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Mo3gHeMOoaEepPHUCTCKOe 00LWweCcTBO NpebbiBaeT B NEPMaHETHOM COCTOSIHMM SKCTPEHHOIO cy4vas (COrmacHO MHEHWUIO
dunocoda xopaxo ArambeHa), a cucTeMa HaCTpOeHa Ha YMHOXEHME HOBbIX CMOCOOO0B BbiSIBEHUS U
NpeaoTBpPaLLEHNS NOTEHLUMABbHBIX YTPo3. B Takmnx ycnoBusix, 4Tobbl NpoaeMOHCTPUPOBATb BUPTYasIbHOM CETU CBOM
«106pble HaMepeHUSsI», YeNTOBEK BbIHY)XAEH A0Ka3blBaTb MalUMHE CBOK YENOBEYHOCTb. «f He poboT» — B 3TON (hpaze
3aK/1H04EH K/THOYEeBOM NAapafoKC MMYHOCTU, Ybs MOBCEAHEBHAS AesATENbHOCTb B 60NbLWIMHCTBE Cy4ae onocpeaoBaHa
KOHTAKTOM C MalLUMHON. Ml CKONbKO 6bl Mbl HYU FOBOPW/IV O HEMPEAB3ATOM MALUMHHOM pa3yme, H1U OAMH NPOrPaMMHbI
KOf, PAaCCYMTAHHbIN Ha B3aUMOZENCTBME C BHELWHUM MUPOM, He 06xoamnTcs 6e3 pelleHnst STUYECKUX AUIIIEM.
MpoTuBoMNoCTaBAeHNE MALLMHHOIO N Ye/TOBEYECKOT0, BUPTYa/IbHOrO 1 peanbHOro CEroaHs BUANTCS HAUBHbIM —
COBPEMEHHOCTb PAa3BOPAYMBAETCS HA CTbIKE 3TUX U3IMEPEHUI, OHO AB/IIETCS HEOTHEMIEMOW YaCTbio Apyroro. N yem
rny6)xe CTaHOBUTCS 3TO B3aMMOMNPOHMKHOBEHWE, TEM C 60bLIMM KOJIMYECTBOM BOMPOCOB M 3aAa4 Mbl CTa/IKMBaeMCS,
paclimpss cBoe NpuUcyTcTBME B UMD POBOM MUpe. KOMMYHUKaLMs MeXay NtoabMin B BUPTYalbHOM NPOCTPAHCTBE
BTOPWUYHA NO OTHOLIEHUNIO K B3aMMOENCTBUIO C PAa3/INYHbIMU aiITOPUTMaMn 1 MHTepdencamm. Henoseky
CBOWCTBEHHO B 11060 HOBbIN MEXaHM3M 3aK/1aAblBaTb YEPTbI NPeaLecTBOBaBILUNX M306PETEHNI N CTPOUTL CUCTEMBI
MO aHaNOrnm C OPraHMYeCcKMM 1 coLManbHbIM YCTPONCTBOM. Hepeako paxe camas 6e306umagHas nonbiTka NogobHoro
(bykBanbHOro) nepeBofa NPMBOAUT K HEMPeABUAEHHbIM pe3ybTaTaM.

OQHUM 13 TaKMX NEePEBOAOB, 3aCTaBAOLWMX 3aAyMATbCS 06 MAMO30PHBIX U PAKTUYECKUX TPAHULLAX MEXAY MaLUWH-
HbIM 1 YEeNTOBEYECKUM BOCMPUSITUEM, SIBASIETCS MOMbITKA NepeHecTy apTedakTbl NaMsTU B BUPTYalbHOE NPOCTPAHCT-
Bo. Coumonor n uccnegosatens MHTepHeTa Opu LLBapL B CBOEM TEKCTe, NOCBSLLEHHOM 06beKTaM NamsiT B LM po-
BOW cpefe, pa3brpaeT HECKObKO KENCOB: MepBbI CBA3aH C MEXAHNU3MOM MOMCKA MO KIHOYEBbIM C/TOBAM B IMYHOWM
noyTe NoNb30oBaTeNs; BTopon — c anroputmom Photo Memories cetn Facebook. B o6oux cnyyasix peub nget o
CTOJIKHOBEHWM NOIb30BaTENSA C IMYHbIMK apTedaKTaMy NaMsaTU B HEMNPUBbIYHOM KOHTEKCTE, 3aaHHOM
MCMONHEHMEM OnpefesieHHbIX MPeanMCaHHbIX KOLOB: TaK, MOMCKOBAsi CUCTEMA MOXET NPEAIOXMUTb TO, YTO MEHbLUE
BCEro OXumpaaellb YyBUAETb MO 3aMpocy, a CounanbHas CETb CaMOCTOSATE/IbHO NoabupaeT psig, «BOCNOMUHAHUIA,
KOTOPbIMU CTOUT nogenmnTbcs. LBapL, obpallaeTcs K akTOPpHO-CETEBOM TEOPUU U MOHATULO «Belm» BpyHo JlaTypa,
4TO, NO haKTy, NPUBOAUT UCCNIEL0BAHME B CTOPOHY aHMMM3MA TEXHONOM I (FTaBHbIM UTOFOM TEKCTA CTAHOBUTCS
BBeJEeHNe KaTeropum «CoceacTBa», NpUCyLLEro HOBOW 3KOMOMMM NaMaATK). 3aKOHOMEPEH BOMPOC: BO3MOXHO /1
BOCMPUHMMATb U OMUCbIBAaTb KOMMYHMKaLMOHHbIE CUCTEMbI C Y4ACTUEM KaK YeIOBEYECKMX, TaK U HEeYel0BeYeCKMX
aKTOpPOB, He Npunberas kK MeTachopnYECKOMY CONMOCTABIEHMIO BMONOMMYECKOrO U TEXHOMOMMYECKOrO, He MbITasACh
KOHBEPTUPOBATb MPUHLMMbI 1 3aKOHbI OAHOIO0 B Apyroe? 3To NWb OAWUH U3 HEMHOMMX BOMPOCOB, NOSIBASIOWMNXCS B
CBA3U ¢ Nnpobnemont undposon namMaTn. TpaHcopmaLmMm caMonpeseHTaunmn, NOANTUKA AOCTYNA K AaHHbIM, rpaHuMua
Mexay Ny6MYHBIM M YaCTHBIM — KaXKAbli HOBbIV TEXHONOMMYECKUIA UHCTPYMEHT NPeAoCTaBAsieT Lenoe nose s
aHann3a 1 nepeo3HaYnMBaHMS MPUBbIYHBIX MOHSATUN.

3apgada aToro NPOEeKTa — NpPeanpuHATDb NOMNbITKY N3YHEHUA U I/IHTepI'IpeTaLl,l/ll\/Jl 0603HAYeHHbIX BOMNpPOCOB.



Participants: Danja Vasiliev (WORM, Rotterdam),
Ekaterina Vasilyeva, Uliana Golub, Sasha Litvintseva,
Silvio Lorusso, Maksim Mesiats, Alexander
Minchenko, Sara Culmann, Liudmila Kalinichenko,
lvan Petrokovich, Dasha Trofimova, Egor Tsvetkov.

We live in the late-modernist society which finds itself (acccording to Giorgio Agamben) in the permanent state of
emergency. The socio-political system is aligned to multiplying the new ways and methods of detecting and preventing
potential disasters. In such conditions, if one wants to be counted as reliable or non-malicious, he / she needs to prove
his / her humanity to a machine. «l am not a robot» — this phrase contains a key paradox of a contemporary person
whose everyday practice is in most cases mediated via human-machine interaction. No matter, how much we talk
about the seeming neutrality of a computer — no programme code designed to interact with the physical world could
operate avoiding ethical dilemmas. The contradistinction of machine and humane, or of virtual and real, seems naive
today — contemporaneity unfolds in junction of these two dimensions, one inseparably linked with the other. And the
deeper this interconnection becomes, the more questions and tasks we have to confront, expanding our presence in
the digital world. Communication between human species in virtual space is secondary towards human interactions
with various algorithms and interfaces. However, we still often speak about human-machine interactions using
sociological or biological terms, thus blurring the specificity of how actors connect in the network structure. We arrive
to the following question: it is possible to perceive and describe the communication systems where both human and
non-human actors participate, not using metaphoric comparisons of the biological and the technological, not trying to
convert and apply the principles of one to the other? This is just one of many questions that appear in relation to the
problem of digital memory. Transformations of self-presentation, the politics of access to digital data, the division
between public and private — each new technological instrument provides a whole new field for the analysis and re-
configuration of habitual notions.



http://alexminchenko.com/imnotarobot



AaHa Bacunbes, lTopgaH CaBnyuny, Banbtep JlaHrenaap

«The Web 2.0 Suicide Machine»
Bupgeo, Beb6-canT, NMCbMO OT KoMnaHuu Facebook,
2010

Beem npuseT! A Toxe Gbin Kak Bbl —

«The Web 2.0 Suicide Machine» — 370 cepBuc, N03BONISAOLWMIA
nonb3oBaTento, yctaBweMy oT MySpace, LinkedIn nnun Twitter
CaMOYCTPaHUTBLCSA U3 COLMASIbHbBIX CETEN NOCPEACTBOM
aBTOMATMYECKOro yAaneHns NX 4aCTHOro KOHTEeHTa u
MHhopmMaLmm 06 Nx gpy3bax NO COUMANbHBIM CETAM (MPY 3TOM
aKKayHT He yaanseTcsl U He feakTusmpyetcst). CepBuc bbin
co3gaH yvyactHnkamn WORM Rotterdam: [laHen BacunbeBbiMm,
loppaHom CaBnyundem n Banstepom JlaHrenaapom.



Danja Vasiliev, Gordan Savicic, Walter Langelaar

"The Web 2.0 Suicide Machine"
Single channel video, web-page, letter from Facebook,
2010

Beewm npueet! A Toxe GbiN Kak Bbl —

The Web 2.0 Suicide Machine is a service that helps users tired of
MySpace, LinkedIn and Twitter, to "commit suicide in social networks",
by automatically "removing their private content and friend
relationships" (but without deleting or deactivating their accounts).
Created by WORM Rotterdam, Danja Vasiliev, Gordan Savicic, Walter
Langelaar.



Aawa TpodmmoBa

«51 30ecb»
LindbpoBas nevats,
2018
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JTa cepus M306paXKeHNn COCTaBEHA N3 CHUMKOB 3KpaHa ¢
KapTamu «Google street view» — Be3fe NpUCYTCTBYET OTPaXKeHne
NN TeHb MaLWNHbI C LM POBON KaMepon, 3aneyaTieBatoLLeN
naHopambl ynunL,. 3TM CHAMKN — CBOeOobpa3Hbie aBTONOPTPETI
yCTpOMCTBa. ABTONOPTPETHI, NNLWEHHbIE CybbeKTa. B npocTpaHcTBe
«Google street view» yCTpOMCTBO HageneHo co6CTBEHHOM
penpe3eHTaunen (MycTb U HeENpegHaMepPeHHOro XxapaKTepa) B
OTNIMYME OT NIOAEN, YbWN NNLA B pe3ynbTaTe NpuMeHeHnst hunbtpa
Pa3MbITbl U AENHANBUAYANN3NPOBAHHbI. MallMHa CTAHOBUTCS
€ANHCTBEHHbBIM NOCTOSAHHBIM M Y3HABAEMbIM NMEPCOHAXKEM.
OTpaxeHwne 3aecb — pe3ynbraT NPSIMOro «B3rns4a» MalluHbl,
nogrnsiabiBaroLLen 3a HaMmu. Mbl e No CyTV NoArNsAbIBaEM 3a
NOArNAAbIBatoOL MM, OTKPbIBasi 3TUM CaMy M3HaHKY HabnoaeHus.



Dasha Trofimova
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The series is composed from Google Street View screenshots —
each image contains a shadow or a reflection of the vehicle with
a digital camera which makes street panoramas. These shots are
the self-portraits of the machine. The self-portraits derived of
the subject. In the space of «Google street view» project we see
the representation of the machine (doesn’t matter, whether it
was unintended); but we don’t see people — their faces has been
blurred and thus anonymized. The machine becomes the only
constant and recognizable actor. Its reflection here is a result of
the direct «gaze» of the machine which peeps at us. While the
spectator becomes in effect the one who watches at the watcher,
unfolding this way the very backside of an observation.



Erop LiBeTkoB

«UndpoBas ya3BMMOCTb: YaCTHas KONNEKLMS»
LUndposas neyatb, 06bekThl: flash-kapTbl, nonnadupHas cmona,
2016

Lndposon numb — mecto ans uHpopmaumn, yganeHHom
MONb30BaTENEM U3 CUCTEMbI, HO MPOAOJIKAOLLEN XPAHUTbLCS Ha
HocuTene. Takas nHpopmaLmsa byaeT yTpayeHa nNpu cegytoLlen
nepesanuncu nam GopMaTUpoBaHUM, @ HEGONbLION MPOLEHT CO
BpeMeHeM pynHupyetcs. CTEépTbie (alisibl BOCCTAHOBUMDI.

TaM NNYHblE faHHble NOAEN CYLWECTBYIOT B BUAE LU POBbIX
TeHel. K HUM 06paTaTcs o BpeMeHeM: AHEBHUKM NyOANKYOT 13
obLLeCcTBEHHOr0 MHTEpeca, NOYTK apXeosiornyeckoro. Bpems
onpepenseT, Korga MOXHO JOrOBOPUTbLCS C COBECTbIO M HAaYvaThb
cBOHOHO NONb30BATHCS TEM, YTO KOFAA-TO 6bI10 NNYHBIM. HO
€CNV fLaHHble MOXHO BOCCTaHOBUTb, MOYEMY Hefb3s BEPHYTb UX
K XXM3HW CEFOAHS, HE OXMAAs nogxoasiiero MomeHTa? Ecnm He
obpawaTtbcs K hnew-KapTe f4ONro, OHa HAYHET AerpagnpoBaTh.

CobpaHHble n306parkeHNs AatoT yxxe pparMeHTMPOBaHHOE
MOHATUE O CUTYALUAX, B KOTOPbIX OHN b CO3AaHbl. ITK
(hparMeHTbl JaHHbIX — AUTUTaNbHbIE CKENETbl, BbIpBaHHbIE U3
KOHTEKCTa UCTOPUMN 1 BOCMOMUHAHUMN.



Egor Tsvetkov

"Insecure Digital: private collection”
Digital print, objects: flash cards, transparent polyester resin,
2016

Digital limbo means a place for erased from the system information, which
continues to be stored in media. Such information will be lost up to the next
time rewriting or formatting, and a small percentage would be damaged over
time. Erased files are recoverable.

In this place personal data of people exists in the form of digital shadows. It is
treated with time: diaries published in the public interest, almost
archaeological. Time determines when you can negotiate with a conscience
and begin to freely make use of what had once been private. But if the data is
recoverable, why not bring them back to life today, not wait for the right
moment? If you woldn’t access the memory stick for a long time, it will start
to deteriorate.

The collected images provide already fragmented concept of the situations in
which they were created. These pieces of data - digital skeletons, taken out of
context of it’s history and memories.






EkaTeprHa BacunbeBa

«Schwanensee. Anodeo3s B ha Maxkope»
NHcTannauyus,
2018

NHcTannsiuma EkaTepuHbl BacnnbeBon NocBseHa TeMe MegMnHOro 3aHaBeca. Kyct 6enbix po3 nog Ha3BaHueMm
Schwanensee («/lebepgnHoe 03epo» — HEM.), PAaCNONOXKEHHbIN HANPOTMB TENIEBU3MOHHOIO 3KpaHa — OMMaXK MeAnnNHOMY
OTpaxeHuto cobbITnn aBrycta 1991 ropa. banet «/lebeinHoe 03epo», KOTOPbIV LWEN MO TPEM TE/IEBU3NOHHBIM KaHanaM B
TEYEHUN TPex AHeN, CTan CBOero poaa amb1emMon, CUMBOIOM NepenoMHOro MomeHTa HoBo MicTopun, KOTopbil
o3HameHoBan pacnapg CCCP n 3aBeplieHne XonoaHOM BOMHbI.

Mo Ty CTOPOHY 3aHaBeca, B «0bLWeCcTBe CNeKTakns», cobbiThe 1 ero o6pas CIMBaKTCA: MegunHbIN 0bpas nogMeHseT
cob0M cobbITUE M OTHYXKAAET AENCTBUTENBHOCTb. 34€Ch e, HANPOTUB, MeXAY COObITUEM U €ro penpeseHTaumen
OKa3blBaETCSA TOTa/bHbIN pa3pblB — TpaHCNAUUS 6aneTa «/lebegrHoe 03epo» CTAaHOBUTCS CBOErO po/a 3aHAaBECOM,
MOKPOBOM MeANMNHOW NYCTOTbl. BMeCTO «cneKkTakynspHbix» 06pa3oB — B acunpe 6bi1 OyKBabHO MOKa3aH CNeKTaK/1b —
BMAE03aMNnCb XpecTOMaTUIMHOM NOCTaHOBKK [prropoBuya Ha cueHe bonbloro TeaTpa.

Tema cMepTH 1 yBsiaHMA — INaBHAa gpaMaTnyeckas NMHUS 6aneta — cpabaTbiBaeT 34eChb Kak peccopa: CMeEPTb PEXUMA,
Maeonornun, rocyaapcTea, 3Moxu; a napbl 4BoONHMKOB: benbin nebegb (OpetTa) M YepHbin nebepb (Ogunnus), «<6enbin»
NpuHL (3urdpung) n «4epHbI» (3101 reHKin) Pe30HMUPYHIOT CXKMBbLIM U YMEPLUNM, BELLLIO 1 penpe3eHTaunen. «/lebegnHoe
03epo» Kak cMMBOA NyT4a 1991 roga HaxoaMTCs B MOrPaHNUYHOM NPOCTPAHCTBE — MeXAY OAHOMMEHHON PO30 U
MyCTOTOM TENEBU3NOHHOTO 3(purpa. B Bepcumn, nokasaHHoM B acmnpe 1991-ro, nocnegHas kaptuHa 6aneta — cMepTb
OpeTTbl M Nobepa 31010 reHms — No TpeboBaHUO MUHUCTPA KyNbTYpbl Obls1a 3aMeHEeHa Ha «CHACTAUBBIN» PUHanN,
KOTOpPbIN caM MPUrOpOBMY CapKaCTMYECKN OXapaKTepM30Bas Kak «anogeo3s B ha Maxopen.



Ekaterina Vasilyeva

"Schwanensee. Apotheosis in F-major”
Installation,
2018

Ekaterina Vasilyeva’s installation is dedicated to the subject of media curtain. The bush of white roses named
‘Schwanensee’ (‘The Swan Lake’ — germ.) placed opposing the TV screen — this is an homage to the media coverage of
the August, 1991 events. The screening of «The Swan Lake» ballet which lasted for three days became an emblem, a
symbol of the turning point in the Modern History which marked the collapse of the USSR and the end of Cold War.
Behind the «curtain», in «the society of spectacle», an event and its image merge: the media image replaces the event and
distances the reality. While here, on the contrary, there is a major rupture between an event and its representation — the
screening of «The Swan Lake» becomes some sort of a curtain, a cover for the voidness of media. Instead of spectacular
images spectators were shown a real spectacle — a video of the classic play directed by Grigorovich on stage of the
Bolshoi Theatre.

The theme of death and withering — the main dramatic line of the ballet — works here as a bow spring: the death of the
regime, the ideology, the state, the epoch; and the doubles of the White Swan (Odetta) and the Black Swan (Odile), the
White Prince (Siegfrid) and the Black Prince (the Evil Spirit) resonate with the living and the dead, a thing and a
representation. «The Swan Lake» as a symbol of 1991’s putsch resides on the borderline — between the eponymous sort
of a rose and the emptiness of the TV broadcasting. Due to the Minister of Culture’s demand, the last scene of the ballet
version that was broadcasted in 1991 had been changed to the «<happy ending» which Grigorovoch later sarcastically
characterised as an «Apotheosis in F-major».



FOnnaHa Nony6

«babywka B KOcMOce»
OpHokaHanbHoe Buaeo, FullHD, 23 MmuH,
2017

B ]

®unnbMm 6bIN CO3AaH B COTPYAHMUYECTBE C Moel 6abyLikou,
Hagexpon lony6. OHa Takke ABNSeTCs COaBTOPOM TeEKCTa.

B B1aeo mosi 6abyluka XMBET Ha KOCMUYECKOW CTaHL MK B
nanekom 6yayuwiem. PnibM pacckasbiBaeT O BPEMEHU, B
KOTOPOM CMepTU (pOpMasibHO He CyLLeCcTBYeT, a
4e/I0BeYeCTBO 3afa10Ch HOBOW r106anbHOM LeNbio
CO37,aHNS OTPOMHOIO MeXranaKTn4eckoro myses. B
paboTe Takxe TEMATU3NPYIOTCS aKTyalbHblE CEroaHS
npobnembl Ntogen NOXmUnoro Bo3pacra: 0ANHOYECTBO,
COCTOSIHME 3[0POBbS, UCK/TIOYEHHOCTb M3 COLMANbHOM
XWN3HWU, CKyKa. B purnbme 6abyLuKa XMBET Ha KOCMUYECKOM
CTaHLMM N HE MOXET €€ NMOKMHYTb. B peanbHOM XM3HN OHA
XXNBET B O[HOKOMHATHOW KBapTMpe Ha MepBOM 3TaXe U
TOXE He BbIXOAUT 13 AoMa. Y Hee CUIbHO B6ONAT KONEHN.



luliana Golub

"Babushka in space”
Single channel video, FullHD, 23 min,

2017
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This work is a part of the ongoing collaboration series with my
grandmother, Nadja Golub. The text was inspired by the ideas and
works of russian cosmists such as Nikolay Fedorov, Konstantin
Tsiolkovsky, Alexander Bogdanov, as well as contemporary
authors Boris Groys and Arseniy Zhilyayev. | brought the texts by
russian cosmists to my grandmother. We read some parts to each
other. Then we wrote a text about my grandmother Nadja living
on a space station and about the utopian mission of the future
mankind that is going to create the intergalactic museum.

My grandmother Nadja is 83 years old. And she has awful pains in
her knees, so walking is very hard and painful to her. Thus, she

almost never leaves her small apartment. It’s almost like living on
a space station, always waiting for guests and new food supplies.

This work is in first place about the loneliness of elderly people,
as well as about the intrinsic loneliness of every human being.



iBaH lNeTpokoBUNY

«search?query =McTUHHBIN%20NaTpPNOT»
Lindposas neyatb Ha 6aHHepe,
2018

B Poccumn ¢ 2014 roga fencTeyeT AOKTpUHA MHGOPMaLMOHHON 6€30NacHOCTU, O4HUM 13
MYHKTOB KOTOPOW 3HAYNTCS «NPUMEHEHNE NHPOPMALMOHHbIX TEXHOIOTNI B UHTEpPecax
COXPaHEHMS AYXOBHO-HPABCTBEHHbIX LLEHHOCTEN MHOMOHALMOHaNbHOMO Hapoaa
Poccuiickon degepauymmn»

OpHOM 13 TaKNX MHDOPMALMOHHBIX TEXHONIOTUIA SIBASKOTCS HEMPOCETM MO aHANN3Y
«60NbLUNX AaHHbIX». OHM UCMOJb3YHTCS B COLMAbHbIX CETSX, MOUCKOBUKAX U UHTEPHET-
MarasuHax, 4Tobbl CO34aTb Ha OCHOBE 3aNpPOCOB, MOKYMOK 1 NOBEAEHNSA B CETU
noapobHbIN NopTpeT Nosib3oBaTens. Lienib — y3HaTb HaC Nyylle HAac camux, Npegyragatb
Halle NoBefeHue, Y NPEeASIOXKUTb peKamy TOBApOB M YCIYT A0 TOrO, Kak Mbl CaMu
apTUKYNMpyeM CBOM xenaHmsi. O4eBNAHO, YTO TaKOTO POoAa MAeanbHOe «AOCbe» Ha
KaXK[,0ro nosib30BaTeNsi CETM MHTEPECHO He TOIbKO NpoAaBLaM 1 peknamMogaTensim, HO B
nepByto oyepeab rocygapctey. Hanpumep, B Kutae Ha 3To OCHOBE NOCTENEHHO BBOAUTCS
cuctema «CoumnanbHOro KpeauTar, OLeHMBaoLWas Bally penyTaunto, LEHHOCTb U
HafEeXHOCTb KaK rpaxgaHuHa.

Sl npegnarato He xpaaTb oduLManbHOro BBeAeHMS B Poccum nogo6bHOM CUCTEMbI OLLEHKM
«JYXOBHbIX CKpen», a Ha4yaTb paboTaTb Hafg CBOMM HPABCTBEHHbIM CETEBbIM MOPTPETOM
yxe cenvac. [lante AHpeKc.MapKeTy NOHSATb, HACKO/IbKO CUIbHO Bbl NH06UTE PoguHy.



Ivan Petrokovich

"Keywords"
Digital print on vinyl,
2018

Since 2014 the Doctrine of the information security has been introduced in Russia. One of
its main chapters says about «the implementation of information technologies according to
the interests of preserving the moral values of the multinational population of the Russian
Federation».

One of the informational technologies is the neural network for big data analysis. It is
integrated and used in social networks, search engines and online-markets to create a
detailed portrait of an internet user based on the extracted data. The aim is to know us
better than we know ourselves, to predict our behaviour and to suggest the advertising
which foresees our wishes.

It is obvious that such an ideal «dossier» on every internet user is of interest not only to
retail and advertising agents, but in first place — to the state. For example, with the use of
technologies mentioned above, China is introducing a system of the «Social credit» which
estimates citizens’ reputation, credibility and value.

Don’t sit in wait of the official introduction of such system which would evaluate the «<moral
staple(s)» in Russia! | suggest to start working on your moral online portrait today! Show
Yandex.market how big is your love to Motherland!



JToamunna KannHmnyeHko

«[JHO EkaTepnHbypra»
Buaeo nHctannayus,
2016 — 2017

NcTopus EkaTepnHbypra Hayanacb C HaNOMHEHUS
rOPOACKOro npyga Ha peke Mcetb. CerogHs NaoTUHA
ABNAETCA COLMANBHBIM U KYNbTYPHBIM LLEHTPOM, C 3TUM
MeCTOM CBSi3aHbl 3HAKOBble COObITMS ropoga.

3anpypa BnuTana B ceba nctoputo EkatepnHbypra, Ha ee
AHe XpaHATCcs TeppabanTbl NamMsT. C NOMOLLbIO SKLLH-
KaMepbl g pelnna 3arisHyTb B Ty 4aCTb ropoga, KoTopas
SIBNSINACh A1 MEHS CKPbITON. B ero BOCNOMUHaHMS.

Mporynusasicb No 6epery npyaa, 1 3aknabiBana kKamepy B
BOAY, He BUAS O6EKTOB U He BbICTPaMBasi KOMMO3MLMIO.
Kamepa, cnyyaliHO «3axBaTbiBana» M306paxeHus,
co3gaBasi abCTPaKTHYH peanbHOCTb C MU UYECKMMU
obpaszamu 1 ctoxketamu. OHa, Kak NePBOOTKPbIBATEb,
TpaHCAMpoBana MHe CBOW OMbIT, KOTOPbIA HENb3S
NPOBEPUTb, ONPOBEPTHYTb UV MOBTOPUTD.

TexHnKa Aajila BOSMOXHOCTb CONMPUKOCHYTbCA C
npownbiM, HO TalHOE TaK U He CTaNo SIBHbIM.



Liudmila Kalinichenko

"The bottom of Yekaterinburg"
Video installation,
2016 — 2017

The history of Yekaterinburg started with the filling of the city
pond on the Iset river. Today the dam is a social and cultural
center, all the significant events of the city are connected with it.

The dam has absorbed the history of Ekaterinburg and
terrabytes of memories are stored on its bottom. With the help
of an action camera, | decided to have a look at the part of city,
which had been hidden from me, into its memories.

Walking along the pond embankment, | threw the camera into
the water, neither seeing any objects nor framing the image
composition. The camera, accidentally "captured" the picture,
creating an abstract reality with mythical images and stories. As
a pioneer, it broadcast its experience, which cannot be
controlled, refuted or repeated.

Technology has given an opportunity to contact with the past,
but its hidden content has not been revealed still.



Makcum Mecau

«Teyprusa»
MHTEPAKTMBHAA MHCTANNALMUA.
2018

Buibepute Bce KBaaparsl, B KOTOPbIX
n3obpaxkeHsl

noan

Ecnu ux Het, nonpobyiiTe eule pas

Teypeus (Op.-2pey. Bcoupyla, u3 BeOC «b02, 6OMKECMBO» + dpyia «06psI0, cesauUjeHHodelicmaue, HepmeonpUHOLIEHUe»)
— O0yX08HAA NPAKMUKQA, NOABUBLIASCA 8 AHMUYHOCMU U NO/y4uswasn dassHeluee passumue 8 3cmemuke
PYyCCKO20 CUMBO/IU3MA, HONPABAEHHAA HO OOCMUXEHUE COCMOAHUE BOCCOEOUHEHUSA C bOXECMB8eHHbIM HAYa/0M,
nymem 8HympeHHel meopyeckol 0eqmesnsHOCMU, KOmopas OCHOBLIBAEMCA HA OP2aHUYECKOM eOuHCmae mpex
2/108HbIX COCMABAAOWUX: «MUCMUKU», «U3AUJHO20 UCKYCCMBAa» U «MexXHUYeCcKo20». JJoC/108HO, meypaus ecme
delicmaue Yesnogeka cosmecmHo ¢ bozom.

B 310Xy «yMHbIX» JOMOB, BOEHHbIX APOHOB, 6€CNUIOTHbLIX aBTOMOOUNEN, MOBUNBbHbLIX TeNehOHOB, OCHALLEHHbIX
r0ON0COBbIMM MOMOLLHNUKAMU C UCKYCCTBEHHbIM UHTEJIEKTOM, aHaNM3 N peLleHne MHOrMX BONMPOCOB, CTOALWMX Nepeg,
COBPEMEHHbIM YeNTOBEKOM, BCe 6osblUe Aenernpyetcsi MawmnmHHoMy. Cpeam 3TUX BOMPOCOB €CTb He TOMbKO
YTUNUTaAPHbIE, HO TAKXXe M Te, KOTOPbIe KacatoTCa MOPasnun, STUKK, ICTETUKU, PENUTUN.

YCTpoNCTBa aHanM3a n30bpaxkeHn, 0CHOBaHHbIe Ha CaMoobyuyatoLwmxcsa cuctemax u «big data», c ogHON CTOPOHbI
y4aTCs pacno3HaBaTh LWeAeBpbl MUPOBOIO MCKYCCTBA, C APYron - onpeaensTb pacy, reHaep, BbloMpaTb U3 rpynnbl
nofen Lenb, BbiaBAATb NOTEHLMANbHY ONAaCcHOCTb.

HeuenoBeyeckmM areHTam NpeaocTaBseTcs 4OCTYN K MHOPMaLnn, B 3aBUCMMOCTU OT KOTOPOM NPUHMUMAIOTCS
peLeHns, HaNnpPsMY CBSAI3aHHbIE C CUTYaLMAMKN, HECYLLMMKN YTPO3Yy YeN0BEYECKOM XM3HWU. HanpuMep, HU A5t KOO He
CEKPET, YTO B COBPEMEHHbIX BOMHAX MCMO/b3YOTCS «CTan» APOHOB, Iae Y «BOXaKa» eCTb BO3MOXXHOCTb CAMOCTOSITENbHO
«OTAATb NPUKA3» 06 YHUUTOXEHUN LLeNIN, OCHOBbLIBasiCb HA HEMPOCETEBOM aHaM3e pa3BefdaHHbIX. 3a CHET 3TOro
MHOFOKPaTHO COKpaLLaeTCs BPeMs peakLMn Ha CobbITME, YTO MO3BOISIET N36EXKATb INLLHMX YETOBEYECKUX XKEPTB U
YCKOPUTb pa3peLleHne KOHMIMKTOB, HO B C/ly4ae «OLUMHBOYHOro» pesynbraTa 4OCTaTOYHO OCTPO NPOSABASETCS Lie/bIi
KOMMEKC MOPafibHO-3TUYECKMX Npobiem.

C 01HOM CTOPOHbI, AeNernpys NCKYyCCTBEHHOMY MHTENNEKTY CBOW NOTEHUMan AenUCcTBUS, Mbl 0CBODOXAAeMcs OT
OTBETCTBEHHOCTU, OT «MYK BbIbOpa», C APYron CTOPOHbI MOJIHOCTbIO NOAYNHAEM Cebsa Npea3adaHHbIM anropnuTMam,
NPUHLMMNbI PaboTbl KOTOPbIX Mbl, KaK «NOMb30BaTENM», HUKOF4a HE CMOXXEM Mo3HaTb A0 KoHLa. MNonyyaeTcs Takom «deus
ex(in) machina», Bo Bcex CMbIC/1ax 3TOro cIoBocoyeTaHus. [la, Mbl - 60rn, KoTopble co3gatoT no obpasy 1 nogobuto
CBOEMY, HO Mbl e 1 pabbl gpyroro 6ora, bora-matwmHbl.



Maksim Mesiats

"Theurgy"
Interactive installation,
2018

BeibepuTe Bce KBaapartbl, B KOTOPbIX
n3obpaxeHsl

nmoam

Ecnu ux Het, nonpobyiite eule pas

Theurgy — (/' @1i:3:rd 3i/; from Greek Beovpyia, Theourgia) describes the practice of rituals, sometimes seen as magical in
nature, which appeared in Ancient times and later received a further development in the aesthetics of Russian
symbolism. It is directed towards the state of reunification with divine nature via one’s inner creativity which is based on
an organic unity of the three main elements: «mysticss, «fine arts» and «technes. Literally, theurgy means human acting
along with God.

In the age of «<smart» houses, military drones, self-driving cars, mobile phones with implemented Al voice helpers — the
analysis and decision-making on the plenty of questions which are in front of a contemporary man, is getting more and
more often delegated to the machine. Among these questions arise not only the routine, but also the ones connected
with morals, ethics, aesthetics, religion.

Machines for image analysis which are based on self-learning algorithms and big data, on the one hand, learn to
recognise the oeuvres of world’s art, on the other — they are capable of determining race and gender, and to choose the
aim among the group of people, to define a potential threat.

Non-human agents have an access to data which is directly related to the decision-making during the situations which
may result in a human-life threat. For instance, it’s no secret that the «flocks» of drones are used in contemporary wars;
the drone «leader» is capable of «giving an order» to destro the aim, the «decision» is made upon the neural network
analysis of investigated data. It allows to shorten the time of reaction upon the case and to avoid the expansion of human
victims, as well as to accelerate the conflict solving. But in case of «<mistakes» there arises the whole range of ethical
issues.

On the one hand, by delegating our right to act to Artificial Intelligence we free ourselves from responsibility, from the
«questions of choice», on the other — we entirely entrust ourselves to the prescribed algorithms, not able to know
precisely the principles of work of the latter. What we get — is a «deus ex(in) machina», in every sense of the phrase. Yes,
we are gods who create in our own image and likeness, but we are also the slaves of the other god — the God-out-of-the-
machine.



Makcum Mecau

«4TO0 CTapoe, 4YTO HOBOE»
[Nnactuk, 3D-ne4vaTh,
2018

Ha ntobom canTe 06bsIBNEHNIN €CTb KaTeropms BeLen, KOTopble Mo
KaKUM-1nbo nprMyYnHam otgatoT gapom. OHM He MOoAexXaT PEMOHTY
WY BNagenbLam NpoCTO XaJlKo UX BbibpacbiBaThb. A 3abupan Takue
npeaMeTbl, y3HaBas UX UCTOPMIO. ITO CBOEr0 pPoAa NOMbITKa
apXMBMPOBaHMS, NepeHeceHns BeLLen N3 6bITOBOM XN3HU B cdhepy
MCKyCCTBa.

Ha ocHoBe oTorpacdum kaxxgoro npegmeTa s MogennpoBan
urypbl, KOTopble NOTOM NeyvyaTtan Ha 3D-npuHTepe. Tak poannnch
NAacTUKOBbIE CNENKN NPeaMeTOB, CAeNaHHble MaWnHon 6e3
4yeI0BEYECKOro BMeLlaTeIbCTBa.

BTopasi 4acTb paboTbl 3aK1HOYAETCS B ayAM03aNUCAX, MPOYUTAHHbIX
MHO0 peasibHbIX NCTOPUI 3TUX BELLEN, KOTOPble MHE paccKa3anu
6bIBLINE XO3s51€BA.

B utore, NOMMMO apXMBUPOBAHUSI HEHYXXHbIX MPEeAMETOB, UX
CBO€06PA3HOro CnaceHns 1 «<MeMopUanm3aLnn», NPon3oLLIo HeKoe
paclenneHne Ha hopMy 1 coaepxxaHue. NMpeaMeTbl, MNLMBLINC
(DYHKLMOHANBHOCTU, CTann 06e31n4eHHbIMU 6enbiMu
cybCTaHUMAMM, @ UX «OYLIEBHbIE» UCTOPUM — MOHOTOHHbBIM CKYYHbIM
pacckasoMm. OcTaBlUMeCs naeasbHble CNEMKN-NYCTOTbI U3
HepasnararLerocsi NaacTMKa Yepes MHOro NET MOTYT ObITb HAWAEHbI
apxeofioramMmu Kak gpeBHue apTedakTbl. 3T apTedakTbl byayLiero.



Maksim Mesiats

"Something Old, Something New"
Plastic, 3D-printing,
2018

Every website with advertisements has a section that contains items
free of charge. These items can not be repaired or simply their owners
would prefer not to throw things away. | collected such objects, as
well as their stories. This is a kind of archival practice, a transfer of
things from everyday life to the art sphere.

| made 3D models based on the photographs of each object. And then
printed them. Hence | got the plastic casts of objects, which were
created by the machine without humane intervention.

The second part of the work consists of the audio recordings —I read
out the real stories of these things which were told to me by their ex-
owners.

In the end, besides the archival of unnecessary objects, some sort of
rescue and «memorialization», it resulted in the separation between
the form and the content. Objects, derived of their functionality,
became impersonal white substances, and their «soulful» stories —
some monotonous narrative. The remaining ideal hollow casts from
non-decomposing plastic could be found by the future archeologists
as the ancient artefacts. The artefacts of the future.



AnekcaHap MyHUYeHKo

«KMBSA aHaOroOBOW XXU3HbIO»
LIBeTHOWM OTNeYaToK,
220x 148 cm. 2017—2018
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[Tpesocxo0cmao aHa1020800 HU3HU HE CMOoJIb youBUMea6HO,
ec1u 86l 3HAKOMbI C MameMamu4eckol meopuel 8bl4UC/IeMbIX
yuces U 8bl4UCAAEMBIMU QYHKUUAMU /PpUMaH /alicoH/

MepBble kKagpbl GOTONNEHKN, YaCTUYHO 3aCBEYEHHbIE, CAe/TaHHble
CMOHTAHHO AN1 NePEeMOTKM, XPaHAT CaMble aHA/IOTOBbIE N3 €€ YepT:
LLapanuHbl, KOHTPACTHOE 3ePHO CO CMa3aHHbIMU, eBa yragblBaeMbIMK
KOHTYpamu. OHNAaNH-MONCK aHaNOrMYHbIX N306paXKeHNN BblgaET
NOTOK phannoB, UMEOLMX Mano 06LLEr0 C OPUTMHANOM, U U3 HUX, KaK
N3 NUKCenen, CTPOUTCA UCXOAHOE n30bpaxeHue.



Alexander Minchenko

"Living analog life"
Color print,
220x 148 cm, 2017—2018
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The superiority of analog-life is not so surprising if you are
familiar with the mathematical theory of computable numbers
and computable functions /Freeman Dyson/

The first records of a photo film, partly exposed, made
spontaneously for rewinding, keep the most analog of its features:
scratch marks, high-contrast grain with fairly blurred and faint
outlines. Online search of analog images results in the flow of files
which have little in common with the original; the source image is
composed from these pictures as if they were pixels.



Capa KynbmaHH

«Playful data»
LindpoBast neyatb Ha opakane,
2018

[ByxMeTpoBoe rpacdunyeckoe n3obpaxeHne npeacraBnset cobom 3HaK Unm
CMMBOJ NpoLecca 6eCKOHEYHO CTUPAEMbIX U MepenporpaMMmpyemMbIx
AAHHbIX. B oTAnyme ot cnctem xpaHeHus n backup cucrem,
nepe3sanucoiBaemas (flash) namstb cTpeMuTCa K NOCTOAHHOMY O6GHOBNIEHMIO,
CMeHssl O4AHN BOCMOMUHaHMS Ha apyrue. CTpyKTypa namsiTy Takoro Tuna
NoABMXHa — 3TO ypobopoc, Tpebyowmnii Urpsbl U 4ENCTBUS, MOAY b, KOTOPbIN
C 60nbLIeN BEPOATHOCTbIO OKAXETCS HA NEPEHOCHbIX YCTPOMCTBAX, YEM Ha
TSKENbIX U CONUAHBIX CEPBEPAX, XPAHSALLMX BCIO MCTOPUIO YeNOBEYECTBA.
BocnomMuHaHust Ha 3w HOCUTENSAX TPAH3UTHbI, OHU FOTOBbI K HEBEYHOCTH,
K peAaKTUPOBAHMIO M CMEPTU. ITO XKUAKUIM NOTOK MOCTOSSHHO 06HOBASIEMON
MH(OpPMaLMK, KOTOpas CTANIKMBAETCS B CBOEN KOHEYHOCTH C
6eCKOHEeYHOCTbIO CaMOro npotiecca.



Sara Culmann

"Playful data"
Digital print on Orakal,
2018

A two-meter-height graphic image presents a symbol of ever erasing and
reprogramming data. In contrast to storage and backup systems, flash memory
strives to constant renewal, changing one piece of memory to others. The
memory structure of this type is liquid — this is an ouroboros that demands a
play and action; a module that is more certain to be found on mobile devices
than on firm and solid servers where the history of mankind is kept.

Memories on flash cards are transit, they are ready for dis-eternity, for editing
and demise. This is a liquid flow of constantly updating information which, in
its finitude, faces the very endlessness of the whole process.



Cawa JinTBnHuUeBa

«BevyHo3eneHoe»
OaHoKaHanbHoe Bnaeo, HD, 27:00,
2014

«BeyHo3eneHoe» nccnepyeT KpU3nc robanbHbIX HAPPATUBOB, BOSHUKLINM
BMecCTe ¢ nosiBneHnem otorpaduryeckoro nsobpaxeHus. JokyMeHTaLns n
TEXHONOrMYEeCKOE 3aNOMMHAHME NCHE3aloLWero M1Mpa He NpegoTBpaLLaloT
MocneayoLLyo aMHe3MI0; B TO XXe BPeMS CO3[at0TCA NApKM A8 TOro, YTOOb
OoTMeYaTb COObITUS, HEe OCTaBUBLUMNE C/Ie[0B B Hallen naMaTu. nobanbHas
TPaHCMNOpPTHas MHMPACTPYKTypa OKa3blBaeTCs BOBIeYEHA B TPAHCMOPTUPOBKY
3(pemMepHOro 1 CTPOUTENbCTBO UMMaHEHTHOM YTONMWK, @ TYPU3M 3aMeLlaeT
apxeonoruto. MoKa rnaBHbIN repol CTPaHCTBYET MO MUPY B HEOMpPeAeNeHHOM
BPEMEHU 1N HEU3BECTHbIX reorpacmnyecknx KoopanHaTax, Mbl Pa3mblLLISEM:
SABNSAKOTCA /1N 3TW MeCTa PU3MNYECKN peanbHbIMU, CYLLECTBYIOT /Y OHU B

€ MHOM BPEMEHM N MPOCTPAHCTBE; NN BCE OHN — OfHA IOKaLMs, NPOCTO
3aMKHYTbIV UMK NepecTpanBaHns U 3abbiBaHus. Hacnegume Kak 3penuiue,
3penuule Kak Hacniegne, NpMpoaa Kak v To, 1 pyroe.



Sasha Litvintseva

"Evergreen’
Single-channel HD video, 27:00,
2014

"Evergreen" explores the crisis of grand narratives in the face of
the photographic image. The documentation and technological
memorising of a disappearing world does not prevent subsequent
amnesia, while parks are built to commemorate events, of which
no memory remains. Global shipping infrastructure is put to use
in the transportation of the ephemeral and the construction of an
immanent utopia, while tourism takes over from archaeology. As
the protagonist wonders through a world on an undefinably
temporal or spatial journey, we ponder whether the locations are
physically present, numerous and simultaneous; or whether they
are all one, merely a closed loop of rebuilding and forgetting.
Heritage as spectacle, spectacle as heritage, nature as both.



CunbBKo Jlopycco

«4enosek / MawmnHa»
OpHoKaHanbHOe BUAEO (AOKYMeHTaUUsa NPOeKTa),
2011

Wimakorw  Help
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«YenoBek / MawmnHa» — 3T0 KONNEKTMBHAas paboTa Npo NnapagoKcChbl
B3aMMOOTHOLLIEHUI MEXAY YeTOBEKOM M MALUMHOW: 3aMOJIHEHNE
CAPTCHA — 3T0 cnocob npoaeMOoHCTPUPOBATb, YTO Bbl — YE/TOBEK; HO
MPOLeCcc AEMOHCTPALLMN NPY 3TOM COCTOUT B KONMPOBAHMUN OTPbIBKA
TEeKCTa — 3TO MAWWUHHbIN, MEXaHUYECKNI npoLecc. YTobbl pacKpbITh
3TOT NapafoKCc, NCNONb3ys y4acTue 3puTenen, a1 cosgan Beb-cTpaHuLy,
BECb KOHTEHT KOTOPOW 3aLmLieH. YTo6bl NOAYYUTb AOCTYMN K HEMY,
nosb3osartesto npepnaraetcs 3anonHUTb CAPTCHA. CKonnpoBaHHas
CTPOKa TeKCTa 3aTeM J06aBNAeTCs K TeM, KOTOPbIe Obl/I CKONMPOBaHbI
npeabiaywmMMmn Nonb3oBaTeNssMmn, TakuMm obpasomM cnocobcTBys
nepekoMnuAsuMn ctatbl AnaHa TblOpUHTa, B KOTOPOM OH BNEPBbIe
NPeAsoXnn CBOM 3HAMEHUTbIN TECT, MOCBSLLEHHbIN BbIIBIEHUIO
PasINYNIA MeXay YeNOBEKOM N MALLUMHOW. B 3TOT MOMeHT
nonb3oBaTeNlb MOXET NMbo NpoaomMknTb 3anonHaTb CAPTCHA, nnbo
NPOYMTATb YXXe CKOMMUIMPOBAHHbIN TEKCT. Kaxxgas onepauuns
apXMBUpYeTCA: el NPUCBanBaeTCs HOMep, COXpaHatTCs gaTta u IP-
agpec. MpoeKT N03BONSAET KONMYECTBEHHO NPEACTABUTL BPeEMS U TPYA,
B/IOXXEHHbIE B TaKy 6eCCo3HaTeNIbHY0 U PYTUHHYIO Onepauuto, 1 B
LLe/IOM OTPaXKaeT MeXaHW3M CO34,aBaEMOro NOMb30BaATENSIMU KOHTEHTA.
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Silvio Lorusso

"Human / Machine”
Single channel video (project documentation),
2011
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Human/Machine is a collective performance on the relationship
between human and machine and its paradoxes: filling a CAPTCHA is a
way to demonstrate humanity, but the process of demonstration
consists of copying a string of text, so it’s a machine-like, mechanic one.
In order to enact this paradox in an interactive way, | built a webpage
whose content is protected in first place. In order to have access to it,
the user is asked to fill a CAPTCHA. The copied string of text is then
added to the ones copied by previous users, contributing, in this way, to
recompile an article by Alan Turing in which for the first time he
proposed his famous test to discern between human and machine. At
this point the user can either continue to fill CAPTCHAs or go through
the text already compiled. Each operation is archived with a number,
date and IP address. The project allows to quantify the time and labour
invested in a such unconscious and routine operation and it reflects
upon the general mechanism of user-generated content.
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