHBIE CUCTEMbI.

3oMMepep ¥ MUHBOHO ABNAIOTCA aBTOPaMM MHOMMX HayuYHbIX
MCCNeoBaHUA MO TEMATMKE WMCKYCCTBEHHOM MM3HW, MHTEpaK-
TUBHOCTU 1 AM3aiiHa MHTEP®ECoB. KpoMe Toro, OHM BbICTYNaloT
C NEKUVAMW B YHUBEPCUTETAX, HA MeXayHapoaHbIX KOHbepeH-
LIMAX 1 CUMIMO3NYMaX.

Nx paboTbl («BblpalmBaHMe WHTEPAKTMBHOrO pPaCcTeHWUA»
(1992), «A-Volve» (1994), «Trans Plant» (1995), «Intro Act»
(1995), «HKm3HEHHbIE NPOCTPaHCTBa» (1997), «Hn3HEeHHbIe Npo-
cTpaHcTBa Il» (1999), «VERBARIUM» (1999), «MHAyCTpranbHas
3BonoumnA» (2000), «HKmBaa KoMHaTta» (2001), «HKvBaa ceTb»
(2002), «Nano-Scape» (2002), «<MobunbHble uyBcTBa» (2003),
«CapgoBan Boda» WM Ap.) ABMAIOTCA KNACCMKOM MHTEPaKTVMBHOMO
KOMIMbIOTEPHOIO MCKYCCTBa M Bbinv NpeacTaBneHsl Ha Gonee
yeM 150 BbICTaBKax Mo BCEMY MUPY, @ TaKKe Haxo4ATCA B KO-
nekumAx LleHTpa uckycctBa M MeamarexHonorvii B Kapncpys
(ZKM, Tepmanms), LieHtpa MHTeprkoMMyHmKaumii NTT-ICC B To-
Kkuo, Cartier Foundation B Mapuke, Millenium Dome B JloHgoHe
v ap.

Christa Sommerer (Austria)
Laurent Mignonneau (France)

www.interface.ufg.ac.at/christa-laurent/

Media artists, professors at the University of Art and Design in
Linz. Since 1992 collaborates with Laurent Mignonneau.
Their internationally renowned works and innovative installations
have won numerous international media awards, from the
2001 World Technology Award to the 1994 «Golden Nica» Arts

Electronica Award for Interactive Art.

Founders and leaders of the Interface Culture program, Institute
for Media, University of Art and Design in Linz, Austria (since
2004). Previously held positions include professorships at
the IAMAS International Academy of Media Arts and Sciences in
Gifu, Japan, researchers and artistic directors at the ATR
Media Integration and Communications Research Lab in Kyoto
Japan.

Sommerer originally studied biology at the University of Vienna
and modemn sculpture and art education at the Academy of
Fine Arts in Vienna, and holds a PhD degree from CAiiA-STAR,
University of Wales College of Art, Newport, UK. Mignonneau
studied art and video at Academy of Fine Arts Angouleme and
holds PhD degree in engineering from Kobe University, Japan.
Mignonneau and Sommerer’s artworks have been called «epoch
making» (Toshiharu Itoh, NTT-ICC museum) for developing
natural and intuitive interfaces and for often applying scientific
principles such as artificial life, complexity and generative
systems to their innovative interface designs.

Mignonneau and Sommerer created pioneering interactive
computer installations such as Interactive Plant Growing
(1992), A-Volve (1994), Trans Plant (1995), Intro Act (1995), MIC
Exploration Space (1995), GENMA (1996), Life Spacies (1997),
Life Spacies Il (1999), HAZE Express (1999), VERBARIUM (1999),
Industrial Evolution (2000), The Living Room (2001), The Living
Web (2002), Nano-Scape (2002), Mobile Feelings (2003) and
Eau de Jardin (2004). These works have been shown in around
150 exhibitions world-wide and are permanently installed in
media museums and media collections around the world,
including the Media Museum of the ZKM in Karlsruhe, Germany,
the NTT-ICC InterCommunication Center in Tokyo, the Cartier
Foundation in Paris, the Millennium Dome in London, and others.

Amutpuii n Enena Kaeapra (Poccus)

www.kawarga.ru

HueyT B Mockee. 0ba MMEOT NPodUIbHOE XyOOMECTBEHHO-
TexHM4ecKoe obpasoBaHuVe. XyAoHHMKK, paboTatolye C coBpe-
MEHHbIMU CMHTETUYECKMMW MaTepuanaMv M BbICOKOTEXHOMO-
TMYHBIMUA HayYHbIMKM paspaboTkamu. Hanbonee 3HaunTeNbHbIE
paboThbl NOCNeAHUX fIET OCHOBaHbl HA CUMHTE3e HayKW U WUCKYC-
CTBa M CO3AaHbl B COTPYAHWUYECTBE C YHEHbIMU 1 TEXHUYECKUMM
crieumanmcTamm.

MNepcoHanbHble BbICTaBKK:

2010 «Bonoc Kynvka. Tonorpadma TBOPHECKOro 3BOIOLMOHN-
poBaHuA». BbiCTaBouHbIM 3an puaumHxonn, c. [MUTpoBCKoe,
MockoBcKana obnacTb, Poccna

2010 «Ouroboros». Gallery Brissot, Mapw, OpaHumaA

2009 «buocTpyKTypbl». Manepea Barbarian-art, Lopux, Lsei-
uapva

2009 «BxoaeHve B TeMy». [anepen «Pop/off/art», Mockea, Poc-
A

2008 «TpenaHaumsa Mbicnedopms. Manepea «Pop/off/arts, Mo-
CKBa, PoccnA

U36paHHble rpynnoBbie BbICTABKM:

2011 «*u3Hb. Bepcva Hayku» BTOpow SciArt dpectnBans. BuHsa-

BoA. Mockea, Poccua

2011 «HoBanA ckynbNTypa: Xaoc M CTPyKTypa» CaHKT-TMeTepbypr,
HoBebli My3eit, CaHKT-MeTepbypr, Poccua

2010 «HoBbi ®opManmsM», My3elt ropodckon CKynbMATypbl,
CaHKkT-TeTepbypr, Poccvs

2010 «BOJIbTAG», cTeHa ranepen Barbarian-art, basens, Lseii-
uapuA

2010 VIENNAFAIR, The International Contemporary Art Fair,
BeHa, AscTpuA

2009 «HoBana crynbnTypa: Xaoc M CTpyKTypa», lanepes Ha Co-
nAHKe, MockBea, Poccna

2009 «Good News», OREL ART gallery, JloHaoH, Benmkobputa-
HWA

2009 «Preview Berlinx, lepmaHms

2009 «Europ’Art-09», HeHesa, LLiBeriuapua

2009 «BridgeArtFair», Hoto-Mopk, CLUA

2008 «BtopxeHue: otTopeHune», BAIBAKOV art projects, Mo-
cKBa, Poccnna

2008 «Art-Miami», BuHBya, Maviamu, CLLA

2008 «Knbepodect», MeayHapoaHbii 06pas3oBaTesibHbIN LEHTP
SpmuTarka, CaHkT MeTepbypr, Poccua

2008 «Bnactb Boabl», [0CyAapcTBEHHBIN Pycckmin My3ei, CaHKT
MeTepbypr, PoccuAa

2008 «TyHryccKkoe BeLeCcTBO», KpacHOAPCKMIA My3eMHbIN LEHTP,
KpacHoapck, PoccvAa

Dmitry and Elena Kawarga (Russia)

www.kawarga.ru

Live in Moscow. Educated as artists. Work with modermn synthetic
materials, high technologies and science. The most significant
works of the last years are based on the synthesis of science
and art and created in collaboration with scientists and technical
specialists.

Solo exhibitions:

2010 Topography of creative evolution (Kulik's Hair), GridchinHall,
Moscow Area, Russia

2010 Ouroboros, Gallery Brissot art contemporain, Paris, France
2009 Biostructures, Barbarian-art gallery, Zurich, Switzerland
2009 Coming into the theme gallery pop/off/art, Moscow, Russia
2007 Trepanation of the Thought-forms, Gallery pop/off/art,
Moscow, Russia

Group exhibition:

2011 Life. Version of Science, Winzavod, Contemporary Art
Center, Moscow, Russia

2011 New sculpture, Chaos and Structure, New Museum, St.
Petersburg

2010 New Formalism, Museum of city sculpture, St. Petersburg,
Russia

2010 VOLTA-6, Basel, Switzerland

2010 VIENNAFAIR, The International Contemporary Art Fair
focused on CEE, Vienna, Austria

2009 New sculpture, Chaos and Structure, Coluyanka gallery,
Moscow, Russia

2009 Good News, OREL ART gallery, London, England

2009 Preview Berlin, Deutschland

2009 VOLTAS, gallery «Barbarian-art», Basel, Switzerland

2009 EUROP’ART’09, Grand-Saconnex Geneva, Switzerland
2009 BridgeArtFair, New York, USA

2008 Invasion: Evasion, BAIBAKOV art projects, Moscow, Russia
2008 Art Miami, Miami, USA

2008 Cyberfest, Youth Educational Centre of the State Hermitage
Museum, St. Petersburg, Russia

2008 Power of Water, State Russian Museum, St. Petersburg,
Russia

2008 Tunguska meteorite, Krasnoyarsk Museum Center,
Krasnoyarsk, Russia

ApmaHa Kaiidec (WBeuus)

www.arijana.net

XYOOMHMK, poavnack B 1963 r. B XopsaTtum, *UBET 1 paboTaeT
B CTOKronb™me.

OcHOBHas 30Ha TBOPYECKWX MOMCKOB — rPaH1Lbl MeXady BoC-
NpUATMEM M cMbicIoM. OByyanack B KOponeBCKOM yHUBEPCUTET-
CKOM Konnemwe uckyccTs, CTokroneM (MFA, ckynbnTypa, 1993,
Bmaeo 1997), npuHuMana y4qactue B co3gaHmm CRAC — meama-
umdpoBol nabopatopum AnA XyOOHHWKOB B CTOKronbme. Pa-
6oTana B Ka4vecTBe XyOoXHWKa-uccnegosartensa B Smartstudio,
Interactive Institute, CTokronbM (1994-2004), npyHiMana yva-
CTvie B pa3paboTke pAda MewaMCcLMNIMHAPHBLIX NpoeKkTax. Mpu-
rNALeHHbIM yueHbl DakynbTeTa MHGOPMALMOHHDBIX MCKYCCTB
YHuBepcuTeta wrata B CaH-OpaHumcko (2000). Mpenogaet
1 BbICTAB/IAETCA KaK B LUBeLmn, TaKk 1 3a ee npeaenamu.
U36paHHbie NepcoHasIbHbIE BbICTABKU:

2008 “Kak BBepxy, Tak v BHM3Yy”. Susanne Pettersson Gallery,
CrokroneMm, Lseuns

2004 “HarnagHoe cBupeTenbcTBO”. Fargfabriken, CToKrosibM,
Lseunna

2002 “Sub Rosa”. Susanne Pettersson Gallery, HoppyénuHr,
Lseunna

WU36paHHble rpynnoBble BbICTaBKU:

2011 “Hesvammble amanorn”. Konstakademien, CTOKronbM,
LLseuna

2011 “KoHkpeTHoe/AbcTpakumn”.  Mirai  Projects/Susanne
Pettersson Gallery, CTokronsm

2010 “HeuckarkeHHbIM 06pas.../0CUS POCUS”. Konstmuseum,
HoppuénuHr

2010 “PogHon a3bIK”, nepdopmaHc, MOCJIE UCKYCCTBA ansa Jn
No3aHo. Moderna Museet, CToKroneM

2008 “CnekTponua”. Riga Art Space, Jlateua

2006 “MpocToTa, MCKyccTBO coxkHocTH”. Prix ARS Electronica,
MoyeTHasA Harpaga, CyberArts exhibition, OK Center, JIuHu, AB-
cTpuA

2005 “CerogHA B pailo — reHetrka & 1ckycctso”. OectvBaib
MCKyCCTBA HOBbIX Meawma, Roda Sten, Métebopr, LBeuma

2004 “CTaHb peanbHbiM”. Knacma, XenbcnHkm (OuHnAaHams)/My-
3ell COBpeMeHHOro MUCKyccTBa, Pockunne, [daHus

2004 “Ocsizaa HeBumammoe”. (Smartstudio), Ludwig Museum,
Bynanewt (BeHrpus)/Tanepea M'APC, Mockea, Poccua (2005)/
onedotzero, ICA, JloHaoH, BennkobputaHma

2003 “Insert” — AcnekTbl LWBeACKOro McKyccTea. Bayer-
Erholungshaus, Nlesepky3eH, MepMaHms

2001 “Mathematica, The Exploratorium”. CaH-®paHumcko, CLUA
2001 “Brainball” rpynnoesoit npoekt Smartstudio. OK Center, Ars
Electronica, JnHu, ABCTpUA

2001 “Kaptvpys Beb-infome”. New Langton Arts, CaH-
OpaHumcko, CLLIA




Arijana Kajfes (Sweden)

www.arijana.net

Artist, born 1963 in Croatia, lives and works in Stockholm.

Works experimentally with borderlines of perception and
meaning. Has studied at the Royal University College of Fine Arts,
Stockholm (Sculpture MFA, 1993, Video, 1997), was involved in
the development of CRAC — an artist'’s digital medialab in
Stockholm. Between 1999 and 2004 she was a member of
the research team at Smartstudio, an interdisciplinary lab at
the Interactive Institute in Stockholm, was involved in several
cross-disciplinary projects. Visiting Scholar at San Francisco State
University, Conceptual Information Arts Dept, San Francisco
(2000). Exhibits, talks and teaches in Sweden and internationally.

Selected solo exhibitions:

2008 As above, so below. Susanne Pettersson Gallery, Stockholm,
Sweden

2004 Occular Witness. Fargfabriken, Stockholm, Sweden

2002 Sub Rosa. Susanne Pettersson Gallery, Norrkoping, Sweden

Selected group exhibitions:

2011 Invisible Dialogues. Konstakademien, Stockholm, Sweden
2011 Concrete/Abstractions. Mirai Projects/Susanne Pettersson
Gallery, Stockholm, Sweden

2010 The Undistorted Image of...,/OCUS POCUS (w. Christian
Andersson). Norrkdpings Konstmuseum, Sweden

2010 Mother Tounge, performance at AFTER ART for Lee Lozano.
Moderna Museet, Stockholm, Sweden

2008 Spektropija. Riga Art Space, Latvia

2006 Simplicity. the art of complexity, Prix ARS Electronica,
Honorary mention/Interactive  Art for Occular Witness,
2006 CyberArts exhibition. OK Center, Linz, Austria

2005 Today in Paradise — Genetics &Art. Goteborg New Media
Art Festival, Roda Sten, Gothenburg, Sweden

2004 Get Real. Kiasma, Helsinki, Finland/The Museum of
Contemporary Art, Roskilde, Denmark

2004 Touching the Invisible (Smartstudio). Ludwig Museum,
Budapest, Hungary/M’ars Gallery, Moscow, Russia (05)/
onedotzero, ICA, London, UK

2003 Insert — Aspekte Schwedischer Kunst. Bayer-
Erholungshaus, Leverkusen, Germany

2001 Mathematica. The Exploratorium. San Francisco, USA
2001 Brainball, group work with Smartstudio. OK Center, Ars
Electronica, Linz, Austria

2001 Mapping the Web Infome. New Langton Arts, San Francisco,
USA

TBopueckoe o6beguHeHne

«Kyna 6eryt cobaku» (Poccun)
YyacTHUKK rpynnbl: Anekcert KopsyxvH (1974), Bnagucnas by-
naroB (1975), Hatanma pexoBa (1976), Onbra MHo3eMuesa
(1977). «Kyma beryt cobaku» — TBOpYECKoe 0b6be-AvHeHue,
obpasosaHHoe B 2000 rogy B EKatepuHbypre. HuByT 1 pabo-
TaloT B Ekate-puHbypre.

OCHOBHbIe NepcoHasIbHbIe BbICTABKU:

2010 «CoH-yac», Fanepes Kim?, Pura, Jlateuna

2009 «Hene n MonHum», Laboratoria Art& Science Space, Mo-
cKBa, Poccnna

-]
.
xA

2005 «3ya», MocyaapcTBeHHan TpeTbAKOBCKaA ranepen, Mockea,
Poccuna

2003 «[MoxopoHb! 3na», NepeaBuKHON NepdopMaHc ExaTepuH-
6ypr, Mepmb, MikeBck, Poccua

2001 «BbictaBka Polb», EkaTepuHbypr, Poccva

2000 «J1abupuHT», EkaTepuHbypr, Poccus

WU36paHHble rpynnoeble BbICTABKU:

2011 «lonA-2», Mockosckuin oM doTorpadmm, Mockea, Poccna
2011 BbicTaBKa HOMMHAHTOB NpemMun «/IHHoBaumA 2010», MLUCKH,
Mocksa, Poccuna

2011 «Metenb» MNUCH, ApceHan, HuxHmin Hosropog, Poccua
2010 «3cTetrka VS nHdopMauma», Knanneaa, Nivtea

2010 «Pycckve ytommms, LleHTp coBpemMeHHOW KynbTypbl «la-
park» MockBa, PoccuAa

2009 «[Mona 2», MexayHapoaHbIn GopyM «PocHaHoTeX», MocKBa,
Poccuna

2009 «McrycctBo MecTan, MLUCK, 3-A MocKoBCKas bueHHane co-
BpPEMEHHOr0 UCKyCCTBa, Mockea, Poccna

2008 «Monogple, arpeccvBHble», YHuBepcuTeT UckycctB Myca-
cnHo, ToKmo, AnoHKuA

2007 «[lepeHocHaA MUHW-TaMOMHSA», TpYeHHane CoBpeMeHHOM
cRynbnTypbl, Oennbax, lepMaHma

2007 «CBuaeTeny HeBO3MOMHOI0», 2-A MOCKOBCKaA breHHane
COBpEeMEeHHOro McKyccTBa, MockBa, Poccna

2006 Mepsbit MocT-CoBeTckuin Meama apT narepb, AnsnyTe,
Narsua

2005 8- MexayHapoaHbIn GecTMBa/ib HE3ABUCUMBIX XYLAOMH-
HUKoB «Break 2.3», MliobnaHa, Cnosenua

2005 11-1 ApT-hopyM XyOO0MEeCTBEHHbIX MHULMATMB «Bbi6op»,
Mocksa, Poccuna

2005 «HenoBeveckuin NpPoeKT», 1-A MocKoBcKaA bueHHane co-
BpPEMEHHOr0 UCKyCCTBa, Mockea, Poccna

2004 9-1 ApT-hopyM XyaoreCcTBEeHHbIX MHMUMAaTUB «PARADISE»,
Mocksa, Poccuna

2004 «Ha KypopT», bBageH-baaeH, lepmanua

Art group

Where the Dogs Run (Russia)

Members: Alexey Korzuhin (1974), Vladislav Bulatov (1975),
Natalia Grehova (1976), Olga Inozemtseva (1977). Where The
Dogs Run is an art group created in 2000 in Ekate-rinburg. All
the members live and work in Ekaterinburg (V. Bulatov lives in
St. Peters-burg).

Selected solo exhibitions:

2010 Sleep-hour, “Kim?” Gallery, Riga, Latvia

2009 Jelly and Lightnings, Laboratoria Art& Science Space,
Moscow, Russia

2006 Video Point, Central Exhibition Hall, Perm, Russia

2005 ltch, State Tretyakov Gallery, Moscow, Russia

2003 Mobile performance Funeral of the Evil, Ekaterinburg, Perm,
Izhevsk, Russia

2001 Fish Exhibition, Ekaterinburg, Russia

2000 Labyrinth, Ekaterinburg, Russia

Selected group exhibitions:

2011 Fields 2, Moscow House of Photography, Moscow, Russia
2011 Exhibition of the Innovation 2010 award nominees, NCCA,
Moscow, Russia

2011 Blizzard, NCCA, Arsenal, Nizhny Novgorod, Russia

2010 Aesthetics VS information, Klaipeda, Lithuania

2010 Russian Utopia, Center for contemporary culture “Garage”,
Moscow, Russia

2009 The 2nd Nanotechnology International Forum, Moscow,

Russia

2009 Art on Site, The 3rd Moscow Biennale of Contemporary Art,
NCCA, Moscow,

2009 The 8th Krasnoyarskaya Museum Biennale, Krasnoyarsk,
Russia

2008 The Young Aggressive, Musashino Art University Museum
& Library, Tokyo, Japan

2007 The 10th Contemporary Sculpture Triennale, Fellbach,
Germany

2007 Witnesses of the impossible, The 2nd Moscow Biennale of
Contemporary Art, Moscow, Russia

2006 Symbolism of Electrical Circuitry, Anti-chanson, The 1st
Post-Soviet Media Art Camp, Aizpute, Latvia

2005 The 8th International Festival of Independent Artists Break
2.3, Ljubljana, Slovenia

2005 Choice, The 11th Art-Forum of Artistic initiatives Moscow,
Russia

2005 Human project, The 1st Moscow Biennale of Contemporary
Art, Moscow, Russia

2004 The 9th Art-Forum of Artistic initiatives PARADISE, Moscow,
Russia

2004 On Resort, Baden-Baden, Germany

-
Cepreit HoBuk (Poccus)

Pogunnca B8 1975 r. B CHexumHcKe YenabuHckon obn. MuseT
N pabotaet B ExaTepuHOypre. OKOHYMN PaaMOTEXHUHECKUiA
baKkynbTeT YparnbCKoro rocyAapCTBEHHOMO TEXHUHECKOrD YHM-
BepcuTeTa (2004). B HacToALiee BpeMA ABNAETCA UHKEHEepOM-
paspaboT4mMKOM aBTOMATUKM, MEKTPOHUKM, CUIOBOM TEXHWKU.
VIMeeT pAf naTeHToB Ha M306peTeHNA. TeXHUHECKM AMpeKTop
LIEHTPA MHHOBALIMOHHO-TEXHWUHECKOI0 PasBUTUA «Po6OT LIeHTp»,
€03/A2€eT NPOEKThI Ha CTbIKe POBOTOTEXHUKM M UCKYCCTBA.
OpraHu3aTtop pasfiviHbIX POBOTOTEXHUHECKMX COPEBHOBAHMI
Cpeay LWKOMBHMKOB W CTYAEHTOB, B TOM YMC/Ie U MeXayHapoa-
HOro ypoBHs («[OHKM BMBPOPO60TOB», KOHKYPC Ha camoro bec-
nonesHoro po6ota, MeayHapoaHsle copeBHOBaHWA «Pobopan-
m — 2011», «bov poboToB»). YUneH wiopn KoHrypca Trend Club
TexHonorum ASUS v Intel “Po60oT Moewt MeuTbl»,

Sergey Novik (Russia)

Born 1975 in Snezhinsk, Chelyabinsk Oblast. Lives and works in
Ekaterinburg. He graduated from the Radio Engineering
Department of the Ural State Technical University. At present,
he is a design engineer of automatic machinery, electronics and
propulsion equipment. Has a number of patents for inventions.
Technical director of the center for innovative and technical skills
development Robot Center, develops projects at the intersection
of robotics and art.

Has organized national and international robotics contests for
children and students (Vibrorobots races, Contest for the most
useless robot, Intemational competition Roborally-2011, Robots’
fights).

AeHuc MNepesanos (Poccusn)

MporpammuncT, poauncsa B 1979 rogy, »wveeT B EkatepuHbypre.
CneumanmsvipyeTcA Ha aHasmse v obpaboTke Bugeomsobpa-
MKEHUI W 3BYKOBbIX AaHHbIX. Pa3zpaboTumk nmporpamMMHoro obe-
creveHnsa AnA pAAa MHTEPaKTVBHBIX cucTeM B EkaTtepuHbypre,
KpacHoaape v Mockse.

OKOH4MN MaTeMaTUKo-MexaHu4ecknin darynbTeT YpanbcKoro
[ocynapcrteeHHoro YHusepcuteTa (2002), HarparkaeH 3010Ton
Meganbio PAH 3a nydwyio cTygeHdeckyto paboty 2002 roga.
B HacTosiiee BpeMA ABMAETCA MaBHbIM MporpamMMmcToM WH-
cTuTyTa Matematvki 1 MexaHukm YpO PAH, BedeT paspaboTky
MPOEKTOB, CBA3AHHBIX C MALMHHBIM 3peHMEM.

C 2008 roga MHTepecyeTcA MHTEPaKTVBHLIMU CUCTEMaMM U BO3-
MOMHOCTAMM Ha CTbIKE UCKYCCTBA W TEXHOMOMMI.

flBNAETCA aBTOPOM My3bIKM K @HUMALMOHHBIM UIbMaM CTyaun
A-ounbM (. EkatepuHbypr) «ConHue, MecAu, BopoH-BopoHo-
BU4Y» (2006), «Fepacum 1 Ko» (2008). HarparkgeH mepanbio
YOMC no CBepanoBcKoi 061acTv 3a HANMCcaHWe My3bIKasbHOro
Tpeka.

Denis Perevalov (Russia)

Programmer, born in 1979, lives in Ekaterinburg. Graduated from
the Mathematics and Mechanics Department of the Ural State
University (2002). Specializes in the analysis and processing
of video and sound. Has developed software for interactive
systems which are used in Ekaterinburg, Krasnodar and Moscow.
Was awarded the Russian Academy of Science’ Gold Medal
for the best student project of 2002. He is currently a chief
programmer of the Institute of Mathematics and Mechanics
(the Ural Brunch of the Russian Academy of Science). Works on
projects in the sphere of computer vision. Since 2008 has been
working with interactive systems and making projects involving
both technology and art.

He has written music for The Sun, the Moon and the Black Crow
(2006) and Gerasim and Co (2008) animation films by A-film
studio (Ekaterinburg) that won an award of the Ural Migration
Department.

lOnunyc Nonn (FepMaHuA)

www.sphericalrobots.org

XyooxHvK, poaunnca B HiopHbepre B 1973, wuBeT B Jlennumre
1 Hoto-Mopke.

CneumanvsmpyeTcs Ha Co34aHUM NPOV3BEAEHMI C UCMOb30-
BaHWEM HOBbIX TEXHOMOMMIA. OKOHYNA AKa,quwo BM3YyasibHbIX
ncKkyccTB B Jlevinuure. Ero paboTbl M OTKPLITUA B 061aCTW UC-
KYCCTBEHHOro UHTEeNNIeKTa M3y4valT B MHCI'VIT\/TS (DpayHro—
depa, BoHH, a TakKe B J1abopaTopuy KOMMbIOTEPHBIX HayK M 1C-
KYCCTBEHHOMO MHTE/NIeKTa B MaccauyCceTcKoM TeXHOIOMMYECKOM

Tl



MHCTUTyTe (CLUA).

Harpagb::

HommHaums EKA «SPACE DESIGN AWARD» (2005), 2-1 npus,
Mpemus 3a BooaywwesneHve, MepManma (2005), Mpemna oTam-
umnA apt-dectveana Ars Electronica, (2008), Mpemws 3a BKNag
B WMCKYcCTBO bepnuHcKon akagemun xyoowecTs, [epmaHvA
(2008), MpemuAa 3a BblgalOWMECA MPOM3BEAEHMA WCKYCCTBA
Nernumrckolt HapoaHo raseTsl (LVZ) (2009).

WU36paHHble BbICTaBKM:

20093-51 MocKoBcKas breHHane CoBPEMEHHOMO UCKYCCTBa, Mo~
cKBa, Poccna

2007 «Oboro», MoHpearnb, KaHaga

2005 «Psychoscape», KyHcTxanne, byaanewut, BeHrpua

2005 D-Haus, Tokwmo, AnoHnsa

2005 MexayHapoaHaa KoHpepeHuMaA Mo rvnepmeama u uHTe-
paKkT1BHOCTM B My3esix (ICHIM), Transmissions, Mapu, OpaHuma
2005 Union Gallery, JloHgoH, BenvkobputaHms

2004 «50% peanbHoCTU», Kunstraum B/2, Nleinumr, F'epmMaHma
2004 Artexpo, Heto-Mopk, CLUA

2003 «Artbots — Loy TanaHTwWBbLIX poboToB», Eyebeam
Gallery, Holo-Mopk, CLLA

2001 «PoamHa L.E.», Tanepen coBpeMeHHOro MCKycCTBa, Akaae-
MUK BU3ya/TbHbIX MCKyCCTB (HGB), Jleinuur, MepManma

Julius Popp (Germany)

www.sphericalrobots.org

Artist, born 1973 in Nuremberg, lives in Leipzig and New York.
Creates experimental works using new technologies. Studied at
the Hochschule fiir Grafik und Buchkunst. The Fraunhofer Institute,
Bonn, and the Computer Science and Artificial Intelligence
Laboratory at MIT have studied elements of Popp’s work which
made unique advances in the field of artificial intelligence.

Awards:

Nomination for the ESA «SPACE DESIGN AWARD» (2005), 2nd
Prize, Inspire Award, Germany (2005), Ars Electronica, Award of
Distinction (2008), Kunstforderpreis der Akademie der Kiinste,
Berlin (2008), LVZ Kunstpreis, Leipzig (2009).

Selected exhibitions:

20093d Moscow bienalle of contemporary art, Moscow, Russia
2007 Oboro, Montreal, Canada

2005 Psychoscape, Kunsthalle, Budapest, Hungary

2005 D-Haus, Tokyo, Japan

2005 ICHIM, Transmissions, Paris, France

2005 Union Gallery, with Oliver Kossack, Julia Schmidt, London,
Great Britain

2004 50% Realitat, Kunstraum B/2, Leipzig, Germany

2004 Artexpo, New York, USA

2001 Heimat L.E, Galerie fir zeitgendssische Kunst and HGB,
Leipzig, Germany

Huna Pmxckan (Poccun)

XYOOMHUK, pogunace B 1985, »wwvBeT B EkaTepuHbypre.
B 2000 rogy OKOH4MNA XyOOMECTBEHHyIO LWKony YpanlA-
XA. OKoHuMna ¢usmyeckmii darynbTeT Ypasbckoro [ocydap-

CTBEHHOrO YHMBEpcuTeTa (CneupanmsaumA — acTPOHOMMA,
2008).

Cdepa geATenbHOCTM B HaCToALLEe BpeMA — TeopeTudecKoe
vccnegosaHme CTpyKTypel Bewects. B 2010 rogy BepHynach
K MPOdeCccoHanbHbIM 3aHATUAM MMUBOMMCHIO, TaKKe 3aHMMaeT-
CA CO3AaHMEM 3KCMepUMEHTasIbHbIX BUAeO. PaboTbl MpuHMManu
ydacTue B pAfe BbICTaBOK B EkaTepuHbypre.

Nina Rizhskaya (Russia)

Artist, born in 1985, lives in Ekaterinburg.

Graduated from the Art School of the Ural State Academy
of Architecture and Arts in 2000. Graduated from Physics
Department of the Ural State University in 2008, specializes in
astronomy. She is currently making theoretical study of matter
structures. In 2010 she retumed to working as a professional
artist and now also makes experimental videos. She has taken
part in several local art exhibitions.

Vlrop; :i'aTapHuKos (Sodazot)
(Russia)

www.sodazot.com

Bupaeo-xyaomHuvK, aHumMarop, VJ, pogmunca Ha YkpauHe B 1979,
*u1BeT B Mockse.

Obyyanca B [oHeukoM [0OCyOapcTBEHHOM MHCTUTYTE UCKYC-
CTBEHHOr0 WHTeNneKTa. 3aHnMaeTcA doTorpaduent, aHMMaLm-
ell, BMOEO, 3KCNepuMeHTaIbHOM My3blko. Co3gaeT GuabMbl
1 ayano-BM3yasbHbIE MHCTANALMM, COBMELLAA TEXHWKM HVBOMO
BWAEO0, PUCOBAHHOM W stop-motion aH1MaLmKW, BUAEO-M3MNMMHIA,
3BYKOBOI 06pabOTKM. YHaCTHWK U MobeamTesb MeXayHapoaHbIX
BMOEO0 W aHMMALMOHHBIX pecTBaneit:

DecTrBanb MobunbHOro KnHo — 2008, 2009, Poccua

Festival Pocket Films 2008, 2009, ®paHuma

GLAZZ 2008, Poccua

One Minute Film & Video Festival Aarau 2009, LLseruapus
Mynbtumatorpad 2010, Poccus

1Minuto 2010, Bpazvnma

DecTMBanb CBEPXKOPOTKOro dpunbMa ESSF — 2011, Poccuna
ONE SHOT International Short Film Festival — 2011, ApmeHus
Smile for London 2011, Benvkobputanua

Igor Tatarnikov (Sodazot) (Russia)

www.sodazot.com

A video artist, an animator, a VJ, bom 1979 in Ukraine, lives in
Moscow. Has studied in Donetsk Institute of Artificial Intelligence.
He is interested in photography, animation, video, experimental
music. He makes audio and visual installations and films in which
he uses live video, video mapping, sound processing, hand-drawn
and stop-motion animation.

He is a participant and a prize-winner of the
following international video and animation festivals:

Mobile Cinema Festival 2008, 2009, Russia

Festival Pocket Films 2008, 2009, France

GLAZZ 2008, Russia

One Minute Film & Video Festival Aarau 2009, Switzerland

Multimatograf (Annual Open International Festival of Multimedia
Art) 2010, Russia

1Minuto 2010, Brazil

Super Short Film Festival 2010, Russia

ONE SHOT International Short Film Festival 2011, Armenia
Smile for London 2011, Great Britain

~
AHgpei Xasos (Poccun)
Poawncs B 1966 roay B KaukaHape, CBepanoBCcKas 0611, MUBeT
B EKaTepuHbypre. Y4acTHWK, opraHm3aTop 1 cosgaresib paaa co-
LManbHbIX, KYbTYPHBIX, UHHOBALIMOHHbIX MPOEKTOB M KOMMaHWI.
B TBOpUYeCKKMX MPOeKTax yAaeTCcA CUHTE3 HayKM, UCKYCCTBa U pe-
mrnn. OKOHYMN aciMpaHTYpy YpasibCKoro MoMTEXHUYECKOro
WHCTUTYTa. Cpeay cneumanbHOCTel: TeXHONOMMA MalLMHOCTpoe-
HWA 1 MeTaNN006PabOTKM, GUHAHCOBLIN MEHEOKMEHT 1 Ap.
MHKeHep-KOHCTPYKTOp, npenofasartefib MPUKIaaHOM MeXaHu-
K1 Kadeapel [etanm mawmH YITY-YIW, HayuHbI COTPYAHVK,
BeayWwMin MeHeep, pykosoauTenb IT-npoektoB CKB-KoHTyp,
npeAnpuHAMaTesb.
WHHoBaTop, MMeeT 6narofapHoOCTV 3a pasBuTVie WHHOBALM,
OpraH13aLmIi0 MHHOBALMOHHBLIX KOHKYpPCOB OT paboToparteneit
u rpaHTbl 0T AHO «/HHOBaUMOHHLIM LieHTp» MpaBuTenscTBa
CBepanioBcko 06nacTv. Bbin MepBbIM MpeacedaTeneM 3KC-
rnepTHOro CoBeTa MHHOBALWOHHOTO 3BOPLIKMHCKOTO KOHBEHTA
B Yp®O 2009 rogy. CoaBTOp MHHOBALMOHHOIO NpoeKTa «loa-
BOAHbIM MPOrynoyYHbli annapar «/laryHa» (1-e mMecto Bo Bce-
POCCUIMCKOM KOHKypCe Au3aiiHa BOAHOMO TPaHCMopTa 1 BOAHOM
cpegpl, 2008). FeH. AMPEKTOP KOMMaHWM Mo TpaHcdepy TEXHOO0-
VN 1 MHHOBALMOHHOMY MeHeXKMeHTY «Xasaa Mpynn». Coopra-
HM3aTOP KOMMaHWM «PoboT LieHTp» AnA 3aHATUIA AeTer 1 Moso-
[OEXN TEXHUYECKUM TBOPHECTBOM M POBOTOTEXHMKOM.
YyacTBoBas B OpraH13aLmm KOHLIEPTOB XPamMoBOro MHAMIACKOrO
TaHua (2002), TMbeTCKOro 06epTOHHOMO MEHUA, MEewAyHapoa-
Horo decTviBans TMBETCKOM Ky/bTypbl B EKaTepuHbypre (2011).
MexayHapogHoro dectuBana «bapabaHbl 3a Mup», COaBTop
cUCTeMBI CUHXPOHM3auMM 8000 6apabaHLUMKOB pasHbIX CTpaH
(2011); nepeoro Ha Ypasne MexayHapoaHOro KOHKypca rno po-
6oToTexHVKe «Pobopanm-2011» 1 60eB pobOTOB COBMECTHO
C «P060T LIeHTpOM».

Andrey Khazov (Russia)

Born in 1966 in Kachkanar, Sverdlovsk region, lives in
Ekaterinburg. Participant, organizer and creator of a number
of social, cultural, innovative projects and companies. In his
art projects combines science, art and religion. Completed
postgraduate study at the Ural Polytechnical Institute. Among his
specialities there are: technique of machine-building and metal
working, financial management, etc.

He is a design engineer, lecturer in applied mechanics at the
Machine elements subdepartment of the USTU-UPI, scientific
officer, leading manager, IT-project director of SKB Kontur
company, entrepreneur. An innovator who has commendations
for the innovations® development, organization of innovative
contests and grants from ANCO “Innovative Center” of the
Sverdlovsk Region government. He was the expert council s first

chairman of the innovative Zvorikin convention in the Ural Federal
District, 2009. A co-author of an Underwater Strolling Vehicle

“Lagoon” (1st place at All-Russian contest of water transport

and aquatic environment design, 2008), general director of
Hayada Group, technology transfer and innovative management
company, co-organizer of “Robot Center” company for children
and youth education in technical art and robotics.

Interests: Jantra Yoga Dzogchen, Asian martial arts Tai-Chi,
contact improvisations, Indian dances, flute, deep-throat singing.
Has participated in organization of the first Indian temple
dance concert in Ekaterinburg (2002); international Tibetan
Culture Festival in Ekaterinburg, Tibetan overtone singing
concerts, performances at telecasts (2011); international
Drums for Peace festival (co-author of a synchronization
system for 8000 drummers from various countries) (2011); first
Ural intemational contest in robotics “Roborally — 2011” and
robot fights together with “Robot Center”.

CoHsa Yunnapu
(UTanua/Hugepnanpgbi)

www.soniacillari.net

Meama-xyoorHWK 1 apxuteKTop, poavnacs B 1970 roay., *vBet
1 paboTaet B AMcTepaame, Huaepnanapl. Ee pabotsl npeactas-
NAIOT cOBOM CO3AaHNE CeHCOPHBIX 1 NMepLEnTUBHBIX MEXaHU3MOB
B MHTEPaKTMBHOM cpefe. B nocneaHve rogdpl coepoit eé 0cobbix
MHTEpeCoB bbina TeMa «TeNo Kak nHTepoenc”.

OHa BbICTYyNana B KayecTBe XydOwHMKa B KoponeBckon aka-
[emMi M306pasuTesibHbIX  MCKYCCTB, (AMcTepdam), pe3vaeH-
UMM V2_: MHCTUTYTe HecTabunbHbix Meaua (PoTTepgaM, Hu-
naepnangpl), STEIM: CTyamm 3neKTPOUHCTPYMEHTANIbHOM My3bIKK
(AMcTepam), HupgepnaHACKOM WHCTUTYTE MeaMa MCKyccTBa
(AMcTepgam), a Takke B ueHTpe [arslnumerica (MoH6enbsp,
OpaHums) 1 B ®oHage Knayamo Byuonm (BeHeuws, Utammsa).
WHTepaKkTMBHblIE  MHCTANNALMM  Yunnapy, npeacTaBnAwoLLmMe
coboii cMecb apxuTeKTypbl M NepdopMaHca, BbICTaBAANMCH
BO BCEM Mupe. Yvnnapu sensaeTcA obnaaareneM «lepeoro npu-
3a» Ha MexayHapoaHoM KoHKypce VIDA 13.0: Art & Artificial
Life (Magpua, Vicnanma 2010), npeMum «Art Division Excellence»”
Ha 11-M AnoHcKoM decTvasne Meama-mckyccTB (Tokvo, AnoHus
2007), «MoueTHoM rpaMoTbi» Prix Ars Electronica (JluHu, ABcTpus
2007) n Ha VIDA 9.0.

Ynnnapn BXoaMT B COCTAB OCHOBHOM MPYMMbl XyAOHECTBEHHO-
Hay4Ho nabopatopum Optofonica (AMctepgam). C 2007 roga
CoHA Yunnapn ABNAETCA npenoAasaTteneM-KypaTopoM Ha ¢a-
KYNbTETE MHTEPAKTUBHbBIX MeaMa-Ccpes akafeMun XyO0KeCTBEH-
Horo nckycctea Frank Mohr Institute (MpoHWHreH, Huaepnangbi).
U36paHHbie NepcoHasIbHbIE BbICTABKU:

2010 «lo-npeHeMy meutas», oHa Knayauo byuonw, Manau-
uo MaHgwunm-BanbMapaHa, BeHeuun, Utanma

2006 «Ecm Thl pAaoM co MHoW», Fundacion Telefonica, bapce-
noHa, Ncnanma

2006 «5 BbIXOAHbIX AHEM», Huaepnanackmn MHCTUTYT Meava nc-
kyccts (NIMK), Montevideo/TBA, AMcTepaam, HuaepnaHab!
WU36paHHble rpynnoBble BbICTABKU:

2010 «3anpawmBaeMan TexXHONOrUA», HuaepnaHackuin MHCTU-



TyT Meama uckycctea (NIMK), AMcTepgam, Huaepnangb!

2010 ¢ectmBanb CYNETART 2010, TpaHc-Megva-Axkagemus
(TMA) Xennepay, pe3aeH, Ffepmanua

2010 «PemoHT», dectuBansb Ars Electronica, TabauHan dabpuka,
JvHL, ABCTpUA

2008 «BocrpusaTue npocTpaHcTea», Ahoy, PoTtepgam, Huaep-
naHAabl

2008 3-11 dectviBanb LUmMdpoBoro MUckyccTea B Talibae, Mysein
COBPEMEHHOr0 MCKYCCTBa, Tanb3i, TarBaHb

2008 «UM», Experimental & Mixed Media, JluccaboH, MopTyra-
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2008 AnoHckuin dectnBanb Meana-apTa, HaumoHanbHbIN LEeHTP
UCKyCCTB, TOKMO, ANOHWA

2007 «Sonic Scope», Estidio da Bomba Suicida, JinccaboH
(Mopr.). NIP — New Interfaces for

Performance, with Tom Bugs

2007 « (He)BnamMblit 3ByK», HuaepnaHackuii MHCTUTYT mMeama
ncKyccTBa MoHTeBnaeo/TBA, AMcTepaam, HuaepnaHab!

2006 «WORM Live Cinema 01», coBmecTHo c Elpueblodechina,
Tesla, bepauH, FepmaHua

Sonia Cillari (Italy/the Netherlands)

www.soniacillari.net

Media artist and architect, born 1975, lives and works in
Amsterdam (NL). Her work involves the creation of
sensorial and perceptual mechanisms in immersive and
augmented environments. Over the last years she has
been specifically interested in a field of research conceming
the ‘Body as Interface’. She has been artist in residence at
Rijksakademie van beeldende kunsten, Netherlands Media
Art Institute/NIMK, STEIM: Studio for Electro-Instrumental Music,
M4gastatelier (Amsterdam, NL), V2_: Institute for the Unstable
Media (Rotterdam, NL), [arslnumerica (Montbeliard, FR) and
Claudio Buziol Foundation (Venice, IT).

Her interactive installations, which are at the intersection of
architecture and performance art, have been exhibited and
presented internationally. She received the ‘First Prize” at VIDA
13.0: Art & Artificial Life Intermational Competition (Madrid, SP
2010), ‘Art Division Excellence Prize’ at 11th Japan Media
Arts Festival (Tokyo, JP 2007), ‘Honorary Mention’ at Prix Ars
Electronica, Interactive Art (Linz, AT 2007 and 2011) and VIDA
9.0 (Madrid, SP 2006).

She is part of the core group of Optofonica Laboratory
for Immersive ArtScience (Amsterdam). Since 2007 she has
been teaching at the Frank Mohr Institute, Interactive Media
Environment Department (Groningen, NL).

Selected solo exhibitions:

2010 Still dreaming, Claudio Buziol Foundation, Palazzo Mangilli-
Valmarana, Venice, Italia

2006 Se Mi Sei Vicino (If you are close to me), Fundacion
Telefénica, Barcelona, Spain

2006 5 Days Off, Netherlands Media Art Institute, Montevideo/
TBA, Amsterdam, the Netherlands

2005 Wooing Disruption (invited by Code31), with
Elpueblodechina (Chile), nadine (x-med-k.), Brussels, Belgium
Selected group exhibitions:

2010 Technology Requested, Netherlands Media Art Institute/
NIMK, Amsterdam, the Netherlands

2010 CYNETART 2010 Festival, TMA Hellerau, Dresden, Germany
2010 Repair, Ars Electronica Festival, Tabakfabrik, Linz, Austria
2008 Perception of Space, Ahoy, Rotterdam, the Netherlands
2008 3rd Taipei Digital Art Festival, MOCA Museum of
Contemporary Art, Taipei, Taiwan

Er XY
il
P

2008 UM, Experimental & Mixed Media, Lisbon, Portugal

2008 Japan Media Arts Festival, National Art Center, Tokyo, Japan
2007 (in)visible sound, Netherlands Media Art Institute
Montevideo TBA, Amsterdam, the Netherlands

2006 WORM Live Cinema 01, with Elpueblodechina, Tesla, Berlin,
Germany
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Electroboutique (Poccus)
www.electroboutique.com

ApucTtapx YepHbiweB

XyoowHuK, pogunca B 1968 B Bopowwnosrpage, CCCP, »vBeT
1 pabotaeT B Mockee.

B 1991 okoHumn MockoBckui [ocyaapcTBeHHbIN TeXHUYecKun
YHuBepauTeT. PaboTaeT B 0611aCTW HOBbIX Meaua 1 COBPEMEHHO-
ro nckycctea ¢ Hadana 90-x. C 1996 no 2005 co3gan Heckosnb-
KO MHTEPaKTMBHbIX MHCTANNALMIA COBMeCTHO C Bnagucnasom
EdmmoBbiM. C 2000 no 2004 pykosoamn Media Lab B Mocyaap-
CTBEHHOM LieHTpe COBPeMEeHHOr0 MCKyCCTBa B Mockse. Ap1ctapx
y4acTBOBaSl B MHOMOYMC/IEHHBIX BbICTaBKaxX M GpecTmBansax Kak
B Poccum, Tak w1 3a pybexom. B 2004 oH 6bii 04HWM U3 TeX, KTO
co3gan ranepeio Electroboutique B Mockse. Ero paboThl BbicTaB-
NAIOTCA HA KPYMHEMLLIMX MeXAYHaPOAHbIX BbICTaBKaXx.

Anexceii Wynbrux

XyAOMHMK, My3bIKaHT 1 KypaTop, poauncA B 1963 B Mockse, rae
ceiyac vBeT 1 paboTaer.

C cepeauHbl 80-x pabotaeT B obnactv doTtorpadum, Meama
1 COBPeMeHHOro Mckycctea. B 90-x Bbin 0HUM M3 MoHepoB
HeT-apTa. Ero knbepnaHKk-poK rpyrnna, 386 DX, ycnelwHo ractpo-
nmMpoBana rno BceMy Mypy. AneKcei y4acTBoBas! B MHOMOUMC/IEH-
HbIX BbICTAaBKaX, My3blKa/lbHbIX M Meaua apT dectvBansx B Poc-
cvm m 3a pybexkom. B 2000-2001 npenogasan B UHctuTyTe Mpo
ApTe, CaHkT-TleTepbypr, 1 6bl1 NpUrNaLLeHHbIM NperogasaTe-
eM B pAge XyaoxecTBeHHbIX WwKon B EBpone 1 B CLUA. Anekcert
Kyp1pOBa HECKOSbKO BbICTaBok; B 2001-2004 oH 6bln 04HUM
13 opraHusaTopos software art pectvBana Readme (Mockea —
XenbcHkM — Opxyc — [lopT™MyHA). ABASETCA 0AHUM M3 ad-
MWHUCTPATOPOB RunNMe.org, OTKpbITOM 6a3oii AaHHbIX software
art B MiHTepHeT. B 2004 oH cTan 0gHVMM w3 coBnagensues ra-
nepen Electroboutique B Mockse. B HacToALiee BpeMA npero-
Aaet B MockoBsckor LLIKone doTorpadum n MynsTMeava MMeHn
A. PogueHKo.

U36paHHble BbICTaBKU:

2011 «C Hamm Bugl», XL Gallery, Mocksa, Poccvst

2011 «3G International», Twente Biennale, XeHreno, HnaepnaH-
Abl

2010-2011 «Funware_Wrpaa ¢ wckycctBoM software», MU,
JHaxoBeH, HuaepnaHab!

2009 «Bo3gywwHbir MopT», dectmBans «ApxcToAHmes, Poccua
2009 ®ectvBanb ENTER, Mpara, Yexua

2008 «Super-i», Ceynbckuin My3elt nckycctea (SeMA), Ceyn,
OxHan Kopes

2008 «KoMMepueckumii npoTtecT», PHOENIX Halle, JoptmyHa, Mep-
MaHuA

2008 «CuHTeTHYecKoe BpeMsx, KuTanckmin HaumoHanbHbIi My-
3ei UCKycCTB, MNeKkuH, Kutai.

Electroboutique (Russia)
www.electroboutique.com

Aristarkh Chernyshev

Artist, born 1968 in Voroshilovgrad, lives and works in Moscow.
Graduated from The Moscow State Technical University in 1991.
He has been working in-between new media and contemporary
art since early 90’s. From 1996 to 2005 he has produced se
veral interactive installations together with Vladislav Efimov.
From 2000 to 2004 he was running Media Lab at the National
Center for Contemporary Arts in Moscow. Aristarkh has
participated in numerous exhibitions and festivals both in Russia
and internationally. In 2004 he has co-founded Electroboutique
gallery in Moscow. His works appear on major International art
fairs and exhibitions.

Alexei Shulgin

An artist, musician and curator, born in 1963 in Moscow, where
he lives and works at present.

Since mid 80’s e has been working in the fields of photography,
media and contemporary arts. In the 90’s he was one of the
pioneers of Net Art. His cyberpunk rock band, 386 DX has
toured extensively all over the world. Alexei has participated in
numerous exhibitions, media art and music festivals in Russia
and interationally. He was teaching at Proarte Institute in St.
Petersburg in 2000-2001 and performed as a guest teacher
at a number of art schools in Europe and the US. Alexei has
curated several exhibitions; in 2001-2004 he was a co-
organizer of Readme software art festival (Moscow-Helsinki-
Aarhus-Dortmund). He is a co-admin of Runme.org software
art repository on the Internet. In 2004 he has co-founded
Electroboutique gallery in Moscow. At present, he teaches at
Rodchenko school of Photography and Media Art in Moscow.

Selected exhibitions:

2011 Bug with us!, XL Gallery, Moscow, Russia

2011 3G International, Twente Biennale, Hengelo, the Netherlands
2010-2011 Funware _playing with software art, MU, Eindhoven,
the Netherlands

2009 AirPort, Archstoyanie festival, Russia

2009 ENTER Festival, Prague, Czech Republic

2008 Super-i, Seoul Museum of Art (SeMA), Seoul, South Korea
2008 Commercial protest, PHOENIX Halle, Dortmund, Germany
2008 Synthetic Times, National Art Museum of China, Beijing,
China

Amutpumii Bynatos (Poccun)

XyLOMHWK, TEOPETUK MCKyccTBa, Kypatop KO MUCK. Opranumsa-
TOP CepuM BbICTABOYHbIX W U3A4ATENbCKUX MPOEKTOB, MOCBALLEH-
HbIX Pa3/M4YHBIM aCMeKTaM B3avMOOTHOLIEHUIA MeMay WCKyC-
CTBOM W BBICOKVMMM TEXHOSOMMAMM (Sci-art, pobOTEXHMKA, reHHan
WHXEeHepWs, HAHOTEXHOMIOMN U T.4,).

Ero npov3BeneHus bbiim NMpeacTaBneHbl Ha PasvyHbIX MeXay-
HapoAHbIX BbICTaBKax, B T.4. HA 49 1 50 BeHeumaHCKon bueH-
Hane (2001, 2003), dectmBane Ars Electronica (2002) 1 MH.Ap.
Yutan nekumm B pasnimyHbIX MHCTUTYUMAX Poccun, CLUA, KaHaapl,
lepManmn, HuaepnaHgos, MeKcvky, CuHranypa v FOHKOHra.

B 2007 rogy 6bin Ha3BaH B «Top 10» aBTOPOB CaMbIX WMHTE-
peCHbIX HOBbLIX OpraHV13MoB rofda no Bepcym XypHana «Wired»
(CaH-O®paHumcKo). YneH pedakuMoHHOMO COoBETa  ypHana
no coBpemeHHoMy UcKyccTBy «DOC (K)S» (OpaHums). Nlaypeat
HaLMOHaIbHOM NpemMun «MHHoBaLwWs» B 061aCTV COBPEMEHHOMO
nckyccTa (2009).

Dmitry Bulatov (Russia)

Artist, curator, art theorist. His research activities focus on
different aspects of interdisciplinary sci-art media (robotechnics,
genetic engineering, nano-tech, etc.).

His artworks have been presented in various national
and international exhibitions such as the Ars Electronica Festival
(“Radiotopia”, ORF, Linz, 2002), 50 Venice Biennial (“Brain Academy
Apartment”, Venice, 2003), and others. Bulatov has taken part in
numerous international contemporary art conferences and given
lectures in Russia (including The State Hermitage Museum, The
State Tretyakov Gallery, The National Centre for Contemporary
Arts), USA, Canada, the Netherlands, 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 has been
awarded the National Innovation Award for Contemporary Visual
Arts. Organizer and curator of more than 20 international sci-
art projects. Since 1998, Bulatov has been the curator at the
Kaliningrad Branch of the National Centre for Contemporary
Art in Russia.

Oasug CeHT-OHX (Kanapa)

www.davidstonge.info

MHxeHep B 0611acT McKyccTBa. HuBeT B MoHpeane. Pabo-
TaeT B Au3arH-nabopatopum rpynnbl NXI Gestatio, MHcTUTYT
HexagramCIAM. /3y4an MaluMHOCTpoeHMe, CreumanvsnpoBast-
CA MO CTPYKTYpHOMy aHanu3y. PaboTan B TeaTpasbHOM MacTep-
cKoi (Prisme 3 Inc), paspaboTtasn, NMOMWMO MPOYMX MPOEKTOB,
KOHLIEMNuUUIo MOCTOAHHOM 3KCMo3uLmMm AByX My3eeB. PaboTan Hag
co3aHreM Loy «JlioboBb» Lipka awo Coneld. Monyunn creneHb
MarucTpa no ynpasneHuio NpoexkTamy B YHuBepcuTeTe KBebeka
B MoHpeasie, YTo6bl MOMOYb XYOOMHMKaM CObpaTb Mewamc-
LMMN/MHAPHYI0 KOMaHay ANA WX NPoeKToB. MIMeeT cTeneHb Ma-
rmMcTpa Mo poboToTEXHVKE (MALMHOCTPOeHMI0). PaboTaeT Hag
C034aHMeM NPOM3BEAEHMI MCKYCCTBA, MCMOMb3YIoLLMX PO60TOB.

David St. Onge (Canada)

www.davidstonge.info

‘Engineer in arts’. Lives in Montreal. Works at the NXI Gestatio
Design Lab, affiliated with the HexagramCIAM Institute. He
studied mechanical engineering, with a specialization in
structural analysis. While working in a stage set workshop
(Prisme 3 Inc), among his projects, he made the technical
conception of two museums’ permanent exhibitions and he
worked on the show LOVE of the Cirque du Soleil. He also made
a master degree in project management (UQAM) to help artists
gather multidisciplinary team devoted to their projects. Holds
master degree in robotics (mechanical engineering). Focuses on
artworks involving robots.
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Ilouemy
MBbI 3€Cb?

Mut 3p€ech, IIOTOMY 4YTO UHHOBALUWY, 3TO TO,
YeM Mbl 3aHUMaeMcCA C CaMOro CBOEro
BO3HUKHOBEHUA U KAXKABIN [eHb.

Mut 3pech, IIOTOMY 4YTO MbI IULEPLI, HAM
€CTb YeM I'OPANTLCA U €CTb YEM E€JIUTLCA.

Ho, MbI 3nech enié un moToMy, YTO HaM He
3a30PHO YUUTHCA. MBI Takne, TOTOMY UTO
OPYTUMU MbL YKE OLUIN.

Mbl XOTUM OBITH Pa3HLIMU.

Mbt BUAMM, UTO W BaM He YK HALIN
TMIPUHLUIILL. 3HAYUM, HaM eCTb 0 Y€M
TIOTOBOPUTD!

Bbunaumns

busnec




NCCATHUCH
[UCHNCCA
NCCATUCH
[UCHNCEA

YO IF'UCA — My3eiiHO-BbICTAaBOYHAA M HAay4HO-
uccnepoBaTtenbcKaAa opraHusauma. dunman
Hauan pabory B 1999 roay, BbibpaB 0CHOBOI
CBOEW AEeATe/NIbHOCTU CTpaTervio BHeApeHUA
COBpeMeHHOro UCKYCCTBA B 06LeCcTBEHHbIe Npo-
cTpaHcTBa ropoga.

C 2005 roga HoBoW KOMaHAOM LieHTpa bblv peanv3oBaHsbl
Takune KpyrHble MPOeKTbl KaK BbiCTaBKa K1accMka MMpOBOro
nepdopmaHca Ynas (Ulay) «Performing Light/CeeTonpeactas-
neHve», dectvBab public-arta «CTonnoTBopeHWe», Mexay-
HapoaHbI NpoekT «IN TRANSITION RUSSIA», dectmBans
COBPEMEeHHOro uckyccTea «APT-3ABO» n gpyrve.

B pamKax geATenbHoCTV LleHTpa m3gaBancA »KypHani Co3-
nartenen 1 notpebutenei nckycctea “ZAART”, HpopMaum-
OHHO-aHaNIUTMYECKoe M34aHue, MOCBALLEHHOE KyNbTypHOM
M XYQ0ECTBEHHOM M3HWM YPasibCKOr0 PervoHa 1 ero CBA3AM
C 06LLEMMPOBLIMK XYOO0MKECTBEHHBIMM MpoLieccamu. HypHan
CTa CBOE0HPA3HBIM NEYATHBIM «2PXMBOM» YPaSIbCKOr0 UCKYC-
crea 2000-x.

C 2008 roga YO I'UCH peanmzyeT nporpammy «Ypasbckme
3aB0/bl — WHAYCTPVA CMbIC/IOB», OCHOBHAsA MAEA KOTOpo —
6ecnpeLefeHTHoe B3aMMOAEeNCTBME COBPEMEHHOMO MCKYC-
CTBa M NPOMBILLIEHHOCTW, XYAOMKECTBEHHOE NEPEOCMbIC/IEHVE
TeMbl 3aBOA0B W MPOMBILLIEHHOM PeasibHOCTU B MOPOACKON
cpeae. B pamkax atov nporpammel B 2010 rogy B EKatepuH-
6ypre 1 CBepanoBcKoi 06nacTv npowwna 1 Ypanbckan nHay-
CTpuanbHaA BreHHane CoBpeMEHHOro MCKYCCTBa, KoTopan
npeacTaswna NpoekTsl 250 XyA0KHWUKOB M3 59 cTpaH Mupa.

1. OnbITbI MEXANUCLMIN/IMHAPHOCTH
npOEKTbI Ha CTblKe pasnnYHbIX ANCUMMIINH U XyO0XeCTBEH-
HbIX MPaKTVK: M306pasuTesnbHoe UCKYCCTBO, BUAEO, KMHO,

10l

apXUTEKTYpa, TeaTp, TaHeL, My3blKa, AM3aiiH.

2. ApT-uccnegosaHue
TemaTtnueckme KypaTopcKme NPOeKThl, MOCBALLEHHbIE aKTya b~
HbIM BOMpocam COBpEMEHHOH AEVICI'BI/ITE‘}'II:HOCI'M.

3. Ypan — Permoxnl
pOEeKTbI, Penpe3eHTVPYIoLLME 0COBEHHOCTN YpasbCKOM MaeH-
TUYHOCTM W MPOEKTBI APYUX POCCUIACKMX PErvoHOB.

4. KynbTypHas XXypHa/iMCTUKa

MpoeKTbl B cdhepe HypHAMCTUKM M CO3AaHNA KySbTYpHOro
Meaua-npocTpaHcTea B EkatepnHbypre 1 YpansckoM peru-
OHe.

5. CoTpyaHuuecTBo

[poeKTbl, OpraHM30BaHHble B NapTHePCTBE C MexayHapoa-
HbIMM 1 POCCUMCKUMM KyNbTYPHBIMA MHCTUTYLMAMK. Peann-
3yeTcA Ha TeppuTopun Poccum 1 3a py6eskoMm.

6. O6bpasoBaHue
MporpamMma HaueneHa Ha 3HaKOMCTBO LUMPOKOM Ny6avKm
C pa3Ho06pasHbLIMU KOHTEKCTaMM COBPEMEHHOMO MCKYCCTBA.

7. Artist-in-residence

TBOpYeckne pesvaeHUMM MeXAyHapoaHbIX N POCCUMACKMX
XYOOMHMKOB C Liefblo CO34aHWA XyA0XKeCTBEHHbIX Npoun3sBege-
HWIA Ha OCHOBE KMBOIO MPOHMKHOBEHWA B Cpealy NPOXKMBaHNA.

8. Ypasnbckue 3aBofbl — UHAYCTPUA CMbIC/IOB
XyOoXecTBeHHOe MCMo/b30BaHMe NpPoM3BOACTBA M pecyp-
COB 3aB0A0B. prl‘lHeVIu.IMM NPOEKTOM NporpamMmbl ABNAETCA
Ypanbckaa nHaycTpranbHaa MeayHapoaHas bueHHane
COBpeMeHHOro UcKkyccTea.

9. UckyccTBo. Hayka. TexHonorum

CoTpyAHWYeCTBO NpeacTaBuTeNnei dyHAaMeHTabHbIX, Mpy-
KNagHblX HAayK U COBpeMeHHOro UCKyccTea. HaﬂpaBJ’leHl’lﬂl
HayuHoe, obpasoBaTesibHoe, abopaTopHO-NPOM3BOACTBEH-
HOe, BbICTaBOYHOE.

NCCATHCH
[UCHNCCA
NCCATULH
[UCHNCCA

UB NCCA is a museum and exhibition center and
a research organization. Established in 1999
the UbNCCA states its mission as introduction
and dissemination of contemporary art in
public urban spaces.

Since 2005 the Center's team has implemented several
big cultural projects, such as premier-retrospective of Ulay

“Performing light”, the public-art festival “Stolpotvorenie”,

international exhibition project “IN TRANSITION RUSSIA",
two consecutive annual festival-laboratories “Art-Factory”,
and others.

The Center has been a basis for the publication of a
quarterly magazine “for producers and consumers of
contemporary art” - “ZAART”, which provided a review of the
cultural activity in the Urals in its connection to global art.
The magazine has become a printed archive of the Ural art
of the 2000s.

In 2008 the UB NCCA initiated a program “Ural Factories —
Industries of Meaning”. The program provides unprecedented
interaction between contemporary art and factories and
creatively rethinks the phenomena and industrial reality in
urban environment. The highlight of the program became
the Ural Industrial Biennale of Contemporary Art that took
place in 2010 in Ekaterinburg and Sverdlovsk region and
presented projects by 250 artists from 59 countries.

1. Interdisciplinary Experiences

The projects utilizing methods of various disciplines and
art-practices: fine art, video, cinematography, architecture,
theatre, dance, and music.

2. Art-Investigation
The program implements discourse oriented thematic
curatorial projects that critically reflect upon various urgent

issues and complexities of modern reality.

3. Ural - Regions
The art-projects that explore the identity of the Ural art as
well as the local specificities and individual artistic voices of
other Russian regions.

4. Cultural Journalism
The program focuses on projects in the sphere of journalism
and cultural media in Ekaterinburg and the Ural region.

5. Collaboration

The projects that are organized in partnership with
international and Russian cultural institutions, realized
throughout Russia, as well as abroad.

6. Education

The program aims to popularize the various contexts of
contemporary art including its historical background, key
thematic lines and the workings within social infrastructure.

7. Artist-in-Residence
Residencies for international and Russian artists, during
which the create artworks based on his/her familiarization
with the local environment.

8. Ural Factories - Industries of Meaning

Artistic reclamation of industrial heritage and resources of
the working factories. The central project of the program is
the Ural Industrial Biennale of Contemporary Art.

9. Art. Science. Technology
A series of research, educational, exhibition and production
projects in the intersection of art, science, and technology.







