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YBaxaeMble noceTutenu,

NPUBETCTBY BAaC Ha YHWUKaNIbHOW Bbl—
cTaBke. 3TOT MPOEKT POAUICA OT 0CO3—
HaHWUS MOYTM HEyJIOBMMOW CBA3M Mexay
TexHonorneh u uckyccteom. OgHa u3
CTpaTernin xyooxHuka — yaouBUTb 3puUTE—
na. 3acTaBUTb ero NocMoTpeTb Ha MUp
no—napyromy. VU3MeHUTb ONTUKY BOCNpUSA-—
Tna. Takoli TBOpYyeckuii B3rnan nomoraer
YBUOETb KOHTYPbl BYyAyLLETO.

TexHonorum ToXe obnapgakwT yanBuTeNnb-—
HbIM CBOCTBOM MEHATb peaslbHOCTb.
LUndpoBas noBecTka, KBaHTOBble Bbl—
UNCNIEHUS, WUCKYCCTBEHHbIN UHTeNnnexT
CnocobHbl NepeBepHYTb NpenacTaBNeHUd
He TOJIbKO 0 PUHAHCOBbLIX pblHKAaX, HO

M 0 camoMm HaweMm mupe. OHM npeob-
pa3ywnT NPpUHUWNbI COUMalbHOro B3a-—
umopneinctenda. Bce nocnencTBusa 3ToMN
rno6anbHON TpaHchopMauun noka Tpymn-—
HO npeacTaBuTb. Bo3MoxHoO, o03ape-
HMEe XY OXHWKA MO3BONMT Nydlle B 3TOM
pasobpaTtbCcH.

Dear visitors,

It is my pleasure to welcome you to
this unique exhibition. This project
was born from a recognition of the
elusive connection between technolo-
gy and art. One of the strategies of
these artists is to surprise viewers,
to make them look at the world in a
different way. To change the rules of
perception. This creative perspective
helps us imagine what the contours
of the future might be.

Technology has the incredible power
to alter reality. The digital environ-
ment, quantum computing, artificial
intelligence — these can all change
our perception not only of financial
markets, but also of the world around
us and the modes of social interac-
tion within it. It is still difficult to
predict all the possible consequences
of this global transformation. Per-
haps the artist’s insight will help us
better understand it.



HecnyyaliHo BaHk pas3sutna — BHew -
9KOHOMbBAHK BbICTYNWM C LaHHOW KyNb-—
TYPHOW WMHULNATUBON. Mbl BUOUM CBOHK
MUCCUIO B TOM, 4T0b6bl Poccuga 6bina co-
BpEeMeHHOI, rno6afibHoO KOHKYpeHToCcMno—
Co6HON cTpaHoi. CTpaHOW, KOoTopoi no
cunam npeobpaxaTb TBOPYECKYH 3Hep-—
M B MO3UTUBHYI NporpaMmy passBuTug.
CTpaHoi b6ypyuiero.

Brnarogapt XyLOXHUKOB U aBTOpPOB
TEXHONOTMYeCKNX pa3paboTok, KoTopble
CAenann BO3MOXHON 3Ty YHUKaJIbHYHO
Konnabopauuw, a Takxe Hawux nap-
THepoB M3 3pmutaxa u RDI, koTopble
Crnoco6CcTBOBAIN MPaKTUYECKOW peann—
3auumm npoexkTta. Hapewcb, BbiCcTaBKa
NMOHpaBUTCH noceTuTenam leTepbyprckoro
MeXAYyHapoLHOro 3KOHOMUYeckoro ¢opy-
Ma U BceM roctam CeBepHOl CTonULbI.

MpepcepaTtenb
BHelw3koHOMbBaHKa
Cepreit NopbKoB

It is no coincidence that Vnesh-
econombank, the Bank for Develop-
ment, has proposed this cultural ini-—
tiative. We see our mission as making
Russia a modern, globally competitive
country. A country that is capable

of transforming creative energy into
a positive trajectory for development.
A country of the future.

I would Llike to thank all the artists
and technologists who have made this
unique collaboration possible, as well
as our partners from the Hermitage
and RDI who implemented the project
on a practical level. I hope that this
exhibition will be enjoyed by visitors
to the Saint Petersburg Internation-
al Economic Forum, as well as by all
guests of the Northern Capital.

Sergey Gorkov
Chairman
of Vnesheconombank

NHHOBauUnsg Kak Xy,D,O)KeCTBeHHbII‘/'I npunem

Ha3BaHWe BbICTaBKW, MOATOTOBIEHHON
OToenom coBpeMeHHOro mckyccrtea locy-—
gapcTtBeHHoro 3pmutaxa m RDI.Creative
no mHuumnatmee PoHpa «BIB-WHHOBaA -
LMU>», BOCXOOAWT K MPOrpaMMHON cTa-—
Tbe BukTtopa Lknosckoro «lckyccTBo
Kak npuemM>», ony6JINKOBaHHOIW eLle

B 1917 r. B Hell 6binn chopmynuposa—
Hbl KJlOUYEeBble ANA pycckoro dopmannama
TEPMUHbI NpMeM, ocTpaHeHUWe N aBTO-
MaTusauma n 3agdBfieHa HEBO3MOXHOCTb
OTHbIHE PYKOBOACTBOBAaTbHCH GOPMYIOi
<UNCKYCCTBO — 3T0 MbllWeHMe obpas3a-
MU>» N MPECNOBYTbIM 3aKOHOM 3KOHOMWUU
TBOPYECKUX Cun.

NameHnnocb Nn 4to-To 3a CTO NeT, unu
WHHOBATMBHOE MbllneHne LknoBckoro
NPUMEHUMO NUWb K He6oNblUol 0651aCTK
3HaHWA? Kakue cpepctBa YMECTHbl ce-—
rooHsa AAas OnUcaHus XW3HW, [nAa Toro,
yTo6bl «MOKMaTb XWUBOro Yenoseka >,
VNOBUTb, BbIUMEHUTb €ro 6bITUACTBEHHOE
npucyTcTBue mexpgy npounssogctesom (06—
pa3oB) N npou3BegeHuem (mckyccrtea) ?
YTo npoucxoaut cerogHa Cc AMasiorom
«KXYOOXHUK — 3pUTENb>» BHE CTeH My-—
3ed? Kak pa3BuBalTCs 4yBCTBa 3puUTENd
N MbllUNEeHNe XYyLOXHUKA B CTPEMUTESIbHO
MEHSAKLWMNXCA TEXHOOMMYECKNX YCNOBU—
ax? YTo Takoe WMHHOBAUMSA NMPUMEHUTENb—
HO K XyOO0XeCTBEeHHOMY TBOop4yecTBYy? Kak

Innovation as a Method

The exhibition initiated by VEB Inno-
vations Fund and produced by the
State Hermitage Museum Department
of Contemporary Art and RDI.Creative
traces its name to Victor Shklovsky’s
seminal 1917 essay “Art as Device”
(which could be alternately translated
as “Art as Method”). In it, Shklovsky
outlined the key terms of Russian for-
malism such as device, defamiliari-
zation, and automatization. Shklovsky
said it was impossible to keep follow-
ing the formula “art is thinking with
images” and the notorious law of the
economy of creative energy.

Has anything changed over the last
hundred years, or is Shklovsky’s in—
novative thinking only applicable to

a narrow field of knowledge? What
means can we use today to describe
existence, to capture a person’s life
to locate his existential presence
between the production of images and
the work of art? What is happening
today with the dialogue between art-
ist and audience beyond the museum’s
walls? How do the viewer’s feelings
and the artist’s thoughts develop

in a rapidly changing technological
environment? What does innovation
mean in the context of art? How will



B bnmxaliwem byayuiem 6ynet UCTON—
KOBAaHO BHeApeHWe B WCKYCCTBO HOBbIX
TEXHUK W TEeXHONormn? PeBOMOUUNOHHOE
n3obpeTeHne MacngHOW XWBOMUCKU CTa-—
N0 04HO3HAYHO MO3UTUBHbIM M3MEHEe—
HMeM, — a 4To bygeT C XUBOMUCHH
LpOHAMW, O0MNOJIHEHHOW peafibHOCTbH

N WHTEPAKTUBHbIMM MONOTHaAMKU? BbicTaB-—
Ka—cobbiTne «VIHHOBaUWUg KakK Xy[O0Xe—
CTBEHHbII NpUeM» CTPEMUTCH ecyin He
MOJSIHOCTbID OTBETUTb Ha 3TW BOMpPOCHI,
TO MpaBuUibHO CHOpPMyNMpoBaTb UX A4
COBpeMeHHOCTU. 3Ta paboTa f[oJKHa
6blTb COBMECTHOW, WHTerpupytLiein ycu—
NNa XYLOXHUKOB, KYpPaTOpPOB W 3puTenei.

CnoBo <UWHHOBaLWUA>» MPULLINO U3 TEX—
HUYECKO OTpacnM U TPaauUUOHHO CBYA-—
3blBAETCY C BO3MOXHOCTbH BHEOPEHUS
TEXHWYECKOro HOBLLUECTBA, KOTOpOe Mno-
3BONI9eT 06ecneyYnTb KayecTBEHHbIN pocT
3P PEKTMBHOCTM NPOU3BOLCTBEHHbLIX NPO-—
LLeCCOB W npeycrneTb Ha pbiHke. CoBpe-—
MEHHOEe WNCKYCCTBO TOXE Onpepensdercs
PbIHKOM, a CerogHAWHNN NpOoMbILLNTEH—
Hblli pocT TpebyeT Bce 6o0Slee TBOPYECKUX
WHHOBALMWIA, MOPOXAEHHbIX COEAUHEHHbI—
MW YCUNUAMU NOOENA U3 pas3Hblix 065a-—
CTe 3HaHW. HoBble KOHLEMNUUU YMHbIX
YCTPONCTB 1 TBOpYeckue cdopmMaTbl HOBbIX
MEXJIMYHOCTHBIX OTHOLLUEHUI pOXOatTCq
CerofHg B paMKax MeXAUCUUNINHAPHbIX
TBOpYeCcKUx xakaTtoHoB — ¢GOpyMoB Mo
COBMECTHOMY peLlleHUut npobrem.

TpaguunoHHble My3eun noka He BUaaT
npo6nembl, BeAb BCe 3TW HOBble CloBa

N BCe 3TW Heynob6Hble BOMNPOCbl «B34Thl
N3 NEeKCUKoHa MOJIOOEeXHON KynbTypbl>»,

a 3HAYMT, MOXHO He crnewuTb C 0TBe-—
TamMu. OoHakKo COBpPEMEHHbIE XYO0XHUKM,
NCTOPUS KOTOPbIX MULLIETCA My3eamu ce-—
rofHa, BOBCK MCMNOMNb3YHT U 3TU, N MHO—
rme Opyrve TEXHOJIOMMU, U yXe B Ha-—
CTOSLNA MOMEHT BCHA 3Ta TexHu4eckagq
KyfibTypa HenocpencTBEHHO BNUGET Ha
NOBCEOHEBHY XyO0XEeCTBEHHYH MOBECTKY.

the incorporation of new technology
into art be interpreted in the near
future? The revolutionary invention
of oil painting was a decisively pos-
itive change — but what will come
of painting with drones, augmented
reality, and interactive canvases?
Even if it doesn’t provide all the an-
swers to these questions, Innovation
as a Method attempts to frame these
questions properly for today’s world.
Such an attempt must involve a col-
lective effort of artists, curators
and audiences working together.

The word “innovation” comes from the
technology sector and is traditional-
ly associated with the introduction of
a new idea that allows for a qualita-
tive increase in both the efficiency of
production and success on the market.
Contemporary art is also determined
by the market, and today industri-

al growth requires ever more creative
innovations generated by the joint
efforts of people working in different
disciplines. These days, new concepts
for smart devices and new formats
for interpersonal relationships are
born at interdisciplinary creative
hackathons, forums for collaborative
problem solving.

Traditional museums don’t yet see any
problem here, because all these new
words and inconvenient questions come
from the vocabulary of youth culture,
and as such don’t demand immedi-
ate attention. However, contemporary
artists, whose history is being writ-
ten by museums today, are already
engaging these and other technolo-
gies, and technological culture al-
ready affects the daily artistic agen-
da directly.

Pab60Tbl, O0TO6paHHble Ha BbiCTABKY <WH-—
HOBALMA KaK XY[0XECTBEHHbIN npuem»,
06HAPYXMBAKT Pa3fiIMyHble acnekTbl UH-—
HOBAUWIA NPUMEHUTENIbBHO K COBPEMEHHOMY
WCKYCCTBY W aHalU3upywT camy npupony
COBPEMEHHOro MHHOBATUBHOIO MbllUJiE —
HUA Ha NpuMepe uckyccTea. B akcno-
3ULMKN 0EMOHCTPUPYIOTCA NPOU3BELEHUA
XYO,0XHUKOB, OTpaXatwLline npoueccol
06HOBNEHWI, KOTOpble BCE HACTOWNUYM—
BEe BMELIMBAKTCH B XU3Hb, 3acTaB-—
JI99 COBpPEMEHHOro 4YesioBeka exegHeBHO
petdnekcupoBaTb Ha Temy rfio6afibHO—

ro U3MEHEHUa Mupa nog UX BIUAHUEM.
Ha BbicTaBKe—co6biTUX NpepcTasie—

Hbl MPOEKTbl, CO3JaHHble B pe3ynbTa—
Te B3aUMOAENCTBUS XYLOXECTBEHHOro

M Hay4yHOro MeTOAO0B, MCKYCCTBEHHOro
WUHTensIeKkTa W KOHLEeNnTyasibHOro Mbiline —
HUS, 6JIOKYENH-CUCTEM U XMBOro ap-—
TUCTUYECKOro CO3HAHWUHA, AUCKPETHOCTM
KBAHTOBbIX TEXHOJIOMMIA 1 NOCTO9HCTBA
YYBCTBEHHOro Ha4yana.

BbicTaBKa npuypoyeHa K NpoOBe[EeHur
MeTepbyprckoro MexgyHapogHOro 3KoHO-—
Muyeckoro ¢opyma 2018, yHUKANBHOrO
MEeXAYHapoa4HOro cobbiTuga, npoxopduie-—
ro nNpu yyacTtum npesunpeHTa Poccuiickoi
bepepaunn. OgHaA U3 KAKYEBbLIX MUC—
cuin popyma — npeoposieBaTb bapbepsbl,
B TOM yucne n nHdopmaunoHHole. Co-—
BMECTHO Cc 3pmutaxem WNHCTUTYT passBu-
Tns B3b cTaBUT 3apady pa3BuTb MHHO-—
BalMOHHYH MOBECTKY B pamkax ¢Gopyma
NpoBeAEeHNEM [OaHHOI BbICTABKM—CO6bLITUA
W npepnaraet aygutopun B3rA9HYTb MOL
LPYrUM yriaoM Ha TexXHonornm, WHHoBaLun
N nepcrnekTusbl byayuiero.

OMutpuin 03epkos

Artworks selected for Innovation as

a Method reflect the application of
various innovations in contemporary
art and analyze the very nature of
modern innovative thinking in rela-
tion to art. The exhibition showcases
artworks reflecting on the processes
of renewal that intervene in our Llives
with increasing frequency, making us
constantly reflect on the processes of
global change that are brought about
by these updates. The exhibition pres-
ents projects created as a result of
the interaction between artistic and
scientific methods, artificial intelli—
gence and conceptual thinking, block-
chain systems and the living artistic
mind, the discreteness of quantum
technologies and the constancy of
sensory perception.

Innovation as a Method coincides with
the 2018 St. Petersburg Internation-
al Economic Forum, a unique interna-
tional event involving the participa-
tion of the President of the Russian
Federation. One of the key missions
of the forum is to overcome barriers,
including informational ones. Togeth-—
er with the Hermitage, the VEB De-
velopment Institute has set a goal of
developing an innovative agenda with-
in the forum’s framework by holding
this exhibition and inviting the au-
dience to look at technology, innova-
tion, and the future from a different
perspective.

Dimitri Ozerkov



Moeqa BbiCcTaBKN «VHHOBaUWUSA Kak Xy-—
LOXECTBEHHbI NpueM>» poaunacb BO
BHellakoHOMbBaHKe B MonbiTKax Hali—

TN cnocob JeMOoHCTpauun AN LWPOKON
ayanuTopmum MHHOBALMOHHbBIX TexHonorunye-—
CKUX [ OCTUXEHWN.

B Hawe BpeMd 60MbLUNX U3MEHEHWUN,
Korga WHHOBALWOHHbIE TeXHOoNormdyeckue
peleHns CoeguHATCa C 06LLECTBOM

n 6M3HEeCOM, MAN HA4YUMHAKT 3aga-—
BaTbCHd HOBbIMW BOMpOCaMW: KakK bygeTt
B3auMMOAelicTBoOBaTb YENOBEK C UCKYC—
CTBEHHbIM WHTENNEKTOM? Kak pa3Bu-
TWe TexHOoMoruin NoBANgGeT Ha npodec—
CUOHAaJ/IbHYK 3aH4TOCTb B bygyuiem?
KaK TexHonornyeckasa Moes CTaHOBUTCH
WHHOBaUWen ?

XYL OXHWUKN BCerpga ocTpo YyBCTBYHT ne-—
peMeHbl B 06LLECTBE U MUPE U pearupywT
Ha HWUX, OHW MOTYT <MNPUPYUUTb> WHHO-—
BaLUN N «OO0MaLUHUTL>» TEXHOJIOrUK.
OTBeYas Ha BOMPOCHblI U BbI30Bbl BpeMe—
HU, XYOOXHUKN WCMONb3YHT WHHOBALMWOH—
Hble TeXHOJIOrMYyeckue pelleHnd B Kade-—
CTBE WHCTPYMeHTa, TeXHUWKU N UCTOUHUKA
aTuyeckoil pednekcun, cospasag none
019 KOMMYHMKaLWUW CO 3PUTENIEM.

Ha BbicTaBKe XYLOXHUKM, paboTatwLlime
C WHHOBALMWOHHbLIM A3blKOM, MpeacTaB-—
NS0T NPOU3BENEeHUs, B KOTOPbIX Uccne-—
OVeTCH B3aMMOCBYA3b XYLO0XECTBEHHOro

“Innovation as a Method” was con-
ceived at Vnesheconombank as a way
to present technological achievements
to a wider audience.

In a time of rapid change, when in-
novative solutions enter society and
business, people begin asking new
questions: how will humans interact
with artificial intelligence? How will
technological progress affect jobs in
the future? How does a technological
idea become an innovation?

Artists are always acutely aware

of changes in society and the world
around them, and react to them. They
are able to tame innovations and
domesticate technology. Responding
to the issues and challenges of our
time, they employ innovative techno-
logical solutions as tools, mediums,
and sources of ethical reflection in
order to create a field for communi-
cation with the viewer.

The exhibition shows how artists work
with innovative artistic language

and explore the interaction of artis-—
tic thinking, new physical materials,
and technological processes. Among
the themes addressed are artificial

MbILLUNEHNS, HOBbIX GU3NYECKUX MaTe-—
pnanoB N TEXHONOrMYECKNX MPOLLECCOB.
Cpean TeM, K KOTOpbIM 0bpaliaTcy
YYaCTHUKN BbICTABKU, NCKYCCTBEHHbIN
WHTENEeKT, KBAHTOBblE U KOHBEPreHTHbIE
TexHonorum, 6NoK4YenH.

HekoTopble M3 NpounsBeneHnin 6binm co3—
LaHbl CneunanbHO ONAS BbICTABKW B CO-—
TPYLHWYECTBE C PAAOM HAy4YHbIX na-—
6opaTopuin. Cpean HUX — COBMECTHblE
npoekTbl OMutpusa NytoBa 1 Poccuinckoro
kBaHTOBOro ueHtpa (Mockea), [aBna
MennepwTeliHa 1 LleHTpa BbICOKUX Tex-—
Honoruii «XumPap>» (MockBa), KocTu
HoBocenosa 1 HaunoHanbHOro0 UHCTUTYTA
rpadeHa (MaHuyecTep).

Magen MennepwTeiiH BU3yanuanpyeT
CUrHanbl Mo3ra n daHTasupyeT Ha Temy
NoTeHUMaIbHbIX U3MEHEHU B coLMWabHON
CTPYKType obuectBa, NPOAMKTOBAHHbIX
pas3BUTUEM TexHonoruin; KeeuH A6ow uc-—
cnepyeTt nNpupoay UaeHTM4yHocTu, cosga-
Baa ceputo paboT N3 6/I0KYENH—
anpecoB, oTne4yaTaHHbIX ero cobcTBeH—
HOW KpoBbto; OMuTpuin F'yToB NPOBOAUT
3pUTENS Yepe3 TexHOoNornyeckme [XyHrnm
KBaHTOBbIX nabopaTopuii, comnocTaBndaga
CerogHdWHne OHN Tpuymda TexHosnorn-—
YyeckUXx WHHOBALWA C pacLBeTOM UCKYCCTB
N NMepeBopoTOM MUPOBOI3PEHUSA B 3MOXY
PeHeccaHca. [O3Hnan Po3nH nccnenyet
rpaHulbl 1 pasnnyng Mexay umdpoBbiM

N aHanoroBbiM Mupamu; rpynna Stain
3aHMMaeTCd BOMNPOCAMU LUCKPETHOCTW
6bITUS B anoxy uudposbiXx mMegua.

YeTblpHaauaTb paboT, MOKA3aHHbIX

Ha BbICTaBKE, aHaNM3MpylT npupony
WHHOBALMWOHHOIO0 MbILUNEHNA U pednekcun
yenoseka Ha TeMy CTPEeMUTeSibHO U3-—
MEHSIOLLLETOCH MUPa, GUKCUPYA OTPE30K
Hallero HacTodLLEero.

Buktopua KoHppawopa /
RDI.Creative

intelligence, quantum technologies,
technological convergence, and block—
chain.

Some of the artworks were creat-

ed especially for the exhibition in
collaboration with scientific labo-
ratories. Among them are joint proj-—
ects by Dmitry Gutov and the Russian
Quantum Center (Moscow), Pavel Pep-
perstein and the ChemRar High Tech
Center (Moscow), Kostya Novoselov
and the National Graphene Institute
(Manchester).

Pavel Pepperstein visualizes brain
signals and fantasizes about the po-
tential changes in social structures
prompted by new technologies; Kevin
Abosch explores the nature of identity
in a series of artworks with block-
chain addresses printed in his own
blood; Dmitry Gutov leads the view-
er through technological jungles of
gquantum laboratories, comparing to-
day’s triumph of technological inno-
vation to the flourishing of the arts
and the philosophical upheaval of the
Renaissance; Daniel Rozin explores
the differences between digital and
analog worlds; Stain art group deals
with questions of discreteness in the
era of digital media.

The fourteen works in the exhibition
capture a cross—section of our pres-—
ent Life by analyzing the nature of
innovative thinking and human reflec-
tion on this rapidly changing world.

Victoria Kondrashova /
RDI.Creative
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BoépH lwnbke (p. 1967, KenbH) —
MeaunaxynoxXHUK u ckynbntop. Yuuncd B Akagemumn me-—

ounanckycctea B KenbHe y Banun 3kcnopTt. Ha ero
TBOpYECKWi/i MeTod B OLWHAKOBOI CTEMEHW MOBAUANN
MOLepHUCTCKAa abCcTpakunUgd M UHCTPYMEHTblI Hayy-—
HblX M3MepeHuii. B 2010 r. oH co3pgan 28-bdy-
TOBYI0O MHTEPaKTUBHYK CKYyNbNTypy «KocMuyeckui
HabnwpaTenb>» ANg9 MeXAyHapogHOro asaponopra
CaH-Xoce. Pa6oTbl Wwnbke yyacTesoBasin B Bbl—
cTtaBkax B EBpone u CLWUA 1 HaxogdTcs B KONNeK-—
unax baHka Amepukun, Myzeqa ckynbnTypbl B Mapne
(FepmaHug), konnekuun HelimaHa Mapkyca, ropoga
CaH-Xoce n gp.

Bjorn Schiilke (b. 1967, Cologne) —
media artist and sculptor. Studied at the Academy of

12

Media Art (HKM) in Cologne, class Valie Export.
His creative style is equally influenced by mod-
ern abstraction and instruments of scientific
measurement. In 2010 he completed Space Ob-
server, a permanent 28-foot interactive sculp-
ture for the San Jose international airport.
Schiilke has exhibited throughout Europe and the
USA; his works are in private collections, and
have also been acquired by the Bank of Ameri-
ca, Sculpture Museum Glaskasten, the Neiman
Marcus Collection, and the City of San Jose,
among others.

_XypoxecTBeHHOe BupeHue

BoépH LUwnbke

SUPERSONIC #6, 2017
CTekn0BOMIOKHO, CTaflb, aBTOMOGWUbHASA
Kpacka, TepMeHBOKC, 3JIeKTpOHUKa,
CeHcop, KOMOHKa

31 x 42 x 12

OOouH 06BEeKT u3 Tpex

MpepocTaBfneHo ranepeeit bitforms,
Hbto—Mopk

TepMeHBOKC, MOMELLEHHbIA B CTEK0BOMO—
KOHHbI CKYNbNTYPHbIA Wap, Npou3BOAUT
3BYK B 3aBUCMMOCTWU OT MO3ULUN 3pUTENS
OTHOCUTESNIbHO MNpou3BefeHNda. 3TO 0QUH
N3 NepBblX My3blKajlbHbIX WHCTPYMEHTOB,
Ha3BaHHbIN B YecTb ero uaobpertaTte-—
N9, coBeTCcKOro yyeHoro JlbBa TepmeHa,
3anaTeHToBaBLUEro CBOe YCTPONCTBO B
1928 r. HecMoTpd Ha TO 4YTO CKynbnTy-—
pa cTaTWU4Ha, 3BYK, MCXOO4AWMIA U3 Hee,
nepefaeTt 3CTETUKY OBUXEHUSA.

Bjorn Schiilke

SUPERSONIC #6, 2017

Fiberglass, steel, automotive paint,
theremin, electronics, sensor, speaker
31 X 42 x 12

Edition of 3

Courtesy of bitforms gallery,

New York

In Supersonic #6 a theremin housed
within a fiberglass sculptural orb
produces sound based on the view-
er’s position in relation to the piece.
This early electronic musical instru-
ment is named after its Soviet in-
ventor, Léon Theremin who patented
the device in 1928. Though static,
the sound emitted from the sculpture
suggests celestial motion.

_Artistic Vision 13



BoépH LUwnbke

VISION MACHINE #8, 2016
NlaTyHb, cTanb, pepeso, 3epkana,
Kpacka, kKkamepa, AUCMJei, ceHcop,
3/1eKTPOHUKA

40 X 30 X 36

OOouH 06BEeKT U3 Tpex
MpepocTaBfneHo ranepeeit bitforms,
Hbto—Mopk

CNOXHbIA LUKN KOMMYHUKA LU U OBUXE—
HUS HagendeT KaXAayw U3 «3putenb-
HbIX MalwwuH>» llnbke nppaunoHanbHbi—
MU YepTaMu XxapakTepa U BbigaloLlumcs
3MOLMOHAaNbHbIM HanonHeHuem. «Vision
Machine» BepeT cebsa nwbonbITHO,
oTCbllas K MCKYCCTBEHHOMY WHTENNEeK—
TY U COBpPEMEeHHOWN 3cTeTuke uccnepno-—
BaTeNbCKUX CTaHUWin. Ha BupeoskpaHe
BOCMNPOU3BOASATCA yABOEHHble 06pa3bl;
UX MepOfeHHble OBUMXEHUA 4YeTKo cba-—
NaHCUpOBaHbl NCXOQS M3 MacCChbl U Beca
dopMbl. TNybokoe BAUAHWE [,a[0aUCTCKOM
Tpagunuum n TBopyecTBa XaHa TaHrau
06yCnoBUIO N9 XYAO0XHUKA BaXHOCTb
TeMbl abCcypAUCTCKON MalUWHbI, COMNpY-—
XEHHOW C 3CTeTUKOW COBpPEeMEHHbIX UH—
CTPYMEHTOB HabMOOEHNA U U3MEPEHUS .

14  _XypoxecTBeHHOe BUgeHue

Bjorn Schiilke

VISION MACHINE #8, 2016

Brass, steel, wood, mirrors, paint,
camera, display, sensor, electronics
40 x 30 X 36

Edition of 3

Courtesy of bitforms gallery,

New York

Revealed through a complex cycle of
communication and movement, each

of Schiilke’s Vision Machines possess
irrational character traits or dis-
tinctive emotional features. Vision
Machine behaves inquisitively, evoking
artificial intelligence and the mod-
ern aesthetics of a research station.
The video screen displays doubled
images and feedback, adding to the
strangeness. Its slow and deliber-
ate movements are tightly balanced,
spatially considering mass and weight
of form. Deeply influenced by Dada-
ist tradition and Jean Tinguely, the
theme of an absurd machine reappears
in Schulke’s work, rooted in the tools
of modern observation and precision.

_Artistic Vision
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Omutpuin F'ytoB (p. 1960, Mockea) —
XYO,0XHUK, UCTOPUK UCKYyCCTBa, BbINyCKHUMK CaHkT-lleTtep-—

byprckoin akapgemum xypoxects. B 1994 r. ocHo-—
Ban «MHcTUTYT Muxaunna Jindwumua» — nNpoekKT,
HanpaBfeHHblli HA U3ydyeHne ¢unocoduM NCKyccTBa
N KPUTUKM aBaHrapga B COBETCKOM MapKCuU3Me.

B cBoem TBOpuYecTBe [YyTOB UCMOMb3yeT BCe BO3-—
MOXHble MeAuma: XMBOMNUCb, CKynbnTypy, ¢oTo,
BUOEO, WHCTannauum. YJ4acTHUK BeHeumaHckoin 6u-—
eHHane (1995, 2007, 2011, 2013), Manifesta
(1996, 2014), MockoBckoli 6ueHHane (2007,
2009, 2015), Crambynbckoli 6ueHHane (1992),
laHxalickoli 6ueHHane (2012). PaboTbl Haxog4aTCcH
B COBpaHUgx MHOrMx My3eeB, cpefun HUx TpeTba-—
KoBckag raneped, Pycckuii myszeli, LeHTp Momnugy.

Dmitry Gutov (b. 1960, Moscow) —
artist and art historian. Graduated from the St. Pe-
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tersburg Academy of Arts. Founded the Lifshitz
Institute in 1994, focused on studying the phi-
losophy of art and critique of the avant-garde
in Soviet Marxism. In his work, Gutov uses

a variety of media: painting, sculpture, photo,
video, installation. Participant of the Venice
Biennale (1995, 2007, 2011, 2013), Manifesta
(1996, 2014), Moscow Biennale (2007, 2009,
2015), Istanbul Biennale (1992), Shanghai
Biennale (2012). His works are in the perma-
nent collections of many museums including The
State Tretyakov Gallery, Russian Museum and
Centre Georges Pompidou.

_KBaHTOBbIE TExHONOrUM

Omutpuin TyTos

PEMOPTAX N3 XXI BEKA, 2018
Cant-cneundbunyeckaa nMHcTannauus
PaboTa co3pgaHa cneunanbHO On4d
BbICTaBKM B Konnabopauunm ¢ Poccuinckum
KBAHTOBbIM LEHTPOM

Mbl HaxoguMcs Ha nopore 06HOBMEHUSA
COBpPEMEHHON UMBMAN3AUUN, Ha Kpat
daHTaCTUYeCKoro pbiBka B byayuiee.
Ho ong 4yenoBeka, He MOCBSALLEHHOIO
B TaWHbl Hayku, Hoseliline nabopaTo-—
pUN CPOOHU TEXHONMOTMYECKUM OXYHIAAM.
W no cytn, v no sugmmocTun. Ona xy-
LOXECTBEHHOr0 BOoObpaxeHUs 370 nep-—
BO6bITHbI Xa0C, OOWCTOpUYECKUn nec,
B KOTOPOM TOJIbKO AO0JIXKHO POAUTbLCH
MbICMdLlLEE CYLLECTBO.

MpocTpaHCTBO, B KOTOPOM 3KCMNOHW-—
pyeTcd paboTa, cocTosdlee M3 apok,
3acTaBndeT BCNoMHUTb CTaHubl Pada-—
ang B BaTtukaHe, roe camasg n3BecTHad
dpecka, «AduHCKasa LwWKoaa», NocBa-—
LLleHa MCToKaM eBponeickoil ¢uiocooun,
Hay4YHOro 3HaHWS M OQHOBPEMEHHO 3Ha -
MeHyeT pacuBeT KynbTypbl BospoxpeHud.

Dmitry Gutov

REPORT FROM THE 21ST CENTURY,
2018

Site—-specific installation

Produced specially for the exhibition
in collaboration with the Russian
Quantum Center

We are standing on the verge of a re-
newal of contemporary civilization,

on the brink of a fantastic leap into
the future. But for someone unfamil-
iar with the secrets of modern sci—
ence, state-of-the—-art laboratories
look like technological jungles, both
in essence and in appearance. For the
artistic imagination, this is a pri-
mordial chaos, a prehistoric forest
lying in wait for a thinking being to
be born within.

The space where the work is displayed
consists of a series of arches, re-
calling the Raphael Rooms in the
Vatican. The most famous fresco
there, The School of Athens, depicts
the origins of European philosophy
and scientific knowledge while at the
same time signaling the blossoming
of Renaissance culture.

_Quantum Technology 17



MepeceyeHne 3MNox: OT AEBCTBEHHO-

ro mmpa 4vepe3d3 lnaTtoHa, ApucTtoTens

K JleoHappno, Padasnw u ganee K Ha-—
WUM OHEM, — WX MNpoCBe4vYMBaHWE 0fHa
yepes3 Lpyryw oTtobpaxaeT ToT NyTb,
KOTopblli Npolwna npupona 3a nochegHue
CTO MUNSNMOHOB neT. YTo NpuHecyT paxe
He crepywume CTO MWIJIMOHOB NeT,

a 6numxaiiwme cTo — TpyAHO npepcTa-—
BUTb. Ha3BaHue MHCTaNAsuuMM oTcbinaeT
K Hay4YHO—nonynsgpHbiM KHUram 1950-—
60-X rr., B KOTOpbIX y4yeHble paHTa-
3MpoBafin 0 6yAyluieM, cTaBlieM Hallel
peanbHOCTbI .

B cos3pgaHun paboTbl NpuHUManu ydacrtue

BukTtop Kyppsawos, Bopuc lMpynHuUKoB
n Anekcein ®depopos.

18 _KBaHTOBble TeXHOM0rMK

The intersection and translucency

of epochs — from the primeval world
to the present, via Plato and Aristot-
le, Leonardo and Raphael — signifies
the path that nature has traversed

in the last hundred million years.

It is difficult to imagine what the
next hundred years (let alone hundred
million) will bring. The title of the
installation refers to the popular
science books of the 1950s and ’'60s,
in which scientists fantasized about
the future that has now become our
reality.

This work was created in collabo-
ration with Viktor Kudryashov, Boris
Prudnikov, and Alexey Fedorov.

_Quantum Technology
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O3Hunan Po3uH (p. 1961, UN3pawnnb) —
XYLOXHUK, XUBET U paboTaeT B Hbm—lﬁopke. ABnaeTtcy

LOLUEHTOM MporpaMMbl MHTEPAKTUBHbBIX KOMMYHUKaLWA
B Llkone uckyccTB Hblo—MopKkckoro yHuBepcuteTa.
B cBOWX MHTEPAKTUBHbIX WHCTaNAALUGX WU CKYNbOTY—
pax Po3nH uccnepyet CTpyKTYpy U MaTepuasibHOCTb
obpaszos. OTpaxeHue n TpaHchopmauusa noBepx-—
HOCTW CTaHOBATCH AN9 HEro cpeLcTBOM WUCCNeno-—
BaTb penpe3eHTauLnl0, YenOoBEeYEeCKOe MnoBefeHune

n socnpugatne. Ero paboTbl BbicTaBnsnucb B LleH-
Tpe uckyccTB koponesbl Codun (Mappugp), Mysee
Buktopun n Anbbepta (JIOHAOH), My3ee COBpeMeH-—
Horo mckycctBa «lapax» (Mockea), bapbukaH-
ckoM ueHTpe (JToHQOH) u MHOrux gp. Po3unH 6bin
YOOCTOEH npeMuin: «Apc 3NIEKTPOHMKA» , XypHa-—
na I. D., npemun Kpaincnep B 061actu gusaiHa

n npun3a PoTtwwunbpga.

Daniel Rozin (b. 1961, Israel) —
artist, lives and works in New York City. Associate
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Arts Professor in the Interactive Telecommuni-
cations Program at New York University’s Tisch
School Of The Arts. In his interactive instal-
lations and sculptures, Rozin investigates the
structure and materiality of images. Reflection
and surface transformation become a means to
explore human behavior, representation, and
perception. Past exhibitions of his work include
the Reina Sofia National Museum (Madrid),
Victoria and Albert Museum (London), The Ga-
rage Museum (Moscow), NTT InterCommunica-
tion Center (Tokyo), Barbican Centre (London),
among many others. Awards include the Prix Ars
Electronica, I.D. Designh Review, Chrysler De-
sigh Award, and the Rothschild Prize.

_XypoxecTBeHHOe BupeHue

O3Hu3an Po3uH

OEPEBAHHOE 3EPKAJIO, 2014
JepeBo, MoTOpbl, Buheokamepa,
cneunanbHoe nNporpamMMHoe obecnedeHue,
MUKPOKOHTpOnep

182,9x 182,9

PaboTa npepocTaBsieHa ranepeei
bitforms, Hbto—Mopk

«[lepeBAHHOE 3epkano» — 3TO UHTep-—
aKTMBHASA CKy/ibNTypa, BbINO/IHEHHAA

N3 KBaApaTHbIX OepeBAHHbIX Nukcenemn,
KoTopble He CnocobHbI caMu no cebe
oTpaxaTb. TeM He MeHee MOBEPXHOCTb
BOCMpPOU3BOAUT NMO60ON NpegmMeT, KOTo-—
pbIl HaXoouTCH nepepn Heli U OBUraeTcyd
LOCTATOYHO BbICTPO, UYTOBbLI MOXHO 6blN0
C034aTb OLLYUEHNE XNBOrO OTPaXeEHUSd.
3a MexaHWKOW co3paHug obpasa cTouT
Kamepa, KoTopag B peasibHOM BpemMe-—
HU nepefaeT U306paxXeHne Ha KOMMbH—
Tep, nNpeob6pasywlunii ero B 830-6aliT-
HbIll BUOEOCUTHAN; 3aTeM crneuuasibHo
CO03[aHHOe MporpamMMHoe obecrneyeHune
3acTaBngeT KaxnAblli MOTOp nepenBu—
raTb NaHenb, KOTOPYH OH KOHTPONMpYeT,
YTOob6bl COOTBETCTBYHLWNUM 06pa3omM Co-
CTaBUTb M306paxeHne. Bpawawuwme-—
Ca B65I0KM 06pa3ylT rpaguneHT OT cBeTa
K TeHW 6narogapsa WUCTOYHMKAM OCBeLlle—
HUA CBepXxy. B pesynbTaTe nodendeTcd
3epKasibHoe M3obpaxeHue 4YenoBeka WUNu

0bbekTa, Haxomsguweroca nepen paboToii.

Cepunsg MexaHUYeckux sepkan — 3T0
nnatdopMa, C NOMOULbH KOTOpoi Po3uH
nccnenyeTt rpaHuubl U pasnnyng Mmex-—
4y unbpoBbIM U aHaNOroBbiIM MUpamu,
BUPTYaNbHbIM U GU3NYECKUM OMbITOM,
nopagkoM MU XaoCoM.

Daniel Rozin

WOODEN MIRROR, 2014

Wood, motors, video camera, custom
software, microcontroller

182.9 x 182.9

Courtesy of bitforms gallery,

New York

Wooden Mirror is an interactive
sculpture made up of non-reflec—
tive square wooden pixels. The piece
reflects any object or person in front
of it, moving fast enough to create
live animation. The source of each
image is observed through a hid-
den camera that feeds what it sees
in real-time to a computer, which
converts the image into an 830-byte
video signal. Custom software then
instructs each motor to move a pan-
el it controls to make up the image.
The rotating blocks form a gradient
of light to dark from the spotlights
overhead, creating highlights and
shadows of the viewer. The result

is a mirror—-image of the person or
object in front of the sculpture.

The mechanical mirror series is

a platform in which Rozin investi-
gates the borderline and contrasts
between digital and analog worlds,
virtual and physical experience, order
versus chaos.

_Artistic Vision 21
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Cap KoHcTaHTMH HoBocenoB (p. 1974, Poccuga) —
4yneH JIOHQOHCKOro KOpoJieBCKOro obuwecTtsa, 3KCnepT

B obnacTtn ¢ou3nkn TBEPLOro Tesa U HAHOTEXHOJI0—
rmii, npotdeccop MaH4YecTepckoro yHuBepcuteTa.

B 2004 r. oTKpblN HOBYH MOoAUdUKALUK Yyriepo-—
ga — rpadeH, 3a 4to B 2010 r. 6bl71 YAOCTOEH
Ho6enesckoit npemun (coBMecTHO c AHpgpeem leli—
MoM). HaunHaa c 2014 r. BXOAUT B NUAEPbI pei—
TUHTa BRUATeSIbHELWNX ydeHbix Mupa. B 2012 r.
eMy 6bl1 MpUCBOEH TUTYN pbiLaps. byayym ycnew—
HbIM ¢un3nkoMm, KocTg HoBOcCenoB TakxXe 3aHUMaeTcd
XnBonucb . OBYYMBLUMCH KUTaCKOW XUBOMWCK, OH
NCNONb3yeT 3Ty TEXHUKY [ONS 3KCNEPUMEHTOB C CO-—
BpEMEHHbIMM TEMAMW N HOBbIMW Mefwua.

Sir Konstantin Novoselov (b. 1974, Russia),
Fellow of the Royal Society, is an expert in con-
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densed matter physics, mesoscopic physics and
nanotechnology. He is best known for his work
in isolating graphene at The University of Man-
chester in 2004, for which he was awarded the
Nobel Prize in Physics (jointly with Sir Andre
Geim) in 2010. Novoselov is Langworthy Profes-
sor of Physics and the Royal Society Research
Professor at The University of Manchester. Since
2014 Kostya Novoselov has been continuously
listed among the most highly cited research-
ers in the world. He was knighted in the 2012
New Year Honours. Kostya Novoselov, being an
established physicist, is also a keen painter.
Having a previous education in Chinese paint—
ing he transfers this technique to contemporary
subjects and experiments with new media.

_KoHBepreHTHble TexHoNorum

KocTta HoBocenos

QUANTUM SLIP, 2018

WHcTannauua: pucosaga bymara, kutali-
Ckune 4yepHuna, rpadgeHoBble 4YepHuna
PaboTa npepocTaBfieHa XYLOXHUKOM

NHcTannauna nnnwctpupyeT npouecc
BIOOXHOBEHUS U CO3[aHWY HOBOro 3Ha-—
HUG, COMPSAXEHHbIN C Hay4HbIM OTKPbITW—
eM. MpaKTUYeCKN HUKOrga HEBO3IMOXHO
OTC/IEANTb, YTO MOCNYXWUN0 BLOXHOBE-—
HMEeM ONg TOro WAW WHOTO OTKPbITUSA.
O6blYHO 3TO MafleHbKue LeTanu, Bbl3bl—
BaKLWMWE MUHUMAsIbHbIE U3MEHEHUS B Ha—
LUEM BOCMPUATUN, KOTOpble B KOHEYHOM
nuTore, AoOCTUras KpuUTUYeckol Macchl,
NPUBOAAT K KBAHTOBOMY CKauky B MOHU-—
MaHWUN OKPYXalLWero Mmmpa.

3Ta KOHLEeNuMa npeacrasieHa B Buae
CTpaHWL, abCcTpaKTHOW Hay4HOU CTaTbWu.
OHa noka3blBaeT MepeceyeHna mMexmay
pas3HbIMU chepaMmn N BO3MOXHOCTb UC—
nonb30BaTb WUAEN M3 OOHOW 06n1acCTW Ha-—
VKU B Apyroii. A3blk cTaTb — abecTpak-—
UM, 3HAKW CnepylT onpeneneHHOW
MaTeMaTM4eckoil nocnenoBaTeNIbHOCTH.
MpencTaBfiEHHbIE UANMKCTPALUA U 3HAKU
BbIMNOJIHEHbI B pa3H006pa3HblX CTUNAX,
YTO OoTpaXaeT LUPoKWii pap MeToLoB
nccnenoBaHug, TpebyeMbix AN pelleHnd
LaXxe caMoW NMpoCTOW HayyHoW npo-
6nembl. ABCTpaKkTHaa nNpupoga TekcTa

U WNNKCTpaunii CMMBONM3NPYET YHUBEpP—

Kostya Novoselov

QUANTUM SLIP, 2018

Installation: rice paper, Chinese ink,
graphene ink

Courtesy of the artist

The installation illustrates the
process of inspiration and creativ-
ity behind new scientific knowledge.
It is practically impossible to nar-
row down what served an inspiration
for a particular discovery. Usually
it is small things that cause minis-
cule changes in our perception, but
ultimately, when reaching a critical
mass, it leads to a quantum Lleap
of breakthrough in understanding.

This idea is presented in the form

of the pages of an abstract scien-
tific paper, showing cross—pollina-
tion between different fields, that
ideas from one area of science can
be transferred to others. The paper
language is abstract, and the char-
acters follow a certain mathemat-
ical pattern. The figures and pat-
terns presented cover a broad range
of styles, indicating the wide scope
of techniques usually required to un-
cover even a simple scientific prob-
lem. The abstract nature of the text
and images symbolizes the universal-
ity of scientific method, which can

_Technological Convergence 25



CafIbHOCTb Hay4yHOro MeTtofa, KOTOpbli
MOXEeT 6biTb NpUMeHeH B N6oi chepe

M Oaxe B CAaMOW HeoxuoaHHOW cnocobeH
NPON3BECTN HOBble WUAOEWU.

BOOXHOBNEHHbIA HEMPEB30WAEHHON Bbl—
pPa3UTeNIbHOCTbK KWUTAWCKOW XnuBonu-—
CU B COYETAHUM C e MUHUMAJINCTCKOM
TexHukoli, HoBocenoB 4acTo cpaBHU-—
BaeT Takol noaxofd C peayKUMOHW3MOM
B Hayke — OJ[HOW U3 Haunbosiee BaXHbIX
KOHLEenuuini B apceHasle COBpeMeHHbIX
Hay4YHbIX METOAUK. XYOOXHUK BbIXO—
OWT 3a rpaHn TPaguLUOHHOW KUTaCKOM
Kannurpadun, UCNonb3ya TakxXe U Co-—
BpeMeHHble dopMbl U MaTepuanbl. Tak,
MOMUMO TPaAWUUUOHHOW KUTANCKON TyLlin
OH MpuMeHseT rpadeHoBble 4YepHuna.
OHK 6biNn pa3paboTaHbl B MaH4yecTep—
CKOM YHUBEPCUTETE W YXEe UCMOoJNb3YHTCH
B pPa3/MYHbIX 061aCTAX MPOMbILINIEHHO —
CTW: OT MevyaTHOW SNeKTPOHUKM [0 UH-—
TepHeTa Belel.
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be applied in any field and lead to
new ideas in very unexpected areas
of science.

Being particularly fascinated with
the unrivalled expressiveness and
minimalistic technique of Chinese
painting, Novoselov often compares
such approach with reductionism in
science — one of the most import-
ant concepts in the arsenal of mod-
ern scientific methods. Even though
the materials and technique used are
from traditional Chinese art, the
artist utilizes modern forms and ma-
terials in his work. Thus, apart from
traditional Chinese ink, graphene ink
has also been used. Such inks were
developed by one of the spin-outs

of The University of Manchester and
are now used for thermal manage-
ment, printed electronics, and the
Internet of Things applications.
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Kypa 6eryt co6akm (ocH. 2000, EkatepuHbypr).
pynna paboTaeT B chepe TEXHONOMMYECKOr0 MCKYyCCTBA

U NCNONb3YeT LINPOKUIA MynbTUMELUHbIA guana-—
30H. B cBoux npoekTax paccmaTtpuBaeT Mudono-
rmyeckoe M NoBCeLHEBHOE KakK TexHoslormyeckue
npouecchbl, M3yyaeT MexaHU3Mbl B3auMo[elicTBUd
yesioBeka M pasnu4yHbix Gopm peanbHocTu. N3-
6paHHble BbICTaBKW: VYpanbCckaa UHAYCTpuUasibHa4
bueHHane (2010, 2012, 2017), «KBaHTOBad 3a-—
nytaHHocTb>», LABORATORIA Art & Science space
(MockBa, 2015), «YMPU N OBHOBWUCbL! WckyccTBO
N Hayka Kak npegnofsiaraemMoe BO3MOXHoe», Laznia
CCA (FmaHbck, 2016), «OTKpbITble Kogbl. XN3Hb
B UMppoBbIX MuMpax>», LleHTp MepunaunckyccTea
(Kapncpya, 2017).

Where Dogs Run (est. 2000, Yekaterinburg).
The group works in the field of technological art and
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uses a wide range of multimedia. In their proj-
ects, the group examines the mythological and
the everyday as technological processes; they
study the mechanisms of interaction between
humans and various forms of reality. Select-
ed exhibitions: Ural Industrial Biennial (2010,
2012, 2017), Quantum Entanglement, LABORA-
TORIA Art & Science Space (Moscow, 2015),
Die and Become! Art and Science as the Con-
jectured Possible, Laznia CCA (Gdansk, 2017),
Open Codes. Leben in digitalen Welten, ZKM
(Karlsruhe, 2017).

_KBaHTOBbIE TEXxHONOrNU

Kypa 6eryt co6aku

®0BNA 3ABTPA, 2017
NHTepakTuBHAA WUHCTANNAUUS

50 X 50 X 50

MporpammupoBaHue — Cepreii MallkoB
PaboTa npepocTaBfieHa XyLOXHUKAMU

MexaHNW3M HaCTynjJeHusd 3aBTpalluHe—

ro oHa paboTaeT HenpecTaHHO u 6e3
cboes. OOQHaKko BCeEM HaM X0TeNnocb 6bl
3HaTb, KTO 3anporpaMmMupoBan 3T0T Me-—
XaHU3M, eCTb SN Yy HAC A0CTyn XOTs 6bl
K ero HacTpoilkam 1 4To cTpallHee —
BKpaBLlUAgCcya olWunbka unm 6ecnepeboiHad
paboTa nporpaMmbl?

@obua 3aBTpallHEro AHs BKAw4aeT

B cebd 6093Hb HEM3BECTHOro, HO B TO
Xe BpPEMS W yXac onpepefsieHHocTu,
HeoTBpaTUMOCTM, 3aMporpaMMMpoBaHHO—
cTn. OTBEYad Ha BOMpOC, Kakol cueHa-—
puii pa3BUTUS Halero o6liecTea 6bin 6bl
CaMblM CTpallHbIM ON9 HUX, XYOO0XHUKWN
roBOp4aT, 4YTO NOrMYHOE pas3BUTUE Cerom-—
HAWHEeN cuTyauum — 3TO U eCTb, Ha-—
BEepHoe, camoe cTpallHoe.

Where Dogs Run

PHOBIA OF TOMORROW, 2017
Interactive installation

50 X 50 X 50

Programming — Sergey Mashkov
Courtesy of the artists

The next day always comes without
interruption or failure. We all won-
der who programmed this mechanism,
if we might get access to the con-
trol panel, and whether a glitch in
the system would be scarier than its
infallibly smooth continuation.

The phobia of tomorrow involves

a fear of the unknown, but it is also
a horror at certainty, inevitability,
predictability. When asked which fu-
ture development of our society is the
most frightening, the artists answer
that following the current scenario to
its logical conclusion would indeed be
the worst outcome.
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Cnébpen BepcTur (p. 1971, CWA) —
MyNbTUMELNAXYLO0XHUK. BepcTtur mcnonb3yet anroputmm-—

Yyeckue nporpamMmmbl N9 U3BJIEYEHUS U COPTUPOBKMU
M306paxeHniAi U3 OrPOMHOr0 OHJIANH—apxMBa, KOTO—
pble 3aTeM npeBpallaeT B XWBOMUCHble abcTpakumm
WAN 3KpaHHble CKynbnTypbl. Ero KoMmnboTepnsnpo-—
BaHHAad Xy[oXecTBeHHas LesaTeSIbHOCTb OTCbinaeT

K «XWBOMWCWU OENCTBUA>» N aBCTpaKTHOMY 3KCMNpec-—
CUOHM3My. PaboTbl BepcTura WNPOKO 3KCMNOHU-
posanucb B CWA. OH 6bln naypeaToM CTUMNEH[UN
XyLoXecTBeHHOro coBeTa wWTaTa WnnuHoiic (2005)
M cTUNeHAUn CKOyXeraHCKOW LIKOSbl XWBOMUCKU 1
ckynbnTypbl (2004).

Siebren Versteeg (b. 1971, USA) —
multimedia artist. Versteeg employs algorithmic
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programs to access, extract, and distill from
a vast library of online imagery, which he
presents as painterly abstractions on canvas,
or as screen—based sculptural displays. His
“computerized painting actions” reference ac-
tion painting, a term synonymous with Abstract
Expressionism. Versteeg has exhibited exten-—
sively throughout United States, and was a re-
cipient of the Illinois Arts Council Fellowship
(2005), the Skowhegan School of Painting and
Sculpture Merit Fellowship (2004).

_XypoxecTBeHHOe BupeHue

CubpeH BepcTur

MORE LIKE, 2017

CneunanbHoe nporpamMmMHoe obecnedeHue,
MHTEpHET—CcoefunHeHne, OBa 3KpaHa
PasHble pas3mepbl,

nopTpeTHas opueHTauns

MspaHne nartoe

PaboTa npepocTaBfieHa ranepeen
bitforms, Hbto—opk

MporpaMma KOMMNbHTEPHOU rpadukn cos—
naeT KOMMO3ULUM C NOMOLLbK creynanb-—
HOro reHepaTuMBHOro anroputma. Kaxpable
LWeCTbAECAT CeKyHO nporpamMma 3arpy-—
XaeT CO3[4aHHYH KapTUHKY B «MOWUCK MO
n306paxeHuw>» HAHpgekca, U n3obpaxe-—
HUS U3 UHTepHeTa, Hanbonee 6AM3KO
coBMnaBlIMe C ee Komnosuuueli, oTtobpa-—
XawTca Ha 3KpaHe.

MoHATMe abcTpakumm urpaeTt LeHTpab-—
Hyl ponb B 3Tol paboTe. CoBpeMeH-—
Hble XY OXHWKW BCerga uckanm crnocobbl
0CBOBOAUTb XMBOMUCb OT ee Tpaguuu-—
OHHOW poNn penpeseHTalLWUoOHHOToO Me-—
ona. «MORE LIKE» nepeBopauuBaeT 3Ty
aMbunun, Haxona peanbHOCTb, CKPbITYH
B 4YMCTOW abcTpakuum. Tak Kak msobpa-—
XeHnsa hopMUpyrTCH Ha OCHOBE J1K6Oro
KOHTEHTa, [OCTYNHOro oHnaliH, W B no—
60l/i MOMEHT BpEeMeHU, XYOOXHUK oTKa -—
3blBaeTCcd OT onpefefieHHon [onu TeBop-—
UeCcKoro KoHTpong. BepcTur yTBepxpaert:
«lMockonbKy nNpupoga npepcTaBfieHHbIX
06pa30B cny4YaiHa, XyOoXHUK OOHOBpE-—
MEHHO MPUHMMAEeT Ha cebsd BCH OTBET—
CTBEHHOCTb 3a WX COLEepXaHue N CHU-
MaeT ee C ceba».

Siebren Versteeg

MORE LIKE, 2017

Custom software (color, silent),
internet connection, two screens
Dimensions variable,

portrait orientation

Edition 5, 1 AP

Courtesy of bitforms gallery,
New York

Siebren Versteeg’s MORE LIKE is

a computer painting program that
creates compositions through a cus-
tom, generative algorithm. Periodi-
cally, the computer program queries
the Russian web search engine Yandex
for matching images online. Every
sixty seconds, the painting made by
the computer is uploaded to Yan-
dex’s #“search by image” feature, and
images that most closely match the
composition are downloaded and dis—
played.

The notion of abstraction plays

a central role in this work. Artists
have sought inventive ways to free
painting from its tradition as a rep-
resentational medium. MORE LIKE
inverts this ambition, finding the re-
ality hidden within pure abstraction.
Because the imagery evolves based on
whatever content is available online
at any given moment, the artist re-
linquishes a certain degree of cre-
ative control. Versteeg says, “As the
nature of the images presented by the
work is random, the artist assumes
both all and no responsibility for
their presence and content.”
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OMutpuin Kasapra (p. 1972, MockBa) —
CKyNbnTop, paboTaeT TakXe B XaHpe WHCTannsuuu,

B TOM YWUCNe UHTEPaKTUBHON. OOQUH N3 HEMHOIUX
POCCUIACKUX aBTOPOB, 3aHMMAaHKLIMXCH TeXHON0 -
FMYHBbIMW MPOEKTaMW Ha CTblKe HaykKuW MU UCKycCTBa.
HasblBaeT ceba 6uomMopdHbLIM pagukanom, onpepe-—
N99 TeM caMblM CO6CTBEHHbIi Kpyr TBOPYECKUX Mo-—
nuckoe. Bonnowaa cBou CKyNbNTypbl B YHUKaNbHOW
TEXHOMOrMm N obnagasa peokmm YyBCTBOM rapMOHUMK
abCcTpakTHOl 06beMHOI dopMbl, KaBapra sacny-—
XEHHO ¢9BNYeTCHd 0AHUM M3 CaMblX BOCTPebOBaHHbIX
aBTOPOB HE TOJIbKO Ha POCCUINCKOI, HO M Ha MexX-—
oyHapopHoi apT-cueHe. CBOW KMHETUYeCKNe 06b-—
eKTbl U MHCTanngauum Kapapra 3a4yacTyw co3gaeT
COBMECTHO C Y4YeHbIMU, MNPOrpamMMuUCTaMm U UHXEHE—
paMu. MOCTOGHHbBIN YYACTHUK POCCUNCKUX U MexXay—
HapoOHbIX BbICTABOK U decTuBanein, Bkaw4dasa Lexus
Hybrid Art, Ars Electronica, FILE Electronic
Language n ap.

Dmitry Kawarga (b. 1972, Moscow) —
artist, works in the genre of sculpture, installa-

tion, interactive art. One of the few Russian
authors working with technological projects at
the intersection of science and art. He calls
himself a biomorphic radical, thus defining
the range of his creative exploration. Creat-
ing his sculpture through a unique technology
and with a rare sense of harmony of abstract
form, Kawarga has become one of the most
sought—after artists in Russia and interna-
tionally. His interactive kinetic objects and
installations are often created in cooperation
with scientists, programmers and engineers.
He constantly participates in international ex—
hibitions and festivals of contemporary art, in-
cluding Lexus Hybrid Art, Ars Electronica, FILE
Electronic Language International Festival and
others.

_KoHBepreHTHble TexHonoruu

OMmutpunin Kaesapra

MOrnOLWALWNIA KOHUENTbl / CAMO-
PE®JIEKCUPYHOLLNA MUCTUGUKATOP
COKAJIA, N3 uukna «060n04YKM CcMbIC—
NOBbIX KOHCTPYKUUn>, 2017
WHcTannauma: nonumMmepbl, KOMMNO3WUTbI,
MeTann, oBuratenu, Bupgeokamepa,
LBETHbIE XWAKOCTWU

250 X 250 x 250

MporpamMMHoe obecrneyeHne U cucrTema
ynpaBneHud: Banepwuii Kapnoe, Anek-
caHAapa Kop4yaruHa, OMutpuin [Jo6pbiHUH
PaboTa npepocTtaBfeHa ®oHOOM Kylb-—
TYPHbIX MHUUMATUB «CnapTta»

PagoM c 06beKTOM pacrnofioXeHbl pa3Hble
TekCcTbl: ncrtopudeckme, cdunocodckue,
noaTuyeckne, HayuyHble, HOBOCTHbIE

N T. 0. 3puTeNb MOXeT B3ATb CTpaHuUy
N Noka3aTb ee 06beKkTy 4yepes3 Kame-—
py. O6beKkT aHannaupyeT UHGopMaLLnKO,
pacrno3HaBasa B Tefe TekcTa papn JeKk—
cunyeckmx, mMopdosorMyecknx U o0bpa3HbIX
XapakTepucTuk. BbigBrneHHble 3aKOHO—
MEpHOCTW MepeHanpaBAgTCa B COOT—
BETCTBYWLME NpOrpamMMHble KaHanbl,
npeepawadcb B KOMaHAbl K OBUraTenb—
HOIi aKTUBHOCTHU.

Dmitry Kawarga

ENGULFING CONCEPTS / Sokal’s
Self-Reflecting Mystification,
From the “Skins of Conceptual
Constructions” series, 2017
Installation (resin, composites,
metal, motors, video camera,
colored fluids)

250 X 250 X 250

Software and management system:
Valery Karpov, Alexandra Korchagina,
Dmitry Dobrynin

Courtesy of Sparta Foundation for
Cultural Initiatives

The object is surrounded by texts

of different genres: history, phi-
losophy, poetry, science, journal-
ism, etc. The viewer can take a page
of any text and show it to the cam-
era. The object analyzes the informa-
tion, identifying a range of certain
lexical, morphological, and symbolic
characteristics within the text. These
patterns are conveyed to correspond-
ing software channels, turning into
commands for motor activity.
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YeM HacbllLleHHee KOHLEenTaMn TekcT,
TeM [Lofiblle N pa3Hoobpa3Hee akTUB—
HOCTb 0bbekTa. Haubonee 0XWBMEHHbIE
ero 4acTu B KaKON—TO MOMEHT Bbl—
CTPEeNnBaT APKYH LBETHYH XWUAKOCTb.
XenTblli uBeT 9BNYeTCA peakuuein Ha po-
MaHTUYeCcKue anuTeTbl, CUHWUI — Ha Qu-
nocodckme TEPMUHbI, KpacHbli — Ha
6onblIOe KONIMYECTBO MECTOUMEHWUA,
YEepHbIl — Ha arpeccuBHble raarosbl.
KoHCTpyKunsa nocTeneHHo 3abpbi3rmBaeT
KpaCOYHbIMW AN9THaAMWU Cebda N Tepputo-—
puto nop coboli. Hacnaueagdcb Apyr Ha
Apyra, 4yucTble LBeTa MNepemMelInBatT—
CS M CO BpeMEHeM 06pa3yrT CAOXHYH
nanuTpy.

®unocodbl co3nakT KOHUENTLI, BbiXBa—
TbiBa9 GparMeHTbl U3 Xa0TUYECKOro nong
oKpyXallWen OeAcTBUTeNIbHOCTU, a Mnpo-—
eKT «060/104UKN CMbICNIOBbIX KOHCTPYKLMNIA>»
npencraeBngeT coboi npouecc obpaTHoOM
nepepaboTKkn KOHLENMTOB B abCTpaKTHYH
XUBOMUCH .

The more laden with concepts the
text, the longer and more varied the
object’s activity in response. The
most animated fragments trigger
random spurts of bright liquid. Yellow
signals a reaction to more roman-
tic adjectives, blue to philosophical
terms, red to an abundance of pro-
nouns, black to aggressive verbs.
The construction gradually splatters
itself and the area beneath it with
color. Layer upon layer of pure col-
or eventually mix to form a complex
palette.

Philosophers create concepts by snat-
ching fragments from the chaotic
reality around them, whereas Kawar-
ga’s #“Skins of Conceptual Construc—
tions” project does the reverse,
processing concepts into abstract
painting.
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Maesen MennepwTenH (p. 1966, Mockea) —
XYOO0XHUK, nucaTteflb, KPpUTUK N TEOPEeTUK UCKYC-—

ctBa. OOWH M3 OCHOBATENEN KOHLEeNnTyaMcTCKOMN
apTt—-rpynnbl «AHcnekuna ,, MeaoununHckada repme—
HeBTUKa“>» (1987—-2001). Co3gaTtenb u ungeonor

Te4yeHn4q <<I'ICI/IXOJJ,EJ'IVI‘—IECKI/II7I peanuam». YyacTeoBan

B KpynHenwunx 6ueHHasle COBPEeMEeHHOro WCKyCcCTBa:
MexayHapogHada bueHHane B CaH-[llayny (2004),
BeHeuunaHckas bueHHane (2009), MaHudecTa

(2014). B 2014 r. ypocTtoeH lMpemMun KaHOAWUHCKO -

ro B rnaBHOW HOMUHAUUKN «[poekT ropga». Pabo-
Tbl XYLOXHWUKA HAXOLATCS B cobpaHuax Pycckoro
Mysea (CaHkT-MeTepbypr), TpeTbaKOBCKOW rane-—
pen (Mockea), Jlyspa (Mapux), LeHTpa Momnupgy
(Mapux), ranepen AnbbepTuHa (BeHa), a Takxe
B YACTHbIX KOMNEeKUUsax no BCEMY MUPY.

Pavel Pepperstein (b. 1966, Moscow) —
artist, writer, art critic. One of the founders of
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the conceptualist art group Inspection Med-
ical Hermeneutics (1987—-2001). Founder of
the “psychedelic realism” movement. Partici-
pated in major biennials of contemporary art:
Sao Paulo (2004), Venice (2009), Manifesta
(2014). In 2014, was awarded the Kandinsky
Prize in the Project of the Year nomination.
His artworks are in permanent collections of
the Russian Museum (St. Petersburg), Tretya-
kov Gallery (Moscow), Louvre (Paris), Centre
Georges Pompidou (Paris), The Albertina
(Vienna), as well as international private
collections.

_KoHBepreHTHble TexHonoruu

MNaeen MennepwTeiH

WIEMbI BJIN3KOro BYAVLIIEIo, 2018
Cepusa pucyHKOB:

bymara, akBapenb, TyWb; 3BYK

7 pucyHkoB, 30 X 21

ABTOp 3BYKOBOro COMPOBOXLEHUA —
Huknta BacwuneHko

PaboTa co3pgaHa cneuunanbHo Ond
BbICTaBKW B Konjaabopauunm c LleHTpom
BbICOKUX TexHomoruii «XumPap»

Cepuga pucyHKOB BOOXHOBJSieHa pa3pa-—
60TKAMN HAYYHO—TEXHOJIOTUYECKON WMHU—
umaTmBbl «HelipoHeT», roe npoBoAATCYA
nccnenoBaHNg B HamnmpaBieHUn buorTex—
HOMoruiA, cpaliMBaHUg TeXHOMorm4yeckux
CTPYKTYp C 4YenoBe4YeckMM OpraHmamom,
B YACTHOCTW BU3yansauum CUrHanos
Mo3ra. Takume pa3paboTKy NpUMEHSA—
TCA Npexae BCero Ang nwopei, Ko-
TOpble JIMWEHbl BO3MOXHOCTW FOBOPUTb
BCNencTBue 6oNne3Hn. B panbHeliwem
3TN UCccnefoBaHUs O0JIXKHbI NPUBECTU

K HeobblYaiHbIM pe3ynbTaTtam, cCrnocob—
HbIM pafgukasbHbiIM 06pa30M U3MEHUTb
npouecc KOMMYHUKaLUN MeXAy 4YesioBeKoM
N OKpYXaLWmMMm MUPOM.

linemMbl, n3obpaxeHHble B cepun, 3TO
WHCTPYMEHT BU3yanuaauun obpasos,
CUMTbIBAHWUY CUrHaJIOB Mo3ra, nepesoga
NX BO BHELIHKW peanbHOCTb. W ogHO-
BPEMEHHO 3T0 (GaHTa3na Ha Temy Mofbl
6yayLLero — KoouuunupoBaHHbIE FoJI0B—
Hble y60pbl, MapKupyloLine npuHapiex—
HOCTb WX BNagenblUeB K HEKUM HOBbIM
KacTaM, HOBOI uepapxuym Kak oTpaxeHue
NoTeHUMAaNIbHbIX U3MEHEHWI B couumanb—
HOW CTpYKType, MPOOUKTOBaAHHbIX pasBu—
TUEeM TEeXHONOoTui.

Pavel Pepperstein

HELMETS OF THE NEAR FUTURE, 2018
Ink and watercolor on paper; sound

7 drawings, 30 X 21 each

Sound — Nikita Vasilenko

Produced specially for the exhibition
in collaboration with the ChemRar
High Tech Center

This series of drawings was inspi—
red by the innovations of NeuroNet,

a biotech initiative that links techno-
logical structures to the human body,
in particular by visualizing of brain
signals. These inventions are used
primarily by people who are unable to
speak due to illness. In the future,
this research is expected to yield ex-
traordinary results, radically chang-
ing the way people interact with the
world around them.

The helmets depicted in the series are
a means of visualizing images, de-
ciphering brain signals and transfer-
ring them to external reality. At the
same time, this is a fantasy about
the fashion of the future: codified
headgear that indicates its wearer’s
position in new castes and hierar-
chies, reflecting potential changes
in social structures as dictated by
technological developments.

All these new technological develop-
ments are depicted in a highly tra-
ditional artistic medium: ink and
watercolor. The author ironically
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Bce aTu o6pas3ubl nepenoBbiX TEXHOMO0— refers to this combination of clas- Hllaeame g &
rMii N306paxeHbl B CaMoi TpaauUWOHHON sical technique — a foundation of

XY 0XECTBEHHO TeXHWUKe — C MOMOLLbI artistic practice for centuries — and

Tywn n akeapenn. CoegunHeHue knac-— cutting—edge technology as “hand- |

CUYEeCcKOoro pucyHka, KOTOpblii Ha MpoTa— made virtual reality,” thereby calling

XEHUN BEKOB COCTaBN9eT OCHOBY Xy40-— into question the relationship between

XEeCTBEHHOro TBOpYecTBa, W BbICOKUX physical and virtual, tradition and

TEXHONOrnii aBTOpP WPOHUYHO Ha3biBaeT progress.

handmade virtual reality, oTcbinasa
K BOMpoCaM B3aUMOOTHOLIEHUA MaTe-—
puanbHOro MU BUPTYyaflbHOro, Tpaauuumn
N nporpecca.
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Erop KpadTt (p. 1986, CaHkt-lleTepbypr) —
UHTEPANCUUNIMHAPHBIA XYO0XHUK, XWBET U paboTaeT

B MockBe n BepnuHe. YyacTBoBas B MexXAyHapoOHbIX
BbiIcTaBkax B Poccuum, ABcTpanun, BenukobputaHumu,
AscTpun, lepmanHuun, Weeunn, McnaHuum, Monblwe,
3cTtoHUM n CWA. Erop 6bi1 HOMUHUPOBAH HA MPeMULD
«NHHOBauna—-2017» (Hoeaga leHepauusa), lNpemuro
mMm. C. KypexumHa n npu3 YHMBEpCUTETa WUCKYCCTB
JloHpoHa. B 2017 r. 6bin BKAOYEH B cnucok New
East — 100 nwpeli, MecT U NPoekToB M3 BocTouHoMn
EBponbl, oka3blBAWLWWX BAWFHWE HA Hall MUp ce-
rogHsa, No Bepcuun bputaHckoro xypHana Calvert.

Egor Kraft (b. 1986, St. Petersburg) —
interdisciplinary artist, lives and works in Moscow
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and Berlin. Participant of international exhibi-
tions in Russia, Australia, UK, Austria, Germa-
ny, Sweden, Spain, Poland, Estonia, and USA.
Kraft was nominated for the Russian National
Innovation Art Prize (New Generation), Kuryokh-
in Prize, and Creative Enterprise Award initi-
ated by University of Arts, London. In 2017, he
was included in the New East list — 100 people,
places and projects from Eastern Europe shaping
the world today according to British—based The
Calvert Journal.

_WckyccTBEHHBIN MHTENNEKT

Erop KpadoT

CONTENT AWARE STUDIES, 2018
BupeounHcTannauung;

CKynbnTypa: runc, nojmMmepbl
PaboTa npepocTtasfieHa XYLOXHWKOM

MpoeKkT obbefuHAEeT cneunanncToB

n nabopaTtopunm MalIWHHOIO obyyeHud,
WHULNMPYS MaclTabHoe MexayHapon-—
HOe mccrnegoBaHue, CKOHLEHTpUpOBaHHOE
Ha BO3MOXHOCTHAX TEXHOMOTMMA MalUUHHOIO
0Bby4YeEHNA N NCKYCCTBEHHOINO WHTENNeKkTa
B OTHOLIEHWUM WUCKYCCTBa W COBPEMEHHON’
KyNbTypbl .

LleHTpanbHbiIM 06bEKTOM MEpBOro 3Ta-—
na npoekta cTtan Mepramckuii antapb.
TexHU4YecKkon 3apayeli npoektTa a9s-—
N9eTCa reHepaumns yrpayeHHblx dpar-—
MEHTOB aHTUYHbIX PPU30B N CKYNbATYp
nocpencTBOM afIrOpUTMUYECKOro aHa—
n3a MaluWHHOro obyyeHusa. AMroputM,
CMOCO6HbIA K CaMO0BY4YeHUo, Hanpas-—
JIEH Ha BOCMOJSIHEHWE TPEXMEPHbIX MOMe—
nei antaps. OcHoOBbiBAdCb Ha aHanuse
3TUX N306paXeHuin, anroputMm reHepm-—
pyeT TpexMepHble MOLEefi HepoCTatLWwmX
bparMeHToB, KOTOpble 3aTeM nedyarta-—
toTca Ha 3D-npuHTEpE W3 MpPOo3pPaydHbIX
MoOSMMEpPOB W UCMOJSIb3YITCA 49 3a-—
nosHeHWs nycToT. lpo3payHblii nna-
CTUK, HAMOMUHAKLWLINA BE3XNUSHEHHYIO
CTepWSbHOCTb MpefacTaBneHnii o byay—

Egor Kraft

CONTENT AWARE STUDIES, 2018
Video installation with plaster
and resin sculpture

Courtesy of the artist

This project brings together special-
ists from machine-learning laborato-
ries, initiating a large-scale inter-
national inquiry into the possibilities
of ML and AI technologies for art and
contemporary culture.

The central object of the first stage
of the project is the Pergamon Altar.
The goal of the project is to generate
lost antique friezes and sculptures

by means of ML algorithmic analysis.
An algorithm capable of self-learn—
ing is directed to replenish lost
fragments of the altar. Based on an
analysis of these images, the algo-
rithm generates 3D models, which are
then printed in transparent resin and
used to fill the voids. The synthetic
material evokes the lifeless sterility
of ideas about the future as it ex-
tends body parts of grappling ancient
gods and giants, sometimes faithfully
restoring the original forms, while at
other times revealing bizarre errors
in the AI’s interpretation of human
anatomy.
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wemM, nNpuyyanMBo NpofoXaeT 4yacTu
Ten CuenuBLUNXCHA B bopbbe LpeBHUX
60roB u ruraHToB, MHOrga GuUrypaTMBHO
BOCCTaHaB/uUBaY M3Ha4yasibHble GOpPMbI
nnan, HaobopoT, BbIABAAA OPUTUHATIBHYIO
WHTepNpeTaunto UCKYCCTBEHHbIM UHTEN—
NIeKTOM aHaToMuUU 4YenoBeyeckoro Tena.

[MpoeKkT cTaBUT 3agady NpPoTUBOMNO—
CTaBUTb 3CTETUKY K/laCCUYECKOro aH-—
TUYHOTO0 NCKYCCTBA W FreHepaTUBHOrO
MeToga, wuccnepyet aBTOMaTU3aLMio
XYLOXEeCTBEHHOro TpyAa, KBa3Mapxeosno-
MK U 3CTEeTUKY B3aMMOOTHOLIEHWIA CO—
BMECTHOIW C NCKYCCTBEHHbBIM MHTENINIEKTOM
paboTbl, 0B6YCNOBMEHHOCTb XYLOXECTBEeH-—
HOro NPOVU3BOACTBA TEKYLLUM COCTOAHU—
eM TexHonormm, Tem cambiM CTaB4 MOL
BOMNPOC WMAEw aBTOpPCTBa B ee Tpaguun-
OHHOM MOHMMaHWU. N nogHUMasa, Takum
06pa30oM, BOMPOChbI UHTepnpeTauum 3Ha-—
HUG U KyNbTypbl B MHGOPMaLNOHHbBIA BEK.

The project aims to juxtapose the
aesthetics of classical antiquity with
generative computing. It explores
the automation of artistic labor,
quasi—-archeology, and the aesthet-
ic relationships of creating artwork
in conjunction with AI, as well as
the dependence of art production on
current technologies. Questioning the
idea of authorship in its traditional
sense, the work scrutinizes the in-
terpretation of knowledge and culture
in the information age.
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Munwa Most (p. 1981, MockBa) —
XYO,0XHUK, KypaTop BbICTABOK U MPOEKTOB B cdepe ynmy-

HOro nckyccTtea. [ponsBefeHns XyOo0XHUKa 6bln
npencrtaBfeHbl Ha BbicTaBkax B Poccun, VkpauHe,
Azepb6aiigxaHe, Benukobputanuu, CLWIA, Utanuu,
Weehuapun, FepmMaHun, ®paHumm U gp. cTpa-—
Hax EBponbl. Y4acTHUK MOCKOBCKOW MexpyHapomd-—
HOli BueHHane coBpeMeHHoro uckycctea (2011)

n MoCKOBCKOI MexAyHapogHoii 6ueHHane MOMon0ro
mckycctea (2012). HomuHaHT Ha [lNpemuno KaH-—
aunHckoro (2008). B 2017 r. Ha dacapge me-—
Tanaypruyeckoro saBofa B ropoge Boikca (Huxe-—
ropoackas obnacTb) XYLOXHUKOM 6blfla co3fgaHa
MOHYMeHTaNnbHa4d paboTta pasmepom 10 OO0 kB. M,
UTO SBNYEeTCH MUPOBbLIM pekophom. B ceHTab6pe
2017 r. Ha nNepcoHasibHOW BbiCTaBKe Ha BuH3aBO-
ge Muwa npenctaBui YHUKANbHYHK pa3paboTky —
pucylLLero—apoHa.

Misha Most (b. 1981, Moscow) —
artist, curator of exhibitions and projects in the
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field of street art. Most’s works have been
shown at various exhibitions of contemporary
art in Russia, Ukraine, Azerbaijan, USA, It-
aly, Switzerland, Germany, France and other
countries. Participated in the Moscow Inter-
national Biennale of Contemporary Art (2011),
and the Moscow International Biennale for
Young Art (2012). Nominated for the Kan-
dinsky Prize (2008). In 2017, Misha creat-
ed a 10 OO0 sg. m. mural on the facade of an
ironworks in Vyksa, which set the world record
for wall murals. In 2017, his personal exhibi-
tion at Winzavod featured a unique fully con-
trolled drone-painter.

_WckyccTBEHHBIN MHTENNEKT

Munwa Most

aBonwoungd 2.1, 2017

XoncTt, akpun; Bupeo; ApPoOH

300 X 400

PaboTa npepocTtasfieHa XYLOXHWKOM

Munwa Most pasmbiungeT o byayuiem
npodeccun XyaoXHWKa KU 3apaeTcsd BO—
NPOCOM: KakK TEXHONOrMU MOBAUGAKT Ha
nckyccteo? CTaHeT nm co3pgaHue npo-—
N3BELEHNA UCKYCCTBA MEXAHWYECKUM
NpoLeccoM WU OCTaHEeTCH MpeporaTuBOiA
NCKAKYNTENbHOro TanaHta? o crnoBam
XYL OXHNKA, «4YesioBeK Bcerga nbiTasacs
3arngaHyTb B byayuiee. Mbl npubnunxa-—
eMCY KO BPEMeHW, KOrga WUCKYCCTBEHHbI
WHTENEeKT BCe Yalwe byneT 3amMew,aTb
peasibHblii. BO3MOXHO, COBCEM CKOpPO

B My3esx byayT noka3biBaTb Npou3Bene-—
HWY, CO34aHHble CUHTETUYEeCKMM pa-—
3yMOM. Pa3MblWnga HafL KpeaTUuBHbIMU
npoueccamu 6yayuwero, 9 npurnacun
rpynny nporpamMMucTOB A9 CO3[aHUS
poboTa—accucTeHTa».

XunBonnucHoe NonoTHO, NpefcTaB/IEHHOE
Ha BbICTaBKe, BbIMNOJIHEHO LPOHOM MO
3CKMU3Y XyOO0XHUKa. «3sonwung 2.1»
BXOOUT B ceputo paboT «byayuiee npo-—
wnoro», B KoTopoii Muwa Most ocMbic—
naeT TeMy B3aUMOelCcTBUSA YenoBeka

N Hayku, 06LLECTBA W TeXHOoMorui.

MpoekT 6bl1 CO3LaH COBMECTHO C rpyn-
noii nporpammucToB Interactive Lab
M rpynnoii nHxeHepos Tsuru Robotics.

Misha Most

EVOLUTION 2.1, 2017

Acrylic on canvas, video, drone
300 X 400

Courtesy of the artist

Misha Most reflects on the future

of the artist’s profession, wonder-—
ing how technology might affect art.
Will the creation of work become

a mechanical process, or will it re-
main the prerogative of individual
talent? “Humans have always tried
to look into the future,” says the
artist, “Today we are approaching

a situation when artificial intelli—
gence will increasingly displace the
natural kind. Perhaps museums will
soon be displaying artworks created
by a synthetic mind. Thinking about
the creative processes of the future,
I invited a group of programmers

to create a drone assistant.”

The painting presented here was made
by a drone according to the artist’s
sketch. Evolution 2.1 is part of the
“Future of the Past” series, in which
Most interprets the topic of inter-
action between humans and science,
society and technologies.

The project was developed in collabo-
ration with the Interactive Lab pro-
gramming group and the Tsuru Robot-
ics engineering group.
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Ctypua Stain (Mockea)
co3faeT ayauoBu3yasibHble MPOEKTbI, MPOCTPAHCTBEH-—

Hble U CBETOBble MHCTANNaUUN, CLEeHMYeckoe BULEO
B 9CTeTuKe abcTpakTHoro. AnekcaHpgpa [aBpuno-

Ba 1 Cepreli TUTOB MCCNenywT CBOMCTBa Meauna

N BOCNPUATUSA, UCMNONb3Yya afropuTMmMyeckme n UH-
TepakTUBHble MeToAbl. Stain y4acTByeT B He3aBU-—
CUMbIX WU KONNEKTUBHbIX MPOEKTax, MexXAyHapoaHbIX
BbICTaBKax N decTnBansax.

Stain studio (Moscow)
creates audiovisual projects, spatial and light in-
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stallations in an abstract aesthetic. Alexan-
dra Gavrilova and Sergey Titov explore human
perception and related features of media using
algorithmic and interactive methods. Stain cre-
ates independent projects, participates in group
exhibitions and festivals.

_KBaHTOBbIE TEXHOMOMMNN

Stain

ONCKPETU3ALUNA, 2017
AyanoBusyasibHbIl nepdopMaHc
PaboTa npepocTaBfieHa XYL OXHUKAMU

INCKpeTHOCTb — 3TO OTCYTCTBUME HE-—
npepbiBHOCTU; HABMEHUEe WU CBONCTEO,
KoTopoe 0603HayYaeT CcyllecTBOBaHME
OTAEeNIbHbIX 9/1EMEHTOB cy6CTaHumm,
dopMbl unn obpasza. Ouckpetndaunmd kKak
npouecc MOXeT Bbl3BaTb ﬂBOﬁCTBeHHoe
YyBCTBO: C OAHOIW CTOPOHbI, OHa BOC-—
npUHUMaeTCa Kak HapylleHune, ynpouie-—
Hue, pasbueHune Uenoro, c Apyron —
3T0 OCHOBA aHaNUTUKK, Knaccudbukauuu,
anroputma.

Bonpoc o HenpepbiBHOCTU U QUCKpeT—
HOCTW 6bITUG, MOCTABNEHHbIN dunocod-—
CKUMW WKONaMW OPEBHOCTU, CTAHOBUT-
C9 elle UHTepecHee B 3Moxy UMdpoOBbIX
Mmeauna. [UCKpPeTHbl NN HaLIW MbICAN—
TefibHble MNpouecchl, Hawe BocnpuatTue?
CywiecTByeT N HEMNpPEPbLIBHOCTb BO Bpe—
MEHN N NpPOCTpPaHCTBE, B (MU3NYECKOM

N ncmxuyeckom Mupax? lMpoekT «Odunc-—
KpeTusauua» uccnepyeTr 3TuW KOHUEN-—
LUK nocpenctsom abcTpakTHOW rpadukn
N 3BYyKa, OCHOBAaHHbIX Ha anropurMax

N XWBOM BAUGHUN.

Stain
DISCRETIZATION, 2017
Audiovisual performance
Courtesy of the artists

Discretization is the absence of con-
tinuity, a phenomenon or property that
indicates the existence of separate
elements of a substance, form, or
image. On the one hand, discretiza-
tion can be perceived as a fragmen-
tation or destruction of the whole,
while on the other it can form the
basis of an analysis, a classifica-
tion, or an algorithm.

The question of the continuity and
discretization of existence, which
was probed by various philosophical
schools in ancient times, becomes all
the more pertinent now in the dig-
ital age. Are our mental processes
and perception discrete? What about
external reality? Does continuity ex-
ist in physical and cognitive worlds?
Discretization explores these con-
cepts through abstract imagery and
sound, based on algorithms and Llive
interaction.
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KeBuH A6ow (p. 1968, CWA) —
XYLOXHUK, paboTaeT B xaHpax ¢oTtorpaduun, CKynbnTy-

pbl, WHCTannauum n c¢unbma. Ero xymoxXecTBEHHON
NPakTUKON LBUXET UHTEepec K MpUpoAe ULEHTUYHO -
CTW 1 uLeHHocTU. PaboTbl Abola BbICTaBAAINCH MO
BCEMY MUPY B My3edx U MNyBANYHbIX NpPOCTpaHCTBax,
BKN4Yaa HaunmoHanbHyw ranepew Wpnangumn, Up-
NaHACKUIA My3eli CoBpeMeHHOro nckyccTtesa, Mysein
coBpeMeHHoro uckycctea B HoBu-Cap, Myseii co-—
BpeMeHHOro nckycctea B Borote, My3eii coBpeMeH-—
HOro uMckycctBa B PelikbgBuke U niowapnb TanMc-—
CKBep B HbPO—|7|OpKe.

Kevin Abosch (b. 1968, USA) —
artist, works in photography, sculpture, installa-

tion and film. His practice is driven by the
interest in the nature of identity, value, and
human currency. His works have been exhibit-
ed throughout the world, in museums and civic
spaces including The National Gallery of Ire-
land, The Irish Museum of Modern Art, The
Museum of Modern Art Novi Sad, The Museum of
Modern Art Bogota, The Museum of Modern Art
Reykjavik and Times Square, New York.

_Bnokueiin

KeBuH A6ow

JINYHbLIE BELWW, 2018
NHcTannaunsa: xofauw,0Bble MeLKu,
yepHuna

PaboTa npepocTaBfieHa Xy[0XHUKOM

3Ta MHCTannaunsa — 4YacTb MpoekTa
KeBnHa Abowa nop Ha3BaHumem «I AM
A COIN» (bykB. «dA — MoHeTa»),

B paMKax KOTOpOro OH CO34ajl Cepuw
paboT Ha bymare, nNpeacTaBASHLLNX
coboli 6nok4YeliH—appeca, oTne4dyaTaHHble
€ro Co6CTBEHHOI KpOoBbl. Brnok4yeliH—
ajpeca 6biiM CCbIIKaAMMU Ha KOHTpakK-—
Tbl MO CO3[aHUK LECATV MUISINOHOB
BUPTYyaJsibHbIX MPOU3BELEHUA UCKYC—
CTBa, COCTOSALLMUX M3 KPUNTO—TOKEHOB

Ha 6nok4yeiltHe Adupuym (cTaHmapTHbIX
Kpnnto—TtokeHoB ERC—-20 nopg Ha3BaHUEM
IAMA Coins / cumBon: IAMA).

Kevin Abosch

PERSONAL EFFECTS, 2018
Installation: canvas sacks, ink
Courtesy of the artist

This work is part of Kevin Abosch’s
I AM A COIN project in which the
artist created a series of works on
paper comprised of a blockchain ad-
dresses printed with his own blood.
The blockchain addresses reference
the smart—-contract used to create
10 million virtual artworks comprised
of crypto-tokens on the Ethereum
blockchain (ERC-20 standard cryp-
to-tokens called IAMA Coins / Sym-
bol: TAMA).
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Ha kaxpom Mellke B 3Toli MHCTannauuu
HaneyaTaH YHUKabHbIA 60KYENH—
agpec, KaxXablil N3 KOTOPbIX COOEPXUT
100 IAMA-moHeT. [puBaTHble KaK4K,

C MOMOLULbH KOTOPbIX MOXHO 6bl/10 6bl
NONYYNTb OOCTYN K KOHTEHTY, He 6binn
COXpaHeHbl U HUKOMY He u3BecTHbl. OHK
dbakTuyecky MepTBbl. 3TOT HELOCTYMHbIN
KOHTEHT ABOLI paccMaTpuBaeT KakK 4yacTu
cebq, Kak OCTaBLUMECH MOCSIE HEro nnm4y-—
Hble BeLlln.

58 _bBnokueliH

In this installation, a unique block-
chain address is printed on each sack
and each address contains 100 TAMA
Coins. The private keys that would
normally allow access to the content
of the addresses have not been saved
and are not known by anyone. They are
virtually dead. Abosch sees this inac-—
cessible content as pieces of himself
that therefore exist as relics or per-
sonal effects.

JIF 13
WEB25

_Blockchain
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MapTta ®daitHc (p. 1965, BenukobputaHug) —
pexuccep, npogrcep, nucaTtenb U XyLOXHUK. Hanbo-

nee napecTHa csouMn punbmamm «OHeruH» (1999)
n «Xpomodobua» (2005). daitHc 6bina ynocToeHa
npemMmmn JIOHOQOHCKUX KNHOKPpUTUKOB (2000) 1 Ha-—
rpagbl MexpgyHapogHoro KuHodpectueangd B TokKuMO
(1999), a Takxe HOMUHUpOBaAHa Ha npemuto BAFTA
(2000). 9Bnaetca aKTUBHbIM YEHOM BPUTAHCKOMN
KWHOVHOYCTpUK, cocTodna B xwpu npemun BAFTA.
HauynHasa ¢ 2011 r. 3aHMMaeTCcd Cepuein npoek-—
TOB C MCMNOJSIb30BaHWEM FeHepaTUBHbIX KOMMbOTEpP—
HbIX TEXHOMOTWiA AN9 Co3AaHWd LWNPOKOMAaCLITabHbIX
KMHOPaboT, KOTOpble paclMpaT BO3SMOXHOCTU KUHO
KaKk Meoma nU UCKyccTBa KakK onbiTa.

Martha Fiennes (b. 1965, UK) —
filmmaker, director, writer and artist. She is best
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known for her films Onegin (1999) and Chro-
mophobia (2005). She was awarded London Film
Critics’ Award (2000) and Tokyo Internation-
al Film Festival Award (1999), and nominated
for the BAFTA Award (2000). She is an active
member of the UK film industry and has served
on several BAFTA juries. Since 2011, Martha
has been working on a new series of projects
using a pioneering form of generative comput-
er technology to create large—scale filmworks
which extend the possibilities of film as a me-
dium and art as an experience.

_XypoxecTBeHHOe BupeHue

Mut MarrnctoH (BenukobputaHuga) —
pexuccep U Npoplcep, MMewWUii 6oraTblii oNbiT B Npo—

M3BOACTBE TENEBU3NOHHON peknambl, KUHOTpen-—
N1lepoB, KOpnopaTWBHbIX BULEO, CMNOHCOPCKUX KaM-—
NMaHUn 1 NPoekToB B 0651aCTN UMGPOBbLIX LOMEHOB.
OH 6bl1 OOAHUM W3 OcHOBaTenell ycnewHol 6puTaH-—
CKOW cTyaum aHuMauum Blink. MUT Ha NPOTAXEHWUN
paga neT ycnewHo coTpyaHu4yaeT ¢ MapToit B pa-—
60Te Hapg HecKonbKUMW MPOeKTaMu, a B HaCTosuliee
BpeMA — B NpoOM3BOACTBE LUGPOBOro NponmsBene-—
HMa uckycctea «Nativity» c nomouwibio TexHonorum
SLOimage.

Pete Muggleston (UK) —
is an award winning director and producer with

a wealth of experience at making television
commercials, cinema trailers, corporate vid-
eos, sponsorship campaigns and digital domain
projects. He was a founding member of the UK’s
top contemporary Animation Studio Blink. Pete
has collaborated with Martha successfully on
several high profile campaigns over a number

of years, and now as producer on developing
SLOimage to create the first random concept
digital art piece Nativity.

_Artistic Vision
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MapTta ®daiiHc

NATIVITY, 2011
BupeounHcTannauns

PaboTa npepocTaBfieHa XYLOXHUKOM

daiiHc pa3paboTana YHUKaJIbHYH Tex—
HOMOrnKw UNGpPOBOro U30bpaxeHUs
SLOimage, koTopas nossonuna en co-
30aTb HoBaToOpcKyt paboTy «Nativity».
OHa nNpeBOCX0AUT rpaHuubl «dUKCUpo-—
BAaHHOr0 BPEMEHU>», XapaKTepHOoro A4
KUHO W pacKpblBaeT YHUKaJIbHbI/i HOBbLIN
KWHOMEKCUKOH B dpopmMe CaMOBOCMNPOU3BO-—
OSLLLEeroCa NMOBECTBOBAHWUG 60/bLIOK UH-—
TeNneKTyanbHON rny6uHbl U U3bICKAHHOTO
BM3yaslbHOro BbipaxeHus. B paboTe HeT
HW Ha4yana, HW KoHua, a 06pas3bl reHe-—
pUPYKTCHA Ha OCHOBE ajropmtMa, 3ajaH-—
HOro KOMMNbHTEPHbIM KOLOM. B pe3ynbTtate
OHO MOCTOYHHO pa3BMUBAETCH: COYEeTaAHMU4
cBeTa, 06BLEKTOB W MepcoHaXel MeHa—
IOTCH U He MOBTOPAOTCS, U cCaM aBTOp
VXe He MOXeT OnpefennTb KoHPUrypauuto
W NOPALOK TOro, YTo BUAUT 3puTesb.
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Martha Fiennes
NATIVITY, 2011
Video installation
Courtesy of the artist

Fiennes has developed a unique dig-—
ital image technology — SLOimage,
enabling her to conceive and create
a pioneering moving—image work Na-—
tivity. Though rooted in the filmmak-
er’s preoccupation with narrative and
photographic image, Nativity far ex-
ceeds the boundaries of film’s “fixed
time” process revealing a unique

new film vocabulary in the form of

a self-perpetuating narrative of great
intellectual depth and exquisite visu-
al expression. The work has neither
beginning nor end, but rather cre-
ates self-generating images selected
by computer—generated algorithms.
As a result the artwork continual-

ly evolves — combinations of light,
objects, and characters are constant-
ly changing without repetition, and
the artist herself is no longer able
to determine the configuration or or-
der of what the viewer sees.

The pursuit of beauty is intrinsic to
Fiennes’ moving image work. Themati-
cally influenced by various Renaissance
paintings of the Nativity, the compo-
sition focuses on the figure of Mary
who is set against a background land-
scape of constantly changing stylized

Onpepengaolein KoHUenTyaNlbHOW OCHOBOI
paboTbl PaliHC Cc ABUXYLWMMCSA n3obpa—
XEHUEM ABNGETCH CTpeMJieHne K Kpaco-—
Te. lMNopg BAMGHMEM TBOpYECTBA XYyOOX-—
HWKoB PeHeccaHca Ha Temy PoxpecTBa
XpuctoBa ee KOMMNO3ULUA CTPOUTCS
BOKpYr éourypol Mapun Ha ¢oHe nocTto-
AHHO MeHslWerocd naHpwadTa apxm—
TEKTYpPHbIX GOpM B AYyXe CTUM30BAHHOMO
MaHbepusma.

Pa6oTa oTpaxaeT uHTepec QaliHc

K TOMY, KaK 3BOMWUMOHUpOBana Tpa-
ONUNG MOBECTBOBAHUA U KaKMM 06pas3oMm
MCTOPUN COCTaBNANUCL, MepefaBancb
N 3anomMmmHanucb. 06pa3 KyJbTypHO-—

ro Hacrnegua, 3anedyaTNieHHbIi dDaiHc,
CBA3aH, 0OHaKO, He C MNpownbiM,

a, CKopee, OpuWeHTUpoOBaH B byayliee,
TOYHEee — B HacTogdllee.

mannerism type architectural forms.
In Nativity, Fiennes is interested by
the way in which storytelling tradi-
tion has evolved throughout the pas-
sage of time and subsequently, in the
way narratives have been constructed,
conveyed, transferred and remem-
bered. Yet Fiennes’ portrait of leg—
acy and heritage is not exclusively
concerned with the past, but rather
geared towards the future, or more
accurately towards the present.
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Hapn npoekTtoMm paboTanu

KypaTopbl:
Buktopuna KoHapawoBa
OmuTtpuin O3epkoB

KypaTtopckag rpynna:
AraTta WoppaH
CtueeH Cakc

BHewa3aKoHOMGaHK
Cepreii FopbkoB
Anekceli iIBaHUYeHKO
AHapein CaMoxuH
CeeTnaHa KonecHu4eHKo
Taucnga Apmack
Buktopua Mapnukosa
Knpunn depgopos
OmMmuTpuin BoHpapes

FocynapcTBeHHbIN 3pMuUTax
ExaTepuHa CupakaHsH
Mapuam [daHMaeBa
Omutpuin O3epkoB
KceHua Manny
MapuHa Wynby,

YnpaBieHne NpoekTomM —

komnaHua RDI.Creative
OMutpuin AKCeHoB
BukTtopua KoHgpawoBa
AraTta WoppaH
Onbra BomxuHa
MapunHa BuHorpaposa
EkaTepuHa pebeHkMHa
Mapusa TypHuHa
Bnagumnp Kobzes
HaTanbg Muxaiiniwok-Lllyraesa
NMogmuna OMenbAHEHKO
ExkaTepuHa Llokapesa
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