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OT KYPATOPA

CywlecTByeT CTepeoTHIl: TBOpYecTBO «CHMHero cyma» TPYAHO MOAAAeTCs MH-
Teprpetanuu. C 3TUM HeJyb3s He COIIacCUTbcs. JIioboe THIATeNIbHO CKOH-
CTPYMPOBAaHHOE XY[OKHUKaMHU Npou3BeJleHre — OJHOBPeMEeHHO IIPOCTON
Y MHOTOMEPHDIN BU3YaJILHBIM 06beKT, 3aTATUBAIOIINI BHYTPb, HO He [jalo-
LMY BO3MOKHOCTU 3PUTENII0 BCTYIUTD B TAKTUIbLHBINA KOHTAKT C 3TOM IICEeB-
JIOKOMITbIOTEPHOM UTPOH. «KOMIIbIOTEPHOM UTPOM» — IIOTOMY YTO 06 5TOM
PacCy’KAaloT MPAaKTUYECKA BCe MHTepIpeTaTophl. «IIceBno» — IOTOMY 4TO
HHUUTO He coefuHseT «CHHMI CyIl» C MHUPOM KOMIIBIOTEPHBIX MID, KpoMe
SCTETUKU LXU(POBON aHWMALUWW. [pymnma paboTaeT €O CMOAEIMpPOBAHHON
peanbHOCTbIO, He MMeIollleli Hu4ero obliero ¢ peaabHOM (GOTO- WIH BUAe-
OCHEMKOM, U JiIoboe MX co3JaHHOe Ha KOMIIbIoTepe Ipou3BeJieHre MOKHO
TOJILKO CO3epIiaThb, 6e3 BCIKOM BO3MOXKHOCTU IIPOJBUHYTLCS BHYTPD, Ha «HO-
BbIN YPOBEHDb», YTO IPOTUBOPEUYUT CAMOM CYTU KOMITLIOTEPHOM UIPhI, HO I10-
3BOJISIET TOBOPUTDL 06 MHCTPYMEHTAapHH, MeTO/le CO3[JaHusI TPOU3BeIeHNUS.

Ha HacTosmui MOMEHT IIOHUMaHNe U ONKCaHue MeToZa U 0CobeHHOoCTen
deHoMeHa «CUHUN CyIl» — OJHA U3 MHTepeCHeMIINX 3a4a4 AJISI KPUTUKU.
BrIcTaBKa, BKIIOYalas MpakKTUYeckyd Bce paboTol 3a 20 JeT cyuecTBoBa-
HUS TPYIIDbI, — COOCTBEHHO 06 3TOM. BakHeMmUM 371eMeHTOM 3KCIIO3H-
OUY SBJISIOTCS WHTEPIIPeTalluy, KOTOPLIM BbIIeJIEHO CIIelHasbHOe IIpOo-
CTpaHCTBO. VHBIMH CJIOBaMH, BBICTaBKa CTPOUTCS Ha IlepecedeHUM ABYX
II0-CBOeMY TepMeTHUYHBIX COCTABJIIOIUX: BU3YaJIbHOI'O MaTepraa 1 Bapu-
AQHTOB ero KPUTUYECKOI0 OCMBICJIeHHS, UTO, B CBOIO O4epe/ib, O3HavaeT, UTo
YYaCTHUKAMU BBICTaBKHU, HapsiAy C Ipynmon «CUHUM CyIl», MOKHO CUUTATh
U UHTepIIpeTaTopoB — BaneHTuHa [bsikoHOBa, Eneny Mmenko, Kapuny Ka-
paeBy, Mpuny Kynuk u Esrenuto Kuxkozse.

I'pynma «CuHUM cym» 6bl1a co3faHa B 1996 roay. I3HagaabHO aBTOPOB 6bLIO
Tpoe (Jauuui Jlebenes, Anekceit Job6pos, Banepuii [TaTkoHeH), B 2002 rony
K HUM IpucoeuHUICS Ayekcauap Jlo6aHos, ¢ 2010-ro XyAoXKHUKY paboTa-
10T BTpoeM: auuui Jlebenes, Ayekcett [JobpoB, Anekcanap JIob6aHOB.

SI3BIK KOMITBIOTEPHON aHUMAIUY HCIOJIb30BAJICS XYOOSKHUKAMU C CAMOI'0
Hayvasa. Bce paHHUe KOpOTKUe BUAeo(UIbMBI, KOTOPbIe, II0 OCTPOYMHOMY
omnpezeieHUi0 BajeHTUHA [JbsSIKOHOBA, ObLIN «XaKepCKUMU aTakaMU He Ha
KOJl, @ Ha CMDBICJI», He UMEIOT HUYero ObIIero ¢ pealbHOCTbI0 32 OKHOM,
HO SIBJISTIOTCSI KOPOTKUMU 3TIONAMU II0 BLIUJIEHEHHUIO U3 9TOM peasbHOCTU

CKPDITDIX CMDICJIOB X KOHHOTAIIUM. CobCcTBEHHO, IpeabaBJIeHNe 3TUX CKPbI-
TBIX CMBICJIOB MOXXHO CUMTATb OAHOM U3 6a30BbIX «CBepX3aJa4v» I'PYIIIIbI:
JIAKOHUYHDIE CIOJKeTDI, KaK ITPABUJIO, ABJIAITCA «BXOLOM» B IIPOCTPAHCTBO
CMDICJIOB, OTUETJIMBO OILIyIaeMOe 3pUTEJIEM.

VicToku BO3HUKHOBeHUsI (eHOMeHa Ipynnbl «CHMHUM Cyl» U OOKOBbIe
BJIMSIHUS Ha KOHEYHDIN pe3ysbTaT (Ipou3Be/leHUsI) pa3Hble UccjefoBarTe-
JI ACKAJIM ¥ HAaXOAWJIU B CMEXKHDLIX obJacTsax. BaseHTUH [IbIKOHOB OT-
MedaeT 6JIM30CTb MEeTOZOB 06paboTKM MHGOpPMAIWK M HOBLIX CIIOCO60B
1306pa’keHUsI C «CUTHAJIbHBIMU CHCTeMaMHU B [lyXe IIOCJIeBOEHHOM ab-
crpaknuu Opus 3snoTHHKOBa U OMutpus IlnaBuHckoro». Upuna Kynmk
CIIpaBe/IJINBO YKa3biBaeT Ha HECOMHEHHOe BJINUSHNe KHHO — OTedyecTBeH-
Horo aprxayca «0oT AHzpesa TapkoBckoro u Ajekces I'epMaHa-CTapuiero
[0 AHppes 3BATMHIEBA — KBUHTICCEHLMEN KOTOPOTO Ka’keTcsl T'yCTON
MeTadU3UUeCKUN TyMaH, B KOTOPOM TOHYT Jioboe JeicTBHe U CIOXKeT».
EBrenusa Kukozse BUIOUT CBSI3b C OTeYeCTBEHHOM JIMTepaTypou oT «KoT-
JoBaHa» [1maToHOBa U «IIMKHKKa Ha obounHe» CTPYTalKUX «J0 IapoAuii-
HOro “BacuymckoBa ckuTa”, Ha MIOBEPKY OKa3bIBAIOIErocsl eCTeCTBEHHDIM
AZIePHLIM PeakTOPOM» C OZHOM CTOPOHEL, C APYTOM — CTaBUT TBOPYECTBO
TPYIIbI B KOHTEKCT MOCKOBCKOT'O KOHIIENTYaJIM3Ma, OJHO U3 OTKPLITUM
KOTOPOTO «COCTOUT B ObHAapy’KeHWU 3a BHeIIHe! yMO3PUTeIbHOCTDLIO
YU TPaHCLEHJEeHTHOCTbIO IIYCTOThI ee BIIOJIHE OCS3aTeJIbHOM U 9MOILHMO-
HaJbHOW CYIIHOCTH».. B IOKCKax 3amaJHbIX aHAJIOIOB WM BJIWSHUM Ha-
3pIBaloTcse PeHe Marputrt, ’kopaxko e Kupuko u MeTadpusudeckas
COCTABJIAIOIIASA CIOppeaJn3Ma. YAUBUTEJIbHO, HO IIPAaKTUYeCKU BCe UCCcIIe-
JloBaTeJId ITIPaBbl: B «YCTOM MeTadU3UUeCKOM TyMaHe» IIpOU3BeleHUM
«CuHero cymna» MOXKHO HalTH BCe OTMeYeHHble BIMSHUS U — He HalTHu
HHUYero, IOTOMY YTO NpPU CPaBHUTEJIbLHOM MeTO[e OIMCaHUsS (peHOMEeH
«CuHero cymna», Ha CeKyHAY IPUTBOKIeHHDIN 6JIM3KON aHaJIOTHel, Ipak-
THUYeCKU Bcerzia yCKoIb3aeT, He IoAAaBasCh OfHO3HAUHOM GOPMYIHPOBKe.
Opra"Hu4Hoe coeflMHeHNe MHTepPHAlMOHAJIbHDBIX U JIOKAJIbLHLIX BJIUSHUMN,
B IIOMCKaX MCTOKOB, IIOXOKe, BCe K€ CMeIAeTCs B CTOPOHY IOCJeHHUX:
C Tyramoleil NeproJUYHOCTbI0 Ha JIMYHBIX CTPaHUIAX YJIEHOB T'PYIIIbI
B «Deiicbyke» MOKHO BHAETb GOTOrpadmy OTeYeCTBEHHDBIX YHDIIBIX IeH-
3aKell, 6e3BO3AYIIHOe IPOCTPAHCTBO KOTOPLIX OTMEYEHO «BCeJIeHCKOU
TOCKOM», OCTPaHEeHHOCTbIo (110 IIIKI0BCKOMY) X HeCOMHEHHON MeTadU3uU-
4ecKoM IycToTod. TakuM obpa3oM, pealbHOCTL 32 OKHOM U ee HEOITHU-
MUCTHAYHDBIM pPaKypc, BLIOPAaHHDBIM XYAOKHUKAMH, BCe >Ke BKJIIOYAIOTCS
B CYMMY IlepedlCIeHHbIX 60KOBLIX BIUSHUM.

PacxonaTcs MHeHUsS U O >KaHpe XYAOXKeCTBEHHDIX WU3LICKAaHUN IPYIIIbL:
Kapuza KapaeBa HasbiBaeT Buzeo «CUHEro cyma» CBOero poja «Uja3uen
WJIM aHAJIOTOM KapTHUHDI», MpuHa Ky/IuK «ckopee MHCTa/UIAIUSMY, YeM BH-
neoduabMaMuy, EneHa MmeHKo ompezesIsieT TIIATeIbHO IPOPHCOBAaHHDBIE
Ha KOMIIbIOTepe TeM3ak1 Kak HeuTo abCTPaKkTHOe, «pealbHOCTb BOoo6paska-
eMy10, JaHHYIO B OIIYIIEHUIX».

Bce BMecTe, HO pa3sHLIMU CJIOBAMU MHTEPIIPETATOPBI [OBOPSIT O IIOJIYyUUB-
meMcst 3hderTe: XyIOKHUKY CO3AAI0T 06 beMHDIN BUAE006HEKT, OCHOBHOE
IIPOCTPAHCTBO KOTOPOI'O pa3BOpadyMBaeTCsl M Ha 3KpaHe, U 3a 5KPaHOM,
MIPaKTUYeCKU BCe 3pUTeIM OTUeTJIUBO OIIYIIAIOT IIPUCYTCTBUE Yero-To,
He IOAJAINerocss OJHO3HAUYHOMY OIIpe/lesIeHUI0, HO IIOJIHOCTDIO MOJYU-
HsIero cebe MPOCTPAHCTBO BLICTABOYHDBIX 3aJI0B. ITO «CUMBOJIUYECKOE
Boobpaskaemoe» (KapaeBa), «IIpOCTPAHCTBO, O KOTOPOM, HECMOTPSI Ha BCIO
ero 06MaHYMBYIO JOCTOBEPHOCTD, HeJIb3sl CKa3aTb HUYero OIpeJesleHHO-
ro» (Kymuk), «ocTpociokeTHOe “ceriyac”, He HaXoAsIee paspsiikKu B JTI060M
Y3 BO3MOXKHBIX COBBITUI» ([IbSIKOHOB), «pa3roBOp He 06 MMeBLIeM MecCTo,
a 0 Mecme Kak TakoBoM» (Kukozse), u gajee B TOM Xe pofie (CM. BCe TeKCThI
WHTepIIpeTanuil). 3jlecb Mbl CTAJIKUBAEMCS C YAUBUTEJLHON 3aKOHOMep-
HOCTDIO: B 3aBUCHUMOCTH OT PaKypca UCCJIeJOBaHUS BCe OoNpe/ieeHUs Bep-
HDBI, HO CTOUT JJBUHYTDLCS Yy Tb [Iy6ke — JII06ble >KaHPOBbIe U CMDLICJIOBbIe
oIpejieJIeHUs ONSAThL OKa3bIBAIOTCS HEJOCTAaTOYHBIMM, HEYEeTKUMU M pas-
MBITBIMU. [1a, MOKHO O6PAaTUTBCSI K ITOMOINYU «KYTKOro» y ®petiga ([bs-

KOHOB, MIeHKo), MOXKHO NPMMEHUTDL oIpejiesieHre AZOPHO O «IJIyOuH-
HDBIX CJIOSIX OTIBITA, JIeKalllero B OCHOBe MOTHUBOB, JIBIKYIINX UCKYCCTBOM»
(KapaeBa). Mbl MO>keM BCIIOMHUTDL 06 apXeTHUIIaX U «MMUTAIUY TaMsITH».
MoskeM OJIUTD 3Ty LIENOYKY OIMHCATeIbHOIO WHCTPYMEHTapHsl, HO OAHO-
3HAaYHO CMOJKeM CKas3aTb TOJIbKO O TOM, YTO Ipou3sBeeHus «CHHero cyma»
JIeICTBUTEJIbHO Ha HaC BIUAIOT, 3aTACUBAIOT BHYTPD, HO He IIyCKaloT Aajlb-
IIe 3a/JaHHOM XYAO0XHUKaMU PaMKU M OCTaBJISIOT Hac PaCTePSIHHO CTOATb
Tiepe/; 5KpaHOM B IIOIIBITKAX PasraZlaTh: UTO JKe Takoe 3TO BhITalleHHOe U3
Halllero Mo/ICO3HaHUs Ilepe’kuBaHue, ¥ TouyeMy IIpU BCeX OYeBUAHDBIX IO -
TaJKMBAaHUSX HAaC K OUUCTUTEJHLHOMY KaTapCHCy OH BCe He HacTyIaeT H,
TIOXOKe, He HaCTYIUT HUKoraa? I He B 5TOM JI «OTJIIOXKEHHOM» KaTapCcuce
3aKJIIOUeH CeKpeT HeBepOSTHOM INpUBJIeKaTeJIbHOCTU NpousBeneHui «Cu-
Hero cyIay, 3aCTaBJISIONINI BO3BpaIlaThbCsl, BO3BPAIAThCsl, BO3BpAIAaTbCs
K «Smesony», «O3epy», «KKackazny» 1 gajee o CIUCKY?

denomeH «CHHero cyma» W CO3ZaHHDIe TPYIIION MPOW3BeJeHUsl Bceraa
YCKOJIB3aI0T OT TOYHDBIX GOPMYINPOBOK, HO HEBO3MOKHOCTD OJTHO3HAUHDLIX
ompeziesIeHU JlaeT YIIOUTeJIbHOe MPaBo UX MHOXXUTD, YTO, COOCTBEHHO, U
XOTeJIOCh 6Bl IPeJIOKUTb 3PUTENI0: MPOCTble, HO MHOTOMepHbIe BHUEO0
U KOPOTKMe, HO MHTepecHeHIIre TeKCTLI, OyldeM HaZesiTbCs, COeIUHSITCS
B BOObpaskaeMOM TOUYKe U J1aJyT BO3MO’KHOCTL €CJIM He IOHSITL IPYIITY
«CHHU CyTI», TO MIOIBITATDLCS 3TO CAEJIATh.

Eaena Ceauna



Bes Ha3saHusa (2003), mant6okc / Untitled (2003), lightbox
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FROM CURATOR

There exists a certain stereotype: the creative output of Bluesoup submits
to interpretation with difficulty. This cannot be disputed. Any work carefully
constructed by these artists is a simultaneously simple and multidimensional
visual object, drawing the viewer into itself but not permitting him to
enter into tactile contact with this pseudo-computer game. A “computer
game” because this is something virtually all interpreters discourse upon,
and “pseudo” because Bluesoup has nothing in common with the world of
computer games save the aesthetics of digital animation. The group works
with modelled reality, having nothing in common with real photographic
or video recordings, and all of their computer-made works can only be
perceived, without any possibility of moving in them, on a “new level” that
contradicts the very essence of a computer game, but which permits us to
speak of the instrumentarium and method of creating the work.

At the present time, understanding and description of the method and
peculiar traits of the Bluesoup phenomenon constitutes one of the most
interesting tasks for critics. The exhibition, comprising practically all the
works produced over the group’s 20-year existence, is built specifically
around this. A major element of the exposition is the interpretation afforded
a special space. In other words, the exhibition is built on the intersection
of two components, each hermetically sealed in their own way: the visual
material and the varying ways in which it has been critically conceptualised,
which, in turn, signifies how the participants of the exhibition, as well as
the members of Bluesoup, can also be regarded as interpreters - namely
Valentin Dyakonov, Yelena Ischenko, Karina Karaeva, Irina Kulik and
Yevgenia Kikodze.

The Bluesoup group was formed in 1996. Its initial authors were three in
number (Daniil Lebedev, Alexei Dobrov and Valery Patkonen), joined in 2002
by Alexander Lobanov, and from 2010 onwards they work in trio (Lebedev,
Dobrov, Lobanov).

The artists made use of the language of computer animation from the very
start. None of their earlier short video films, which according to Valentin
Dyakonov’s witty definition were “hacker attacks on meaning rather than
on code”, had anything in common with reality out in the wider world,
but were brief studies on the disarticulation of hidden meanings and
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connotations from this reality. Properly speaking, the presentation of these
hidden meanings may be considered one of the basic “super-tasks” of the
group: laconic motifs, as a rule, are an “entrance” into the space of meanings
distinctly perceived by the viewer.

Various different researchers have sought and found the sources for
the emergence of the phenomenon that is the Bluesoup group, and the
lateral influences on the ultimate result (their artworks), in adjacent
spheres. Valentin Dyakonov notes a proximity in methods of processing
information and new means of depiction with the “signal systems
in the spirit of the post-war abstraction of Yury Zlotnikov and Dmitry
Plavinsky”. Irina Kulik justifiably points to the doubtless influence
of cinema - of Russian art-house “from Andrei Tarkovsky and Alexei
German the Elder to Andrei Zvyagintsev - the quintessence of which
seems to be a thick metaphysical fog in which any action or subject
drowns”. Yevgenia Kikodze, sees a connection with Russian literature from
Platonov’s Foundation Pit and the Strugatsky brothers’ Roadside Picnic “to
Akunin’s parody of ‘Vasilisk’s Hermitage’, in actual fact a natural nuclear
reactor” on the one hand, while on the other placing the group’s work in
the context of Moscow Conceptualism, one of whose discoveries “consists
of the revelation of the fully palpable and emotional essence behind its
external cerebralism and transcendental emptiness”... In search of Western
parallels and influences, the names are cited of René Magritte, Giorgio de
Chirico and the metaphysical component of surrealism. As astonishing as
it might appear, practically all the researchers are correct: in the “thick
metaphysical fog” of the works of Bluesoup, all the above-mentioned
influenced may be encountered and - simultaneously - nothing may be
found too, because description of the Bluesoup phenomenon by means of
the comparative method tends to pin it down for an instant with a close
analogy, after which it almost always slips away without having yielded
an unambiguous formulation. It appears that when searching for sources,
the limited combination of international and local influences always shifts
towards the latter: photos of dismal Russian landscapes show up with
frightening periodicity on the personal Facebook pages of the group’s
members, whose soulless spaces are marked by “cosmic melancholy”,
defamiliarisation (as per Shklovsky), and an undisputed metaphysical
emptiness. As such, reality is outside, beyond the window, and its
unoptimistic aspect as selected by the artists is nevertheless included in
the total list of lateral influences.

Opinions also diverge on the genre of the group’s artistic forays: Karina
Karaeva refers to Bluesoup’s videos as a kind of “illusion or analogue of
a picture”, while Irina Kulik thinks them “more installations than video
films”, and Yelena Ischenko defines the meticulously traced landscapes
on the computer as something abstract, “an imagined reality, conveyed in
sensations”.

Though using different words, all interpreters are united in speaking of the
effect received: the artists create a voluminous video object, the main space
of which unwinds both on a screen and behind it, with virtually all viewers
distinctly sensing the presence of something that does not submit to an
unambiguous definition, while fully subjecting the space of exhibition
halls to itself. This is “the symbolic imagined” (Karaeva), “a space about
which, regardless of all its deceptive authenticity, nothing definite can be
stated” (Kulik), “a suspenseful ‘now’ that finds no relaxation of tension in
any of the possible events” (Dyakonov), “the conversation is not about that
which has had a place, but about place per se” (Kikodze), and so on in the
same vein (cf. the texts of interpretation). We come up against a surprising
consistency here: depending on the angle of research, all definitions are
correct, but it is worthwhile moving that little bit deeper - and any genre
or semantic definitions turn out once again to be insufficient, imprecise
and blurred. Yes, we can turn to Freud for help with the “uncanny”

(Dyakonov, Ischenko), or employ Adorno’s definition of the “profound
layers of experience lying at the base of the motivations that move art”
(Karaeva). We may also recall archetypes and “imitations of memory”. We
could extend this list of descriptive instrumentarium, but we can only state
definitely that the works of Bluesoup genuinely have an impact on us, that
they draw us in but do not permit us any further than the frame set up by
the artists, leaving us to stand perplexed before the screen in the attempt
to divine what exactly the experience is that has been extracted from our
subconscious, and why, notwithstanding all the obvious nudgings towards
cleansing catharsis, that this does not begin, and apparently never will.
And is it not in this “deferred” catharsis that the secret of the incredible
attractiveness of Bluesoup’s work lies, forcing us to return, return, and
return again to Echelon, The Lake, Cascade, and the rest?

The Bluesoup phenomenon and the works produced by the group never fail
to slip out of the grasp of exact characterisations, but the impossibility of
unequivocal definitions lends them an intoxicating right to multiply, which
I would like to propose to the viewer: simple but multidimensional videos
and short but highly interesting texts, we hope, will be brought together at
some imagined point and give us the possibility, if not of understanding the
Bluesoup, at least of attempting to do so.

Elena Selina



YépHas pexa (2004), nariTéoxc / Black River (2004), lightbox




AHTPOMOLEEHHOCTH: NEA3AX B 2MOXY CGI

KauecTBo u 3¢deKT peaslbHOCTU B paboTax IPYIIbI O6HOBJISIOTCS Mapasl-
JIEJIBHO C BBIXOZIOM BCe HoJiee peaIMCTUYHBIX KOMIIBIOTEPHDIX UT'P U GHUIb-
MoB ¢ CGI-apdextamu, u B 5ToM OTHOmeEHUU «CHUHUM CyIl» CyIlecTBYeT
B JIOrHKe IIporpecca MUKpPOYUIIOB U Bblep>KUBaeT TOHKY 3a peHAep. [pym-
Ila HauMHaJa C KOMIILIOTEDHOM aHMMAlWY, IpefCTaBJIsABIIed 06paboTKy
UHbOPMAIIUU ¥ HOBDbIE CIIOCOBLI paboThl ¢ M306paskeHNeM Kak CUTHaJIbHbIe
CHCTeMBI B IyXe ITOCJIeBOeHHOM abcTpakiuy F0pus 3/10THHKOBA U [IMUTPUS
[T1aBuHCKOrO. B 3THMX CeMUOTHYECKUX 3TIOAX, OAHAKO, ONTUMU3M 3IO0XHA
HTP u apxeosiorus 3HakoB CMEHSIIOTCS, BIIOJIHE B AyXe BpeMeHU, UPOHUel,
BO3HUKAIoIell Kak CJIe[CTBUe JOCTYIITHOCTUA MH(OpMAIuu U ee yHHU(DUKA-
1IUY KoAupoBaHUeM. PaHHUe paboThl «CHHero cyma» — 3TO Xakepckue aTa-
KU He Ha Ko7, a Ha CMbICJI. Ecii B OCHOBe TPaHCIIOPTUPOBKYU JAHHDBIX JIesKaT
HOJIb ¥ e[JUHUIIA, TO IIodeMy 6bI He M3BPaTUTDb CUCTEMY U He 3aCTaBUTD ee
TOKa3bIBaTh MUHMMYM BMECTO IIPOEKTHOIO0 MaKCAMyMa?

C pasButueM TexXHOJOru¥ «CMHUM CyI» BLIXOAUT K IpueMaM MeTadusu-
4yeckoro croppeanusma. IIpumepHo ¢ 2002 roga XyJo>KHUKY, U3 TPUO IIpe-
BpPATHBILINECS B KBAPTeT, IIOCTUTAIOT 3aKOHBI MOJ|eJIMPOBAHUS TPeXMepHOM
KOMIIBIOTEPHOM IpadMKA M MCCIeAyIOT IOBEeCTBOBaTeJbHDLIE CTPYKTYPEIL,
KOTOpBIe 3Ta rpaduka moposkaaeT. B TBopyecTse «CHHEro cymna» pasjddu-
Mbl gBe jguHUN. OfHa CBsI3aHA C WHTEPbepOM U TeXHUKOH («BecTH6omby,
«J1esIoH», «BbIXof»), Apyrag — c 6uomMopdHBIMU (akTypamMu («MyTb»,
«3emin», «Be3 Ha3BaHUs»). «Kackazy» camBaeT obe JMHUU: MapaZHasi JecT-
HUILIQ 3aTOINJIeHA BOAOM M0, PUTYAJIbHYIO IIePKYCCUOHHYIO MY3bIKY.

C TouKkHM 3peHUs CioKeTa 6irke BCEro K KOpIycy mpousBefieHuit «CuHero
cymay» 3peJsioro meprofia pacroJaraeTcs: TBopuectso Pere Marputta. B ero
KapTHHAX, Kak MPaBUJo, 6e3yCI0BHAsA (GUTYPATUBHOCTD COUETAETCS C Pajiu-
KaJIbHLIM HapyIleHreM KOHBEHIIN I0BeCTBOBaHUA. Tak 1 y rpymnbt « CUHUH!
CyI» 6e3ycJIoBHasl BHATHOCTD, NHTEJJIMTU6EIbHOCTD N306paskeHUsT CTaBsIT-
cs1 TIOZl COMHeHVe 0CO6eHHOCTSIMU €0 CTPYKTYPBL: Mbl BCE BUAUM (pacIio-
3HaeM), HO HIYero He MOHUMaeM. [laxke B paboTax, Ha3BaHHDIX TIOJYepKHY-
TO TPocTO («MyTb», «3eMJIN»), IPOUCXOASIIEee BHEUCTOPUYHO: ITyCTHIHHDIE
JIaHAMAMTBI MOTYT OTCHLIATD Kak K Fe0JIOTUYeCcKOMY IIPOLLTIOMY 3eMJIH, Tak
U K aOKATUITUYEeCKOMY byayIIeMy YesloBeueckol NUBUIN3ALUN. B To ke
BpeMsI 3¢ deKT peaIbHOCTY IOTPY>KAET 3PUTEJIS B OCTPOCIOSKETHOE «Cendacy,
He Haxofsillee Pa3psIKY B JIIO60M U3 BO3MOKHBIX COOBITH.
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MenancKycCTBO, KaK KaskeTCsl MHOTMM ITpakTUKaM HaIlpaBJIeHUs, OCBO-
603K1eHO OT HOPMAIUCTCKON pedIekKCHH II0 IIOBOJLY MaTepHuaja U I'PaHUI]
MIpou3BeIeHUs], IOCKOIBKY ITPO6JIeMbl YHUKQILHOCTH JKeCTa ¥ pPaboThI ¢ IIo-
BepXHOCTDIO 37leCh, Ha IePBLIH B3I, CHATLL. Ho B ciydae «CuHero cymar
MBI BUJUM, UTO 6e3 pa3rosopa 06 sMaHCUNIAIIUU (KUHO)sI3bIKa He O6ONTUCD.
XyIOKHUKY MCIOJIb3YIOT JIBe OCOBeHHOCTH LUPPOBOro pemecsa — Karta-
crpody (uymo) u memmo. CGI-3ddeKTol, Kak MIpaBUJIO, UCIOJb3YIOTCS IJIT
TOr0, YTOOBI CMOJIETMPOBATH MakCUMaJIbHO PeIMCTUYEeCKoe n306pakeHre
NPUPOAHON WJIM TeXHOIeHHOM KaTacTpodol. ITockoyibKy pabora ¢ mudpoi
NpeAmnosaraeT IPOrpaMMUPOBaHMe, ee BKHEeHIIUM 3JIeMEeHTOM SIBJISI-
eTCsl 3aKOJILIIOBAHHBIN alroputM. Buneo «CuHero cyma» IpefCTaBJIsSioT
HaM U KatacTpody, ¥ eI B YUCTOM BUJe, Kak peasu3alyio ClleHapHON
eIMHUIIBI BHE PAaMOK IepOMYecKoro IIOBecTBOBaHUS. BmecTo pusnueckux
OrpaHUYEHUN IJIOCKOCTH Y MaTepuy, CTOJIL 3a60TUBIINX TEOPETUKOB MO-
nepHU3Ma, «CHHUM CyIl» paboTaeT ¢ BpeMeHeM, OCBOHOKJasl ero OT JUK-
TaTa pacckaszyrKka. MITio3uss B YUCTOM BHZE IIepecTaeT ObITh WJIII03UEei.
UeM OHa B KOHIIe KOHI[OB CTAHOBUTCS — HMHTEPECHDIN BOIpoc. TyT MOKHO
06paTUTBCS K «KYTKOMY» Y ®pelija M BCIIOMHUTD, YTO «MOMEHT HeIlpeJ-
HaMepeHHOI'o ITOBTOPEHUS J[ejlaeT 3JI0Bel[UM TO, YTO B UHBIX OOCTOS-
TeJIbCTBAX COBEPUIEHHO 6€306MHO, M HaBS3bIBAET HAM MBICIbL O POKOBOM
U Hen3be>KHOM TaM, IZleé B MHDBIX O6CTOSITENIbCTBAX MBI ObI CKa3aJIu JIUIIb
0 KakoM-TO “ciydae’». 3a IpefejlaMM 4YeTKOTO BBLIXOJAa U, TaK CKa3aTb,
«ypoka» Buzeo «CUHero cyma» MpeACTaBisIoT coboil 3pesuiie 6ecKoHed-
HOT0 IpeAuyBCTBUSL. B 3ToM oHU 61mke XOoKycaro, abCoMIOTU3UPOBABLIEMY
BOJIHY B MOMEHTe ee HaWUBBICIIEN CUJIbI M YIpo3bl, C OFHON CTOPOHBI, HO,
¢ Ipyro#, 3adUKCUpPOBABIIEMY ee B MOHYMEHTATIbHOM, «3aCyIIeHHOM» CO-
crogauY. Ta KaTacTpodudeckas peaTbHOCTD, KOTOPYIO Mbl BUJIUM B KMHO U
y «CuHero cymar, U3Ha4aIbHO IIPOEKTHA, OTAAJIEHA OT HeIOCPeJCTBEHHOTO
onbITa. PakKTOPOM HAIIMX CUJILHENIINX ITepeKUBAHUM CTAHOBUTCS IIPABJO-
nozobue Kak TakoBoe, — U eCJIX OHO JJOCTMXKMMO Ha CTOJIb IPOJIBUHYTOM
YPOBHE, BCe UHBbIE CUCTeMDI N306pasKeHUs OKA3bIBAIOTCS 110/, COMHEHUEM.
JJaBHO M3BeCTHO, YTO co3eplasi GU3MOJIOTHI0 3KPAaHHDBIX IepoeB, Mbl UH-
CTUHKTUBHO HaIlpsiraeM Te ke MBIMILL, 9To ¥ oHU. CGI 3acTaBsseT Hac Ha-
MPSAIraTb MBIIIITBL, O CYI[eCTBOBAHUY KOTOPBIX MDI Jjake He IIOZ03peBaeM,
MBIIIIBI, BO3HUKAIONIVE II0CJIe JOJITHUX JIET TPEHUPOBOK C YIOTpebIeHueM
criericpeicTB. « CUHUY CyIl» KaTapCUYeCKU JIMIIAeT 3Ty BUPTYAJIbHYIO U bec-
YeJIOBeYHYI0 CTUXUIO IIOBECTBOBATeIbHOM BOJIM — JKYTKOe B ITpoliecce Ha-
6JII0/IeHNsI IIpeBpallaeTcsl B OpHAMeHTAJIbHOe, 3alUTY.

Barenmu JJvakoHos

X Elee 3 L]
4 & HIll HIll 1T
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Tpu >xenanus (2002), Otuét (1999), For Ever in the Wake of the Sun (1998), B uac 6easr (2000), Mute (1998), ITate 3Bé3a (2000)
Three Wishes (2002), Report (1999), For Ever in the Wake of the Sun (1998), In Times of Trouble (2000), Mute (1998), Five Stars (2000)
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Boixog (2005), BuneonHcTaLsinus / Way Out (2005), video installation
«Bectu6roanb (2003), Buzeo / Vestibule (2003), video




3ABUCLLUA CACNEHC

[Tpom3Benenus: «CuMHEro cyma» IPeACTaBJISIIOTCS 6JIarofaTHOM II0YBOM
IJIS. TIOMCKOB BCEBO3MOXKHDBIX KHMHeMartorpadgudeckux atosuil. TyT u
OTeueCcTBeHHDBIN apTXayc — OT AHApes: TapkoBckoro u Ajexces I'epmaHa-
crapiuero 1o AHzpes 3BSTUHIEBA, — KBUHTICCEHIIMEN KOTOPOro KaskeTcs:
rycroyl MeTapu3nIeckKuil TyMaH, B KOTOPOM TOHYT Joboe [elCTBUe U CIo-
>KeT. U rosmuByzAckye G3HTe3U C HAPHUCOBAHHBIMU Ha KOMIIbIOTepe JIeKopa-
OUSMHY, HEOXKUJAQHHO NPUBUBIIMMU KUHeMaTorpady Tpaguluy akaZeMu-
YeCKOM >KUBOIIVCH.

BmpoueM, BO3MOSKHO, CJIMIIKOM OUeBUAHLIE aCCOLMAINY C KUHO — TOJIBKO
0OMaHHDBIN MaHeBp Xy[O’KHUKOB. [IponsBeneHus « CMHero cyma» — 3TO CKO-
pee MHCTAJUIALNY, YeM BufeoduyibMbl. OHU IpefJjlaraioT 3aTsruBalolle
TIPOCTPAHCTBA, B KOTOpble ThI HeMeJIeHHO IIPOBAJIMBAENIbCsl, IIPOCTPaH-
CTBa, BLI3bIBAOIIVE >KeJlaHUe KCCIefoBaThb UX. Ho 3puTesib OKas3bIBaeTCs
3amepThbIM B HUX 6e3 Kakou-JIn60 BO3MOKHOCTU B3auMozencTBus. Hampu-
Mep, B TPUJIOTUY, TZe IepBOi cepued 6L «JuIeoH», — 6eCKOHeYHDbIe COo-
CTaBbI ¥ 0003bl, IIOJ] IO’KAEM U CHeroM Besylue II0 HOYHBIM Joporam He-
KU Heollo3HaBaeMbIH, a TOTOMY KaskKyIIUMCS CeKPeTHBbIM U BOEHHBIM I'py3.
Bo BTOpoi cepun «O3epo» — apXeTUIIUYeCKUM PYCCKUM Iens3ax, Ife He
TIPOUCXOUT HHUYEro, KpOMe eCTeCTBEHHON CMEHDLI OCBelleHUsl U belleHo-
ro HarHeTaHUs CaCIeHCa, KOTOPLIH, Ka3aJI0Ch, MOKET Pa3peIluThCsl TOIbKO
TIPEBOCXOISIIUM BOOGpasKeHUe YYIOM MU KAaTacTPO(O. 3aKIIOUNTeIbHAS
cepus «ObopoHa» cBoel UUPPOBON GakTypoy U baTaabHBLIM CIOXKETOM He-
U36€’KHO HallOMUHAeT KOMIIbIoTepHYIo Urpy. CaMa HeoIlpeZleJIeHHOCTb OT-
KPDbIBAIOIIENCsl KAPTUHDI CObJIa3HsIeT MacCOM CKPLITBIX 0 MOPLI 0 BpeMe-
HY ONIWHA. B BUPTYaIbHDBIN TYMaH TakK U XOUeTCsl YITTYyOUThCs, ITIOCTeIIEHHO
HCCIIeAysl TIOKA UTO OKYTaHHYIO TAHON MECTHOCTDb, METKUMU 3aJIITaMU pas-
[IeJIbIBAsICh C 3aTAaUBUIMMUCS BparaMu, KOTOPLIe IOCTPEIUBAIOT TaM BAAJIH.
Ho mpenBkyIineHve obeJOHOCHON BUPTYAJIbHOMN 6aTany 060pauUBaeTCs,
KOIIMapoM — M60 y 3puTesisi HeT HUKAKOM BO3MOXKHOCTH CTaTh II0JIb30Ba-
TeJIeM U BCTYIUTDb B 9TOT MUP, Ka3aJIoCh 6bl, CO3JAHHDBIN AJISI TOTO, YTOODI
CTaTb CILeHOM ero, 3puTesisi, TpruyMda. HrKakoro JKoNCTHKA IS CTPEJIbODI,
KJIABUII, TTO3BOJIIOMMX TO6POAUTD 110 3TOM TYMaHHOM IycTouy. 1 ckoyib
6bI JKUBOIIMCEH HU 6L UCKYCHO CO3AAHHLIN B KOMIIbIOTEpe Me3a’K, CKOJIb
TOHKOM HU 6bLIa 6bI IIPOpaboTKa HIOAHCOB eJle 3aMeTHO MEHSIOerocs
OCBellleHHs], CKOJIb 06 beMHBIM HHU ObL 6bI cayHATPeK, BMeCTO KeJlaHus Io-
JII060BaTHCSI STUM MeOUTATUBHDLIM JIAHAMAGTOM ThI UCIIBITHIBAEIIb TOJIBKO
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THeTylIllee YyBCTBO IIOJIHOrO 6eccuius. 6o 4To MoXeT 6LITh bosiee obum-
HBIM U 6e3Hafie’KHbIM, YeM HIpa, KOTOPasl OTKA3bIBAETCSI C TOGOI0 UIPaTh.
Bce BO3MOKHOCTH BBICOKOKJIACCHOM KOMITLIOTEPHON IpadMKH 3/eCh HC-
[I0JIb30BaHbI HE JJIST TOTO, YTO6BI CZeIaTh KApTHHKY NpefiesbHO MOApo6-
HOM U YeTKOM, HO, HalIPOTHUB, YTO6DLI CO3/1aTh IIPOCTPAHCTBO, O KOTOPOM, He-
CMOTpsI Ha BCIO ero 0O6MaHYMBYIO JOCTOBEPHOCTD, HEJIb3sI CKa3aTb HUYEero
oIpezieJIeHHOTO.

Pabora «Kackaz», BbI3bIBaeT YAUBUTeJIbHOe ollyleHue (GaTaaucTHIeckon
3aBOPO’KEHHOCTU — KOIZia Thl He B CHMJIaX OTOPBATDb B3IVISLJ OT MeZAJIeHHO-
MeJIJIeHHO Y HeOTBPaTUMO CTeKaloIlero 0 CTYIeHsIM II0TOKa He TO BOZDI,
He TO PTYTH, KOTOPLIY TOTO U IVISIIU CMOeT Tebs, HO Thbl BCeé PAaBHO OCTaelllb-
Cs1 CTOSITh, KaK BKOIIAaHHBIMN. «Kackazl» MOKeT HalloMHUTDL «IloTom» Buiia
Buounl. Tosibko y «CuHero cymnar, B OTJIMYKe OT aMePUKaHCKOIo Xy 0KHUKa,
9TOT 06pa3 He OTCLLIAET HU K KaKO¥M TPaJIUIMOHHON CHMBOJIKKe. Y BHOJIbI
IIOTOI O6PYIIMBAETCS Ha repoeB ero Bueo. Y POCCUNICKUX BULEOXYIOOKHU-
KOB TIOTOK T'PO3UT 3aTONUTb CTOSIEro Iepef SKpaHoM 3puTesis: «CUHUN
CyTI» CO3JaeT IIPOCTPAHCTRA, JAolIVe HeBePOSITHDLIN OIbIT ITOrPysKeHUs], HO
B TO ’Ke BpeMsI CJIOBHO ObI He CYUTAIOLINecs C IPUCYTCTBUEeM 3pUTeJIs.

Eme 6ojiee TpPeBOKHLIMU, HeKeJM IeM3a’KU, OKa3bIBAIOTCS HHTepbepbl
B paHHUX paboTax «CHHEro cyma» C UX OIIyIleHHeM IIOMIIe3HOM Ka3eHHO-
cty. OHU MOTYT HallOMHUTD PaboThbl 3HAMEHUTON HeMelKou HOTOXYHOXK-
Hunbl Kanauael Xédep, cHUMaoLled HepealdbHO 6e3siofHble My3eu, 6u-
6JIMOTeKY, TeaTphbl U MOKA3bIBaloIel UX He KakK IybJIMYHble MecTa, HO Kak
MIPOCTPAHCTBA BJIACTU: MU HeJIb3sI paclojaraThb, Iiepesl HUIMU HY’KHO 6J1a-
roroBeTb. Kak u ¢portorpaduu Xédbep, BUpTyanabHbIe IPocTpaHCTBa «CUHEero
Cylla» — MPOCTPAHCTBA (aHTU)yTOIUH, 3aCTaBISIOIME, KaK U ITeH3aXXU Ha-
Y4IHOU (HaHTaCTUKY, 3a4aBaTbCsl BOIIPOCOM O TOM, KakoBO, COBCTBEHHO, TBOe
MecCTO B TOM MHPe, KaK 3TOT MUPOIOPSIZIOK PacIIOpSAUTCS TO60M. ITyCcThIH-
HOCTDb CO3[aHHBLIX «CMHUM CyIIOM» JIOKQLIUM — OJHO M3 CBOMCTB CHOBUZ-
YeCKUX IIPOCTPAHCTB — CTOJIb Ke 6e3JII0JHLIMY 6bLIN YIUIBI U IJIOUAAN
Ha IMOJIOTHaX IpeJBOCXUTHUBILIETO CIOppeaau3M B KUBOIHUCH [IKOpAxKo Ae
Kupuxo. CBoe cHOBHEHME TPYAHO pa3fie/IUTh C JPYTUMHU. B 3TON MyCTLIH-
HOCTH Tbl YyBCTBYelIb Cebsl OAMHOKUM, 3allepPTbIM — HO B TO >Ke BpeMs
U IPUBUJIETHPOBAHHBIM: TOJIbKO Tebe JOCTyIeH 3TOT MHup. IMeHHO Takoe
HeIoJleJIbHO CHOBUAYECKOe YYBCTBO CJIAAKOT0 OLielIeHeHUs U BbI3bIBAIOT
Buzeo «CruHero cymay.

Hpuna Kyaux

SmresioH (2000), BUAEOUHCTA/LIALMS, 3ByK: James Welburn & Carlo Krug / Echelon (20006)

, video installation, sound: -james Welburn.& Carlo Krug

XVII



06opoHa (2007), BuneonHcrawisanus / Defence (2007), video installation



O3EPO-3EPO

...OHU 0ObIKHOBEHHO DeAqlOm HA 60CMOUHOL cmete Oblpy

U, K020a HYICHO, OMOMKHYE 3AMbIUKY ObLPbL, MOAIMCA 6 Hee HA 60CTOK.
3a amo npouue cmapoobpsdubl U Npo36asu ux «OblpHUKAMUY,

UAU «OBIPOMOASIMUY, UAU «U4LALHUKAMUY.

C. B. Byazakos. CnpasouHuk no epecam, cekmam U packoram

Pycckuit g3bIK MOpaskaeT CBOell MHOIOIPaHHOCTbIO M BMECTUTebHOCTDIO.
Hanpumep, 6asoBoe ¢uaocodckoe IOHATHE «HUYTO» CYIIeCTByeT XU Ha
YPOBHe OOLIAEHHOM peun: «IIyCTLIpb» Kak KOHKpeTHasl Tolorpadudeckast
e[JUHUI[A, B MY>KCKOM pOZle U Aa’kKe C KaKOW-TO XUTPOBATOM MY’KUIIKON
TIPaKTUYHOCTDLIO. Y ITycThIps MMeeTcs U MOP(OJIOruiecky 6JIU3KUM CHHO-
HUM JXeHCKOTI'O POJia: «IIyCTLIHDb», Y3KO-KeJIeHHOoro ymotpebieHus. CBoero
pona getkamu ITycToips u ITyCTLIHU SBJISIOTCS MHOTOYHCJIEHHDbIE F'eHUU
MecTa, U3/laBHa HaceJIFolye 0Te9eCTBeHHYIO JINTepaTypy: OT «KOTJI0OBaHa»
U «30HBI» 10 NMApOSUNHOrO «BacMIMCKOBA CKUTa», Ha IIOBEPKY OKa3bIBalo-
LIEerocsi eCTeCTBEHHBIM SIIePHBIM PeakTOPOM, BOKPYT KOTOPOI'o IOHSITHBIM
06pa3oM HCcue3aeT BCe SKUBOE.

Ecin B uTepaType IycToTa — 3TO MeTadopa, TO B U306pa3sUTeIbHOM HC-
KyCCTBe OHa IIpe/ICTaBJIsIeT CO60M OODBEKT I MeJUTAlIUN — I7ie, IO CYTH,
1306pasuTeIbHOe UCKYCCTBO Y HAXOOUT CBOM mpefesl. OTKPbITHEe MOCKOB-
CKOrO KOHIENTyajl3Ma COCTOUT B OOHApy>KeHUM 3a BHeEIIHel YyMO3pU-
TeJIbHOCTDBIO M TPAHCLIeH/IeHTHOCTDBIO ITyCTOTDhI ee BIIOJIHE OCS3aTeJIbHOM U
SMOILIMOHAJIBLHON CYIIHOCTH. IT03TOMY BMECTO «[j3eHCKOro» 6ejioro IBeTa
HCIOJIb3YIOTCS TeMHbIe KpackU AJIS MIOABe3[0B, B IPA3HOBATHIX OTTEHKAX
KOTODPBIX CJIBIIINTCS, IO CBUJETeIbCTBY Wby KabakoBa, 5K3UCTeHIUATIL-
HBIN y’Kac OJHOBPEeMEeHHO C «OCaHHOM». MejnrepmeHeBTbhI (rpynmna «UH-
criekiusa  “MeuLMHCKAs TepMeHTeBTHKA”»), aZelTbl IOMOPUCTUYECKON
WHTEepIpeTalyy, BLICTPAuBasl CBOM «IIYCTOTHBIN KaHOH», IPeIIoYIN-Taku
BepHYTbCsl K GesioMy IBeTy. Besblfi 1iBeT MUHHMaJIU3Ma HCIIOJIb3YeTCs
UMU Kak crenuduyeckas KpHOTeparusl TOM MpakobeCHOM TOIH, KOTOPYIO
npezncTaBiisgeT cobod pycckas Metadpumsuka. CBou TekcTnl [TaBen [Temmep-
IITeH WHTePIPETUPOBAT KakK CKOJIbKeHMe Ha KOHbKaX 1o 60JI0TY, IpeBpa-
I[eHHOMY MpPOHUeN B JIeAsTHOM KaTOK.

Y rpymnnbl «CHHUH CyIl» B TedeHUe MHOTUX JIeT MHTepechl TaKKe cOoCpefo-
TOYeHBbI B 06J1aCTH YeJI0BeUeCcKOro CO3HAHUS, ero NepLeNTUBHbIX BO3MOX-
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HOCTell U CIIOCOOHOCTHU K IIepe’KUBAaHUIO npocéemieHus, Kak UMeHOBaIach
OJlHA M3 UX PaHHUX paboT. B BuzeomHcTaanuu «O3epo» SMUILEHTp IIy-
CTOTBI ITOKa3aH B BHJE OKa Ha IIOBEPXHOCTU 3eMJIH, IIOKPBITOM CKYAHOM,
KaKoOW-TO TYHZPOBOM PAaCTUTEILHOCTBIO. MeajeHHO MeHseTcs IeH3ak, a
BMeCTe C HUM U OKO: BHauaJsle 3TO 03epo, 3aTSIHYyTOe JIbZOM, Ha IOBepXx-
HOCTU KOTOPOI'O OTpa’kaloTcsl 6epe3ky, 3aTeM 3epKajbHYI0 ITOBEPXHOCTb
CMEHSIIOT TeMHble HelIpo3pauHble BOADI, a IOTOM BAPYT 03€pO CTAaHOBUTCS
JABIPOM C TeHbIo, afjaollel BOBHYTPb. OKO, Kak Kajel0CKoI, KOHCTPYUPY-
eT pa3/INYHble COCTOSIHUS YeJIOBEeUeCKOr0 CO3HAHUS: PALIIOHAJIUCTUIECKYIO
TBepAOCTb U SMOIIMOHAILHLIN TPeIeT, YeTKYI0 petIekCcHio U cocTosiHue de
profundis — «/3 ry6uH B3bIBaio K Tebe, [ocmonmu...».

B TO >Xe BpeMsl 3TO SIBHAsl KOMIIbIOTepHasl aHMMaIus, 6e3 Kakoi-j1ubo Imo-
MBITKA MPUOIU3UTL U306pakeHMe K dororpaduu. CiemoBaTesbHO, HET
HHKaKOr'o CMBICJIA IIBITAThCS HAWTH BHEIOJIOKHDIN U306paskeHUI0 IPoob-
pas, IPaKTHKOBATL KOHTEKCTYAJILHDLIM aHAIW3, MMeHyeMbli BapToM Kak
Studium. He3aueM omacaTbcsi u 607e3HEHHBIX YKOJIOB, KOTOpble GpoTorpa-
husT MOXXeT HaHeCTU CMOTPSIIeMy: HUYero 3Toro He 6biAo, pa3roBop He 06
UMeBIIeM MeCTO, a O Mecme Kak TakOBOM. MecTo, CUHTYJIIPHOCTL Ha 6e3-
6pesKHOM IMOBEPXHOCTU — 5TO HEKUM 0006IeHHDbIN TUII NHIUBUAYAIbHOTO
co3HaHUs. BaxkHO, 4TO B BuZeo «CUHero cyma» 3epkajo (03epo) JIEKUT I0J
YIJIOM, ¥ MBI IIOJIy9aeM KOCBEHHOE BBLICKa3bIBaHUE O CIIOCOGHOCTSIX YesIo-
BeYyecKkoro pasyMa, XOJIOAHOe U OTCTpaHeHHOe HCCJIefJoBaHUe, B KOTOPOM
MaJIO Yero OCTajJoCh OT y>Kaca UJIM MPOHUU COBETCKUX BpeMeH.

Ho B TO ke BpeMs JIIOOOMIBITHO, YTO IS IIPOEKIIUU CBOeN NbIpbl « CUHUMT
CYTI» UCIIOJIb3yeT ITOBEPXHOCTD IIpeKpacHeuel 6e10i CTeHbl BLICTaBOYHO-
ro MpOCTpaHCTBA. Y AOCTUrHYTas: HAacTOsIAsl eBpoIerickasi 6esin3Ha BHOBD
pro6bpeTaeT ryjakyio 6e310HHOCTD.

Eszenus Kukodse

03epo (2007), BuseOnHCTa/LIALYS, 3BYK: James Welburn & Carlo Krug / The Lake (2007), video installation, sound: James Welburn & Carlo Krug
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yTOonua AEMCTBUS. HORS TEXTE U TPAHCOOPMALIUSA BU3YAJIBHOTO

Vpes: paboT «CuHero cyma» 3aKkjIioueHa B IIPOCTON (GopMyJie: CTaTHKa, OU-
HaMUKa, MOHTaX, JUHAMHUKa, CTaTHKa. 3allUKJIeHHOe COCTOSTHUe N306paske-
HUs, Yepe3 KOTOpOe IIBbITAIOTCS NMPOPLIBATHCS MOHTa’KHDbIE BO3MOKHOCTH
B YCJIOBUSIX HOBOT'O LIUPPOBOro UCKYCCTBA. B 3TOM CMBbICJIe MOXKHO BCIIOM-
HUTD CJIOBa PaHChbepa, KOTOPBIM ompefesseT Jioboe Mpou3BeeHue UCKYC-
CTBa Kak MOHYMeHT okufjaHus. C 5TUM MOHYMEHTOM OXXUZaHUS U pabo-
TaeT rpymnmna «CUHUN CyTl», co3/laBas CKyJIbITYPHO-AUCKPeTHO-TIOABIKHYIO
KOMITO3UIIIO, I7le IBIDKeHNe U AWHAMUKY CO3/IaeT B OJHUX CJIydasx He-
3aMeTHDBIN 06beKT, B APYTUX — OAWH U3 IJIaBHBIX IIPeMeTOB HJIX IIepco-
Ha’Kel KOMIIO3UIIMU. B HeKOTOPOM CMBICJIe 3TO SIBJISIeTCS UJIIO3Uel Ul
AQHAJIOroM KapTHHLI, U BOCIPOU3BeZieHNUe STOT0 BHYTPEeHHEero MOHTaXa,
KOTOPBIN, Kak MpaBUJIO BCerZa IPUCYTCTBYeT B paboTax rpymnnbl «CHHUMN
CYII», — 3TO BO3MOJKHOCTD IIPY ITOMOIIX 3peHHUs OTceKaTb U BOCCTaHaBJIH-
BaTb OTAeJIbHble BpeMeHHble HappaTUBHbIe SIINU30/bI 1eNCTBHS.

YCI0BHDBINM HappaTUB U B HEKOTOPOM CMBICJIe ero arpeccusi, KOTOpyIo IbITa-
I0TCSI TIPEOZI0JIeTh XYNOKHUKHY, SIBJISIIOTCS JIMHENMHOM IepCIeKTUBOM, a 9MO-
LMOHAJIbLHBIN COBUT, HapylleHNe, Korfja reoMeTpUs. U KOMIIO3ULNs, IIpeji-
JIOKeHHDbIe B HEKOTOPBIX paboTax «CHMHero cyma, paspyIaloTcs 3a cdeT
ApPXUTEKTYPHOIO CMeIeHusl, — 3TO cdepuyeckas IepcrekTuBa. B Touke
WX CONPHUKOCHOBEHUSI BO3HUKAET OIpefle]IeHHbIN 3((eKT, TOYHO BOCIIPO-
U3BeJleHHbIN B pabote 2005 roga Way out. 9To amored cacmeHca, KOTOPbIi
CcTpouTcs Ha 3¢deKkTe TaKTUUECKOro BUAEHUS: U306paskeHHe (aKTHUUecKu
SIBJISIETCS] BU3YQJIbHOM (asIbIINBKOM, OHO IIpeIBOCXUINAET 3pUTeIbCKoe
OXHiaHue, HO He BCerZa C HUM COBIIaJIaeT. 3pUTeJIb KIeT Kakoro-To fei-
CTBUSI (KOTOPOe TaK ¥ He COBePUIAeTCsT), U HeOKUAAHHO 1S cebs HaunHaeT
paccMaTpUBaTD U «OCBaUBaTby» IIPOCTPAHCTBO 3TOTO MBICJUMOIO AeHCTBHUS.
TeM caMbIM pa3pyHIAIOTCS 3pUTeIbCKUe OKUAAHUS U PACHIATLIBAIOTCS BCe
BHU3yaJIbHbIe TPAeKTOPUU. 3pUTesIb B 3TOM IIOJIOKeHHU OCTaeTcs 3a Ipee-
JIaMU BO3MOXKHOM MHTepIIpeTallly. ITO BOOOIe OTAeJbHDLIN BOIIPOC: CTOUT
JIY MHTepPIIPeTHUPOBATh paboThl rpynnbl « CHHUN cyI»? FIX OCHOBHAsI GyHK-
nUs — BTSTUBaHUe B U306pa’keHHMe MOHOTOHHOCTDLIO JeNCTBUs. BHavae
OHU IPUIVIANIAIOT K MOJIUTBe B pabore In time of trouble, 1 Bbl HEBOJILHO
4uTaeTe Herymyio cTpoky. IlepBoHauaIbHOrO U306pasKeHUsI IIPU 3TOM AJIS
3pUTeJid He CyIIecTBYeT — OHO IlepeflaHO MallKHe JeMCTBUM U 06pas3os,
CyllecTBYIOIIel B IpaHUIIaX IOCTOSSHHOIO U TOTAJILHOTO IIpoliecca Cybbek-
TUBALUU U300pakKeHUs U ero GpeTUII3aluu.
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deTuur — 3TO TOXKe OJHO U3 ycaoBUN rpynnbl «CUHUN cym». OTYeTIUBOE
MBIIJIGHWE B PaMKaX M306pa’keHUN BcerAa IpeJnoJjiaraeT MBICHIH, yKe
KeM-TO CpOpMYIMPOBaHHbIE, — MBI IOJaraeMcsi Ha IaMsTh U B HEKOTO-
pOM CMbICJIe Ha IpUpoAy pasyMa. [IpocTble MU3aHCIeHDbI U YCI0BHDIN Hap-
paTUB Kak pa3 1 NpeAIoaraloT 3Ty UMHUTALMIO NaMATHA B M300pa’keHUSIX.
Ho u3obpaskeHne He Bceraa sIBJIseTCs GaHTa3MOM, YUCTHIM MeCTOM BOO6-
pa’kaeMoro CUMBOJIMYECKOro, IOCKOJIbKY OTCYTCTBHE KOHKPETHOTO 06hek-
Ta, 33/1al0IIeTro JAeCTBYe B 3TOM BU3YyaJIbHOM TeKCTe, CaMo II0 cebe sIBJIseT-
cs1 U306pakeHueM, U306paskeHreM-TeJIOM WA U306pakeHneM-(heTHIIeM.
U rpynna «CHHUN CyIl» TOBOPUT, YTO 3TUM H306pa’keHHMeM Bcerga HyK-
HO ¥ MOXHO 061ajaTb. JII060Bb K ¢deTuiny, GpeTUmusanus JOCTUTAeTCs
He CTOJIbKO ObpalleHHeM 3TOM KOHCTPYKLIMM HMHGOPMaIMOHHOIO IIyMa,
CKOJIBKO CKOpee Ilei3a’keM HOBOI'O BpPeMEeHH, Mel3a’keM BHe BpeMeHH,
nemnsakeM, SBJSIOIIAMCS aHAJOIOM HEKOel HOBOM CUCTeMBI IIpe/CTaB-
JIeHUH, U306paskeHnil, BU3yaIbHbIX TEKCTOB, KOTOPYIO XYAOXKHUKH BCeraa
TozBepralT COMHEHHUIO.

Teopop AZOPHO TOBOPHUT O TOM, YTO «IVIyOUHHDIE CJIOU OIIBITA, JIeKallue
B OCHOBE MOTHBOB, ABMXYIINX MCKYCCTBOM, POACTBEHHDLI MaTepHalbHO-
npeMeTHOMY MUPY, OT KOTOPOI'O IIPOU3BeIeHUs CTAPAIOTCSI OTHAIUTLCS».
IMoygaeTcs: cTpaHHasl AUHAMUYeCKasi CUCTeMa: C OJHON CTOPOHBI, MakKCH-
MaJIbHasl IPUBEP>KeHHOCTD K CUCTeMe MaMsITH U K IIpeIMeTHOMY MUpY, a
C Ipyrou — 6eckoHeYHOe HelpeoJoJIIMoe JKeJlaHue OTeJIeHHusI OT Hero.
VIMeHHO 3Ta HEBO3MOKHOCTb U OIlpefiesisieT IOBefeHUe XYAOKHUKOB,
KOTOpble BCera CAWUIIKOM CHJIbHO IIPUBSI3aHbI K 06bEKTY — K ero Bellle-
CTBEHHOCTH, K TOMY, YTO OHM MOTYT M306pakaTb HEOUeBUAHYIO IIPUPOAY
obbeKTa.

STOT MOTHUB BakeH AJIs rpynnbl « CUHUN cyT». OHM KOMIIMJIAPYIOT KIacCH-
Jeckue, bbITOBbIE MJIM apXeTUIINYeckre 06pasbl, IoIyvasi 06 beMHDI 3HaK.
Ho mOCKOJIbKY 3TOT 3HaK CYIIECTBYeT B paMKaxX TaK Ha3bIBaeMbIX HOBLIX
MeJ[¥ia, TO OHU INIePeBOPAYMBAIOT BO3MOXKHOCTH TUX MeZHa, BO3Bpaliast
X B TPAJUIUIO MaMSTH U TPaAUIUIO0 3HaHWUS, I7e, o ciaosaM [lekapra,
«5I He MOT'Y COBIIaJlaTb». 9Ta BO3MOKHOCTD COBIIaZileHHUs BaXkKHa Kak oIlpefie-
JIeHHasl )KepTBeHHasl 1epP30CTb, KOIZja YNCTOe MbIIIeHNe, IOMHOKEHHOe
Ha O4YeHDb IIPOCTYI0 WJel0 M306pa’keHUs, MaMsTb U IPUPOJAY pasyMa Xy-
JIO’KHHUKA U 3pUTeJIsl, Y KOTOPOro KyIHpPYeTCs CHUCTeMa HMHTepIIpeTalluy,
B KOHEYHOM CYeTe BOBJIEKAeTCSl B OOBEKTUBHBLIN PasyM H306paskeHUsl.
«CHHUI CyI» UCTIONb3YeT 3TY BO3MOKHOCTb O6beKTUBHOIO PasyMa, KakuM

JUJIsT TPYTIIB SIBJISIETCST IMTOTOK MH(GOPMAIMM U BKJIIOYEHHOCTb B 3TO H30-
6pakeHne yesioBeKa. ['pynmna «CHHUI CyI» CyLIeCTBYeT B 9TOM IIPOCTPaH-
CTBe OTAQJIeHUs 3PUTeNsl M U306pakeHUs], KOTOpoe OHU IIpeAJaraioT IJIs
HeBO3MO>KHOM MHTepIpeTauuy. [ HuX 06 beKTUBHBIN pasyM abcosioTeH
U OAHOBPeMEHHO JIOXKeH, IIOTOMY YTO XYIOKHUKY HUCIIOIb3YIOT ero B Kage-
cTBe 6e3yCJIOBHOM IPHUPOALI 3pUTEIBCKOrO pa3syMa, KOTOPLIM CMOTPUT Ha

Mertens (2008-2009), BueonHcTa/IANMS, 38yK: James Welburn / Blizzard (2008-2009), video installation, sound: James Welburn

5T BOCIIPOM3Be/IeHHbIe HZleabHble Mef3aku, PyKOBOACTBYSCh COBCTBEH-
HOM NaMATBIO, a 3HAUUT, MIIET B paMKe 3TOr0 M306pa’keHusl COBIa/leHuUs
JBYKEHUM, apXUTEKTYypbl AelcTBUNA. akTUIeckn — BOCIPOM3BOAMT pac-
IIMPEHHOEe COCTOSHUE JeHCTBUS.

Kapuna Kapaesa




MYTb B rojioBY

I'pynna «CuHUN CyIl» 4allle BCEro 3aHMMaeTCsl TeM, 9YTO OTBOEBbIBaeT JJIs
YHMCTOTO MCKYCCTBA TEXHOJIOIMH, MCIOIb3YIOIYecs: B UHAYCTPUMU pa3BJie-
yenuii. KopoTkue Bufeo «CHHero cyma» — 3TO, Kak IIPaBHJO, IpeAeIbHO
peanucTudHasi 3D-aHUMaNus, Ie CTaBATCS U PEeMIAloTCs IJIacTAYecKue
BOIIPOCBI, — 3KpaH, IJIOCKOCTb, GUTrypa, ABUKeHHe B Kagpe. T MeTo-
bl TPYIIIA MCIOJIb30BaJIa U B paHHeH, IpefleIbHO CXeMaTUYHOM paboTe
«IJeHTp», U B 60JIee SMOLMOHAIBLHLIX «BecTubiose», «O3epe» 1 0CO6eHHO B
caMoil M3BeCTHOM paboTe «Be3 HasBaHUs» (MOpCKasi TyIIa U ejle Pa3JIndu-
MBI Bogopaszed). [IoxokuM ob6pa3oM mocTpoeHa U «MyTb». 3D — 3To He
TOJIbKO ToUBYA U crienl3dPeKThl, HO XU HOBble BO3MOXKHOCTH BOCIIPHUSITUS
TIJIOCKOCTH U ee BBbIXOZA 3a CO6CTBEeHHbIe IIpeieJibl (KOTOpble, Kak U3BeCTHO,
BCero JIMUIDb WJIJII03US).

TTonobHbBIe IIaCTUYeckKre MeTOAbI MO3BONSIT «CHHEMY CyITy» KOHCTPYH-
poBaThb B MX paboTax MPOCTPAHCTBA, HafleJleHHble 0COOLIMU KadecTBAMU.
C o HO¥ CTOPOHDI, OHY IIpeJieIbHO peaIuCcTUYHLL Kak B «O3epex: Jiec, CBUH-
110Boe Hebo, bepe3ku. M TyMaHHasi AoluHA B «O6opoHe». OTU men3aku
y3HaBaeMBbl, UX MOXHO 6bLIo 6Bl [ja)ke HasBaTb POAHBLIMY, HO OHU — Ha-
purcoBaHbL «CHHHUH CyII» BOCIIPOMU3BOJUT JI0ObIe IeTald HaCTOJIbKO TOYHO,
YTO IpoIle 6bLIO 6bl, KOHEYHO, IIOUTH U CHATDL TOT JKe Iel3aX rae-Hubyab
B COTHe KMJIOMeTpoB OoT MockBbl. Ho 6i1arogapsi NCIONIb30BaHUIO aHUMa-
LY POXKIAeTCsl HeO6XOOUMDIN MapafioKC: STU ITeH3a’ku Ha CaMoM JeJle He
CYIIeCTBYIOT, OHU — KOHCTPYKT, IO CYTHU abCTpakius. MakcuMabHas pea-
JINCTUYHOCTD U Y3HaBAeMOCTb 060pavyMBaOTCs OLlyIleHueM HepeaJbHOCTH
U TauHCTBeHHOCTHU. [Tel3aku «CuHero cyrna» BOCIPUHUMAIOTCS He Kak Cy-
IIeCTBYIOIIKe 37eCh U ceildac, HO KakK peaJbHOCTb BoobpakaeMas, faHHasi
B OIIYILIeHUSIX.

Taxast KOHCTPYKI[US OTChLIaeT K paboTe CHOBHAEHUM, B KOTOPBLIX peajb-
HOCTDb (ecJIM HCIOJIb30BaTh TepMuHosoruio JKaka JlakaHa) IpesicTaeT Kak
06pas, OTpakeHHBIN B 3epkajie. OTO y>Ke He peasJbHOe, HO BCe-TakU y3Ha-
BaeMoe. MOXHO BCIIOMHUTD U TepMUH Ppelifia «<’KyTKOe», ¥ «OCTpaHEeHUEe»
IIIky10BCKOTO (0 COMMIKEeHUU STUX HMOHATUM Nucaj Mwuxawa Smnmreiis). To,
4TO NpenbsBieHo B paboTax «CuHEro cyma», OCHOBAaHO Ha IPUBLIYHOM U
U3BEeCTHOM (Kak Ta >ke TyMaHHasl JIOJIMHA), HO BbI3bIBaeT OILIyIIeHHe JKyT-
KOro. 3TO CKOHCTPYHUPOBAHHOE IIPOCTPAHCTBO OTKPLITO AJISI MUCTHUYECKOTO
OIIBITa: KYTKOe — 3TO y3HaBaeMoe, HafleJleHHOe YepTaMy HeBO3MO>KHOCTH.
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O3epo B ONHOMMEHHON paboTe BAPYT HauMHAaeT U3JIydaTb GeJblil BCeIlo-
IoLAloMY cBeT, B «O6opoHe» cpell TyMaHa 3BydaT HeBeIOMO KyZa Ha-
TIpaBJIeHHDbIE BLICTPEJILL.

«MyTb», Ha NepBLIN B3IJIAZ, MPOAOJKAET JIMHUIO «KYyTKOro», HO U306pa-
SKeHHOe 371eCb HeJib3sl Ha3BaTb y3HaBaeMbIM. YTo 3To? [Tecok moJ ToJleit
BOZBI, IPOHU3AHHOM cBeTOM? Wty KocMuveckuit lauamadT? Ho BO3MOXKHO
JI YBUJETDb 5TOT IeM3a’K WM ero MOXKHO TOJIbKO BOOGPAasuTb, IpeJcTa-
BUTH? Kak ckasas ofuH U3 MOCEeTUTEeJeM BbICTABKU, 3TO MOXKET 6bITh BCe
4yTo yronHo. Hey3HaBaeMoCTb 37eCh Ba’KHA NPUHIWNIHNAILHO: OHA IIpel-
CTaBJIsIeT KOHKPeTHDBIN 06pa3 Ha 3KpaHe Kak Bcé u cpasy. Cepo-Oypbiit BT
3acacbIBaeT BCe BO3HMKAIOIINeE 06pasbl, U AJIs1 U306pakeHUs: STOro Ipoliec-
ca Kak HeJb3d Jiydlle IoaxofauT 3D. MyThb «CuHero cyma» — 3TO y>XKe He
IIPOCTO >KYTKOE U BbITeCHeHHOe. MyTh — 3TO caMa 06J1acTb BLITeCHEeHHOTO,
3TO, COBCTBEHHO, U eCTb 6ecco3HaTeIbHOe, Kak ero TOJbKO U MOKHO 6bLIO
U306pas3uTh.

M306paskeHue 3TON MyTH, IaHHOe B 3D, FOBOPUT caMo 3a cebst. PaboTor «Cu-
Hero CyIla» IPeKpacHbI Kak pa3 TeM, YTO YeCTHDI U Cpa3y NpebsBIISIOT BCE,
YTO y HUX eCTb: BOT BaM MYTb, BOT 3D, BOT OUKU — CHUJIUTE U CMOTpPUTe.
Ho ecTb 4TO-TO CMMBOJIMYECKOe U Aake HEIPUATHOe B TOM, YTO 3Ta MYTb
UMeeT TakOW NMPOTUBHLIN LIBET U YTO 3pUTeNIU [eUCTBUTEeJIbHO CAIATCS U
CMOTPSIT, IOIPY>KasiCh B CEPO-6ypyio Maccy.

Enrena Hugenxo

MyTb (2014), Buneouncrawisanus / Murk (2014), video installation



ANTHROPIC VALUES: LANDSCAPE IN THE AGE OF CGI

The quality and effect of reality in the works by the group are updated in
parallel with the release of ever more realistic computer games and films
with CGI effects, and in this regard, Bluesoup exists in the logic of progress
in microchips, keeping pace with advances in rendering. The group began
with computer animation, presenting the processing of information and new
means of working with depiction as signal systems in the spirit of the post-
war abstraction of Yury Zlotnikov and Dmitry Plavinsky. In these semiotic
studies, however, the optimism of the technological revolution era and the
archaeology of signs is being replaced, fully in the spirit of the times, by
irony, which has emerged as a result of the accessibility of information
and its unification via coding. Bluesoup’s earlier works are hacker attacks
on meaning rather than on code. If zeros and ones lie at the basis of the
transportation of data, then why not pervert the system and force it to
display the minimum instead of the projected maximum?

With the development of technology, Bluesoup has opted for the techniques
of metaphysical surrealism. From around 2002, the artists, having grown
from a trio to a quartet, came to a comprehension of the laws of modelling
three-dimensional computer graphics and began to research the narrative
structures these graphics had given birth to. Two lines may be distinguished
in the oeuvre of Bluesoup. One is connected with interiors and technology
(Vestibule, Echelon, and Way out), and the other with biomorphic textures
(Murk, Untitled, and Untitled). Cascade merges the two, as a grand staircase is
submerged in water to ritual percussion music.

From the point of view of subject, the works of René Magritte come closest
of all to the corpus produced by Bluesoup. In his pictures, a conventional
figurativeness is, as a rule, combined with a radical breach of the
conventions of narrative. The conventional distinctness and intelligibility
of depiction of Bluesoup are likewise placed in doubt by the peculiarities
of their structure: we see (recognise) everything, but understand nothing.
Even in the works whose titles are most emphatically simple (Murk and
Lands), that which takes place is ahistorical: the deserted landscapes might
refer equally to the geological past of the Earth or the apocalyptic future
of human civilisation. At the same time, the effect of reality immerses the
viewer in a suspenseful ‘now’ that finds no relaxation of tension in any of
the possible events.
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Media art, as it appears for many practices of this tendency, is freed of the
formalist reflection on material and the boundaries of a work, in so far as
here the problems of uniqueness of gesture and surface work are, at first
glance, removed. Yet in the Bluesoup case it is clear that we cannot do
without the conversation on the emancipation of (cinema) language. The
artists employ two traits of the digital craft; the catastrophe (or miracle)
and the loop. CGI effects, as a rule, are used for this to model the most
realistic possible depiction of natural or technogenic disasters. As work with
the digital supposes programming, its most important element is the looped
algorithm. Bluesoup’s videos present us with both disaster and the loop in
its purest form, as a realisation of a unit of scenery outside the framework of
heroic narrative. Instead of the physical limitations of planes and materials
that so grieved the theoreticians of Modernism, Bluesoup works with time,
liberating it from the dictates of the storyteller. In its pure form, illusion
ceases to be illusion.

What ultimately is to become of this is an interesting question. Here we
might look to Freud’s “uncanny” and recall that “this factor of involuntary
repetition which surrounds with an uncanny atmosphere what would
otherwise be innocent enough, and forces upon us the idea of something
fateful and inescapable where otherwise we should have spoken of ‘chance’
only.” Beyond a clear way out and, so to say, a ‘lesson’, the videos of Bluesoup
present a spectacle of endless foreboding. In this, they are close to Hokusai,
making the wave absolute in the instant of its greatest power and menace,
on the one hand, but fixing it, on the other, in a monumental “desiccated”
state. That catastrophic reality which we see in cinema and in Bluesoup
is designed from very start, and distanced from immediate experience.
Authenticity as such becomes a factor in our most powerful experiences, and
if itisachievable on such an advanced level, all other systems of depiction fall
under doubt. It has long been known that, when beholding the physiology of
on-screen heroes, we instinctively tense the same muscles. CGI forces us to
contract muscles whose existence we never suspected, muscles that appear
after long years of training with the use of special substances. Bluesoup
cathartically divests this virtual and uninhabited element of its narrative
will — and the uncanny is transformed, in the process of observation, into the
ornamental, into a defence.

Valentin Dyakonov

Be3 Ha3Banus (2009), Buneonncrawisanus / Untitled (2009), video installation
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HANGING SUSPENSE

The works of Bluesoup group offer fertile soil for seeking all manner of
possible cinematographic allusions. Here we have Russian art-house - from
Andrei Tarkovsky and Alexei German the Elder to Andrei Zvyagintsev - the
quintessence of which seems to be a thick metaphysical fog in which any
action or subject drowns. And there we see Hollywood fantasy, too, with CGI
decorations, that unexpectedly enriched movie-making with traditions of
academic painting.

Admittedly, it is possible that the associations with cinema are too obvious,
and only a deceptive manoeuvre of the artists. The works of Bluesoup are more
installations than video films. They present absorbing spaces in which you
are immediately submerged, spaces that summon up a desire to investigate
them. But the viewer ends up locked in them without any possibility for
interaction. For example, in the trilogy whose first episode was Echelon we
see endless convoys and wagon trains, leading off along night roads under
rain and snow, bearing some unrecognisable and thus seemingly secret
load of military nature. In the second episode, The Lake — an archetypical
Russian landscape, in which nothing is happening apart from the natural
change of light and a maddening weight of suspense which, it appears, can
only be resolved by the transcendent imagination of a miracle or disaster.
The concluding episode, Defence, inevitably reminds one, through its digital
texture and battle subject, of a computer game. The very undefined nature
of its opening picture seduces with a mass of hitherto concealed options.
You really do want to penetrate this virtual fog, investigating step by step
the location that has so far remained mantled in secrecy, engaging in
gunfight with the hidden enemies who are shooting at you from afar. But
the foretaste of a victorious virtual battle unravels into a nightmare - for
the viewer has no possibility of becoming a user and entering into this
world that was seemingly created in order to provide the backdrop for his
triumph. There is no joystick to shoot with, and no keyboard to enable you
to wander through this misty wasteland. And however skilfully crafted the
computer-generated landscape is, or however rich the soundtrack might
be, instead of a desire to admire this meditative terrain you feel only an
oppressive sense of total powerlessness. For what could be more offensive
or hopeless than a game that refuses to play with you? All the possibilities
of high-class computer graphics are made use of here, not to make a picture
of extreme fidelity and precision, but for quite the opposite; to create a
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space about which, despite all its deceptive verisimilitude, nothing definite
can be stated at all.

The work Cascade prompts an astonishing sensation of fatalistic fasci-
nation - wherein you are unable to tear your eyes away from the snail-slow
and inexorably flowing torrent of what might be water or mercury, and
which at any point might wash you away, though you nevertheless remain
standing there, as though embedded in it. Cascade might be reminiscent
to some of Bill Viola’s Flood. With Bluesoup, however, this image does not
refer to any traditional symbolism as it does in the case of the American
artist. Viola’s deluge bears down upon the heroes of his video. That of the
Russian video artists threatens to rush upon the viewer standing before
the screen: Bluesoup creates a space that conveys an incredible experience
of immersion, while simultaneously seeming not to take any notice of the
presence of the viewer at all.

Even more disturbing than the landscapes are the interiors of Bluesoup’s
earlier works, with their sense of pompous formality. They may remind
one of the works of the prominent German photo artist Candida Hofer, who
photographed unreal empty museums, libraries and theatres, showing them
not as public places but as spaces of power: they cannot be mastered, and
before them we must express our veneration. Like Hofer’s photographs,
Bluesoup’s virtual spaces are space of (anti-)utopia, forcing us, like the
landscapes of science fiction, to question our place in this world, and how
this world order disposes of us.

The unpopulated aspect of the locations created by Bluesoup is one of the
properties of dream space - the streets and squares shown on the sublimely
surrealist paintings of Giorgio de Chirico are just as deserted. It is difficult to
share our dreamt experience with others. In this emptiness you feel lonely
and locked-in, while simultaneously privileged: this world is accessible to
you alone. And it is precisely this unalloyed dreaming sensation of sweet
slumber that the videos of Bluesoup call forth.

Irina Kulik

Be3 Ha3BaHus (2010), BuneonHcrawsnus / Untitled (2010), video installation




OZERO-ZERO - 'LAKE-ZERO'

..they usually make a hole in the eastern wall and, when necessary,

on having taken out the bung blocking this hole,

pray into it towards the east. For this, other Old Believers have termed
them “holers”, “hole-prayers”, or “crevicers”.

S. V. Bulgakov. Guide to Heresies, Sects and Schisms

The Russian language is striking in its multi-faceted and capacious nature.
For instance, the basic philosophical notion of “nothing” also exists
on the level of everyday speech: the pustyr or “wasteland” is a specific
topographical unit, of masculine gender and even a certain cunning male
practicality. Pustyr has a morphologically close synonym of the feminine
gender: pustyn, with a narrow monastic usage. The numerous genii loci
that have long inhabited Russian literature feature as the peculiar children
of Pustyr and Pustyn: from Platonov’s Foundation Pit and the ‘Zone’ in the
Strugatsky brothers’ Roadside Picnic to the parody of Akunin’s ‘Vasilisk’s
Hermitage’, in actual fact a natural nuclear reactor, around which all living
things understandably perish.

While the wasteland of literature serves as a metaphor, in depictive art it is
represented as an object for meditation - and is the place where, in essence,
figurative art finds its limits. The discoveries of Moscow Conceptualism
consist of the revelation of the fully palpable and emotional essence
behind its external cerebralism and transcendental emptiness. This is why
dark paints are used for communal hallway areas, instead of the white
of Zen philosophy, where dirty shades are used in which, according to
Ilya Kabakov, existential horror can be heard as well as “hosannas”. The
Medical Hermeneuts (of the Inspection ‘Medical Hermeneutics’ group),
as adepts of humoristic interpretation, preferred all the same to return to
the colour white when setting up their “canon of emptiness”. They use the
white colour of minimalism as a specific cryotherapy for that obscurantist
quagmire so prevalent in Russian metaphysics. Pavel Pepperstein has
interpreted his texts as skating across a swamp that has been transformed
by irony into an ice rink.

Over the course of many years, the interests of the Bluesoup group have
also concentrated on the sphere of human consciousness, its perceptive
capabilities and capacities for experiencing lucidity, as one of their earlier
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works was entitled. In the video installation The Lake, the epicentre of
emptiness is shown in the form of an eye on the surface of an area of land
covered in stunted tundra-like vegetation. The landscape slowly changes, and
with it the eye: at first this is a lake, frozen over and reflecting on its surface
the surrounding birch trees, then a mirror succeeded by dark murky waters,
and then suddenly the lake becomes a hole with dark shadows deepening
towards the interior. The eye, like a kaleidoscope, constructs differing states
of human consciousness: rationalist firmness and emotional tremor, clear
reflection and the state of de profundis - “Out of the depths have I cried unto
thee, O Lord”.

At the same time, this is an obvious computer animation, without any
attempt having been made to approximate photography. As a result, there
is no sense in trying to find an external prototype for the depicted image,
or to practise the kind of contextual analysis that Barthes named Studium.
There is no need to fear any of the hurtful jabs that a photograph might
give the observer: none of this ever was, and the conversation is not about
that which has had a place, but about place per se. Place, a singularity in a
boundless plane, is a kind of generic type of individual consciousness. It is
significant that, in Bluesoup’s video, the mirror (lake) lies at an angle, and
we thus obtain a distorted view of the capacities of human reason, of cold
and defamiliarised investigation, in which little remains of the horror or
irony of the Soviet era.

Yet it is equally curious that Bluesoup uses the beautifully white sur-
face of the exhibition space wall to project their hole onto. And the
impeccably European whiteness obtained once more takes on a resounding
bottomlessness.

Yevgenia Kikodze

Rock (2011), Buneouncramisanus / video installation



UTOPIA OF ACTION. HORS TEXTE AND TRANSFORMATION OF THE VISUAL

The idea behind the works of Bluesoup is encapsulated in a simple formula:
static, dynamic, montage, dynamic, static. The condition of the depiction
focused on, through which an attempt is made to break through the possibilities
of montage into the conditions of a new digital art. In this sense, we might
recall the words of Ranciere, who defines any work of art as a monument of
expectation. Bluesoup also work with this monument of expectation, creating
sculptural-discrete-moving compositions where movement and dynamics are
made in some cases by an imperceptible object, and in others by one of the
main objects or characters of the composition. In some sense, this is an illusion
or an analogue of a picture, and the reproduction of this internal montage,
which as a rule is always present in the works of the group, is the possibility
of intercepting and resurrecting separate chronological narrative episodes of
action with the help of sight.

The provisional narrative and in some sense its aggression, which the artists
try to overcome, are a linear perspective, while the emotional upheaval and
transgression, when the geometry and composition presented in some
Bluesoup works are disrupted on account of architectural displacement, is
a spherical perspective. At the point where they converge, a certain effect
emerges, reproduced exactly in the 2005 work Way out. This is an apogee of
suspense, built on the effect of tactical vision: depiction virtually takes the
form of visual falsification, anticipating the expectations of the viewer, but not
always meeting them. The viewer waits for some kind of action (which does not
actually take place), and unexpectedly begins to observe and “master” the space
of this conceptual action. By this, the viewer’s expectations are shattered and all
visual trajectories are loosened. In this situation, the viewer remains beyond the
bounds of possible interpretation. This is a separate question: is it worthwhile
to interpret the works of the Bluesoup group at all? Their main function is to
draw the monotony of action into depiction. Initially they invite you to prayer
in the work In time of trouble, and you involuntarily read the scrolling text. The
initial depiction does not exist at this point for the viewer; it is passed on to the
machine of actions and images that exists in the frontier between the constant
and total process of subjectification of representation and its fetishisation.

The fetish is also one of the conventions of the Bluesoup group. Clear cut
conceptualisation within the framework of depiction always supposes a
meaning that has been formulated by somebody else - we rely on memory and
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to some extent on the nature of reason. Simple mises en scene and conventional
narrative precisely suppose this imitation of memory in depictions. But
depiction is not always a phantasm or pure place of the imagined symbolic, in
so far as the absence of a concrete object, providing the action in this visual
text, in itself constitutes a depiction, either as a depiction-body or depiction-
fetish. And the Bluesoup group say that this depiction is always necessary and
may be mastered. Love for the fetish, fetishisation is achieved not so much
by turning to this structuring of informational noise, as to the landscape of a
new time, a landscape beyond time, and a landscape that forms an analogue to
some new system of concepts, depictions and visual texts that the artists are
constantly putting in doubt.

Theodor Adorno talks of the way in which “profound layers of experience lying
at the base of the motivations that move art are akin to the material-objective
world from which works strive to distance themselves”. A strange dynamic
system is obtained: there is a maximum adherence to the system of memory
and to the objective world, however there is an infinite overwhelming desire
to separate from it. It is precisely this impossibility that also determines the
behaviour of artists who are always too strongly attached to the object - to
its materiality, and to the fact that they can depict the subtle nature of the
object. This motif is important to Bluesoup. They compile classic, everyday or
archetypal images, obtaining a symbol of high carrying capacity. But as this
symbol exists within the framework of the so-called new media, they overturn
the possibilities of these media, returning them to the tradition of memory and
of knowledge, where, as Descartes put it, “I cannot coincide”. This possibility of
coincidence is important as a defined sacrificial audacity, wherein pure thought,
augmented by the every simple idea of depiction, memory and the nature of the
artist’s intelligence and that of the viewer, for whom the system of interpretation
is neutralised, is ultimately drawn into the objective reasoning of depiction.
Bluesoup uses this capability of objective reason, which for the group constitutes
the flow of information and inclusion of the human into this depiction. The
Bluesoup group exists in this space of distancing between viewer and depiction
which they offer up for impossible interpretation. For them, objective reason is
absolute and simultaneously false, because the artists use it as an unconditional
nature of the viewer’s reason that observes the ideal landscapes reproduced,
being led on by his own memory, and thus, seeking within the framework of this
image a coincidence of movement and architecture of action. This results in a
virtual reproduction of an expanded state of action.

Karina Karaeva

AnTpaxr (2013), Buneouncraiauus / Entr’acte (2013), video installation
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MURK IN THE HEAD

The Bluesoup group most often engage with that which technology has
conquered for pure art, as employed in the entertainment industry. The
short videos of Bluesoup take, as a rule, the form of extremely realistic 3D
animations, in which figurative questions are posed and resolved - those
of the screen, a plane, shape, and movement in film. The group also used
these methods in their early, highly schematic work Centre, and in the more
emotional Vestibule, The Lake, and particularly in their most famous work
Untitled (marine sediment and a barely distinguishable watershed). Murk is
set up in a similar manner. 3D is not just Hollywood or special effects, but
also involves new possibilities for the perception of a plane and its going
beyond its own bounds (which, as is well known, are only an illusion).

Such figurative methods permit Bluesoup to construct spaces in their
works that are granted specific qualities. On the one hand, they are highly
realistic. In The Lake, for example, we have a forest, a bullet-grey sky, and
birch trees. Or the misty valley that features in Defence. These landscapes
are recognisable, and could even be termed familiar, but they are drawn, not
photographed. Bluesoup reproduces any detail so precisely that it would be
simpler to just go out and film a real terrain somewhere a few hundred
kilometres from Moscow. But it is precisely thanks to the use of animation
that the necessary paradox is born: these landscapes do not actually exist,
they are a construct, and in essence an abstraction. Maximum reality and
recognisability unfold into a sense of unreality and mysteriousness. The
landscapes of Bluesoup are perceived not as something existing in the
here and now, but as an imagined reality, conveyed in sensations. This
structure references the work of dreaming, in which the Real (if we use the
terminology of Jacques Lacan) is presented as an image reflected in a mirror.
This is already something unreal, but is nonetheless recognisable. Freud’s
term “uncanny” may come to mind, as well as the “defamiliarisation” of
Shklovsky (Mikhail Epstein has written on the affinity of these concepts).
That which is presented in the works of Bluesoup is based on the habitual
and known (like the foggy hollow), but prompts a sensation of the uncanny.
This constructed space is wide-open for mystical experience: the uncanny
is the recognisable that has been endowed with the traits of the impossible.
The lake in the eponymous work suddenly begins to give forth a white all-
encompassing light, and in Defence we hear the sounds of gunfire whose
target is unknown to us.
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At first glance, Murk continues the line of the “uncanny”, but that which
is depicted here cannot be labelled recognisable. What is it? Sand seen
through depths of water, with light shining through it? Or some extra-
terrestrial vista? Is it even possible to see this landscape, or can it only be
imagined? As one visitor to the exhibition put it, it can be whatever you like.
The fact of unrecognisability is of principal importance here: it presents a
concrete image on a screen as everything, and all at once. The grey-brown
colour engulfs all images that emerge, and 3D suits the depiction of this
process in a way that nothing else could. Bluesoup’s Murk is no longer
just uncanny and displaced. The Murk is the sphere of displacement itself,
and is, properly speaking, the unconsciousness, in the only possible way in
which it can be depicted.

The depiction of this murk, made in 3D, speaks for itself. The works of
Bluesoup are beautiful in the way in which they honestly and directly present
everything that they have: here is blurring, here is 3D, here are the glasses -
sit down and watch. But there is something symbolic and even unpleasant in
the way this murk has such a repulsive colour and how the viewers actually
sit and watch, immersed in this grey-brown mass.

Yelena Ischenko

Kackaz (2016), BupeonHCcTa/IALuUs, My3bika: James Welburn & Nico Lippolis / Cascade (2016), video installation, music by James Welburn & Nico Lippolis
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CHUHMKA cYN

I'pynma co3pana B 1996 rogy Anexceem [Jo6poBuIM, Januuiom Jlebene-
BbIM U Banepuem ITaTkoHeHOM.

B 2002 rony B cocTaB rpymniibl Boutes Anekcanzap JIobaHOB.

C 2010 roza xyAo>KHUKU paboTaioT BTpoeM: Ajtekcell [JobpoB, JJaHUIT
Jlebenes, Anexcanzp JIo6aHOB.

Anexceir [lobpoB ponusics B Mockse B 1975 rogy.
OxoHYMIT MOCKOBCKUY apXUTEKTYPHDBIM HHCTUTYT.
JKuset u paboraeT B Bepinae u MockBe.

Hauunin Jlebenes ponuicst Bo ®pynse Kuprusckoit CCP B 1974 roay.
OxoHumMT MOCKOBCKUM apXUTEKTYPHBIM UHCTUTYT, YYUJICS B MacTepckoi
WHAUBUYAJILHON peskuccyphl. JKuseT u pabortaeT B Mockse.

Anexcanzp JlobaHoB poamics B XuMKkax (MockoBckast o61actb) B 1975 rozy.
OxoHYMII MOCKOBCKUY YHUBEPCUTET KYJILTYPLI U UCKYCCTB.
JKuseT u paboTaeT B MockBe.

Bastepuii ITatkoHeH poguiics B Mockse B 1972 rony.
OxoH4MI MOCKOBCKUY apXUTEKTYPHDBIM HHCTUTYT, YIUJICS B MacTepckon
WHAVBUYAJILHON peskuccyphl. JKuseT u pabotaeT B Mockse.

H36paHHbIe MePCOHAIbHbIE BbICTABKHU:

2016 «Kackany, ranepest XL, Mocksa

2015 «3emum», MBO Manek, MockBa

2014 «MyTb», ranepes XL, Mocksa
«JlanpmadTel/Landscapesy. [19Tb BugeonHcTamasauui. [lepMmckuit
My3el coBpeMeHHOro uckyccrsa PERMM

2010 «Untitled», Stella Art Foundation, MockBa

2009 «MeTenb», 3-91 MockoBcKas brieHHaIe, TapaJijlesibHasi IporpaMMa,
XL l'anepes, MockBsa

2008 «O6opoHa», ranepes XL, MockBa

2007 «O3epo», ranepest XL, MockBa

2006 «duenon», ouz «CoBpeMeHHbIH Topof», MockBa

2004 «YepHas peka», rasiepes M. I'esibMaHa, MockBa.

2003 «Cunun cym - 7 jeT», rajepes M. T'esibMana, MockBsa.
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HBGPaHHI:Ie TpynInoBbl€ BbICTaBKH:

2016

2015
2014

2013

2011

2010

2009

2008
2007

2006
2005

2003

«ITpocTpaHCTBa POCCUMCKOro BUAeoapTar. [ocyaapcTBeHHbIN My3en
U306pa3uTebHLIX UcKyccTB uM. A.CITymkrHa, MockBa
«T'nneppeanusm», l'ocynapctBeHHas TpeTbsAKoBcKast rajgepes, Mocksa
«Hasepxy!», My3eit MOCKBDLI

«Beyond Zero», Calvert 22 Gallery, JIoHLOH

«Lost in translation» (Collateral Event of the 55th Art Exhibition -
La Biennale di Venezia), Beneuus

4-s1 MoCcKOBCKast 6eHHaJle COBpeMeHHOT'0 MCKYCCTBa

«Liquid Space», Nettie Horn Gallery, JIonjoH

«Symmetry Gates», Young Projects Gallery, Jloc-AHAXXeJec
«Paboume u dpunaocodnl», MOCKOBCKast IKOJIA YIIpaBIeHHs: « CKOIKOBO»
«Ryssen kommer!», Havremagasinet, Byznesn, IlIsernus

«A Window to the World», ['opoznckoit My3elt cOBpeMeHHOI'O
MCKYyCcCTBa XUPOCUMBI, AIOHUS

Busan Biennale, Bycan, Pecrty6mka Kopest

Art Unlimited/Art Basel, Bazennb

«YpbaHUCTHYECKUN popMaIu3My», 2-9 MockoBckast breHHae
COBPEMEHHOI'0 UCKYCCTBA, CelJUaIbHBIN IPOeKT, MOCKOBCKUM
My3el COBpeMeHHOI'0 MCKYCCTBa

«Modus-R / Russian Formalism Today», Matiamu

«Russial», My3eii I'yrrenxaitma, Hoio-Vopk

«Angels of history», MuHKA, AHTBepneH

1-1 MocKkoBcKasi breHHajle COBpeMeHHOI'0 UCKYCCTBa, OCHOBHOM
TIPOEKT

«Playlist», Palais de Tokyo, ITapmsk

«Redefining Identities (Russian Contemporary Art in the Age of
Globalization)», TeiiT MogepH, JIOHIOH

«Transeuropa», Medien Kunst Archiv, Bera

«Moscow Minimalism», Art-Frankfurt, ®paurdypT

BLUESOUP

The group was founded in Moscow in 1996 by Alexei Dobrov, Daniil
Lebedev and Valery Patkonen.

In 2002 Alexander Lobanov joined the group.

Since 2010 the group consists of Alexei Dobrov, Daniil Lebedev and
Alexander Lobanov.

Alexei Dobrov - born in Moscow in 1975.
Graduated from Moscow Architectural Institute.
Works and resides in Moscow and Berlin.

Daniil Lebedev - born in Frunze, Kyrgyzstan in 1974.

Graduated from Moscow Architectural Institute and studied at Studio of
Individual Directing.

Works and resides in Moscow.

Alexander Lobanov - born in Khimki, Moscow region, in 1975.
Graduated from Moscow State University of Culture.
Works and resides in Moscow.

Valery Patkonen - born in Moscow in 1972.

Graduated from Moscow Architectural Institute and studied at Studio of
Individual Directing.

Works and resides in Moscow.

Selected solo exhibitions

2016 Cascade. XL Gallery, Moscow

2015 Lands. Manege exhibition hall, Moscow

2014 Murk. XL Gallery, Moscow
Landscapes. Five videoinstallations. PERMM, Perm, Russia

2010 Untitled. Stella Art Foundation, Moscow

2009 Blizzard. 3rd Moscow Biennale of Contemporary Art parallel
program, XL Gallery, Moscow

2008 Defence. XL Gallery, Moscow

2007 The Lake. XL Gallery, Moscow

2006 Echelon. Modern city Foundation, Moscow

2004 Black river. Guelman gallery, Moscow

2003 BlueSoup - 7th anniversary. Guelman gallery, Moscow
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Selected group exhibitions

2016 Spaces of Russian video art. The Pushkin State Museum of Fine Arts,
Moscow

2015 Hyperrealism. State Tretyakov Gallery, Moscow

2014 Up! Museum of Moscow, Moscow
Beyond Zero. Calvert 22 Gallery, London

2013 Lost in translation. Collateral Event of the 55th Art Exhibition -
La Biennale di Venezia, Venice

2011 4th Moscow Biennale of Contemporary Art, Moscow
Liquid Space. Nettie Horn Gallery, London
Symmetry Gates. Young Projects Gallery, Los Angeles

2010 Workers and Philosophers. Skolkovo Management School, Moscow
Ryssen kommer! Boden, Sweden

2009 A Window to the World. Hiroshima City Museum of Contemporary
Art, Japan

2008 Busan Biennale. Busan, Korea

2007 Art Unlimited. Basel, Switzerland
Urban Formalism. Special project for 2nd Moscow Biennale of
Contemporary Art, Moscow

2006 Modus-R / Russian Formalism Today. Design District, Miami

2005 Russia! Solomon R. Guggenheim museum, New York
Angels of history. MuHKA, Antwerp
1st Moscow Biennale of Contemporary Art, main project

2003 Playlist. Palais de Tokyo, Paris
Redefining Identities (Russian Contemporary Art in the Age of
Globalization). TATE Modern, London
Transeuropa. Medien Kunst Archiv, Vienna
Moscow Minimalism. Art-Frankfurt, Frankfurt



