CTAHWNCJIAB LLUYPUIIA
CALbI JIATTJTACA



STANISLAV SHURIPA
LAPLACE GARDENS




NPEOVNCITIOBUE

MapuHa bobbinesa

lanepes «Tpuymd» npencrasnser npoekt Cranucnasa Llypumst
«Cappl Jlannaca», B KOTOpbIM BOMAYT HOBasl CEpHUsl )KUBOIIHUCH,
CKyJIBITYpPBI U BUI€0. [llypuna n3BecTeH B KaY€CTBE OTHOTO

U3 KIIFOYEBBIX MHTEIJIEKTYaIbHBIX MOJTKOCOB HA Xy10KECTBEHHOM
kapte Poccun. C 2006 rona oH He TonbKo npenojpaer B MHCTUTYTE
po0JieM COBPEMEHHOTO UCKYCCTBA, HO M CO3/Ia€T MOIITHOE
HHEPreTUYECKOE MOJIe BOKPYT ATOM IIKOJIBI U TUICSIABI €€
BBIIIYCKHUKOB, UMEHa OOJIBIIMHCTBA U3 KOTOPBIX CEYac N3BECTHBI
BCEM, KTO UHTEPECYETCSI OTEUECTBEHHOM apT-ciieHor. Ero nekuuu
U TEKCTHI OTPAXKAIOT UHTEPEC K aKTyalbHOU (prsmocoduu, Teopun
ucKyccTBa U kputnueckord Mpiciau. C 2007 roga oH akTUBHO
paboTaeT 1 Kak KypaTop.

B cBoux kaprunax llypuna uccnemyet mpoOiemMbl BOCIPUSTHS
peabHOro, 300pakasi MPOCTPAHCTBA, B KOTOPHIX ()ParMEeHTHI
TOPOZICKOTO Mei3axa COeAMHSIOTCS C TEOMETPHUUECKUMU
CTPYKTypaMu U 00bEKTaMH, 00JIaTaf0IIIMMHA HEKUM TaliHBIM
Ha3zHayeHueM. Ero paGoThl IPOMHUTAHBI OIyIIEHUEM

KaTacTpo(bl U TEMO MMOCTANOKAIUIICUCA, KOTOPYIO XYI0KHUK
nocienoBarenbHo pa3BuBaeT ¢ 2000-X ro10B HE TOJIBKO

B )KMBOITMCH, HO ¥ B MHCTAJUIALUAX U MPOEKTAX, OCYIIECTBICHHBIX
B paMKax aesitenbHocTH AreHtcTBa CuHryssipasix McecnenoBanuit
(ACH), xoTOopoe XyT0KHUK OCHOBAJI COBMECTHO ¢ AHHOU TUTOBOM
B 2014 rony. CMemmBas TEOpUM 3aroBOpOB, apaHayKy U MacCOBBIE
ctpaxu, Cranucnas lllypuna, onun u kak yuactHuk ACH,
KOHCTPYUPYET aJIbTEPHATUBHOE MPOIILIOE, HEBUIUMOE HACTOSIILIEE
¥ MHOTOYHCIIEHHBIE BEPCUU OyTyIIero.

«Canpl Jlannacay npennararoT UCCiael0BaHUE peaJbHOCTH Yepe3
(byTypoJIOTHIO U MYJIBTUBAPUAHTHOCTH BOSMO)KHBIX CLIEHAPHEB
pa3BuTus uctopu. OCHOBHOM CHO’KET BHICTABKU OMUCHIBAET
MHp, B KOTOPOM COBIBAIOTCS MPEACKAa3aHUs HAyUYHBIX ()aHTACTOB:
MalIMHbI KOHTPOJIUPYIOT YEJIOBEYECTBO, KIMMAT PaJUKAIbHO
U3MEHSETCS, YaCTh BBIKUBIIIETO HACETICHHUS OOUTAET MO/ 3eMJIEH,
a IOBEPXHOCTH IUIAHETHI IOKPBITA TPONUYECKUMU JKYHIIISIMUA



1 3aceJIeHa K30THYCCKUMH M JIONCTOPUUECKUMHU KUBOTHBIMHU.
Ha rpanuie nprpoaHoro u TEXHOJIOTUYECKOTO CYIIeCTBOBAHUS
YeJI0BEKa BOZHUKAET HOBBIM PEKUM BOCIIPUATUSI MUPA — Yepes
CpakeHHE JIByX CBepXCymecTB (1emMoHna Jlammaca u jeMmona
MakcBesuia), CO3A0NUX U Pa3pyIIAOIINX 3aKOHBI TIPUPOIBI,
HCTOPUIO U BCEJICHHBIE.

CerogHsiliHUE BPEMEHA, KOT/Ia MbI 32 CHUTAHHBIE TOJIbI

MPUBBIKIIN KUTh B COCTOSTHUU TTOCTOSTHHO CMEHSIIOLIUX APYT
Jpyra KpU3MCOB U YPE3BBIYANHBIX MPOUCIIECTBUM, 3aCTABISIOT
OBITH TOTOBBIMU HE TOJBKO K allOKAJMIICUCY, HO M K TOMY, YTO
Oynet nocie Hero. [Ipoekt Cranucnasa [llypunsr mpencraeT kak
MBICJICHHBIM SKCTIEPUMEHT, B paMKax KOTOPOTO IpeaaraeTcs
YKUTh HE 3aBTPAIIHUM JIHEM, @ HACTPOUTH ONTHUKY Ha MOCIE3aBTpa.
B 3101 cucteMe 4enoBek, KaK U 3pUTENb, HAXOAUTCS B TO3UIUN

HaOJTIO/IaTeIsl 32 CYETOM TIPOIIOKAIONIECICS TIEMOHUYECKON OUTBBI.

Bo03M0XXHO, B KOHEUHOM HTOTE€ €My OCTAHETCS TOJIBKO MPOIECC
co3eprianus OECKOHEYHO Pa3BOPAUMBAOIIETOCS TOPU30HTA, CIIETKA
BUIOM3MEHSIOLIETOCS OT KOJI€OaH!il YaCTUI[ U DJIEMEHTOB.

FOREWORD

Marina Bobyleva

Triumph Gallery presents Stanislav Shuripa’s Laplace Gardens
project that will include a new series of paintings, sculptures

and a video work. Shuripa is famous for being one of the key
intellectual points on the Russian art map. Since 2006 he has been
not only teaching at the Institute of Contemporary Art in Moscow,
but also creating a powerful energy field around the school and its
alumni, whose names are now known to everyone interested

in the Russian art scene. His lectures and writings reflect

on contemporary philosophy, art theory and critical thought.
Actively works as a curator since 2007.

In his paintings Shuripa explores the problems of reality
perception, portraying spaces in which cityscapes’ fragments

merge with geometrical structures and objects of mysterious
function. The artist’s works are full of the sense of disaster-

related dread and post-apocalyptical themes that he has been
thoroughly elaborating on since 2000s not only in painting, but also
in the installations and projects carried out together with the Agency
of Singular Investigations (ASI) founded by himself and Anna
Titova in 2014. Mixing conspiracy theories, paranormal studies

and popular fears, Stanislav Shuripa, both alone and as a member
of ASI constructs an alternative past, an invisible present

and multiple versions of the future.

Laplace Gardens offer a study of reality through futurology

and multi-optionality of the history progress scenarios. The main
storyline of the exhibition describes a world in which the predictions
of science-fiction writers have come true: machines dominate

the man, the climate radically changes, a part of the survivors’
population lives underground, and the planet surface is covered

in rainforests and inhabited by exotic and prehistoric animals.

On the border between the natural and the technological existence of
humanity occurs a new system of perception—through the battle of
two superbeings, the Demon of Laplace and the Demon of Maxwell,
who destroy and create the laws of nature, history and the universes.



Today, when we have grown used to living in successive
crises and emergencies in a matter of years, makes us prepared

not to only for the apocalypse, but also for what comes afterwards.

Stanislav Shuripa’s project comes as a thought experiment

that suggests focusing one’s vision not on the tomorrow,

but on the day after it. In this system, a person, like the viewer,
exists in the position of the observer of the ongoing demon battle.
Contemplating the endlessly unfolding horizon that changes
slightly from the particles’ and elements’ vibrations could be

the only thing left.

CALbI JIATTJTIACA

CtaHucnas LUypuna

XKuznp 06pa3oB — urpa. OHH MOSBISIOTCS U UCYE3aI0T B JTI000i
TOYKE KaXKIyI0 CEKyHY, IBUTaloTcsa U paboTaroT, pacTyT,
CTaHOBATCS sIpU€e, IUIOTHEE, PACTBOPSAIOTCS U 3aTyXaloT, a HAa UX
MECTE YK€ paclBETAOT MHOKECTBA HOBBIX. M KayKIblil U3 HUX
HeceT B cebe 3HaHue. B HeM u 3akiitoueHa cuiia o0pas3oB, ITUX
3JIEMEHTOB BOJIIEOHOTO UHTEpdEiica KyIbTyphl: C UX TTOMOIIBIO
MOYKHO YIPABIIATH N300paKaeMBbIM.

3a KaxJ0M KapTUHKON OOJIECKUBAET ApyTas, CJIOH 3a clloeM:
Ka)KETCsI, YTO BCEIICHHAS 00pa30B OECKOHEYHA. DJIaCTUYHBIC, OHU
CKOJIB3AT 110 00J10oMKaM COBpEMEHHOCTH. DTOT KapHaBasl (haHTOMOB
NPU3BaH 3aTMHUTH COOOM APYTYIO CLIEHY, Tie 00pa3bl YKPaJKOMi
pasroBapuBaroT MeXIy co0oii. FIx 6e33BydHas peub AaeT o cede
3HaTh Ha Cpe3ax M U3JIoMax 00pa3HOCTH, B MPoOesiax MexI1y
3HaKaMHU, CJICTbIX MATHAX KYJIBTYPHBIX ONTUK, HA 000POTHOI
CTOPOHE NMPUBBIYHBIX BEIICH.

B m1yObunax MupoBoro okeana o0pa3oB CKPBITHI 3a0pOIIEHHBIE
OCHOBAaHHs, IIOJIyCTEPTHIE CIIEbI IEPBONPUHIUIIOB: KPYTH,
npsiMble, KBaJpaThl — MEepHOANYEcKas cucteMa (popM, peibehbl
andaBUTHOTO MUChMA, apMaTypa YHUBEPCAIbHON ITPaMMAaTHKH.
3a ByaJibl0 BU3yaJIbHOTO — KBaHTOBAsl CIyTAHHOCTh, CKDOMHOE
o0asiHME BCTPEYM FOJIOBOHOTOTO UCIIOJIMHA U OyKeTa sepHbIX
00€royIoBOK B TOPOJICKUX KynasibHAX P’ibexa.

O yem mrymar uugpossie BosiHbI? O TOM, YTO CKOPO BCe
n3menutcd. Kak u Obuio nmpeackazaHo, MUpOM OyayT NPaBUTh
MaluHbL. [106anpHoe MOTeIIeHne MPEBPATUT CPETHIOI0

noJsiocy B Tponuku; Mocksa, Pa3anp u Beimnuii Bonouek
HOKPOIOTCS JUKYHINIAIMU. BosbIIMHCTBO Jtofelt nepedepeTcst *KUThb
O/ 3eMJII0, B KOM(OpTabenbHble MOHOTOPOAA, TOCTPOEHHBIE

B TMFAHTCKHUX KaBEpHaX IO MPOEKTaM JIyUILIUX apXUTEKTOPOB.

B 3THX 0a3ucax ¢ HCKyCCTBEHHBIM KJIMMATOM JKUTEINISIM OCTAHETCS
JIMIIb PeTaKCHPOBaTh U BBIIIJIAYMBATH MALTMHAM HEOOJIBIION
AOUAMHATIBHBIN HAJIOT.



IloknHyTBIE METaINOINCHI CTAHYT ApEHAMU JIMKOBAHUS )KUBOU
IPUPOABL: TENIEPb B HUX OyIyT )KUTh TUTPHI U 00€3bsHBI,
Tanupsbl, KOIUOpU U NTepoAakTuian. CaMble OTBaXKHbIE

U3 JIF0ZIeH, OCTaBUIMCh HA TIOBEPXHOCTH, COUBAIOTCS B IIJIEMEHA
OXOTHUKOB-coOupaTeneil. DT NepBOMPOXO/IbI H300pEeTaTEIbHBI
Y XUTPOYMHBI: U3 HaliJICHHBIX MaTepHUajaoB — KaMHs U IUIaCTHKa,
CTEKJIOBAThI, AFOPATIOMUHHUA U IpadeHa — OHU CO3at0T HOBYIO
MaTepUaIbHYIO KynbTypy. Ciieasl UX *KWIHIL U OPYIUN JaJIEKHe
MIOTOMKH OyIyT HaXOIUTh U B JDKyHIIIX pycckoro Cesepa,

U B 3HOMHBIX IyCThIHAX HeuepHo3embsl.

Ckopee Bcero, HOBbIE BO33pEHMS Ha MPUPOY BEUIEH 3apOJIUITUCH
MMEHHO Cpe/IM 3TUX OXOTHUKOB-coOupareneil. B nentpe

WX KapTUHBI MUPA — HECKOHYAEMBbIN MMOETUHOK MEXKTY

JIByMsI MOTYYUMHU CYILIECTBAMHU. JTU CBETIIbIE CYITHOCTH —
BOIUIOIIECHUS] PA3JIMUHBIX MOJATBHOCTEN 3HAHUS, TOITOMY

WX UMeHa OBbUIN MT03aUMCTBOBAHBI U3 TOYHBIX HAYK: JIEMOH
Jlarutaca n nemon Makcseia. /Jlemon Jlamnaca — qyx equHCTBA
Y TOTaJbHOCTH, BCEMHUPHAs MallliHA a0COTIOTHOTO 3HAHUS,
BUJISIIIIAsE BCe OyqyIUe ClIEHApUU U CUTyaruu. Ero conepHuk —
nocnaner; Makcpema, 1yx auddepeHuannm, MoBeaIuTe b BOJH,
MyJbCALMMN U TEYECHUN.

Hogas peanbHOCTh — J0XK/IEBbIE JIeca HA PyHHAX MPOCIEKTOB,
HEOOCKPEOOB U CIABHBIX PAOHOB, MTEPEX0]] OT IUPPOBOI
KyJBTYpBI K YCTHOM, OT OHJIAMH-IIONHIHTA K 0XOTE

1 coOMpareabCTBY, HEOAHUMU3M U TEJTypUUECKUN ypOaHU3M —
JUIIb MUMOJIETHBIE 3(pPeKThl U d3pemepHbIie MOMEHTHI bombioi
Urper nByx nyxoB. [IpaBumiia 3Toro moenmHka CI0KHBI U 3aITyTaHBI;
COTIEPHUKH CPaXKarOTCsl HA MHO)KECTBE CaMbIX Pa3HBIX MOJIEH,
3a/IeiCTBOBaB MUPHA/Ibl KOMOWHALIMHN, CTPAaTErnYECKUX

XOJIOB ¥ TAKTHYECKHUX YIOBOK. JKOHITIHPYs THTIEPOOBEKTaAMH,
MaTTepHaMU M KOHCTEJUISIUAMHE, 3aKOHAMU TIPUPOJIBI U UCTOPUH,
MPOCTPAHCTBAMHU, 3M10XaMU U 30HAMU, OHU CO3/1al0T MO3auYHbIE
Y TEKy4Yre MUPBI, BCOIBIXUBAIOIINE U YTacaroIIne, Kak MUKCEeTH
HaJ| TeMHOU O€3IHOI dKpaHa.
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LAPLACE GARDENS

Stanislav Shuripa

The life of images is a game. They appear and disappear
everywhere and every second, they move, work, grow, become
brighter and denser, dissolve and fade, replaced by a multitude
of newly blooming images. Each of them carries an internal
knowledge. This knowledge is the source of their power, these
elements of the magical interface of culture: they enable us

to control the subject matter.

There is another picture looking through each given image,

layer over layer—it seems that the universe of images is infinite.
Elastic, they glide over the wreckage of the Modernity. This
carnival of phantoms serves to overshadow the other scene where
the images are tacitly talking among each other. Their silent
speech manifests at the rough edges and fractures of the imagined,
in the spaces in between characters, the blind spots of cultural
optics, on the reverse side of familiar things.

The depths of the world ocean of images conceal the abandoned
foundations, half-erased traces of the first principles: circles, lines,
squares—a periodic system of forms, the tracks for alphabetic
scripture, the reinforcement bars of the universal grammar. Beyond
the veil of the visual is quantum entanglement, the discreet charm
of the encounter between the cephalopod giant and a bouquet

of nuclear warheads in the city baths of R’lyeh.

What are digital waves hissing about? About the global changes
soon to come. As was predicted, the world is to be reigned

by machines. Global warming will transform moderate climates
into tropical areas; Moscow, Ryazan and the town of Vyshny
Volochyok will be covered in rainforest. Most of the people

will move to live underground, to comfortable mono-cities built
into gigantic caverns and designed by the best architects. These
climate-controlled oases leave nothing for the residents but to relax
and pay small libidinal taxes to the machines.



The abandoned metropolitan cities will become the domains 12
of triumphant nature, now inhabited by tigers and monkeys, tapirs,
hummingbirds and pterodactyls. The more courageous individuals

will stay overground and flock into hunter-gatherer tribes. These

pioneers are ingenious and smart: they use found materials—stone

and plastic, glass wool, duralumin and graphene—to build a new

material culture. The remains of their houses and implements will

be discovered by future generations both in the jungle of Russian

Far North and in the scorching deserts of Non-Black Soil Zone.

It is likely that the new outlook on the nature of things emerged

in these hunter-gatherer societies. The centrepiece of their
worldview is the eternal battle of two powerful beings. These

light beings are embodiments of different modes of reason, hence
their names borrowed from hard sciences: the Demon of Laplace
and the Demon of Maxwell. The Demon of Laplace is the spirit

of unity and totality, the global machine of absolute knowledge that
has insight into all future scenarios and situations. Its opponent,

the envoy of Maxwell is the spirit of differentiation, the master

of waves, pulses and currents.

The new reality—rainforests covering the dilapidated avenues,
skyscrapers and residential developments, the transition

from the digital to oral culture, from online shopping to hunting
and gathering, the neo-animism and telluric urbanism—

are merely the fleeting effects and instances of the Great

Game of the two spirits. The rules in this battle are complex

and intractable, the opponents engage in a variety of different
arenas employing myriads of schemes, strategic moves and tactical
ploys. Juggling with hyperobjects, patterns and constellations,

the laws of nature and history, spaces, eras and eons, they create
mosaic and flowing worlds that light up and cut out like pixels over
the dark abyss of the screen.
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BEYHO MNOBTOPAKOLMINCH
MWP Nod NPUCMOTPOM
MALLINH

Cepren 'ycbkoB

Bceskas nucronus mpeamnonaraet ctporue npasuia. He ObiBaet
BCeJIeHHOU 0e3 3ak0HOB. [10HSIB uX XOTs1 Obl HHTYUTUBHO, MOKHO
10 HECKOJIbKUM JIETAJISIM JOCTPOUTH BECh MPOUNi aHCAMOITh
KOHKPETHOIO MHpO3AaHus. Pekue TBOpLbI HOBBIX MUPOB CMOIVIH
OOXUTPUTH HEYMOJIUMbIE 3aKOHOMEPHOCTH XY10’KECTBEHHOTO
HappaTHBa, 3a COOMIOICHUEM KOTOPBIX 30PKO CIEISAT YUTATEIH

Y 3pUTenu (a TO U KPUTHKH C UccienoBatensimu). OHu

C YZIOBOJIbCTBUEM JIOBAT aBTOPOB HA MMPOTUBOPEUUSIX.

OOBIYHO yCTICTIHEE OKA3bIBACTCS TOT, KTO HE 0CO00 CHIIBHO

MEHSET UMEIOLIMICS B paCOPSKEHUN MUP, JINIIb [JIABHO

CMEIIAET aKILIEHThI, YyTh YCUJIMBAET WM, HA000POT, ocaadiseT

y>Ke IEHUCTBYIOLIKE MpoLecchl. PaarkanbHOE K€ OTAeNIeHHe
JUCTOIMH OT TEKYIeH BEPCUH PEaTbHOCTH TPeOyeT OT co3aares
BBIJIEPIKKH, J1aXKe TUCUUIUIMHBIL, U yMa [IaXMaTHUCTa, KaK, HalpuMep,
y XKrons Bepna. Ho ecTp u ansrepHaTuBa: HE CTPOUTh MUD

3aHOBO B MEJIBYAMIIINX AETaNSAX WK JOCKOHAIBHO ONUCHIBATh
PYUHBI, a IPOYEPTUTH HECKOJIBKO ITyHKTUPHBIX JTUHUN, HAOpOCaTh
BO3MO>KHOCTH, CJIOBHO 3TO TyMaHHbIE BUJACHUS, — TAKYIO CTPATErHI0
BeIOMpaeT Cranucnas [lypuma.

B «Capax Jlamuaca» 4enoBe4ecTBO HACTUTAET KIIMMAaTHYECKOE
Bo3Mme3aue. M3-3a pe3koro norenieHuss TPONMKNA CMECTHIIUCH

K ceBepy (B TOM uucie Ha Tepputopuro Poccun), a yMepeHHbII

HOSAC yIIeN B BOJAbI APKTUKHU, IKBATOP K€ U MPEKHUE TPOIHKH,
BUJIMMO, BBDKIJIO. YPOBEHb MUPOBOTO OKeaHa IMOAHSIICS, OOIIHPHBIE
npuOpeKHBIE palOHBI 3aTOMUIIO0. YeTI0BEYECTBO PA3IEIHIOCh

Ha TeX, KTO NOJYUHUIICS UCKYCCTBEHHOMY MHTEJUIEKTY U yILIEI

10J] 3eMJTIO0, B O€3/lyMHbI|, HO OJ1arO0yCTPOEHHBIH pail MalllkH,

U T€X, KTO OCTAJICSl HAa OBEPXHOCTH I1aHeThl. [locnennue He ctanu
BOCCTaHABJIMBATh TOPOA, HO BCE JK€ 3aXOMAT B HUX, YTOOBI TOOBITH
Koe-Kakue pecypcbl. KoueBHUKM, OHU MEpEeMEIIAoTCs MO JXKYHITISIM
U MYCTBIHSM TaM, TJI€ HEKOT/Ia pacnojarajicsi IpUCHONaMSI THBINA
Xaptiena. X HpaBbl CypOBBI M ACKETUYHBI, a )KU3Hb — MOCTOSIHHAS
60pn0a 3a BeDKUBaHUE. K TOMY e 0e3 M3JIUIIEeCTB.



VY I'epbepra Yamica n3HE)KEHHBIEC TTOTOMKH BBICIIIUX KJIACCOB YKUJIH

TI0J] COJTHIIEM, a TIPEeBpaTUBIINECS B KAHHNOAJIOB MpoJIeTapun
YIILJIM B aHJIETPayH/[, BpeMsl OT BpEMEHHU Jellasi OTTyAa BbUIa3KU

3a 1oObrueii. CerogHsmHss paHTacTUKA PA3BUBAET ITY

TUTOTE3y — MpaBia, 0aTOBHU CyAbOBI TeTIeph OOUTAIOT CKOpEe

Ha OKOJIO3€MHOM opOuTe, MOAANIBIIE OT 3aMyCOPEHHON 3EMJIU U €€
HUUX oduraresneit. O ToM, 4TO TaKOM MPOTHO3 BIIOJIHE BEPOSITEH,
gacTo NOBTOPAOT (pyTyponoru. Co3nact Kakoi-HuOyas Minon
Mack Bce He0OXOAMMOE JIJIsl MEKIUIAHETHBIX MOJIETOB U KU3HU

B KOCMOCE — 3JIMTA TOT Yac Hac OPOCHUT.

B mupe lypunst Bce Hao60poT. OH oOpariaeT BHUIMaHHE

Ha APpYyruc 3HaMCHHA BPCMCHH. HOCHG,Z[HI/IC TOAbI INIAHETY aKTHUBHO

KOIIAIOT, B HEE BIPBI3AIOTCA, CO3JAI0T XOPOILO 3allUIIEHHbIE
OyHKepbl, 1IeJIble ABOPILIBI B TOJIIIIE 3eMHON Kopbl. KocMoc naneko,
CJIMIIKOM JOJITO %J1aTh €r0 IIOKOPEHMUS, a B IIOUBY, B IIELIEDY,

B HOPKY TSIHET KMBOTHasl NaMsATh B uenoBeke. [1ycTs 3To ykpeiTue
U KOHTPOJIUpyeTcs Tenepb yMHbIMU MamnHamMu. Ho Benb Tak

U JI0JKHO ObITh. [lomymnsipHast 330Tepuka obelana HaM COKpBIThIE
B neuiepax [llambany u Araprxy, obeperaromue JpeBHIO0
MYZAPOCTb; OJ3€MHbIE IIyCTOTHI, T7Ie OOUTAET IpsAAylIas paca,
o0najaromas MOTyIIECTBEHHOM sHepruei Bpuit; momyro 3emito

C MOPSIMU ¥ KOHTUHEHTaMH, e Oarogaps COIHILY-sIpY BEUHO
JUINTCS JI€Hb, IJI€ )KUBYT OOTU U CBEPXUEIIOBEKH, a CyIIECTBOBAHUE

MOJIHO HEBUJIAHHBIX BO3MOXKHOCTEN. C MonpaBKoil HA COBPEMEHHbIE

MUQBI TaM JIOJDKHBI Pa3MECTHTBCS CEPBEPHI C CAMBIM MTEPEIOBBIM
copTom, 0OpeTaroIM YepThl AKUBOTO CYIIECTBA.

Kazanoce 6s1, U1 nomkeH NOAHATH JIFOACH 10 YPOBHS OOTOB.
Ho TyT y XynoxHuka Kak pa3 HET pa3HOINIACUM C TEOPETUKAMU
TEXHOJOTUYECKON CUHTYISIPHOCTH. JJIsl pa3BUTHIX MAIlIH
YEJI0BEUECTBO MPEACTABIAET COO0H BCETO JTUIITh )KUBOTHBIX —
OTOPOIICHHYIO CTYTICHb SBONIIOIMH. Yl "MEHHO OecTHanbHOE

B UeJIOBEKe OHM M OymyT pa3BuBaTh. He u3 koBapCcTBa WM 3aBUCTH,
a CKOpee C COUYBCTBUEM — TaKOW aHTU-«DpaHKEHIITEH.
Bosmoxxno maxke 3anecyT Bux Homo sapiens B KaKyr-TO CBOIO
KpacHYIO KHUTY. Pa3BpaTiAT U JEUHTEIUIEKTYAIU3UPYIOT JIOIEH,
MIPOCTO YIOBJIETBOPsISI X MOTpeOHOCcTH. He Tak jin neicTByOT
Ha Hac TexHojorun? U BoT, cTaB, npsMo Kak B «Marpuie»,
MOCIIYIIHBIM UCTOYHUKOM dHeprum 1 MM, nonoBuna
YEJI0OBEYECTBA 3aKPOETCS B UACABHBIX MOA3EMHBIX TOPOJAX.

OTa repMETHYHOCTD Ha MEpBbIi B3I cMmymiaet. 1o Bepcun
Cranucnasa llypunsl, ABe HMBMIM3AIMH OYy1yIIETO
He nepecekatoTcs. [IoToMKH ropokaH 3aKOJIbIIOBBIBAIOTCS] B BEUHO
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1 B ¢anTactudeckoit smo-
ree 0 Pa3BUTHH YeIOBeUe-
CTBa Ha THICAYY JIET BIE-
pea, dKCIEepUMEHTAIbHOM
pomane Anbppena J186mu-
Ha «[Opbl MOps W TUraH-
ThI», HaMCaHHOM B 1924
TOIy, TaK U TPOMUCXOJHT:
OJIHM JIIOIM, JKelas Bce-
MOTYILIECTBA, CTAHOBSTCS
MOHCTPaMH-CBEPXUEIOBE-
KaMH, APYTHX MPEBPAILAIOT
B «OAIlIHI», COCTOAIINE U3
CIUICTCHHBIX Ha KIETOYHOM
YPOBHE JKHBBIX CYIIECTB
Pa3sHBIX LAPCTB U BHIOB.

MOBTOPSIOIIENCS )KU3HU I1OJ IPUCMOTPOM MAILWH, U3 KOTOPOH
UX, COOCTBEHHO, HUKTO U HE coOupaeTcs BbiAepruBath. Kazamocs
Obl, 3a4€M TOTJIa TPATUTh BPEMSI U OIUCHIBATh TYMUKOBYIO JIMHUIO
CIOXKETa, pa3 SICHO, YTO aBTOpa OOJIbIIE MHTEPECYIOT TUHAMUYHbBIE
YeJI0BEUYECKUE COOOIEeCTBa HAa TTOBEPXHOCTH TUTAHETHI.

Ho B nannom cnyuae oOpa3 BaxxHee HappaTuBa. Beapb, kak yxe
6bU10 ckazano, llypuna genaer craBky Ha Hameku. Jloraaku

1 BBIBOJIBI — JI€JI0 3puTens. iIMeHHo oH momkeH modaHTa3upoBarh
OTyIIEHHBIE TTOAPOOHOCTH, YTOOBI COOPATh B TOJIOBE LIETHHYIO
nucTopuro. YTo, KOHEYHO, PUCKOBAHHO, YUUTHIBASI BBIHECEHHOE
BOBHE BOOOpPaKEHUE Y COBPEMEHHOTO Y€JI0BEKa — OHO IJIE-TO
OHJIAMH, €ro BCEraa CO31aeT KTO-TO IPYTOM.

A 49TO k€ KOUEBHUKH, OXOTHUKU U COOMPATEIH, IEPBOIPOXO/LIBI

U CJIE/IONBITHI, YHACEeI0BaBIIKe 3eMit0? M OTKpbIBaeTCst
MYTHUPYIOIIHMN Ha TN1a3axX MUP, MOPOKIAIOLIUN HOBBIE BUbI
pacTeHuid U KUBOTHBIX. CaM ke YeIOBEK, BEPOSITHO, TOKE
MeHsieTcs'. B ycnoBHsX COKpalleHus 4eI0BEUYeCKON MOy sSIun

U NOJAepKaHMS TAKOM CUTyal[Md B TEYEHHE CTOJIETUH T0JIKHA
ObL1a ObI BO3pOAUThCS MeradayHna u Meraguiopa. Bermuparomue
Ha Hayayio X XI Beka BUBI pacIUIOAWINCH ObI, a B J00OABOK

K HAM TIOSIBIUTMCH OBbI HOBBIE (M 3a0BITHIE cTaphie). Bemen

3a 3HAYUTEJIbHBIM YBEJIMYEHHUEM IIJIOIIAAEH JIECOB TIOBCEMECTHO
pacupoCcTpaHWIUCh Obl KPYTHBIE TPABOSAHBIE, KOTOPBIE, B CBOIO
04epe/Ib, MOACTETHYIIH ObI B3PBIBHOM POCT MOIMYJSIIUN THTAHTCKUAX
XHIHUKOB. B okeaHe, BO3MOXHO, caMOM OOJIBIIIOM 32 UCTOPHUIO
IUTAHETHI, BOOOIIE MPOUCXOAMIN Obl HACTOIBKO (haHTACTUUECKUE
MYyTaIllH, YTO HBIHEIITHEE YEJIOBEYECTBO €ro OBl MPOCTO HE Y3HAIO.

[To HamIMM CeromHANTHUM MepKaM, OyyIInuid Hapoa KOYEBHUKOB
MoTepsJ1 BHEIIHEe u3smecTBo. Ho uro kacaeTcs penuruu,

kotopyto lllypuna maeT Toxe Kparko, peIKAMU IITPHXAMH,

MBI BHJIUM JIOBOJIBHO JTFOOOTIBITHYIO KYJIBTYPHYIO HaJICTPOUKY.

Y OXOTHHMKOB-cOOMpareseii HeT 371a — HH IMePCOHATN3UPOBAHHOTO,
HU a0CTPaKTHOTO. 3aTO €CTh JIBa CO3UAATEIIbHBIX O0KECTBA,
JIOTIOJTHSFOIIMX JIPYT JAPYyTra, HO M COMEPHUYAIOIINX — JICMOH
MakcBemta u aemoH Jlamnaca. Takas Mozenb mopoxaaeT
napajoKCaabHbIA JUHAMHU3M Ha ITyCTOM MECTE, KaK B IPECIIOBYTON
«0OopbOe XopoIIIero ¢ Iydmumy. Takoi BEUHBIN IBUTATENb CIOKETA.
O06a meMoHa, B3STHIX U3 OCTAaTKOB HAYYHOTO 3HAHUS OBLIBIX JITOX,
OTBEYArOT 3a MOopsAA0K. [IpoCTO 0IMH MpeACTaBIICT aHATUTHYESCKHMA
MOJXO/, & IPYTOl — CUHTETUYECKUM.

«Canpl Jlannacay yeprnaroT IyCTBIMU TOPCTSIMHU BIIOXHOBEHHE
u3 «aonroro XIX Bekay. [lepuos 310T, 110 OONBIIOMY CUETY,



JTOJKEH OBITH XOPOIIIO TTOHATEH COBPEMEHHOMY YEJIOBEKY.
NHcTpyMeHTBI, To3BOJISIOMKE (YHKITHOHUPOBATH BOOOPAKEHHUIO
YTO COBPEMEHHOTO TOPOYXKAHWHA, YTO JIOHAOHIIA B IPABJICHUE
KOpOJIEBBI BUKTOpUH, HE CHIIBHO U3MEHUIUCH. Y HAC «BUkumeans»
u Google, y Hux bputanckas SHIMKIONEANS © MHOTOUYNCIICHHBIE
CIIPaBOYHUKH. Y HAC Tellecepualibl 1 KUHO(MPAHIIU3bI, Y HUX
TOJICTBIE POMaHBbI, II€YATABIINECS MO YaCTSIM B KypHaJax.

VY Hac u y HEX OONbINas UTpa BEJTUKUX JIEPIKaB, BE3IECYIIHA
HAaIlMOHAJIM3M, 3aBOPAKUBAIOIINI HAYYHO-TEXHUYECKNAN

PBIBOK M B3pPbIB IMaHCUNATOPHBIX JABMKEHHI. BoccTaHue

Macc, CAMOHA/ICSTHHOCTb DJIUT, TATAHWU3M B KYJIbTYPE U HayKe,
Mopau3M B obmecTBe. JIFoau momaraiot, 9To n30aBIINCH

OT MPEAPACCYIKOB MPOIIJIOT0, HO TOPOXKAAIOT MU(BI TTOCTpAIIIHEE
YMUPAKOLIUX PETUTHH.

HimeHHO TO3TOMY B KauecTBE OOEpPTKH sl STON UCTOPUHU
oynymero Cranucnas Lllypuna obparaercs k My3eitHOMY
(opmary — yCJIOBHO roBOps, AUOpame. 3pUTeIb KJIET, Koraa

e 00e MpeICcTaBICHHbIC IUBUIIN3ALINN COMIYTCS B HEKOEM
B3aMMOJICICTBUH, HO HUYErO TAKOro He nmpoucxoaurt. [Ipomuioe
OIIPOKMJIbIBAaETCs B Oyayliee, TaM MOKa3bIBaeTcsd ATIaHTUAA,
KOTOpasi Ha IOBEPKY OKa3bIBaeTcs ¢eiikom. My3ell HamonHeH
obmanoM. OxuaHus He onpaBaaHbl. Hukakoit Mopanu,
HUKAaKOTO BAJXHOIO ypoka. Uro xe npoucxonut? Po3sirpsim?
IIpoBokanua? U Bce ke XyIO)KHUK BHOCHT B ATy IKCIO3ULIUIO
COOCTBEHHYIO CTpacTh U HUpoHUIO. [loHeMHOTY OTpBIBasi OT CBOETO
TeJa MO KyCOYKY U BKJIAJbIBasi MX B IPOU3BEICHUS, HAITUTHIBAS
€ro KpoBblO, aBTOpP ce0sl MeJIeHHO yMepBisieT. MckyccTBo xe
oxkuBaeT. U kak tot cambiii 1M, HaumHaeT 1efCcTBOBATH 110 CBOEMY
Pa3yMEHHUIO, HEIOCTYITHOMY JIFOMISIM.

THE LOOP OF REPEATED LIVES
SUPERVISED BY MACHINES

Sergey Guskov

Any dystopia presupposes strict rules. Having grasped
them, it is possible to reconstruct the rest of that particular
world. A rare creator of new worlds would be able to bypass
the relentless conformity of the artistic narrative—enforced
eagerly by readers and viewers. They delight in pointing out
the author’s inconsistencies.

Better success usually comes to those who do not change

the existing world too much and merely shift the focal points,
merely amplify or attenuate the processes already ongoing.

A radical decoupling of a dystopia from the current version

of reality requires of the author a certain self-possession

and a chess-player mind, for example, the one like Jules Verne had.
Yet, there is an alternative: not to recreate a world from scratch
with all minutia and detail, but to make a cursory outline, sketch
some possibilities, akin to hazy apparitions—and this is exactly
the strategy pursued by Stanislav Shuripa.

In Laplace Gardens, climatic revenge catches up with the humanity.
After a steep increase in temperature, the tropical climate shifts
north (including into Russia), and the moderate climate is pushed
further up into the Arctic. The humanity is divided into people who
resigned to artificial intelligence and went underground, into the
mindless but comfortable machine heaven, and people who remain
overground. The latter do not rebuild the cities, visiting them only
occasionally to secure some resources. Nomads, they roam the
jungle and deserts, where the commemorable Heartland once used
to be. Their ways are tough and austere, their life is a never-ending
struggle for survival. There is no place for immoderacy.

In H. G. Wells, the spoilt descendants of the upper classes live
under the sun, and the proletariat had turned into cannibals

and gone to live underground, making occasional raids up to get
some loot. Present-day science fiction builds on this hypothesis,
but the spoilt classes now inhabit the near-Earth orbit, further



removed from the polluted Earth and its dispossessed residents.
This gets reversed in Shuripa’s world. He highlights other
attributes of our time. The recent years saw more that intense
digging, constructing secure bunkers and entire palatial estates
underground. Outer space is too far away, whereas soil, caves,
holes allure us through some primeval memory. Even if this
shelter is now controlled by intelligent machines. But this is how
things should be. Popular esotericism promised us the wisdom

of Shambhala and Agartha hidden in deep caves; subsurface cavities
inhabited by the coming race in possession of the powerful energy
of Vril; hollow Earth with entire seas and continents. Adapted

to contemporary mythology, this would be where cutting-edge
software runs on numerous servers and develops characteristics
of a living being.

It would seem that Al should elevate people to the level

of gods. However, here the artist is aligned with the theories

of technological singularity. From the perspective of advanced
machines, the humanity is just another animal species—a past

stage in the evolution. So they will foster the bestial in us.

Not out of cunning or envy, but out of sympathy. They might even
include Homo sapiens on some kind of red list of threatened species.
They will pervert and deintellectualize people just by satisfying their
needs. Then, just like The Matrix shows, having become an obedient
source of power for Al, half of humanity will confine itself to ideal
underground cities.

According to Stanislav Shuripa, the two future civilization do

not cross paths. Children of the urban dwellers stay in the loop

of repeated lives supervised by machines. Why would an author then
waste time on narrative this dead-end storyline, where he is clearly
more interested in the dynamic human communities overground.
But the image is more important than the narrative here. Once

again: Shuripa relies on hints. Speculations and conclusions are left
to the audience. It is the viewer who has to fill in the gaps. Which is,
evidently, rather risky given that the imagination of a modern person
is outsourced—it exists online, always generated by someone else.

Back to the nomads, hunters and gatherers, who have inherited

the Earth. What happens to them? A visibly mutated world unfolds
before their eyes, continuously generating new species of plants
and animals. The man himself is, probably, changing too'. Amid

a decline of human population over several centuries, megafauna
and megaflora is likely to reemerge. The species bordering
extinction at the turn of the 21st century would spread again,
supplemented by new and old ones. Following the expansion
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1 The science fiction epic
by Alfred Doblin Berge
Meere und Giganten
(1924) is an experimental
novel describing the
development of humanify
1000 years into the future.
The same happens there:
some people are striving for
absolute power and become
overman monsters, others
are turned into “towers”
that comprise living beings
of different genera and
kingdoms intertwined on
cell level.

of forests, large herbivores would rise in numbers, which would,

in turn, lead to an explosive growth in the population of large
predators. As for the ocean—potentially at its largest ever—

the mutations would be so out of this world that we would not have
recognized it at all.

The nomad people would have become completely inelegant to our
eyes. The religion, however—also outlined sparsely by Shuripa—
would acquire a curious superstructure. The hunter-gatherers
know no evil, neither personalized, nor abstract. In its stead

they have two creator deities that complement each other

and compete: the Demon of Maxwell and the Demon of Laplace.
This model induces a paradoxical dynamism out of thin air. This
is the perpetual driver for the narrative. Styled after the remnants
of the past scientific knowledge, the two demons are responsible
for order. One embodies the analytical approach, and the other
embodies the synthetic approach.

Laplace Gardens are amply inspired by the “long 19th century.”
The period that generally should be well understood by the modern
man. The mechanics enabling imagination have remained virtually
unchanged between a modern urban citizen and a Londoner

in the Victorian era. We have Wikipedia and Google, they had

the Encyclopaedia Britannica and numerous reference books.

We have TV series and movie franchises, they had magazines

with long-form novels published in instalments. We both have

the Great Game of superpowers, ubiquitous nationalism, fascinating
leaps of technology, and explosive popularity of emancipation
movements. Mass upheavals, arrogance of the elites, titanism

in culture and science, moralism in the society. People believe

that they have overcome the prejudices of the past but continue

to produce myths that are more terrifying than the waning religions.

This is why Stanislav Shuripa goes for the museum format

as the packaging for this story of the future—a diorama, if

you will. The audience anticipates some interaction between

the two civilizations, but this never happens. The past spills

into the future, and an Atlantis crops up only to be proven a fake.
The museum is full of deceit. Expectations are subverted. There
is no moral or teachable moment. What is going on? A prank?

A provocation? Or does the artist infuse this exposition with own
passion and emotion. Gradually, piece by piece tearing it from his
own body, nourishing it with his blood, the author slowly mortifies
himself. The art, though, is thus coming alive. Just like that Al, it
starts to act at its own discretion beyond human comprehension.
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