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! «TexHHUKa dy/1a» OTChUIACT K aHTPOIOJIONMYECKOi Teopun Alb(pe-
na Jhxeria. OnUckIBasi HICKYCCTBO, OH OTMEYAJI, YTO OHO SIBJISICTCS YYJIOM B TOM
Mepe, B KaKoi TEXHOJIOTHSI, JIe)Kallasi B €r0 OCHOBE, HEMPO3payHa Jyist 3pUTEIIs.
Xy/I0KHHUK, TAKKMM 00pa3oM, sIBJISICTCS MOJIMHHBIM MaroM, CIIOCOOHBIM 3aBOPO-
JKHUTh ayJIUTOPHUIO.



TEXHMKA YYAA:
ANbTEPHATUBHOE BYAYLIEE'

Beicrasroit «[IPOMETEI. JEMOBEPCHS: Dkcnepu-
MeHT obemaer cTarh ucKyccTBoM» Department of Research Arts
HAYMHAET CEPUI0 HCCIIEA0BATENbCKUX MPOEKTOB MO/ Ha3BaHU-
em APXVB.RESEARCH. IIpoexTsl 3TOH CepuH MOCBSIICHBI
Pa3NUYHBIM CHOCc00aM XyJOKECTBEHHOH PaOOTHI C apXHBAMHU.
ApPXWB IOHUMAETCS B CAMOM IITHPOKOM CMBICIIE. DTO MOTYT OBITh
TOCYJapCTBEHHBIEC apPXHBBI WIIM apXWBBI HAyYHBIX MM KYJIBTYp-
HBIX opraHuzanuid. Vnm nuuHble MaTtepuaibl, aHaIU3 KOTOPBIX
MO3BOJISIET MOHSTH 3MOXY M MOBCEAHEBHOCTH COOTBETCTBYIO-
mero BpeMmeHH. B 1udpoByro smoxy apxuBaiiu IMOAIAETCS
BCE — COBPEMEHHBIN YETIOBEK JKUBET B CUTYAL[MH ITOCTAPXHBA.
B mo6om cirydae, (ocT)apXuB — 3TO UCTOYHHUK HH(OpMAIHH,
CHOCOOHBIN M3MEHHTH MPEACTaBICHNE O BPEMEHH.

Cepust APXMB oTkpbIBaeTcsi IPOSKTOM 00 M3BECTHOM CTY-
JICHYECKOM KOHCTpyKTOpckoM Oropo «IIpomereid» (Bmocnen-
CTBHUH OHO ITPEBPATUIIOCH B OJHOIICHHBIA HAYyYHBIN HHCTUTYT).
CKDB BO3HHKIIO KaK 00bEANHEHNE YUEHBIX, HH)KEHEPOB, KOMIIO-
3UTOPOB, XyAOKHHKOB M (HUI0CO(OB, yBICUCHHBIX MOHAYATY
o0rmieil 3amadeil — MOCTAHOBKON MY3BIKAIIBHOW ITO3MBI AJICK-
cangpa Ckpsiouna «IIpomereit». CII0KHOCTB COCTOSIIA B HCIIONI-
HEHMH 11BETOBOH maptuu Luce, kKoTopyro npearnoarai caM KoM-
MO3UTOP, HO MOJAPOOHOTO PYKOBOJICTBA, KAKUM HMEHHO 00pa3oM
OHa JJOJDKHA OBITh pealn3oBaHa, He ocTaBmil. C My3bIKOBEIUC-
CKHX WCCIICIOBAaHNH M HAayYHO-WH)KCHEPHBIX AKCHEPHMEHTOB



Havajgach Ooyiee UeM MATHAECSATWIECTHSS HCTOPUS MHCTHTYTa
«IIpomereit». Cumraercs, 4YTO MPEUIOKEHHOE yYaCTHHUKAMHU
CKB wucnonaenue ckpsiOMHCKOW 1m0o3Mbl OblI0 mepBbiM B Co-
BerckoM Coroze. DKCHEpHMEHTHI ObUIM HalpaBJICHBl Ha Mak-
CHMaJIGHO TOYHOE OTPaKCHUE MY3BIKH B OOJIACTH BU3YaJIbHOTO
HCKyccTBa. BriocnencTBuu ObL10 TPOBEAESHO OTPOMHOE KOJIHYe-
CTBO 9KCIIEPUMEHTOB, CHIT OIHOMMEHHBIN (DMIbM 1 pa3pabora-
HO HECKOJIBKO YCTpOHCTB cepuu «lIpomereiy.

Iomumo CKB «IIpomerteii» momoOHbIe rpynibl ObUIM U B
napyrux toukax CCCP. OcoOeHHOCTBIO Ka3aHCKHX SHTY3HACTOB
CBETOMY3BIKH SIBIISICTCSI CTPEMJICHHE MPUAATh CBOUM JKCIEpH-
MEHTaM TeopeTHYeckuil KoHTeKcT. OHM 00palaIkch K HCTOPH-
YECKMM MCTOYHHMKAM, KOTOpPBIE MO3BOJISUIM 0003HAYNUTH MpPEeM-
CTBEHHOCTH C aBaHTapJ0M Havaga X X BeKa M pAHHUMH OIIBITAMH.
Kak kaxxeTcst Ha CeTOIHSMIHNN AeHb, OOJIee CyIIeCTBEHHOH sIB-
Js1ach UX (yTypOJIOTHSI HCKYCCTBA, TO €CTh MOIBITKA TEOPETH-
4eCKUM 00pa3oM NpeNCTaBUTh 00pa3 «UCKyccTBa OyIyIIEroy.
Apxusnblie Matepuansl CKb «IIpomereit» m03BONIAIOT YBUAETH
KOHTYPBI 3TOT0 HCKYCCTBa OyIyIiero, KOTopoe, no MHeHHo [ a-
JeeBa, JOJDKHO BKIIOYATh PA3IMYHbIC ()OPMBI, OBITH CHHTE30M
atux hopm U cBoero pona Gesamtkunstwerk.

O poau TEXHUKH B UCKYyCCTBE FOBOPST MHOTHE, B TOM YHC-
ne Banbrep beHbsIMMH, OAMH U3 CaMBIX MOMYJSPHBIX aBTOPOB
B Xy[IoXKecTBeHHOM cooOmecTtBe. K cBoeMy scce beHbsimuH
nomo6pain srurpad u3 [oms Banepu, koTopoe Taxke CO3BY4HO
UzIesiM «rpometeeBeB»: «CTaHOBICHNE UCKYCCTB 1 TIpaKTHYe-
cKkast (puKcanusi UX BUIOB IPOUCXOIMIN B 3IOXY, CyIIECTBEHHO
OTIMYABIIYIOCA OT HAlleH, U OCYLIECTBISUIUCH JIIOAbMHU, Ubsl
BJIACTh HaJ| BellaMy OblIa HE3HAYMTEJIbHA B CPABHEHUU C TOH,
KoTOpoii oOnamaeM Mbl. OHAKO YAMBUTEIbHBIH POCT HAIIMX



TEXHUYECKUX BO3MOXKHOCTEH, MPHOOpPETeHHBIE MMH THOKOCTh
W TOYHOCTH ITO3BOJIIIOT YTBEPXKAATh, YTO B CKOPOM Oymymiem
B JIPEBHEH WHAYCTPUH MMPEKPACHOTO IMPOU30IMIYT TITyOoUaifiie
U3MEHCHU». ['ajiceB HEOJHOKPATHO OTMEYal, YTO TCOPHUS HC-
KyCCTBa 3a4acTyl0 HE ITOCIIEBACT 3a HAYYHO-TEXHUYECKUM IIPO-
IPECCOM.

Bripodem, n3BeCTHO M ClIerKa KPUTUYECKOE HPOHUYHOE OT-
HomeHne ['aneeBa K HOBBIM TEXHOJIOTHSAM M Menma: «Hosoe
BpEeMsI — HOBBIC Ha3BaHUSA: IIPOTPAMMHPOBAHHOEY, KHHTEPAK-
TUBHOE», «KCEPOKCHOE», «CETEBOC» MCKYCCTBA, «BUICOApPTY,
«cTepeoapT», pasHOOOpasHEHIIINe «UHCTAUISIUI», YK HE To-
BOpPsA O MHOT'OYHMCJICHHBIX BapuaHTax «MYJIbTU-MEUa» Ha dKpa-
HE, Ha CIIeHe, B NUIEMaX «BUPTYaJIbHOW PEallbHOCTH, MOPOIO
3aCTaBISIONINX TIEPEBOANTE 3TO codeTanue «multi-media» mpo-
CTO KaK «Ky4a-Manay. Ho He HCKIIFOYeHO, YTO U U3 BCETO ITOTO
BBIMAJICT B «OCAJI0K» YTO-TO HEBEIOMOE HaM 1mokay (2005).

Paccyxnennst o Oyayiem, B TOM 4YHCiIe HCKYCCTBA, HE MMe-
0T KOHKPETHOT'O TEMIIOPaIbHOIO TOPH30HTa — OyItyliee Beerna
oTkIaabBaeTcss. OMHAKO MOXKHO MPEANONIOKNTh, YTO MBI yXKe
JKUBEM B TOM caMOM OyIyIieM, 0 KOTOPOM B CBOMX CTaThsIX YIIO-
MuHaI [aneeB u Apyrue SHTY3UACTHl CBETOMY3BIKAIHHOTO JIBHU-
JKCHHS — 3TO OyIylee TeXHOJIOTHIA BUPTYaIbHOM pPEalbHOCTH,
KOTOpBIC IO3BOJISIFOT CHHTE3UPOBATh PA3IHYHBIC OIIYIICHHS
B OJIHOM HEOOJIBILIOM YCTPOHCTBE, MMEIOIIEM JIOCTYI K Oecyuc-
JICHHOMY KOJTMYECTBY MH(OPMAIIIH CO BCETO MHUPA.

W3 namero Bpemenn npoektsl CKbB «Ilpomereit» BEITIAAST
TeM Ooliee MHTEPECHO | 3axBarbiBaromie. OHU OTPaXKaroT BO3-
MOXKHOE aJBTCPHATUBHOE OyIymiee, KOTOPOE OTYACTH Peai30-
BAJIOCh — €CJIM HE TEXHUUYECKH, TO TEOPETHYECKH M HIEO0JI0-
rudecku. Uyo, co3aHHOE CPeICTBAME TEXHUKH, CTAJIO Hallei



MOBCEIHEBHOCTHIO. U TpebyeTcs HeKkoe ycuinne, YTOObI BEpHYTh
BO3MO)KHOCTH OBITH OYapoBaHHBIM. B3mmsan Ha «luckoy, «Ka-
NeHI0(poH», CBETOAPXUTEKTYPHBIC MPOCKTHI, POCMOTpP KHHO
U BHJICO IKCIIEPHMEHTOB — OJIMH U3 CIIOCOOOB 3aCTaBUTH cEOs
VIUBISTHCS.

Hestensrocts CKbB «IIpomereit» HapaBHE ¢ IpyTHMMHU HHH-
muatuBamMu 1960-X BOCTIpHHMMAETCS KaK yTOMUYEcKas — 3TO
OBLTH TIOTIBITKH CO3/IaTh MCKYCCTBO Ha OCHOBE MOCIETHUX JIO-
CTIDKCHHUN HAyYHO-TEXHIIESCKOTO IIPOrpecca M TeM CaMbIM TIpe-
OJI0JICTh TPAHUIIBI HE TOJIEKO BHYTPH UCKYCCTB, HO U MEXK]Ty Ha-
YKOH M MCKYCCTBOM. DKCIIEPUMEHT 00€IIal CTaTh HCKYCCTBOM.
B stom otHomenuu aesitenbHocth CKB «IIpomerein» obmamaet
JIOTIOJTHATEIFHOU TIEHHOCTBIO — 3TO OBII MPUMEP B3aUMOJIEH-
CTBUS YUCHBIX W XyJO)KHHUKOB, KOTOPOE IMPOIOIIKATIOCH TTOUTH
nonsexa. [Ipoekr «[IPOMETEI. JEMOBEPCHI» npencras-
JISICT COXPAHUBIIIHMECS MPOCKTHBIC Pa3pabOTKH B OOJIACTH CBe-
TOBOH apXUTEKTYypPhl M CBETOMY3bIKAJIbHBIC MHCTPYMCHTBI KaK
MOJTBEPKIEHUE MPOYKTUBHOCTH ITON pabOTHI.

Pabota ¢ apxuBOM mpeamnonaraeT Tak’kKe U OCMBICICHHE €T
TEKyIIETO CTaTyca W HeN30eKHO BO3HUKAIOT BOTIPOCHI MTPHU3HA-
Hus. KeMm Obumm «mipoMeTeeBIb»? YUEHBIMA WIH XyIOKHHKA-
Mu? HacKoJIbKO CYIIECTBEHCH UX TCOPETHUCCKUN W TPaKTHUC-
ckuii Bkian? BroTe 10 mocneaHux JietT ku3Hu bymar [anees
AKTHUBHO Y4aCTBOBAJ B IUCKYCCHUSX, ITyOJIMKOBAJICS 3a PyOEKOM
u B Poccun, Oymyunm NMpU3HAHHBIM XyZOKHUKOM W yYCHBIM B
obmactn memmaapt. MccnemoBanme RESEARCH, B pamkax
KOTOPOTO COCTOSITHCH Oecelbl ¢ MCKYCCTBOBENAMH, Kyparopa-
MU, XYIOKHUKAMH, CO3JacT IONOJIHUTECIBHBIA KOHTEKCT IS
MMOHUMAaHHUS CTaTyca apxuBa cerofaus. MuTepsrio ¢ Jmurpuem
lankxunabivM, AnToHnO Jlkey3oii, Cepreem 3opunbsiv, Kapunoii



Kapaesoii, Hagexnoit Kapranonosoii, Bauecnasom Koneituy-
koM, bopucom KmtomnukoBeim, SIuunoit [pynenko, Pycremom
CaiidymnmaeiM, Anapeem CvmupHoBbiM, Cepreem TeTepuHbiM,
T'yzeny @aiizpaxmanoBor, Haranseit dyke, Onbroit [umiko,
AnexceeM IllynbruHBIM W JPYTMMU JIEDIM B OCHOBY JIAHHOTO
n3ianus. Takke K y4acTHIO B MPOEKTE ObLIM MPUITIALICHBI MO-
noapie XynokHukn Huxomait Onmmenko, Anactacus [loxuma-
eBa 1 Anekcannp CkoOeeB, PEITOKIBIINE CBON B3I HA UX
MIPOEKTHI.

«/lemoBepcHs» — 3TO AEMOHCTpaLUs HEOONIBIION YacTH ap-
XHBa, paboTa ¢ KOTOPBIM MOXKET CTaTh OCHOBOW OOJIBIIIOTO Mac-
TabHOrO MEIMAapPXEOJOrHYeCKOr0 NCCIISIOBAHUS CBETOMY3bl-
ku B CCCP, xotopoe OyneT crocoOCTBOBATh CO3MAHUIO My3es
u penenuunu Hacneaus «I[IpomeTes» B Xy10)keCTBEHHOH cpezie.

Kpuctuna PomaHOBA
Hannb @APXATIMHOB



! “Technology of Enchantment” refers to the anthropological theory
of art suggested by Alfred Gell. He noted that art could be an enchanting force
inasmuch the technology that lies behind this art is not obvious to the outsider.
Thus an artist is an ultimate magician able to enchant audience.



THE TECHNOLOGY OF ENCHANTMENT:
DIFFERENT FUTURE'

BY KRrisTINA RoMANOVA
NaiL FARKHATDINOV

PROMETHEUS. DEMO: Experiment Promises to Become Art
opens the series of research projects of the Department of Re-
search Arts entitled ARCHIVE.RESEARCH. The series will
explore various ways of artistic research of archives understood
broadly including state archives or archives of academic and
cultural institutions. Or, personal archives, which can shed light
on the epoch and everyday life of historic period. In digital era
everything can be archived—it can be argued that contempo-
rary human lives in the world of postarchive. (Post)archive is
a source of data that can change understanding of temporality.
ARCHIVE series starts with the project dedicated to the
well-known student design studio Prometheus (later on it has
become a proper academic research institute for experimental
aesthetics). The design studio emerged as a community of aca-
demics, engineers, composers, artists and philosophers engaged
initially in one project—the performance of Alexander Scria-
bin’s Prometheus. The main problem was to perform the Luce
part, which was supposed by Scriabin himself but he did not
leave any guidance on how to perform it. Starting with musico-
logical and engineering research Prometheus carried out exper-
iments almost fifty years. It is widely considered that the 1962
performance of Prometheus by the design studio was the first
one in the USSR. Experiments aimed at the most precise reflec-
tion of music in visual field. Since 1962 the design studio carried



out numerous experiments, shot the movie Prometheus and con-
structed several devices of Prometheus series.

There were several groups like Prometheus studio
in the USSR. The peculiarity of Kazan community of light mu-
sic enthusiasts was their aspiration to put the conducted exper-
iments within the theoretical context. They explored historical
literature in order to show the connection with the avant-garde
of the beginning of the 20" century and earlier experiments. To-
day, as it may seem, the most essential part of their theoreti-
cal legacy is the futurology of arts, i.e. their attempts to sketch
the image of the art of future. Archive materials of the design
studio allow visitors to see the outline of this art, which accord-
ing to Bulat Galeyev should include various artistic forms, be
the synthesis of this forms and something like Gesamtkunstwerk.

Walter Benjamin who is regularly mentioned in the con-
temporary art discourse reflected on the role of technology
in arts. He chose the quote from Paul Valery as an epigraph
to his famous essay: “Our fine arts were developed, their types
and uses were established, in times very different from the pres-
ent, by men whose power of action upon things was insignifi-
cant in comparison with ours. But the amazing growth of our
techniques, the adaptability and precision they have attained,
the ideas and habits they are creating, make it a certainty that
profound changes are impending in the ancient craft of the Beau-
tiful”. This quote is similar to the ideas of Prometheus members.
Bulat Galeyev often noted that the theory of the arts was not able
to follow the scientific and technological progress.

At the same time it is widely known that to a certain ex-
tent Galeyev was ironic towards new technology and media. He
wrote in 2005: “New times—new labels: “coded”, “interactive”,



CLINT3

“Xeroxed”, “net” arts, “video art”, “stereo art”, various types of
“installations” without mentioning the many sorts of “multi-me-
dia” on a screen, on a stage or via helmets of “virtual reality”.
All these push sometimes to translate multimedia as “pig pile”.
But nobody knows, may be something unknown will settle down
from all these stuff”.

The discussion of future of arts often lacks temporal ho-
rizon—future is always delayed. Yet we may assume that we
already live in the future, described in papers by Galeyev and
other enthusiasts of light music movement. It is the future of
technologies of so-called virtual reality that allow users to syn-
thesize various feelings in one small device with access to data
from all over the world.

The projects of the Prometheus design studio look interest-
ing and exciting from the contemporary perspective. They re-
flect the possible different future that partly has taken place—
if not technologically, but theoretically and ideologically. Mira-
cles created by technological means have become a part of our
everyday life. One needs to make an effort to be again able to be
enchanted. The exploration of Disco, Kaleidophone, light archi-
tectural projects, movies and video is one of the ways to do this.

Among many other activities of 1960s the projects of the
design studio look utopian. These projects were the attempts to
create artworks based on the recent scientific discoveries and
thus to go beyond the divides within arts and across science
and art in general. The experiment has promised to become art.
In this sense Prometheus is an important example of how art-
ists can collaborate with scientist for so long. PROMETHEUS.
DEMO exhibits some of the results of this collaboration in the
fields of light architecture and light music as evidence of the
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fruitfulness of these activities.

Archival research presupposes reflection on the current sta-
tus of the archive and inevitably we end up with the question
of recognition. Who were the members of Prometheus? Were
they artists or scientists? How crucial is the contribution they
made? Till the end of his life Bulat Galeyev actively took part in
the debates, published abroad and in Russia and was recognized
as a media artist and scientist. Our research brings additional
context for understanding of the current status of Prometheus
archive. The talks with Guzel Faizrakhmanova, Natalia Fuchs,
Dmitry Galkin, Antonio Geusa, Karina Karaeva, Boris Klush-
nikov, Vyatcheslav Koleichuk, Rustem Saifullin, Olga Shishko,
Alexei Shulgin, Andrey Smirnov, Sergei Teterin, Sergey Zorin
and other members of contemporary art community are the es-
sential part of this publication. Additionally we invited Nikolay
Onischenko, Anastasia Pozhidaeva and Alexander Skobeev to
share their artistic views on how one can work with Prometheus
legacy.

DEMO 1is a demonstration of the small part of the archive.
Archival research may potentially become the foundation for the
large-scale media archaeological research of light music in the
USSR, which will lead to the museum of Prometheus and the
reception of their legacy within artistic context.
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O6pazoBaHune CTyAeHYECKOro KOHCTPYKTOPCKOro 61o0po
«[lpomeTeii», B COCTaB KOTOPOro BOLLIN UHXKEHEpPb! 1
CTYAEHTbI TEXHNYecKnx crneunansHocTen KA,

a Takxke Xy[A0XHUKK 1 npenoaasateny KasaHckon
KOHCepBaTopuu.

CEeTOMbeIKaﬂbHOe JKCnepumMeHTasibHoe NCnosiHeHne
cMEOHMYEeCcKo Noambl AniekcaHapa CkpabuHa
«[lpomeTesi» ¢ UCNONb30BaHEM CTaLMOHAPHOTO
CBETOMY3bIKaNbHOr0 MHCTPYMeEHTa «[TJpomeTes-1x.

L s

i

’
.

1963-196

CospaHa HoBasA MoaudUKaLVA CBETOMY3bIKa/IbHOro
VHCTpyMeHTa «[lpomeTei-2»

14

Bbixop comvnbma «3kcrnepumeHT obeLlaeT cTatb
nuckycctsom» o peAtensHoctn CKB.

CospnaHuve unbm «[TpomeTesi» No OpuUrrHanbHoON
TEexHOMorun, cornacHo KOTOpOIZ CbEeMKU BEJNTUCb

Ha YepHO-6enyto HeraTUBHYIO MIeHKY, KOTopan B
fanbHenWwem okpatlumsanacb METOAO0M rMAPOTUMNHOW

"~ 1965-196




Lecturers and students of engineering departments
of Kazan aviation institute together with artists

and lecturers of Kazan conservatory have founded
a design office Prometheus.

The office has launched its activities with an

experimental performance of Alexander Scriabin’s
Prometheus using a specially designed light-music
instrument Prometheus-1.
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CBETOHOHLIEPT

MeMONCTPAIUIA CHOTOTEXIIHNECKOl CHCTOMEI
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The second model of the music-light instrument
Prometheus-2 is designed.

Release of the documentary Experiment Promises to
Become Art dedicated to the activities of the design
office.

The design office produces the movie Prometheus using
the original technology: the shooting is made on black
and white negative film, which is later dyed using the
technology of dye-transfer process.




3aBepLueHne pa3paboTkn CBETOMY3bIKaNbHOro
VHCTPYMeHTa «KpucTtann», npeaHasHavyeHHoro ansa
nepeaBuXHbIX BblCTynﬂeHMﬁ n He TpeﬁoBasLuero
cneumanbHOn KOHCTPYKuun 3ana. Ha «Kpuctanne»
NCNOJSTHANUCHL Npou3BeneHnaA AneKcaHp,pa CKpRéMHa
(«TemHoe nnama»), Mbepa Bynesa («CTpyKTypbl»),
Anekcangpa HemTuHa («Cnesbl»), Knoga debioccu
(«DeitepBepk»).

Peanunsauua noacseTkn Cnacckoit 6awHn KasaHckoro
Kpemna manuHoBbIM LBETOM. APKOCTb NOACBETKM

1 apheKTbl 3aBUCENN OT FPOMKOCTU KOMIOKONbHOrO
3BOHA.

YcTaHoBKa ocBeLleHnA 3aaHna KasaHckoro umpka,
KOTOpOE y4nUTbiBaN0O NOrofgHbIie yCNnoBUA: 3Ha4eHnA
pas3nunyHbIX NapamMeTpoB «NepeBoanNINCb» B CUTHANbI,
BivAKOWME HA ANHAMKY CMeHbl N APKOCTW LBETOB.

PaspaboTka aBTOMaTU4eCKnX CBETOMY3bIKabHbIX
ycTtaHoBok (ACMY) cepun «Moenb», npeaHasHa4yeHHbIX
0N1A 0hOPMIEHVA NHTEpbepa.
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Prometheus completes construction of the light-music
instrument Crystall—a transportable device intended
for the performances in the halls without special light-
music equipment. The instrument has been used

in performances of the compositions by Alexander
Scriabin, Pierre Boulez, Alexander Nemtin and Claude
Debussy.

The Spasskaya Tower (Kazan Kremlin) has been
illuminated with crimson. The brightness and effects of
the illumination depend on the volume of the chimes.

1966-1967

1968

Designing an installation to illuminate the Kazan Circus.
Weather conditions determine the dynamics of colour
change and its brightness.

Designing the series of automatic light-music
installations Idel, which were supposed to be used in
interior decoration.

17



Mepsana B CCCP noctaHoBKa cnekTakna «3ByK 1
cBeT» 6e3 akTepoB Mof, OTKPLITbIM HE60M, KoTopas
npepcTaenAna cobovi 3KCnepuMeHTbl B obnactu
CUHTe3a 3ByKa, CBETa W apXUTEKTYpb.

YcTaHoBKa B rocTUHULE «TaTapCTaH» CTauMOHapHOro
«CBeToBOro BUTpaxka», KOTOprﬁ npeactasnAn
coboi Nonynpo3payHyto NOBEPXHOCTb, 32 KOTOPOW
Haxoaunuch CeBeToBble 6noKu.

1970

197

MepBbIi BApUaHT ONTUYECKOro yCTponcTBa
ycTaHoBKW «MoHapvaH», AJiA co3AaHnA KOTOPOro
6bIN NCNONL30BaH NEKTPOHHBIV 610K aBTOMa-
TNYECKOIN CBETOMY3bIKaNIbHOW YCTAHOBKMN U YeTbipe
AvanpoekTopa «MpoToH». B pamku ananosnTtneos
romeLLanunch LBETHble CBETOUILTPLI —NoNyyaeman
MpOeKLVA HanoM1Hana Nnpon3BeaeHnA

Muta MoHapuaHa.

18

3aBeplueHa pa3paboTka yCTaHOBKU AS1A UCTIONHEHWA
«MPOCTPAHCTBEHHON My3bIKW». MHOrokaHanbHbI
nynbT ynpaeneHna Ha dhoTogaTumkax 1 6onbluoe
KOMIMYEeCTBO KOJIOHOK MO3BOMANM «NepemeLlaTb»
3BYKM B 11060V TOYKE NPOCTPaHCTBA, UMUTUPYA
ABWXeHne peasibHbIX NICTOYHUKOB 3BYKOB.




The first open-air performance Son et Lumiere in USSR
which shows the experiments in synaesthesia of sound
and light in the architectural setting.

Designing the light panel for the restaurant hall of
the Tatarstan hotel. The panel consists of light blocks
located behind the semi-transparent surface.

The first model of the optical device called Mondrian
is designed using the electronic block of the automatic
light-music installation and four slide projectors Proton.
Overlay of slides of different colours produced by the
device thus reminds the artworks of Piet Mondrian.

The installation for the “spatial” music performances

is constructed. The multi-channel console with light
detectors and many speakers enable the movement of
sound in space and thus imitate real sounds.




PagpabatbiBaeTca ellue 04HO YCTPOWCTBO ANA An3aiHa
nHTepbepa «ANKbIH».

Bynat lanees BmecTe ¢ VipuHoi BaHeukuHon
(cueHapwit) n onepatopom Asucom MpuBKUHLIM
CHMMaOT NepBblii NPOKaTHbIV (hunbM «CBETOMY3bIKa»
Ha My3biky Feoprua Ceupuaosa «ManeHbkuii

TPUNTUX>.

Mpy KasaHCKOM MONOAEXHOM LieHTpe OTKpbIBAETCA
NOCTOAHHO AeCTBYoLWAanA ropoackan cTyana
CBETOMY3bIKMN C IEMOHCTPALIMOHHBIM 3a710M, Npy
KOTOPO (hyHKLIMOHMPYET My3eii, NpeacTaBnAowmii
maTepuas rno CBeToMy3blKasbHbIM 3KCMEpPUMEHTaM B
CCCP v opyrux ctpaHax.
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Yalkin—one more installation for interior design—is
under construction.

1974-1980

Bulat Galeyev together with Irina Vanechkina (script)
and Avis Privin (cameraman) produce the first
commercial movie Light Music based on Georgy
Sviridov's The Small Tryptich.

Hasancunit aBnaumonHbIR
WHCTHTYT

CHB IPOMETEN

@ JKCIEPEMERTANBHLIN
KOMUEDT

GET 1 MYSGIHA

B NMPOTPAMME
1. BCTYNNTENbHOE CAOBO HAYSHOTO PYKOBOAWTEAR TEMbi
LCBET w My3blKA“ 5. FANEEBA.
2. [leMOHCTPaUMs PasnuyHbIX BADHAHTOB CBETOMYSbIKANBHOrO
dmnbma MpoMeted” A. H. CHPABUHA
3. LKPHCTANST",
WCnonHexwe npousseaenuii CKPAGMHA,
CTpaBuHCHOro, [le6HoCcH.
Bo Bpemst KOMUEPTA NPOBOAMTCH AHKETHBI ONPOC 3pHTECH
N0 BLIABIEHHIO OGLEKTUERBIX 3AKOHOMCPHOCTEHi IBEETHOrO cyxa™.

c s

Hayano Kouepta B
Bxoa no npuracktenbibim Guieram.
°

The city studio of light music with a demonstration hall
opens in Kazan Youth Centre. There is also a museum
exhibition, which represents the materials on light music
experiments in USSR and abroad.
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CospaHue nocneaHero cuibMa no TEXHONornm
oKpalBaHuA YepHo-6en1oi NneHku. im ctaHoBuTcA
«KocMmuyeckan coHaTa», B KOTOPOM MCMONb3yeTcA
3NeKTPOHHaA My3blka Anekcanapa HemtuHa u
CrtaHvcnasa Kpeiun.

1981
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Co3naHune yCTaHOBKM «ONEKTPOHHbIV XYA0XHUK>
KOTOpaA Mo3BoNANA OMepaTopy «pUCOBaTb» Ha IKPaHE
pasnuyHble cBeTOBble 06pasbl, TpaHCHOpPMUpyemble
no KOHUrypaumm, UBETHOCTU, APKOCTU, U3MEHATbL
no3nTuBHOE M306pa)KeHVIe Ha HeraTuBHOe, 3agaBaTb
ornpeaeneHHyto nporpaMMy ABMXEHNA CBETOBbIX
06pasoB, M3MeHATb MacwTab n T.4. Mo cytn
VHCTaNNAUMA npeacTasnAna cobor JOKOMMbIOTEPHYO
BUIXENNHIOBYIO NPOrpaMmy.

B nomeleHun mysea KazaHckoro aBnauyoHHOro
VHCTUTYTa yCTaHaBMBaeTCA annapat «[loowmi
KOCMOC». [1nA CBETOBOI NPOEKLMM NPUMEHAIOTCA
Takue xe 6510Ku, Kak 1 AnA ycTaHoBKU «CeBepHOro
CUAHWA» B rOCTUHMLE «TaTapcTaH», U MPOEKTopbI
TVna «J1aTn-60M».




“ Prometheus ” produced Space Sonata based on music
of Alexander Nemtin and Stanislav Kreichi has been the
last light musical movie produced using the technology
of dyeing the black and white film.

The members of “ Prometheus ” design Electronic
Painter installation. An operator can use the display as
a canvas and “draw” light images of various shapes
with adjustable brightness, movement, scale and other
parameters. Basically, the installation is an example of
pre-computer VJ equipment.

The device Singing Space is installed in the museum of
Kazan aviation institute. The construction is similar to
the one used in the hotel Tatarstan and supplemented
by projectors LETI-60M.




B TeueHne HECKONbKUX NeT BeayTcA paGOTbI no
CO3[aHMI0 Cepumn yCTaHOBOK «KaneipooH».
Haunbonee ycneluHoii 13 3Toi cepun cTana ycTaHoBka
«KaneinpooH-36», KoTopaa no3sonAna nonyyats 36
Pa3HbIX AMHaMNYeCKNX CBETOBbIX 3Q3d)eKToa.

Ha npotaxeHun cemun net Ha KazaHCKOM ONTUKO-
MexaHM4YeCKOM 3aB0oe BbiMyCKatoTCA aBTOMatu4eckmne
CBETOMY3blKasbHble YCTPOMUCTBA «[IUCKO»,
CKOHCTpYyMpOBaHHble nHxeHepamu CKB.

1985-1992
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B KasaHu npoxoauT KpynHeiwmii ectueans «CBeT 1 My3blka», KOTOpbIA 06beanHn 6onee 500
Yy4aCTHMKOB CO BCENn CTpaHbl.

BynaT lanees paspabaTbiBaeT CXeMy «MNepuoan4eckor CUCTEMbI UCKYCCTB», KOTopaa
CYMMVpYeT TeOpeTUKO-3KCNepumMeHTanbHble paspaboTkn CKB «lpomeTtea» 1 o6o3Ha4aeT Mecto
CBEeTOMY3blKalbHbIX 3KCNepMEHTOB B NPOCTPaHCTBe coapemeHHoﬁ KynbTypbl. B ocHoBe cxembl
NEeXNT «3BOJTIOUMOHHO-AnaneKTnyeckoe» npeacrasieHne 06 NCTOPUU Pa3BUTUA KYJbTYpPbl.

C nomouybto yctaHosku «PacceeT» Bynat lanees, Pyctem Caiidynnun n VipuHa BaHeukuHa
€0o3[aloT nepBble cnaiaoMysbikanbHble hunbmbl. [pMGoOp COCTOUT 13 ABYX AMANPOEKTOPOB,
NOAKJIOYEHHbIX K NyNbTy, KOTOprVI no3BOJIAET coBMelaTb ABa M306pa)K9HVIF| Ha OOHOM 3KpaHe
B peXXume HannbiBa, co3fnasan Sd)cbeKTbl 3aTyxaHuA, «AblXxaHuA», pacTBOpeHnA Bmayaanoﬁ
KapTUHKW.



For several years the ” Prometheus ” team is busy
constructing the series of installations Kaleidophone.
The most successful one— Kaleidophone-36—may
produce up to 36 different dynamic light effects.

1984-1987

For seven years Kazan Optical and Mechanical
Plant produced automatic light-music devices Disco
constructed by the engineers of Prometheus design
office.

MAHHCTEPCTBO KVABTYP TACCP
TOCYNAPCTBERHAR OWMAPMOHHA TACCP ww. I. TYKAR

AxvoBwi 3an
HOHCepBaTOpuK

cenabpn (na. Coobod)

~ VE MARIA

MY3bIKA, NO33HA, HABONACH

XV—XIX 55,

Fim GEIVIAR

Bynar TAJIEES

Feoprus HANTOP

Beae 3 19 o [

1987

Alarge conference and festival Light and Music takes
place in Kazan with more than 500 participants from
USSR.

Bulat Galeyev develops a scheme of periodic system
of the arts that sums up the theoretical findings of
Prometheus group and shows the place of light music
experiments in contemporary culture. The scheme is
based on the evolutionary-dialectical understanding of
the development of cultural forms.

Bulat Galeyev, Rustem Saifullin and Irina Vanechkina
produce the first slide and music films using the
installation Rassvet which consists of two projectors
and a control panel that enables the combination of two
images on the same screen in the overlay mode and
thus the effects of fading and dissolution are achieved.
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Pexxuccypa 1 cozpaHvie BU3yasnbHoW CoCTaBnAoLLei
ANA cepnn N3 WeCcTn KOHUEepTOoB «MVIp Kak 6onblwana
CI/IM(bOHI/IFl» B KOHCepBaTopun KasaHu.

1987-1

PaboTa Hap, HOBbIM VHCTPYMEHTOM Cepum
«[pomeTeit» — «lpomeTen-3».

1987-198

1989-199

BynaT laneeB HauMHaeT aKCNepUMEHTbI B 06nacTu
BMAeoapTa 1 BUAGOUHCTaNNAUMIA. Bbinn cospaHbl
BVACOVHCTaNNALMN «DNEKTPOHHbIN KOpPT», «XKnsoe
1 HexumBoe», «On-apT NPo BUAE0aPT», «3aTAXKHON
BO3YLUHbIN NOLENyin Yepes CTEK0 KMHeckona»,
«OT TIOpbMbI U CyMbl He 3apekaica» 1 Tak aanee.
Momumo nHcTannAumi 6binn co3paHbl BUaeopaboThb
«Xpam» (KUTY-CTUNb), «Xpam» (B cTune XyaHa
Mwpo), «bannapna nna BepHta» (B ctune Bacvunua
KanauHckoro), «"apmonua Busa» (B cTune
CanbBapopa [anu), «TaHeL BepTUKanbHbIX JIMHUA» .

CKB «[MpomeTeit» NpoBOAUT NpeacTaBfieHve
nop, OTKpPbITbIM HeGOM «Borlwe6HbIN cap» ¢
MCMOb30BaHVEM Na3epHbIX NPOEKLIA.




The “ Prometheus ” team directed and created the
visual components for the series of six concerts
World as a Great Symphony organized in the Kazan
Conservatory.

The production of the new model of Prometheus-3.

Bulat Galeyev carries out the experiments in the field
of video art and video installations. During this period
he makes a number of installations: Electronic Court,
Alive and Not Alive, The Op Art of Video Art, Blowing
Protracted Electronic Kisses through the Glass of a
TV Tube and others. He also films video artworks The
Temple (in the kitsch style), The Temple (in Joan Miro’s
style), Ballad for Bernt (in Wassily Kandinsky's style),
Harmonia Viva (in Salvador Dali’s style), The Dance of
Vertical Lines.

Prometheus organizes open-air performance Magic
Garden using laser graphic images.
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B mysee Canvixa Cavigaliesa yctaHaBnmBaeTca
cuctema «ABTorua», KOTopaa npeanonarana cosfaHne
ayamoBu3yasnibHOro CONpPoOBOXXAEHUA K SKCKYPCUAM.

MpoBoamsLwmeca ¢ KoHua 1960-x rogoB 9KCNEepUMEHTbI
no «My3blKanbHOM rpachmke» nony4nnm CoBpemMeHHoe
BOMNJIOLLIEHNE B KOMMBLIOTEPHOW nporpamme «[lotowwmia
wamannb». Ha akpaHe KommbtoTepa rno nporpamme
TpaHCcOPMMPOBAHWA CO3AAETCA «3BYKOBOE MOse».

Pa6oTbl CKB «[pomeTeit» y4acTByOT B MacLUTaGHoO
BbICTaBke «lIcTopuA poccuiickoro BuaeoapTa. Tom
1» (Kypatop: A. [lxxey3a) B MOCKOBCKOM My3ee
COBPEMEHHOT0 UCKYCCTBA.

2009

B HaunonanbHom my3ee Pecny6nvku TatapctaH
OTKpbIBAETCA BbiCTaBKa «HOBOE NCKYCCTBO Ha
py6e>xe TbiICAYENeTUn», NMOCBALLEHHAA Hay4HON 1
XY[0XeCTBEHHOI aeATenbHocTn bynarta Maneesa.

B ¢hoHae «3PA» oTkpbiBaeTcA BbicTaBka «bynat lanees
/ WckyccTBo peicteua» (KypaTtopbl: AHHa 1 BAyecnas
Koneiiuyk).
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B pamkax chectusana «[lonutex» npu ysactum Omutpua
Mopo3oBa 6bl1 PEKOHCTPYMPOBAH CBETOMY3bIKasbHbINA
VHCTPYMeHT «Kpuctann» obpasua 1966 n nposeaeHb!
nBa nepgomaHca «CuHecteTnyeckan CUMGOHUA»
coBmecTHO ¢ MNMutepom KnpHom v tOnuei 'nyxosoii
(kypaTop: Hatanba ®dykc).




“ Prometheus ” constructs the system of audiovisual
accompaniment for the exhibition of Salikh Saidashev’s
Museum.

2004

” Prometheus ” demonstrates the results of musical
graphic experiments in the project Singing Shamail
aimed to translate the graphic image

of Shamail to sounds.

The works of Prometheus are exhibited at the Museum
of Modern Art as a part of the project History of Russian
Video Art. Volume 1 curated by Antonio Geusa.

The National Museum of Republic of Tatarstan opens
the exhibition New Art on the Cusp of the Millennium
dedicated to the academic and artistic activities of Bulat
Galeyev.

Era Foundation opens the exhibition Bulat Galeyev
/Art of Action curated by Anna and Vyacheslav
Koleichuk.

2015-2016

As a part of the festival Polytech. Science. Art Dmitry Morozov and Prometheus reconstruct

the original light music instrument Crystall (1966) and delivers performances SYNAESTHETIC
SYMPHONY using the device together with Peter Kirn and Julia Glukhova. Natalya Fuchs curates
the project.
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g

TEOPUA N KPUTUKA

Bymnar I'anees / Bulat Galeyev
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®EHOMEH «4Y[1A»
B UCKYCCTBE

3aHUMAasCh TCOPETUYCCKHMHU W TPAKTHUCCKAMH SKCIICPH-
MEHTaMU B 00JTaCTH MIPOTHO3UPOBAHUS M HOBBIX BHJIOB XyHIOXKe-
CTBCHHOTO TBOPYECTBA, CBSI3aHHBIX C HCIIOJIB30BAaHHEM COBpE-
MEHHBIX TEXHHYCCKUX CPEICTB, IPUILIOCH 00PaTHTh BHUMAHUE
Ha TO, YTO B TICHXOJIOTO-aTaBUCTHUYECKUX OCHOBAHMAX JIFOOOTO
MCKYCCTBA JICKUT «peanun3aus gayna». Ho, pasymeercs, B oTiu-
YUH OT PEJIUTHH, TJIE CTATYC Yy/a OIpenesieTcs: OeCpeKocIoB-
HOCTBIO TPUHSITUS €T0 «Ha BEPY», B UCKYCCTBE 3Ta Bepa Hallu-
YEeCTBYET KaK ObI «IIOHAPOIIKY», B UTPOBOIt (hopme.

Kak ObI TO HU OBLIO, «TOCKA 110 YYIy», BEPOSTHO, MPUCYINA
YEIIOBeKy KakK 3aTacHHAas TiIra CaMOpPa3BHUBAIOIICHCS CHCTEMBI
YEeIIOBEYCCKON KYIBTYpHl K MOCTOSHHOMY HWH(OPMAIMOHHOMY
OOHOBIICHHIO. ATPO(HSI ATOTO YyBCTBA B KXKIOM HHIUBHIIYYME
ObLTa OBl paBHOCWIIBHA TIO0CE SHTPOITUH.

OmryieHue «4uyaa» BO3HUKACT, KaK U3BECTHO, KOTJIa HEKOE
SIBICHHE WM COOBITHE peayibHO (MM HJUIFO30PHO) MPOTHBO-
peunT oOIIeYeIOBeYeCKOMY Te3aypycy, C(HOpPMHUPOBABIICHCS
ycraHoBke. Hambonee 9y0eiCTBeHHBI WILTIO3HH HAPYIICHHS
OCHOBHBIX 3aKOHOB IIPHPOJIBI, HATIPUMED, COXPAHCHHS YHEPTUH.
Bru3ka k Hell «Marus yCHIIUTENs», JiexkKanasi B OCHOBE MHOTHX
BUJIOB BOJIIICOCTBA (MUHUMAJILHOE JICHCTBUE C MAKCHMAIbHBIM
pesyasratoM). Cpeau APYTruX TMPUPOIHBIX 3alIPETOB — MTHO-
BEHHOE B3aWMOIIPEBpAIEHUE JTHOO MCYC3HOBEHNE MaTepHalIb-
HBIX TIPEAMETOB («yIapuics Cephlif BOIK O 3eMIII0 U IpeBpa-



Tiicsa B VBaHa-apeBHYa» WIM aHAJTOTHYHAS TPaHC(HOPMAIUI
«sarymka — Bacummca [pekpacHasny).

HauaB 3aHMMAaTbCst CBETOMY3BIKOH, 5 C YAUBICHUEM OOHApY-
JKHJI, YTO MHOTHE CITyILIaTeJIN UCTIBITHIBAIOT IIOTPSICEHHUE U Pa3o-
YapoBaHUe, y3HaBasl, YTO CBETOBAsI APTHUS CO3/IACTCS HE HEKUM
YyIECHBIM «9EPHBIM suKkom» (9BM), a «pocTo» deIoBeKoM.
Jus Hux Oonee MPHUTATATENFHO OXHIAHHE CBETOMY3BIKH €X
machina (n3 mammesr). Hanunio oueBuaHOE CTpEeMIICHHE BUIETh
B HOBOM HCKYCCTBE «UY/IO CBETSIINXCS 3BYKOBY, OCYIIECTBIIsIC-
MOE 32 CUET «IIPEBPAIICHHS» 3BYKOB B CBET (UTO OINPEIEISIETCS
HaMU JUIs KPaTKOCTH KakK TICHXOJIOTHYECKUH «komIuieke Bacu-
nucel [IpexpacHoii»).

Bcemomaum teneps otorpaduro, KMHO, TEIEBUACHHUE, KO-
TOpBIC HE MOTJIIM CTaTh MCKYCCTBOM, ITOKa HE OTIAIH JTaHb Ye-
JIOBEYECKOH TsTe K «uaymy». Dororpadus ocHoBaHa, mo A. ba-
3eHy, Ha uy/le «MyMH(HKAIMA BPEMEHHW», YIOBJICTBOPSIOIIEM
«KOMILIEKC MyMHUU» (HETIPOM3BOJILHOE MPOTUBOJEHCTBIE 3a0-
BeHHI0). «MymuduUKalno BpeMeHn», IyCTh U HE B CTOJb 4y-
JIECHOH (hopMe, OCYIIECTBIIICT W N300pa3UTEIBHOE UCKYCCTBO
(HE yOMBHUTEIBHO, YTO MCIIaM 3alperiai H300pakaTh YeIoBeKa,
100 «IIOBTOPSITHY JKUBOE, MYCTh H €AMHOMOMEHTHOM BOILIOIIIE-
HHH, €CTh Ipeporarusa oxHoro Ajuiaxa). B Tearpe ncxomHsim
OCHOBaHHEM, KaK MbI 3HaeM, SIBJISIETCS Uy/0 JIMIE/IeiCTBa, y/10
repeBoIUionieHus. JlelcTBue «Maruu yCUJIUTENs» B MO3THYE-
cKoit MeTadope ycMarpusai aureparyposes A. JKomakoBekuil. A
KHHEMaTorpad — 3TO yKe Uy[I0 U3 dyIec — MPOM3BOIAUT «MY-
MHUPUKAIHIO» TBIDKYIIErocs o0pasa u romoca. Panno u Tenesu-
JICHHE OCYIIECTBIISIOT MI'HOBEHHYIO TPaHCIIOPTALMIO 00pas3a u
rosoca Ha J1r000e paccrosHue. KoMnbroTepHast TEXHUKA — YKe
mpeaci, MOoCArHOBEHUE Ha (I)yHKHI/II/I BceBrbllHero — cUHTE3U-
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poBarh «u3 HUUero» (Ha tabula rasa gucruies) ar060e n300paxke-
HHE ¥ 11000 3ByK. Jla M B JyXOBHOM HCKYCCTBE MY3BIKH, KaKk
BEPHO OTMETHI My3bIikoBes JI. Maseins, pa3Be HE YIMBHUTEIBHO,
YTO U3 KpallHe OrPaHUYEHHOI0 3ByKOBOTO Marepuana, U3 CeMHU
HOT OKTaBBl, CO3/1a€TCSI «Uyl0 KPacOoThl U BBIPA3UTEIBHOCTI
MHCTPYMEHTAJBHBIX KOMIO3MIMK (Ma3enb Hpu 3TOM Takke
CUUTAET JJOJKHBIM COCJIATHCSI HA «MArui0 YCHITUTEI).

Ho nnst 1aHHBIX MCKYCCTB BCE 3TO OTHIONb HE OIIPEACIISCT
MOJIHOCTBIO UX CIIEIM(UKY (JIUIIB OTHO HCKYCCTBO CIIEIHAIBHO
U JICHCTBEHHO JIeJIaeT PEeATU3alMI0 «Uy/1a» CBOUM COIEp KaHU-
eM — 1upk). Oco3HaHue OUEBHTHOCTH JJAHHOW MBICIIM TPUXO-
JIUIIO HE Cpa3y — O0COOEHHO B HOBBIX MCKYCCTBAX, POYKIAFOIINX-
Cs Ha HAIIUX TJIa3ax.

Tak, M0 Mepe TEXHNYECKOTO OCBOCHHE 3ByKa KMHEMaTOTrpa-
¢om, C. DifzeHIITeNH IpeIypexaal, 4To IoHaJary «Hanoosee
BEPOSITHOE €r0 UCIOJIb30BaHUE MTOMIET MO IMHUY HAUMEHBILIETO
COIIPOTHUBJICHUS, TO €CTh 10 JINHUH YJIOBJIETBOPEHUS JIFOOOIIBIT-
CTBa», CO3/aHUS WIUTIO3MH «3BYYAIINX MPEIMETOB» (pasperie-
HHE «KOMIIJIEKCA MyMUU»).

COOTBETCTBEHHO M B CBETOMY3BIKE: OeccoleprKaTenbHas
JKCIITyaTallusl «4yAa CBETSIIMXCS 3BYKOB», HAlpaBJICHHOE HA
paspenieHue «xomiuiekca Bacunucer [IpexpacHoii», u cocras-
JSeT MOMJIMHHYIO CYIIHOCTb IPECIOBYTBHIX aBTOMATHUECKHUX
YCTPOMCTB «OJIHO3HAYHOTO IEPEeBO/ia 3BYKOBOW HH(pOpPMAIUU
B CBETOBYIO», NPETEHIYIOMNX MAarndecku «yCHIMBAaTh)» BO3-
JIEWCTBHE MY3bIKH 32 CUET OE30TIISTHOTO CHHXPOHM3MA 3ByKa U
cBera (B TO BpeMs Kak cama LeJIb «II€PeBO/Iay MPOTUBOPEUNT
3aKOHaM OBITHSI 3CTETHYECKON MH(pOPMALNH).

CoBpeMeHHasl Xy[I0)KECTBEHHAs MIPAKTHKA «I10/10PachIBAcT
HaM HOBBIE TIOBOJBI YOEAWTHCS B HAIIMX BBIBOAAX. boibryio



MOMYISIPHOCTh MPUOOpENN B IOCIEIHEE BpEeMs TaK Ha3blBa-
emble npeacTaBieHus «3ByK u CBET», MPOBOANMBIE B HOYHOE
BpEMS TI0JT OTKPBITBIM HEOOM Ha TEPPUTOPUH N3BECTHBIX HCTO-
PHUYECKHX IaMSATHUKOB (3aMKH, JIBOPLBI U T.JI.). JTO, 1O CyTH
Jieia, CTepeopajnoTearp B YCIOBUSAX €CTECTBEHHBIX «JIEKOpa-
LU C CIOXKETOM Ha «MECTHYI0» MCTOPUYECKYIO TeMy. B HHX
OCYIIECTBIIAETCS CBOETO POJa «KOJUICKTHBHBIN CITUPUTHUECKUI
CEaHC» C OKUBICHNEM TOJIOCOB 1 IITyMOB MPOIIIOTO, 3TO CBOETO
poza «MalIHa BPEMEHN», NOTPy’Karollasi B JaBHHE BPEMEHa.
UynecHble OCHOBaHMS MPECTABICHUN «3BYK M CBET» CBS3aHBI
C BEpod B YyIECHYIO BO3MOXXHOCTH CaMOIPOW3BOJBHOTO CO-
XpaHCHUA, «3aMOpaXMBaHUA» 3BYKOB B BO3QYXC, B CTCHaXx, B
kaMHsX («Hebo momHuTCS roJocamMu TeX, KTO KW | JIF0OWT Ha
3emie» M. CeetiioB). 1 «pa3mMopakuBaHU» WX — BCIIOMHUM
M3BECTHBIN Cilydail ¢ 6apoHOM MIOHXTIay3eHOM HIIM aHAJIOTHY-
HYIO CEBEPHYIO PYCCKYIO CKa3Ky O «MOPOXKECHBIX IECHSIX». A B
CHEKTAKISIX «3BYK 1 CBET» MBI IPUCYTCTBYEM Kak OBbI ITpH BOC-
CTaHOBJICHUHU U YCUJICHUHU CJIEAOB yraCclux 3ByKOB, YIOBJICTBO-
Psist 3TUM CBOETO POJia «KOMIUIEKC MIOHXTay3eHa» (Tak Ha30BEM
aTaBUCTUYECKYI0 BEPY B Uy[O Pa3MOPaKHUBAIOIINXCS 3BYKOB
npouuioro). Kerary, KOCBEeHHBIM, HO SIPKUM MOKAa3aTesIeM «dy-
JIECHOCTH» 3TOT0 HOBOT'O T€aTPAJILHOTO JKaHpa CIYKUT HHTEPEC
LIEPKBH, CIIOIB3YOIIEH ero IPHUEMBbI B MPa3IHUKaX, CBI3aHHBIX
C YyA€CCHBIMU «ABJICHUAMMN Casroro AyXa u T O.

Ho, kak u3BeCcTHO, HAcTOsIEE UCKYCCTBO HAUMHAETCS TaMm,
TJIE «9yIEeCHOCTHY» IIEPBUIHO-TICHXOJIOTHIECKOTO CIIOSI «CHUMA-
eTcs», MePEeKPBIBACTCS TIOUIMHHBIM 4yloM TBopuecTBa. Kune-
Mmarorpad OTHIONb HEe ncyeprai CBOM (QYHKIMU JeMOHCTpaIHeit
Ha DKpaHe uyna «ckpursiiero carora» (o C. Di3eHInTelHy):
o0pazHasi cuCTeMa CBETOMY3BIKH CTOJIb JK€ HEM30€KHO BKIIIO-
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yaeT B ceOs ComeprKaTelbHbIC MPHEMBI «CIYXO3PHUTEIBCKOTO
KOHTPAITyHKTa» (C CO3HATEIBHBIM OTKA30M OT MPUMUTHBHOCTH
«dy/ia CBETAIIET0Cs 3ByKay). Criekrakin «3ByK U CBET» OTHIOIb
HE OrpaHUYMBAIOT CBOU LIEJIU TPUBHAIBHBIM YJOBIETBOPEHUEM
«KOMILIeKca MIoHXTay3eHay. ..

Bepa B uyn0, KOTOpBIM SBJISIETCS UCKYCCTBO, @ 3HAYUT U CaM
YEJI0BEK, — BEPOSATHO €JUHCTBEHHASI U3 «BEP», KOTOpas CoXpa-
HUTCS, TIOKA CYLECTBYET YEJIOBEYECTBO.

Bynar 'anees

Brepseie onyOnukoBaHo B cOopHuke «Bepa, 3HaHue, yOexaeHue»

(Te3nChl yUaCcTHUKOB Hay4yHOH KoHpepenuuu, 1992 rox). .



THE PHENOMENON OF “MIRACLE” IN ART

BY BULAT GALEYEV

In conducting theoretical and practical experiments in the
field of forecasting and new types of artistic practice that in-
volves contemporary technologies I had to pay my attention to
the fact that the “performance of miracle” composes the psycho-
logical and atavistic grounds of any art. Yet, clearly, unlike reli-
gion, which defines the miracle status via indisputability of the
belief, in art this belief is given as a make-belief, in a ludic form.

One way or another, “longing for miracle”, probably, is
inherent to the human as a hidden desire of a self-developing
system of human culture towards constant information upgrade.
Atrophy of this sense in every individual would be equal to the
victory of entropy.

It is known that the experience of miracle appears if some
phenomenon or event contradicts—in reality or illusory—our
habitual attitude. Thus breaks of the basic laws of nature seem
to be the most miraculous, e.g. the conservation of energy. Not
too far from this one is the “magic of the booster” that underlies
many types of enchantment (“minimal efforts to achieve max-
imum results”). Among other natural taboos—instant transfor-
mation or disappearance of material objects (“the grey wolf has
jumped towards the ground and turned into Ivan Tsarevich” or a
similar transformation “from a frog to Vasilisa the Beautiful”).

Beginning light music research, I was surprised to find out
that many listeners experience something like shock and disap-
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pointment once they learn that the light part has been created by
a regular human and not by a magic “black box” (a computer).
They would rather expect the light music comes ex machina.
What we have now is an aspiration to see in new art the “magic
of glowing sounds”, being a result of the “transformation” pro-
cess of sounds into light (we define this briefly as a psychologi-
cal “complex of Vasilisa the Beautiful”).

Let’s think about photography, cinema, television that were
not able to become art unless they recognized the human longing
for miracle. According to André Bazin, photography is based on
the magic of “mummification of time”, that satisfies the “mum-
my complex” (involuntary resistance to the oblivion). “Mummi-
fication of time”, yet not in a such magical form, is also brought
by visual arts (no surprises, it has been forbidden to depict hu-
man in Islam, since the right to replicate the living, even in the
momentous embodiment, belongs only to Allah). In a similar
fashion, as we know, theatre is built upon the magic of play-act-
ing and impersonation. The literary scholar Alexander Zholk-
ovsky has found the work of “magic of the booster” in poetic
metaphors as well. Finally, cinema—the most miraculous of all
miracles—mummifies the moving image and voice. Radio and
television performs the instantaneous transportation of image
and voice through any distance. Computer technologies embody
the limits and they encroach on the role of God—to synthesize
from nothing (I mean, tabula rasa of the display) any kind of
image and sound. Well, even in the musical arts, as correctly
pointed out by musicologist Leo Mazel, it is quite surprising that
from the limited amount of musical material — seven musical
notes of octave — one can produce the “miracle of beauty and
expression” of instrumental compositions (Mazel also finds rel-



evant to refer to the “magic of the booster”).

However for these arts it does not define entirely their spec-
ificity (only one form of art specifically and efficiently uses the
performance of miracle as its contents — circus). We have not
come to the obviousness of this idea — in particular, when it
comes to the arts that are being born today.

So, in the course of technical mastering of sounds by cin-
ema, Sergei Eisenstein warned that at the beginning “the most
possible use of cinema will follow the paths that do not cause
much resistance, i.e. the paths of satisfaction of curiosity”— cre-
ation of the illusion of “sounding objects” (the resolution of the
“mummy complex”).

The same is in the light music: the uses of the “miracle of
glowing sounds” with no contents and aimed at resolution of the
“complex of Vasilisa the Beautiful” constitute the real essence
of infamous automatic devices of the “direct translation of sonic
information into light” while pretending to amplify the effect
of the music with the help of meaningless synchronization of
sound and light (moreover the idea of “translation” contradicts
the laws of being of aesthetic information).

Contemporary artistic practice delivers new evidence to
support our conclusions. Recently, the so-called performances
Son et Lumiere have become quite popular. They are usually or-
ganized in the nighttime, open air and at the territories of well-
known historical monuments (castles, palaces etc.). Basically it
is a stereo- radio- theatre functioning within the setting of natu-
ral “decorations” narrating episodes from “local” history. They
perform something like “collective spiritual séance” with ani-
mation of voices and noises of the past. It is like a time machine
that immerse audience in the past. The magical grounds of these
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performances are related to the belief in the magical opportunity
of spontaneous “freezing” of the sounds in air, walls and stones
(“The sky is full of voices of those who lived and loved on the
Earth”, as Mikhail Svetlov once wrote). Their unfreezing re-
minds us about the famous case of Baron Munchausen or similar
Russian fairy tale from the North about “freeze songs”. During
Son et Lumiére we experience the restoration and amplification
of the traces of the sounds faded away and thus we satisfy the
“complex of Baron Munchausen” (let us call the atavistic belief
in the miracle of the unfreeze sounds of the past this way). By
the way, interest of the church towards this new theatrical genre
is indirect, yet serve as bright evidence of the “enchanting na-
ture” of it. The church uses its methods during the celebrations
related to the magical Epiphany and etc.

It is known, yet, that true art begins when the “enchantment”
of the primary psychological level is “taken off” and replaced by
the true miracle of artistic creation. Cinema is far from depleting
its functions by showing the miracle of the “creaking boot” (Ser-
gei Eisenstein): the system of images of light music inevitably
includes substantial methods of “auditory-motor counterpoint”
(with reflexive rejection of the primitive “miracle of the glowing
sounds”). The shows Son et Lumiére by no means limit their
aims by trivial satisfaction of the “complex of Baron Munchaus-
en”...
The belief in miracle—and art is a miracle and consequently
the human is as well—maybe is the only “belief” which will last
while humanity exists.

Published originally in Belief, Knowledge, Conviction (collection of papers

delivered at the conference, 1992)
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JIOKTOP ®UIIOCOMCKUX HAVK, 1TPooECCOP HU TI'Y (Tomck), kyPaTOP CUBHPCKOTO
onmaia POCU30-T'TICH, 3AHUMAETCS UCCIIEOBAHMSIMU B OBJIACTH ART &
SCIENCE, UCTOPUEI 1 TEOPHEIT TEXHOJIOTMYECKOT'O MCKYCCTBA

Sl Bce Oompmie yOexmaroch B caMOOBITHOCTH M KaKOM-TO
OJMHOKOM CTOMYECKOM ITyTH rpymnsl «IIpomereit». B coBeTckoit
KyJIbTYPHOH M30JIALUM OHM YMYAPWINCH JIBUTaThCSl B TaKT
€BpOINEHCKOMY KYyJIbTYpHOMY mpoueccy. Ecinu cymmupoBarh
noctwkeHuss bymara TaneeBa u «lIpomeres», 1O, mnpexne
BCEro, OHW — TMHOHEPHI COBETCKOTO Menna-apra. MIX MOXHO 1
HY)XHO pacCMaTpUBaTh B OJHOM sy C MHOHEPAMH 3aIlaJHOTO
KHOEPHETHYECKOr0 MCKYCCTBa BTOPOM TOJNIOBHHBI XX Beka
U OIHOBPEMEHHO KaK CBOETO poja KoY K pacmudpoBke
O0COOEHHOCTEIl  TEXHOJIOTMYEeCKoro HuckycctBa B Poccum.
besycnosno, «lIpomerel» cTan HUHTEpEeCHEHIIEN MOIEIbIO
MEXTUCIUIUTMHAPHOTO TTOXO0Ad, KOTOPBIH CETOMHS TPHHSTO
ompenenarth Kak art & science. B o0iacTti 3cTeTHKH U TEOpUH
uckycctBa bymar T'ameeB — oAMH U3 IaBHBIX TEOPETHKOB
cunecte3nn. Eciim Mb1 oOpatumest k mpoexram «IIpomeres», To
MHOTHX TOPA3HUT MPOTYKTUBHOCTD I'PYIIIBI U YHUBEPCATHHOCTD
TBOPYECTBA: CBETOMY3BIKAIIbHBIC YCTPOMCTBA W MHCTAIIISINM,
CUM(OHUYECKHE TPOTPAMMBI, JKCIIEPUMEHTAIFHOE BHUCO,
ApXUTEKTypHBIE pelieHus (OHU u300penn Mmenwma-gacanst!) u
WHHOBAILIMOHHBIE TIPHOOPBHI.

Cam bynar TameeB xopomo 3HalI ©  HOHMMAI
MEXIyHApPOIHBIH KOHTEKCT XYJOKECTBEHHBIX SKCIEPHUMEHTOB
C TEXHONOTHWSAMH. OTO BHAHO H TI0 HCCICIOBATEIBCKUM
MarepuajgaM, M MO0 XyIOXKECTBEHHBIM TpoekTaM. Ho myTh



3anaun «IIpomeres» B HTOT KOHTEKCT BIIUCBIBAIOTCS HE BIIOJIHE.
MHTEepec K «4UCTOMY HCKYCCTBY» IUCTAHLIUPYET «Ka3aHCKUI
aBaHTapI» M OT OQHUUIUAILHON COBETCKOH XY/I0KECTBEHHOM
JKM3HHM, W OT KOHICNTYaJbHOTO HOH-KOH(QOpMH3Ma, U
OT 3amaJHOr0 IOom-ucKyccTBa. Mbl BuauM, uto [aneeBa
BIOXHOBJISIET MOJEPHHUCTCKAs 3CTETHKAa W 3KcrepuMeHTh. Ho
COBETCKasl MACOJIOrMYecKasl CHTyalus TpeOyeT KOMIIpoMHCcca
U BIMCAaHHOCTH B «IIPABMIIBHBINY 3CTETUYECKUH KOZ/TIOAXO.
Kommpomucca B nrtore He BHOJHE YOEAWTENHHOTO, KOTOPBIN
oT4acTH TpeojoieBaercss B paborax 1990-x, HO Hepenko
BBI3BIBACT CKENTHYECKOE OTHOIIEHUE K COBPEMEHHOCTH TaKOTo
HCKYCCTBA.

YV kaxpgoro, kTo TmopabotaeT B apxuBe «I[Ipomeres»,
M3YYUT Marephaibl KOH(PEPEHIUH, HE OCTAHETCS HHUKAKUX
COMHEHHHA — 3TO OONBIION HAyYHBIH TPOEKT, WMCIOIIUI
BaXKHOE HUCTOpUYEecKoe 3HaueHue. bymar lameeB — yenmoBek
HayKH, CKPYIYJIE3HBIA U JOTOLIHBIH MCCIIEI0BATENb, OIecTsIe
paboTaBmIMii W C OMIUPUYECKUM, U C TEOPETHYECKUM
MarepuagoM. ABTOp C OTIHMYHBIM AaKaJEeMHUYECKUM CTHIIEM
m3nokeHus. Kpome Toro, lameeB obmamam pemgaifmm
TAJaHTOM OpraHM3aTopa HayKH W WH)KCHEPHBIX pa3paboToK,
YTO MO3BOJISAJIO €My JIBUTAThCs 110 YT MHHOBATOpa B CaMOM
COBPEMEHHOM ITOHMMaHUM 3TOro cioBa. He Oynem 3a0bIBarh,
yto «IIpomerei» — MOIENb MEKIUCIMILIMHAPHOIO IIOAX0AA U
B HAYYHOM, U B XYy/I0O’)KECTBEHHOM ILIaHe. Tak 4To, ¢ MOl TOUKH
3peHns, HayKa — 3TO AP0, OCHOBA, (PyHIAMEHT B AEATEIBHOCTH
«IIpometes». XynoKecTBEHHas MpaKTHKA, apXUTEKTypa U
JM3allH — 9TO TpHKJIagHas 001acTh, KyJIbTYpHas LEHHOCTh
KOTOPOH, OJJHAKO, HUKOT/J]a HE MO3BOJIUT pacCMaTpUBaTh e Kak
BTOPUYHYIO OTHOCHUTEIIBHO HayKH.
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N eme oaun Baxubli croxkeT ucropuu Kb «Ilpomereit»,
HEOOXOMUMBIN i TIOHMMAHWSA PONH DSTOH yHHUKAIBHOMN
WHCTUTYLUMU B COBPEMEHHOH KYJIBTYpPE, COCTOMT B TOM, YTO
KaK 3TO HEpPEeAKO CIy4yaeTcsl, XyJOKHHUKH MPEABOCXHUILAIOT U
M300pETAlOT KYJIBTYpHBIH MEUHCTpUM. CBETOMY3BIKAJIBHBIC
YCTAaHOBKM — CHMBOJBI TUCKO-My3bIKM 1980-x — cTamu
00513aTeTTHLHBIM HIIEMEHTOM MAaCCOBOH KyJIBTYPBI I MOHETH3AIINCH
CHHECTETUYECKOTO OMbITa HHUYEro HE IOA03PEBAIOLIETO
moTpeOUTENs pa3BICYCHUH.

[Ipu Bcex 3THUX MAaCIITaOHBIX KYJIBTYPHBIX JTOCTHKCHUSX,
«IIpomereii»  Bcerma  ocraBajcsi  JIOKAJIbHOH,  TOYTH
[IPOBUHLIMAJIBHOW CTPYKTYPOM — KYJIBTYPHBIM SIBJICHUEM
Kazanm wu Tarapcranma. Ceromus, s yBepeH, laieeB
«IIpomereli» NOMKHBI CTaTb OJHUM M3 IIABHBIX CHUMBOJIOB
COBPEMEHHOH KyJIbTYpbl FOpOJa U PErMOHA, KOTOPbIA HE IPOCTO
UMeeT OOraTeHIyro KyJIbTYPHYI) UCTOPHIO, HO H 3asBISCT O
CBOMX HAy4YHBIX, HHHOBAIIMOHHBIX U KYJIBTYPHBIX aMOMIIUSIX B
XXI Beke.



DMITRY GALKIN

Doctor oF PriLosopHy, PROFESSOR OF NR TSU (ToMsK), CURATOR OF THE
NCCA ROSIZO (ToMmsK), RESEARCHER IN THE FIELD OF ART & SCIENCE, HISTORY
AND THE THEORY OF TECHNOLOGICAL ART.

I am more and more convinced of originality and some lone-
ly stoical path of “Prometheus” group. In the Soviet cultural
isolation they managed to move in rhythm with European cul-
tural process. Summing up achievements of Bulat Galeyev and
“Prometheus” they are first of all pioneers of the Soviet media
art. They can and should be considered in the same vein as pi-
oneers of the Western cybernetic art of the second half of the
20th century, and at the same time as some kind of key to dis-
aggregation of features of technological art in Russia. Certainly
“Prometheus” became the most interesting model of cross-disci-
plinary approach that can be determined as art & science today.
In the field of aesthetics and the theory of art Bulat Galeyev
was one of the leading theorists of synesthesia. If we address
projects of “Prometheus” many will be struck by productivity
of group and universality of creativity: light organ and instal-
lations, symphonic programs, experimental video, architectural
concepts (they invented media facades!) and innovative devices.

Bulat Galeyev knew and understood well the international
context of art experiments with technologies. It is evident from
research materials and art projects. But the path and tasks of
“Prometheus” do not quite fit into this context. Interest in “pure
art” distances “Kazan avant-garde” from official Soviet art life,
conceptual non-conformism, and from the Western pop art. We
see that Galeyev was inspired by modernist aesthetics and ex-
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periments. But Soviet ideological situation demanded compro-
mising and fitting into the “correct” aesthetic code/approach.
Not quite convincing compromise that was partially overcome
in works of the 1990s, but quite often caused skeptical attitude
towards the contemporaneity of such art.

Anyone who works in archive of “Prometheus” and stud-
ies materials of conferences will have no doubts that it is a
large scientific project with an important historical value. Bulat
Galeyev is the person of science, the scrupulous and meticulous
researcher who was brilliant with both empirical and theoreti-
cal problems. He is the author with excellent academic style of
explanation. Besides, Galeyev had the rare talent of a manager
of scientific and engineering developments, which allowed him
to move along the innovator path in the contemporary mean-
ing of this word. Let’s not forget that “Prometheus” is a model
of cross-disciplinary approach in terms of both science and art.
So, from my point of view, the science is a core, a basis, and a
foundation of “Prometheus” activities. Art practice, architecture
and design are applied areas which cultural value, however, will
never allow considering it as secondary in relation to science.

Another important case from the history of “Prometheus”
necessary for understanding the role of this unique institution
in contemporary culture is that artists, as it quite often happens,
anticipate and create cultural mainstream. Light organ installa-
tions—symbols of the disco music of the 1980s—became an ob-
ligatory element of mass culture and monetization of synesthetic
experience of unsuspicious consumers of entertainments.

With all those large-scale cultural achievements “Pro-
metheus” has always remained local, almost provincial struc-
ture—the cultural phenomenon of Kazan and Tatarstan. I am



sure that today Galeyev and “Prometheus” should become one
of the main symbols of contemporary culture of the city and
the region that not only has the richest cultural history, but also
declares the scientific, innovative and cultural ambitions in the
21st century.
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PuD, HE3ABMCHMBIil KYPATOP 1 KPUTHK, ABTOP HCCJIEJJOBATEJLCKOTO MTPOEKTA
«VcToPHsl POCCUICKOTO BUAEOAPTA. ToM 1-3», MPENOAABATEND B LIIKONE
MVIILTUMEJIMA M dOTOIPAGHN UM. A. POUEHKO.

B Poccun yuenble M XyIO)KHHUKH OOBIYHO HE JpyXKaT
— JUIsL 3TOTO OYEeHb Maylo BO3MOXHOCTeH. Ilpum sToM moO-
JIPEBHETPEYECKH MCKYCCTBO — «TEXHE» (TEYVN): OT DTOTO ke
KOPHSI [IPOMCXO/IUT CIIOBO «TEXHONOTHsD. VICKYCCTBO M Hayka
M3Ha4YaJIbHO LUIM pyKa 00 pyKy, mpocto B Poccum mckyccTBo,
KOTOpOMY TpeOyeTcs (pUHAHCHpPOBAaHWE, pa3BUBACTCS OUYCHD
ME/UICHHO WJIM 110 JIOTUKE KOMMEpPYECKOro MeWHCTpuMa
(KaK MOMIUHI, Hanpumep). Y MOJOABIX XYIOXKHHUKOB MaJlo
BO3MOXXHOCTEH COTPYJHMNYATh C HAYYHBIMU MHCTHTYIMSIMU. Ho
0Cco0eHHOCTD rpymibl «[Ipomereii» B TOM, YTO OHU caMH OBbLIH
YUEHBIMH U Ha 3BaHUE XYJO)KHHUKOB HE IIPETEHIOBAIH, XOT
TETIepb MBI 30BEM MX XYJO)KHUKAMH.

Ha mens «IIpomereii» MoBIMSAIM Kak HAa HCKYCCTBOBEJA,
y KOTOporo Obuta coimiHas 0a3a, nMpuoOpeTeHHas B AHIINH,
yueHasl cTeleHb, HO He 0YeHb MHOTO 3HaHui 0 Poccuu. Kornma
s CIOfa Iepeexali, OHM OTKPBUIM JUIS MEHS MHOIO HOBOTO.
Bynar — o4eHb yMHBII YETIOBEK, C HUM HEBEPOSITHO HHTEPECHO
pasroBapuBaTh. braromaps 3HAKOMCTBY C HMM sI OLEHHI HX
m000Bb K paboTe, KOTopasi He IIPHHOCHT CIIABBI MIIM OOJBIINX
nener. OHU JieNaiv 3T0, IIOTOMY 4TO HE MOIVIM XKHTb I10-APYTOMY.
Kpome Toro, padora ¢ HUMH ObUIa OOJIBIIMM YPOKOM JIJIsl MEHS
Kak Kyparopa. OHM O4YeHb IEJAaHTHUYHbBI, XOTEJIH, YTOOBI BCE
OBUIO MPABUIIBHO, MO YETKUM HMHCTPYKIMAM, U COTPYIHHYATH
OBLIO HETIPOCTO.



I'pymma «IIpomereit» Obuta TepBOH, KTO IOKa3all
BUICOMHCTAJUISAIINH COBETCKON IMyOnmke. DTo OBLIO B ampee
1990 roma — OHHU clenaju BBICTABKY INPU KOHCEPBATOPUH
B Kazanu. [lo asTOro cucrema COBPEMEHHOIO HUCKYCCTBa
ocraBajlach B IOJIIONbE, @ OHU OBUIM TEPBBIMU, KTO OTKPBII
ero myonuke Baaau oT myma MockBbl win Jlenunrpaga. OHu
BCET/Ia YyBCTBOBAIIN, YTO KOHTAKT C MOCKBOH OBIIT HEIPOCTHIM.
Hecnywaiino mepBsie OKa3bI MPOXOIMIN Bce OOJIbIe Ha 3amase
— B Kanage, B IIpare. [Tpu 3TOM OHM HaUUIKM NPaBUIILHBIN SI3bIK
Juisl TIyOJIMKH, KOTOpasi HE 3Haja O COBPEMEHHOM HCKYCCTBE,
MOKa3ajy OYE€Hb MPOCTON M CMEUIHOW, €CIM XOTUTE, HAUBHBIM
BU/JI HHCTAIUISIIMKA. THTepecHO, YTO ISl IUPOKOM MyOIMKH OHH
BBIOpa I MMEHHO TakoW (opmar Kak BUACOMHCTAIUIAIUS —
(hopmar, KOTOpPBI HE MOXKET KUTH B ITOIIONbHE.

Camast 3HaumMmas [UIE  MeEHsS pabota — 3TO WX
BUICOMHCTASIIMY  «Massduk B Koisicke». OHa mpocras,
NPUMHUTHBHAS, U B OTOM NPHUKOJI. JTa paboTa BaKHA MHE
KOHIIENTyaJIbHO, B POCCHICKOM KOHTEKCTE, KaK CHMBOJ
TOTO TIEPHOAA, KOTZAa COBPEMEHHOE HCKYCCTBO OTKPBLIOCH
my6muke. Kpome Toro, Gmaromapsi CTyIeHTaM s Hadall IIEHUTH
UX BHJCOIKCIIEPHIMEHTHI CO CBETOM. Sl MOKa3bIBal0 KOPOTKHUE
(parMeHTBl WX BHMJEO Ha JICKIUSAX, W OJHAKABI CTYICHTHI
MIPOCTO 3aCTHUIN U MOMPOCUIHN HE BBIKJIIOYATh. Toraa s MOHsI,
KaK 3TH pabOThI IEHCTBYIOT Ha TICUXUKY Y€JIOBEKa: paHbIIE s
MEHS 3TO OBUIO HEOYEBHUIHO, TTOKA ST CMOTPEJ HX Ha MAJICHBKOM
skpane. Ho sTa cumHecTe3ms, 3Ta CBETOMY3bIKa — OOJbIIE, YeM
MPOCTO TEXHUICCKUE PAOOTHI.

Camblii 007Ib110i MHHYC—3TO TO, YTO Pa3BUTHE TBOPYECKOTO
npolecca NpoxXoauiIo 6e3 moaaepxku reopun. bymnar [aneeB —
YYEHBIH, €ro pakypc He MCKYCCTBOBEACHHUE, XOTS KaK YUECHbIH
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OH BCE NPEKPacHO 00bACHAET. OHM XyHOKHHKH BHE KOHTEKCTa
COBPEMEHHOTO HMCKyccTBa. M 3TO He TOJNBKO MX OCOOCHHOCTD,
HO M 0cOOeHHOCTh Poccuu B 1esioM. A BCECTOPOHHUIT aHANU3
TBOpuecTBa «IIpomerest» HaM TOJNBKO mpeacTouT. M mss atoro
HY)XHBI Pa3HbIC JIOMH: CMCIUATUCTE B O0TaCTH CHHECTC3UH,
YUYCHBIC, apXUTEKTOPbI, UCKYCCTBOBCABI.



ANTONIO GEUSA

PHD, INDEPENDENT CURATOR AND CRITIC, AUTHOR OF THE RESEARCH PROJECT
“HisTORY OF THE RUSSIAN VIDEO ART. VOLUMES 1-3”, LECTURER
AT RODCHENKO ART SCHOOL.

Scientists and artists are not usually on friendly terms in
Russia—there are few opportunities for this collaboration. At
the same time the word “technology” comes from the ancient
Greek word “techne” (téyvn), often translated as art. Initially art
and science went hand in hand, but in Russia art, which needs
funding, develops very slowly or follows the logic of a commer-
cial mainstream (mapping, for example). Young artists do not
have enough opportunities to cooperate with scientific institu-
tions. But peculiarity of the “ Prometheus “ group is that they
were scientists themselves and did not lay claim to being artists,
though now we call them artists.

“ Prometheus “ influenced me, as I was an art critic who had
solid grounding, acquired in England, an academic degree, but
little knowledge about Russia. When I moved here, I learnt a
lot once 1 discovered their archive. Bulat was very intelligent,
and it was incredibly interesting to talk to him. I knew him and
I have estimated their passion for the projects, which did not
bring glory or money. They did it because they couldn’t live in a
different way. Moreover I learnt much as a curator while collab-
orating with them. They were very precise, wanted everything
to be done right, according to their instructions, what made the
cooperation more difficult.

The “ Prometheus “ group was the first to show video in-
stallations in the Soviet Union. They made the exhibition in the
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Conservatory in April 1990 in Kazan. Before that the system
of contemporary art was active in the underground, and they
were the first to present contemporary art to the audience away
from vibrant Moscow and Leningrad. They always felt that the
contact with Moscow was too complicated. No wonder that the
first shows took place in the West—in Canada, in Prague. At
the same time they succeeded to get across with the public that
knew nothing about contemporary art. They exhibited a simple
and funny, naive type of installation, if you like. It is an interest-
ing fact that they chose for general public such format as video
installation—a format that can’t exist in underground.

The most significant work in my opinion is their video in-
stallation “ Electronic Baby . It’s simple, primitive and that’s
the point. This work is important to me conceptually, in the Rus-
sian context as a symbol of that period when the contemporary
art became open to public. Besides, thanks to students I began
to appreciate their video experiments with light. I usually show
some short fragments of their video at lectures and once stu-
dents have frozen and asked not to switch off. After that I have
understood how these works affect mentality of the person: that
was unobvious for me before, while I watched them on the small
screen. But this synesthesia, this light music—is more, than just
technical works.

The main problem is that the development of creative pro-
cess took place without theoretical context. Bulat Galeyev is a
scientist, yet his focus is not art criticism even though he perfect-
ly explains everything as a scientist. They are artists outside the
context of the contemporary art. It is not only their peculiarity,
but also typical of Russia in general. And we still need to ana-
lyze their creative body of work from many angles. This work



will require people of different professions: scholars in synes-
thesia, scientists, architects, art critics.
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XVIOXHUK, U30BPETATEJIb, CO3IATEJIL ONTUYECKOTO TEATPA,
YYACTHHMK T'PYTIIIBI ((I[BI/DKEHI/IE))

Msi ¢ bynarom ["aneeBsiM ObUTH IPY3bSIMH, XOTSI TUKHPOBKA
y Hac Obuta Oynb 3710poB. W 1pu 3TOM MBI LCHWIN YT JApyTa:
sl — TIpaKkTUK, bynat — TeopeTuk.

1961 rox manm MHE MyTEeBKY B )KU3Hb, KAK U1 MHOTHM JAPYTHM.
Torza, mocne OKOHYaHUS IIKOJIBI 51 yMaJl IIOCTYNaTh B HHCTUTYT,
HO TyT BMewaiics JICOHThEB CO CBOEM KHMKEUKOM «My3bika 1
cBeT». Sl MpounTa JeToM 3Ty OPOLIIOPKY U BMECTO MHCTHTYTa
nomen paboTarh Ha 3aBOJ: IOHSJI, YTO XO4YY 3aHMMAaThCs
5TUM U Oyly HCKaTb BO3MOXKHOCTU CO37aTh OCOOCHHBIH
nHCTpyMeHTapuil. B kHure JIeoHTbeBa 5 BBIYUTAII, YTO MOKHO
CO3/IaTh MHUTAJKy C YacTOTHBIM pa3[elCHHEM, CAenan ee Hu
MOCTaBHJI TyZla TPH IBETHBIX JIAMIIOUKHU. Sl OpraHU30BaI KIIyO
«Meurareneily, IpuHEC TyJa 3Ty MHUTAJIKy, OHa IOMHIajia, MbI
BCE€ MOBOCXUILAINCH, U TYT XK€ 5 Ha Hee U IUTIOHYJ — CMBbICIIA B
Heii He Ob110. J]a, OHA pearupoBaia Ha My3bIKY, a TOJIKy? HyxHo
ObLIO 4TO-TO OOJIBILIEE.

«IIpomerero» 51 GnarofgapeH B MEPBYIO O4YEpelb 3a TO, YTO
cobupamn KoHGpepeHIHH. OT0 Oompmiol Tpyn. Bymar Obin
OYEHb 3apsDKEH Ha pean3alfio UIey CHHTE3a, BMECTE C )KEHOM
Wpunoit BaneuknHOM OH MPOIITYAMPOBAI MHOKECTBO PadoT 110
Ckpsi6uny. CriaBa 00Ty, IPUIILTH K BEIBOJTY, YTO 1O CKPSIOWHCKUM
3aMMCSIM HUYETO UCIOJHUTL HEBO3MOXKHO. Bot IpaBatok B3sn
n cuenan «lIpomerei» CxkpsOWHA: HHKAKOTO IIBETA, OIHH
yepHo-Oembie (POpMBI, TIepenan Bech XapakTep TOTO, Y4TO TaM



npoucxonut. M 310 mpaBuibHO, HOTOMY 4T0 CKpSIOMH BEIHK
JPYTHEM — TEM, 4TO TpHuIyMan «MucTepnio» Kak TBOPYECKHN
aKT MPeoOpaKeHHUS YEIIOBEUECTBA.

Mer e3nqunu ¢ bynatom u Upunoit BTpoem Bo @panuuto ¢
JqoknagaMu. A norom u3 Ilentpa Ilomnuay BbIHECTH CBOMMHU
pykamu ontodoH bapanosa-Poccune, norpysuwiun B aBroOyc
n nioe3mu 3a 400 kM ot Ilapmxka Ha for, B Topogok Kiepmon-
O®eppan. Tam Obta koH(pepeHuuss B yHHBepcuTere biesza
[Tackanst, MBI Ha HEH BBICTYIAIM M MOCMOTpPEIN Ha YPOBEHb
moneit u3 Amepuxu u Esponsl. bonbiroii 3auet crasito Tomacy
Yunpeay, KOTOpbIii 3aHUMAJICS JIFOMHA, My3bIkoW cBeta. OH
Jiefiall BPALIAOIIMECs] JIAMIIBI C pasHbIMU (OpMaMHu HHUTEH,
Jla’Ke CTICIMaIbHBIN 3aBOAUK ce0e yCTPOMII, YTOOBI ATU JTaMIIBI
nenats. [lepen HUMK ycTaHABIMBAIN UIMHAPHUIECKHE JINH3HI,
BCE 3TO TPOCHKAMH YIPaBSUIOCh, M HA 3KpaHe MOJIydaliCcst
acTpaJIbHBIN OaneT.

Onnaxapl B Kazawp mnpuexanma rpynma  «JIBmkeHue»
Bo miaBe co JlkBom HycOeprom. OT Hac, MPOBHHIIHAJIOB,
rpynma oTinyanach kKak Hebo oT 3emumu. 1o 610 B KAU,
HaBepXy CHICITH OYeHb KpacuBo oxeTsie HycOepr, Mudants,
I'puropwesa, butt. Bynar, koTopblii Torga enie o4eHb MOJIOO
BBIIVIAJEN, cpocui: «JleB BambremapoBuu, MOXET, BBl XOTb
JiBa cioBa ckaxkere?» OH He XOTell HU ¢ KeM 00IIaThes, 1axke He
ckazan «Her». [lorom Ha KOH(pEPEeHINH OJMH M3 JOKIaIuHKOB
HavaJd pPaccKas3blBaThb O CBETOMY3bIKE KaK MaTeMaTHYeCcKOi
MIPOM3BOAHOM. Sl HE BbIAEPXKAT U CKazal: «A 3auyeM BCEMY
3a]y CIymiaTb 3Ty (UIHIO, KOTOpas HE MMEET OTHOLICHHS K
POKIAIOIIEMYCSl HOBOMY MCKYCCTBY ?» S1 BBIIIEIN Ty/a, B3sT Mell
W HadaJl UCTIPaBISITh ero omuoku. [ToTom st cienan cBoii okiar,
M KOrJa Mbl TOKa3aldW HalM pa3paboTKd, ObLIO ONIyIIeHHE
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B3opBaBmieiics O0oMObI. Ilocme mokasza rpymnma «JIBrkeHHE»
clIeTeNna CBEpXy W yTalmia MEHs ¢ co0oil. MBI MPOTOBOPHITH
BCIO HOYb, M IOCJIE 3TOTO S Tomaj B ux oObsATHs. J[Ba roma s
OBUT WiICHOM «JIBHDKCHUSD», MBI CHEIANU Ky4y MOTPSCAFOIINX
BeIICeH, B TOM YHCJIC BhICTaBKy B MaHexke mon Ha3BaHueM «50
JICT COBETCKOMY ITHPKY».

Msel ¢ Bbynarom Bceraa CMesUIMCh HaJl TE€M, YTO MOXKHO
WCTIONB30BaTh  BOCHHBIE  Pa3pabOTKM W JaKe  IeNbIe
MHUHHCTEPCTBA B cBOUX Heisix. A HycOepry 3To nelicTBHTENEHO
yaaBajioch, W 3a Oonbeime AcHbru. Eme bymar mpumyman
WHTCPCCHYIO TEXHOJOTHIO ChEMKH (UIbMa — CHUMAal Ha
4epHO-0eNyI0 IUICHKY, a Ha BbIXo/e IBeT mosyyani. Ceituac 310
HUKOMY HE HYKHO, a TOrzna ObUTO OueHb MHTepecHo. Boobe,
B CKb Bceraa mapuia od4eHbs TBOpUYECKas aTMocdepa, 9ero OHI
TaM TOJIbKO He aenand. U npuctpounucs, rae Hago — B KA.



SERGEY ZORIN

ARTIST, INVENTOR, FOUNDER OF OPTICAL THEATER,
MEMBER OF “DVIZHENIYE” GROUP

We were friends with Bulat Galeyev even though we had
some serious tensions. And at the same time we appreciated
each other. Bulat was a theoretician and I have been more prac-
tically oriented.

The year 1961 gave me, as well as many others, a start in my
life. At that time after graduation from high school I was think-
ing about the university, yet Leontyev s book Music and Light in-
tervened. | read this brochure during summer and instead of the
university went to work to the factory. I realized that I wanted to
focus on this stuff and I would look for opportunities to create
specific instrumentation. In Leontyev’s book I read that it was
possible to create a flasher with frequency separation, so I made
it and put three coloured bulbs in. I established club “Dreamers”,
brought this flasher there, it flashed, we all admired it and I give
it up—there was no sense in it. Yes, it reacted to music but what
for? I wanted something greater.

I am grateful to “Prometheus” first of all for organization
of the conferences. It is a big work. Bulat was charged with en-
ergy to fulfill the idea of synthesis and together with his wife
Irina Vanechkina he studied tons of works about Scriabin. Thank
God, they came to a conclusion that it was not possible to per-
form light part using Scriabin’s records. Pravduk created Scri-
abin’s Prometheus with no colour, just black-and-white shapes.
He expressed the character of what occurred there. And that’s
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correct because Scriabin is great for his Mysterium, which is a
creative act of transformation of the humanity.

Once three of us, Bulat, Irina and I, went to France to give
presentations at the conference. During the visit we took out
Baranov-Rossine’s optophone from the Centre Pompidou with
our own hands and put it in a bus to transport it for 400 km to the
south from Paris, to the town of Clermont-Ferrand. There was
a conference at Blaise Pascal University, we took part in, and it
gave us a chance to look at the level of people from America and
Europe. I have always paid respect to Thomas Wilfred who was
working with lamina, music of light. He constructed rotating
lamps with different forms of threads. He had even arranged a
special factory for himself that produced those lamps. He placed
cylindrical lenses in front of them, it was all controlled with
ropes, and as a result the astral ballet would appear on a screen.

Once “Dvizhenie” group came to Kazan with Lev Nussberg.
They were quite distinct from us, people from regions. The con-
ference took place at Kazan aviation institute, they sat upstairs,
nicely dressed — Nussberg, Infante, Grigorieva, Bitt. Bulat who
looked very young that time asked, “Lev Valdemarovich, would
you like to say something?” But he did not want to talk, he did
not even say “No”. Later one of the participants began his pres-
entation about light music as a mathematical derivative. I could
not stand it, “Why do we need to hear all this rubbish which does
not have any relation to the new emerging art?”, I told. I went
there, took a chalk and corrected his mistakes. After I made my
own presentation and showed some of the devices and it was
like an explosion. After my demonstration “Dvizhenie” imme-
diately approached me and we talked the whole night. Thus I
became a member of “Dvizhenie” for two years and we made



a lot of fascinating things including the show “Fifty Years of
Moscow Circus” (Manege).

With Bulat we always laughed at how the military technical
inventions could be used for our purposes. Yet Nussberg man-
aged to do that and get funding. Bulat also invented an original
technology of film production—he filmed on black and white
film, but after processing he got a colourful one. Today nobody
cares, but that time it was interesting. In general, it was a crea-
tive atmosphere at “Prometheus”—they did many things there.
And they fitted the setting—Kazan aviation institute.
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KYPATOP, HCCIIEZIOBATEITb BU3YAJIHO# KYIISTYPBI, PYKOBOAUTED
OTtaEnA knHo 1 BUAEOAPTA ['TICH (2006 — 2016)

I'pymma «IIpomereii», kKak MHE KakeTCs, MOBIMSUIA Ha
COBPEMEHHOE POCCHICKOE HMCKYCCTBO JHCKPETHBIM 00pa3om.
OHM oOKa3zajnu BIMSHHME, B YAaCTHOCTH, HAa KHUHETHYECKOE
HUCKYCCTBO, KPHUTHUKY MeIua W TEXHOJOTUH, aMOUIUH
MEIUaxXyN0KHUKOB, a TaKKE Ha OUEBHIHBIM KOHLENTYaJIbHBIN
MOJXOJ, KOTOpbld pomHuT «lIpomerei» c 3KciepuMEHTaMHU
[Terepa Baiibenss. OmnpeneneHne 3THX 3KCHEPHUMEHTOB Kak
MaHMITYJISIIUIO SI3BIKOM Ka)KeTCsl OYEBHIHBIM XOJOM, HO IPH
9TOM BCTpEYaeT OINpeeNIeHHbIE CIOKHOCTU. J[eo B TOM, 4To,
Ha MOH B3nmn, rpynna «lIpoMerei» — yHUKaJIbHBIN Cilydail
B CHUTyallUd MAaHMIYJIUPOBAaHHA OOBEKTUBHOCTBIO, KOTZA
MepEeKMBAHNE HMCKYCCTBA BO3MOXKHO Bompeku. MccnemoBanus
TPYIBl — 3TO LENbIH MepepadOTaHHbI KOMIIEKC 3HAHHMH,
JeKalMX Ha TpaHWIE 3ByKa, M300pakeHHWs, TEKCTa, aKIUH,
MaHu(pecTa. HeBO3MOXKHO MOMBICIUTH HCTOPHUIO COBPEMEHHOTO
uckycctra 6e3 «IIpomeres». Korna st 6pi1a Ha ciyx0e B 'LICH, B
HAaIly KOJJICKITHIO Tomnana padora rpymmsl «[Ipomereit». Hemb3s
orpumars To, uTo «lIpomereit» «OcBeXaeT» M BIOXHOBIACT
COBPEMEHHOE ITOKOJICHUE XYIOKHUKOB, PA0OTAIOMINX B PaMKax
1o7I00HOT0 HANpaBJeHUsl. DTO MO3BOJSET PACIIMPUTH Hallle
npeicTaBiIeHue 00 0co0oi posn ATUX «ITHOHEPOBY. Cpeu Bcex
pabot s Obl OTHENbHO OoTMeTWiIa MHCTauLimMu «TeneBusop,
urparomuii Ha QoprenbsHo» U «Om-apT Tmpo  BUACOAPTY.
OnennBass pons bynara ['ameeBa, Hy)XKHO MOHWMATh, YTO OH



ObUI KPYHHBIM YYEHBIM, IO3TOMY €TI0 BIMSHHE HA HAyKy, U
pacmmpeHre COOCTBEHHO BO3MOXHOCTEH HAyKH CpEICcTBaMU
HCKYCCTBa M MCKYCCTBa CPEICTBAMU HAYKH aKTyaJbHO JI0 CHX
op.
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CURATOR AND RESEARCHER OF VISUAL CULTURE, HEAD OF NCCA
FILM AND VIDEO ART DEPARTMENT (2006-2016)

“Prometheus” group, as it seems to me, has influenced the
contemporary Russian art in a discrete manner. They influenced,
in particular, kinetic art, criticism of media and technology, me-
dia artists’ ambitions, as well as the obvious conceptual approach
that unites “Prometheus” with Peter Weibel’s experiments. The
definition of these experiments as the manipulation of language
seems obvious, and at the same time it meets certain difficulties.
In my opinion the problem is that the “Prometheus” group is a
unique case in a situation of manipulation objectivity, when the
experience of art is possible despite everything. Experiments of
the group are a revised set of knowledge, lying on the border
of sound, image, text, action and manifest. It is impossible to
think about the history of modern art without the “Prometheus”.
When I was a head of the department at NCCA, we got a work of
“Prometheus” group in our collection. One cannot deny the fact
that Prometheus “refreshes” and inspires the current generation
of artists working within the framework of that direction. This
makes it possible to expand our understanding of the special role
of these “pioneers”. Among all the works I have specifically not-
ed the installation 7V Set Playing the Piano and The Op-Art of
Video Art. Assessing the role of Bulat Galeyev, we must under-
stand that he was a great scientist, so his impact on science, em-
powerment of the science with the help of art and empowerment
of art with the help of science is still relevant nowadays.



CneMEN CBETOMYBHKaJIBHOTO
"MaJgeHbKU{ TPUOTHX", PexUCCED - B.Tajgeen




HAQREXAA KAPTANOJIOBA
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HCKYCCTBOBE[ , YWIEH ACCOIMAIIN NCKYCCTBOBEJIOB

Bacwmmit Kannuackuit 6s01 mist Bynara [aeeBa 3HaKoBOM
tdurypoit. Best mcropust kazanckoro «lIpomeres» o3apeHa
CBCTOHOCHBIM  3aMbicioM CkpsiOMHA ¥  MHOTOTPaHHBIM
nckycctoM Kanauackoro.

B 1960-x momomoit bymar ['anmeeB mpemmaranm OXHBHTH
KHHETHKON aOCTpaKTHBIE KapTHHBI XyHOKHUKA. YKE TOT/a OH
MpeayTraaslBal CTPEMIICHUE arloyioreTa OecrpeIMeTHHIECTBA K
MIPOCTPAaHCTBCHHO-BPEMEHHOMY CHHTE3Y I[BCTa, CBETA, 3ByKa U
JIBHKCHMUS.

B Te oganmekue COBETCKHE BpPEMEHa «aHTUTYMaHHOE
OypXya3HO€  HCKyCCTBO» MOJIBEPTajioch OCTpaKU3My.
OdwumnmansHo  m3y4aTh KaHAWHCKOTO OBUIO MPAaKTHICCKH
HEBO3MOXKHO. OITHAKO MOJIOOW HCCIIEIOBATENb CBETOMY3BIKH
coOupan Bce [OCTYIIHbIE MaTepHaibl 0 XymoxHuke. OH
OyKBaJIbHO aTakoBaJl CBOMMH HACTOHYMBBIMU 3allpOCaMH
[JIaBHYIO OMOMHOTEKY cTpaHbl. COBEPIICHHO HEYIHUBHTEIBHO,
YTO TaKOU TIOBBIIIICHHBIN HHTEPEC B KOHIIE KOHIIOB TOTPEOOBAIH
00bsicHnTh. UTO ke orBeTmn [ameeB? Jlumep CTyaeHUECKOTO
KOHCTPYKTOpCKOro 0ropo KazaHckoro aBHaniioHHOTO MHCTUTYTA
3asBHJI O HEOOXOAMMOCTH M3YYCHUS MIPUHITUIIOB a0CTPAKTHOTO
HCKYCCTBa JUII COBETCKOTO KOCMOCa, O pa3paboTke Ha 0Oase
ITUX HpI/IHHI/IHOB CIICUAJIBbHBIX CBeTOMy3I)IKaJ'H)HBIX HpI/I60pOB
JIUIS aJanTaliid COBETCKUX KOCMOHABTOB B HEBECOMOCTH... U
JTANbIIe TPOIoDKal n3ydaTh KananHackoro.



He Morma oCTaHOBHTH LENEYCTPEMIICHHOTO M TBEPIOTO
B CBOMX pEIICHMUAX YYEHOro H OQHUIHaIbHAs KpPUTHKA.
JlerenmapHble «IIPOMETEEBCKNE» HAyUHBIE IIKOJBI, CEMHUHApBI
u KoHQpepeHIH ¢ 1966 roma comeHCTBOBAIM HAMECYCHHOMY
noucky. Pacmupsiics Kpyr eQMHOMBINUIEHHUKOB. Ka3zaHb
[IOCTEIICHHO CTaHOBMJIACh «CBETOMY3bIKAJIbHOW» MEKKOH.
Croma co Bcel CTpaHbl ChEPKAIUCh ONCPKUMBIE HIeeH
«BHIMMON My3BIKI»  (GHI0CO(EI, My3BIKAaHTBI, HHXXEHEPHI,
xynokHUKH. O KananHCKOM Ha 3THX KOH(GEPEHIUSIX OTKPBITO U
3aMHTEPECOBAHHO TOBOpHIH Yxe B 1970-x. B cOoprukax 1975
n 1979 o TBOpYecTBe XyHOKHHKa U IPOOIEeME My3bIKAIBLHO-
KUBOIIMCHOTO CHHT€3a B €ro HCKYCCTBE pPacCyxnaai
JICHUHTPAJICKUI UCKYyCCTBOBEJl, COTPYIHHUK [OCyIapcTBEHHOTO
Opmuraxka bopuc 3epHoB. O mepcrnekTHBaxX TMOCTAaHOBKH Ha
clieHe TaJuIMHCKoro Ttearpa «JKenroro 3Byka» Kannmackoro
cooOmain ceeroxynoxuuk Miemap Osto. B 1980 romy B onHO#
n3 cBoux KHMUTr [aneeB momemiaer moprper KanguHckoro u
nmUMmeT O €ro TCOpHUu INCUXOIMOUNOHAJIBHOI'O BO3HCﬁCTBHﬂ
1Bera u Gopm.

Jst nupepa kazanckoro «IIpomeres» Kanauuckuil ssisuics
0e3yCIOBHBIM «IHOHEPOM CBeTOMY3bIKM». Ocobenno ['aneeBa
UHTEPECOBANM CLEHUUYECKUE 3aMbICIIbl U KOHLEMIHS CHUHTE3a
UCKyCCTB XynoxHuka. U eme HemHoro ¢akroB. 1987 rox. Ha
IpaHMO3HbBIA 10 cBoell MacmTabHoctn ¢ecrtuBaib «CBeT u
My3bIKay 110 npumiaieHuto bynara ["aneesa kosnexTus I egproca
MarnxksBuayca npuBo3uT B KaszaHp CBOIO BO30OHOBICHHYIO
CHELHUAIbHO JUISL 3TOTO CiTydasi TIOCTaHOBKY «JKenToro 3Byka»
Kanpunckoro Ha Mmy3siky IIautke. Ho sT0 eme He Bce.
[IpenBapsn TOKa3 CIEHUYECKOW KOMIIO3UIIMM TI0JIy4acoBOi
BUJICOJIEKTOpUM B nocraHoBke ['ayneeBa. Ha cuene miaBHOro
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Tearpa ornepsl 1 6anera Tarapuu psaoM ¢ OTPOMHBIM TIOPTPETOM
KananHcKoro cMEHSINCH O[THA 32 IPYTOH a0CTPAKTHBIE KAPTHHBI
Xy[IO’)KHUKa 1oja My3blky Barnepa. KpacuBblil auxTopckuit
TOJIOC TOP>KECTBEHHO 3a4UTHIBAN BBIICPKKHU U3 TEOPETUUECKOTO
TpaxTara u aBTOOHOTpaUUECKUX BOCIIOMUHAHUHN
Kangunckoro... 1993 ron. «IlpomereeBus» bynar I'anmeeB u
Hprna BaneuknHa BBICTYNAIOT C JIOKJIQJaMH Ha CHMIIO3MyMeE
«llenbepr — Kanauuckuit» B [Naare... 1996 rox. Ouepennas
«raneeBckas» KoH(epeHIs. B mporpamme — mpocMoTp
BusieoBepcun  «KapTMHOK C BBICTaBKW» — EJUHCTBEHHOM
ocymecTBileHHOH B 1928 romy TeaTpanbHOM NOCTAHOBKH
Kanaunckoro Ha My3bIKy MyCOPrcKOro B PEKOHCTPYKIIUH
Mapruna Pymmpexra (1983).

B nocnennue romel laneeB XOoTesn Hamucarb KHHULY O
cBoeM moctmkeHnrn Kangunackoro. 310 Oblma OBl HE MPOCTO
yBIIEKaTeIbHAsl KHUTa. DTO ObII ObI HACTOSIINH UCTOPHYECCKUN
JIOKyMEHT 00 JTamnax Halled OTeYeCTBEHHOW KYJBTYpPBL. YBBI,
JIETEHAPHBI OCHOBATENIb KAa3aHCKOW IIKOJBI CBETOMY3BIKH
C/IeNnaTh 3TOTO HE yCIIell. ..



NADEZHDA KARGAPOLOVA

ART HISTORIAN , MEMBER OF ASSOCIATION OF ART CRITICS

Wassily Kandinsky was a significant figure to Bulat Galeyev.
The history of Kazan Prometheus is illuminated by the lightful
ideas of Scriabin and multifaceted art of Kandinsky.

During the 1960s being young Galeyev suggested to animate
abstract painting of Kandinsky using kinetics. That time he al-
ready anticipated the aspiration of the proponent of abstraction
towards spatial-temporal synthesis of colour, light, sound and
movement.

Those distant Soviet times “antihumanistic bourgeois art”
was under ostracism. Officially, it was not practically possible
to study Kandinsky. However the young scholar of light mu-
sic collected all the available materials. He literally attacked the
main Soviet library with the requests. Not surprising at all, that
this increased interest required explanation. How did Galeyev
explain it? The head of the student design office at Kazan Avi-
ation Institute said that the studies of principles of abstract art
were necessary for the space industry and these studies would
be useful for the construction of light musical devices for adap-
tation of cosmonauts under the zero-gravity conditions... Thus
he continued his studies of Kandinsky.

Official criticism could not stop young and goal-orient-
ed Galeyev in his studies. Legendary Prometheus academic
schools, seminars and conferences starting from 1966 fostered
outlined studies. The community of his colleagues grew. Kazan
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gradually became the light music Mecca. Philosophers, musi-
cians, engineers and artists obsessed with the idea of “optic mu-
sic” gathered in Kazan from all over the country. As early as in
1970s Kandinksy was discussed at these conferences with inter-
est. In the conference proceedings of 1975 and 1979 Boris Ze-
rnov, an art historian from State Museum Hermitage, discussed
his oeuvre and the problem of music-painting synthesis in his
art. [lmar Ojalo presented the perspectives of the staging of The
Yellow Sound at Tallin Theatre. In 1980 Galeyev put the portrait
of Kandinsky in one of his books and wrote extensively on the
theory of psychoemotional interaction of colours and forms.
For the leader of Prometheus Kandinsky undoubtedly was
a “pioneer of light music”. Specifically, Galeyev was interest-
ed in his theatrical ideas and theory of synthesis of arts. A few
more facts. 1987. Galeyev invites the collective of Giedrius
Mackevicius to show specially renewed performance of The
Yellow Sound with Schnitke’s music at the big festival “Light
and Music”. Additionally before the performance Galeyev pre-
sented 30 minutes lecture on Kandinsky. On the stage of the
main Tatarstan theatre of opera and ballet the slides with abstract
paintings of Kandinsky were shown near the big portrait of artist
himself. A beautiful broadcaster’s voice triumphantly declared
the fragments from a theoretical treatise and bright moments
from the autobiography... 1993. Members of Prometheus—
Bulat Galeyev and Irina Vanechkina—delivered presentations
at the symposium “Schoenberg—Kandinsky” in The Hague...
1996. Another conference of Galeyev. There is a screening of
the video adaptaion of Pictures at an Exhibition—the only com-
pleted theatrical performance of Kandinsky with music of Mus-
sorgsky in the reconstruction of Martin Rupprecht (1983).



During his last years Galeyev wanted to write a book about
his understanding of Kandinsky. It could have been more than
just an interesting book. It could have been a historical docu-
ment about the development of Russian culture. Unfortunately,
the legendary founder of Kazan school of light music did not
have enough time...
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DUIOCOD ¥ MCTOPHK UCKYCCTBA, TIPEMOJIABATEL IHCTUTYTA
COBPEMEHHOTO UCKYCCTBA «BA3A», B LIIKONE MYJILTUMEIMA
1 ooToreadnn uM. A. Poguenko, MMCH, BBIIJ{

Korma rpymma «[Ipomerei» HaumHama cBoi paborty,
BCTaBaJl BOIPOC, MOXET JH 3KCIEPHUMEHT OBITh MCKYCCTBOM
U Kak CBSi3aHa C HCKYCCTBOM MX Hay4yHas U HWH)KCHEpHas
nesTenbHOCTh. Ceifuac mosie COBPEMEHHOTO MCKYCCTBa — BCE
YTO YTOIHO, KaXJbI YEJIOBEK — XYIOKHHUK, HE CYIIECTBYET
CYNEpPCTPYKTYpPBI, ONPEAEISIOIEN cTaryc HcKyccTBa. HayuHbli
9KCTIEPUMEHT TOXKE MPUHAUIEKHUT K ITOJTF0 UCKYCCTBaA.

B ocHoBe cBeroMy3bikanbHON nesTenbHOCTH «[Ipomeres»
JISKUT  KOHLEMIMS, COIVIACHO  KOTOPOH  UeJI0OBEYEeCKOoe
BOCTIpUSITHE HE  fABISIET COOOHM  HEYTO  3aKOHYEHHOE
— TEXHWYECKOE CpEICTBO CHOCOOHO JIONONHATH WU
MepeHacTpanBarh 3peHue u ciyx. JesrensHocTs «IIpomeTes»
HarpaBjIeHa Ha dcTe3uc. KoHmenmust 3cre3nca IMOSBUIIACH
B koHLE 1960-x—-1970-e roasl B CBSI3U C HCHXOAENIUYECKOH
peBOMIONMEH: ee TEOPeTHKH M, MO3[JHee, TEOPETUKU pPEenB-
nBkeHus 1990-x romoB yTBEp)KJaliu, YTO BOCIPUSATHE MOKET
OBITb TIEPEHECEHO TEXHWYECKH M BOCHPOU3BOJUTHCS BHE
YeJIOBEKa, a BOCIPHATHE YEIOBEKA CIHOCOOHO pPacceKaThbes
Ha MUKPOIIOTOKH W TepeHacTpanBaThCs BHYTpH HHX. Ho ecTb
CyllecTBeHHas pa3Huua mexay «lIpomereem» u ncuxonenuei.
«IIpomereid» Oazupyercst Ha TEOPUHM MAIIMHHOM TEXHUKH:
CYLIECTBYeT MaIlWHA, KOTOpas, KaK Hacoc, IepeKaunBaeT
SHEPTHI0 M3 OJHOTO MecTa B apyroe. Hampumep, nepeBo kak
MaIlIHa Ka9aeT U3 MOYBBI COKH, TIPOBOANT HX 110 CBOCH CHCTEME,



U TIPOUCXOAUT (POTOCHHTE3. DTa IHEPreTUUEcKasl KOHIECTILHS
JISKUT B OCHOBE MapKCHCTCKOM, MAaIIMHHO-OPUEHTHUPOBAHHON
¢unocopun TexHUKH. [ICHMXOMEMMUECKHH 3CTE3UC ITOCTPOSH
Ha COBEPIICHHO JPYrol TEOpUU — KHOEPHETHYECKOW TEOpUH
MH()OPMALTMOHHOTO TTOJISI.

Koryia MblI Ipociie:KuBaeM 3TH JiBa JUCKYpCca B COBPEMEHHOM
UCKYCCTBE, TO pa3roBOP O MAaIIMHHO-OPUEHTHUPOBAHHOM
acTeTnke (HOKyCHpyeTcss Ha TepepyOaHHHM TIPOBONOB. ITO
9CTETHKA JIUCKOHHEKTOB, WM KPUTHKA IOTOKOB ITOCPEICTBOM
UX TIpepbIBaHUS. A JIpyrHe TEOPETUKH TOBOPAT O TOM, YTO
HCKYCCTBO SIBIISIET cOOOW HEYTO Bpojie MPOKCH-CEpBEpa, 3TO
BUPYCHAsl CUCTEMA, KOTOPAsi MEHsETCS UMEHHO BHYTPU CaMOM
nHpopmarun. CBeTomy3bika 1960-x mocTpoeHa Ha MEXaHU3Max
MalIMHHOM MEpEeCTPOMKH  YEJIOBEYECKOM YYBCTBEHHOCTH.
MammHa paccekaeT MEeJOCTHOE YeNIOBEYECKOTO ACTe3uca M
NIepeHacTpanBaeT €ro, TOrZa Kak IICHXOMENHs padoTaer c
(apmakonorueil, HEHpOXMMHEH W paccekaeT 4YeJoBeKa Ha
XUMHYECKUE TIPOLECCHl. Y TPYyMIbl OPUTAHCKUX XYTOKHHKOB
The Otolith Group cymecTByeT OuYeHb ITOKa3aTelbHas
pabora «Anadema» — oHa mocssmeHna LCD-teneBuzopam.
OHHM  CBA3BIBAIOT  JKHJIKOKPHUCTAJUIMYECKOE  YCTPOHCTBO
skpana ¢ pabortoit He LCD, a JICJ. OHH THOKa3bIBAaKOT, KaK
MOJI BO3JCHCTBMEM BEIIECTBA BOCHPUSTHE paclajaeTcs Ha
KpUCTaJLIbI, HO 3TO COOTBETCTBYET ONPEICIEHHON TEXHUYECKON
6a3e — ycTpoICTBY PKpaHa.

«[Ipomereir» ObT B  Hadaje »dSTOTO TYTH: OHH
c(OpMYIMPOBAIH, OIHMCAIN U CAEIAIH BO3MOKHBIM MAIINHHOE
paccekaHue 3cTe3uca, KOTopoe M03)Ke MOIIO OBITh JIOMOJHEHO
(apmakonoruuecku. ITouemy Mbl cerofHs He BOCIPHHUMAaEM
CBETOMY3bIKY KaK HEYTO U3 psna BoH BeIxomsmee? [lotomy
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YTO COBPEMCHHAs My3bIKaJbHAsl KyJlbTypa, peHB-KylbTypa
MOJTHOCTBIO BIUTaNa B CEOSI 3TH JOCTIDKCHMS W HapaOOTKH
CBETOMY3bIKH, M peaJin3oBaia Kak pasz To, uto Komyo DuryH,
yuactHuK The Otolith Group W TEOpeTHK peiiBa, Ha3bIBal
«CHUHECTETHYECKOe Coo0IIecTBO». DTO 00pa3oBaHe Ha OCHOBE
nepecOOPKH ICTE3UCa MHOXKECTB JIFO/ICH, KOTOPbIE BCTPEYAIOTCSI
Ha BEYEPUHKE U BIAJAIOT B COCTOSHUS eAWHEHWs. Eciu Ml
MOCMOTPHUM Ha IeSITEIbHOCTD «IIpoMeTes» apXeoIorniecKku, To
YBHIMM, 4TO OHM 4aCTO B3aUMO/ICHCTBOBAJIN C ABTOHOMHOM, 1a)ke
KOHCEPBaTUBHOH 1OrUKoi HckyccTBa. OHU B3aUMOJIEHCTBOBAIIN
C UHCTUTYTOM KOHCEpBaTOPUH, C UHCTUTYTOM CIIOKUBIIErOCsS Ha
TOT MOMEHT TOJIS HCKYCCTBA, ¥ 3TO OTPA3UIOCh HA X TEOPHH.

Baxnupii umnynsc B gesarenbHoctd  «IIpomeres» —
MOZIEPHUCTCKAsl TEOpUS TOTO, 4YTO YEIOBEK MOCPEACTBOM
TEXHUKH MOXET COOTBETCTBOBATh pEAJILHOCTH, HO cama
pearbHOCTh HHUKOIZIAa HE JaHa B IoimHoM oOwseme. HUU
B COBETCKOM HHCTUTYIHOHAJIBHOM CHCTEME MO3BOJISIH
XyAO)KHUKaM HampsiMylo paboTraTth ¢ TeMaMH MOJEPHH3MAa,
4YTO OBUIO HEAOCTYIIHO B HHCTHTYTE coupeanu3Ma. Mol
HE BCTPETUM aOCTPAaKTHBIX XyIOKHHKOB B COIpEaTM3Me,
HO Mbl BcTpetuM ux npu HUW. Ho mpu 3TOM MBI AOIKHBI
MOHUMATh, YTO KaK COLPEATUCTHYECCKUI NHCTUTYT OBUT CBSI3aH
C OOIIUM TI0JIEM COBETCKOH JICHCTBUTEIBHOCTH, TaK M HAy4HO-
HCCJIeI0BaTeIbCKasl XyJOKECTBEHHAsl paboTa ObLIa MorpyxeHa
B 3TO M0JI€ COBETCKOM MPAKTUUYECKOM KU3HU.

Bce coBpemeHHBIE TEOpHM HCKYyCCTBA OTCBUIAIOT K
nousaTuio network. Ham BakHO, Kakum o0pa3om paboTaroT
PSKMM MOAKIIOYEHUs: paboThl B OoJee IIMPOKYIO CETh:
YCIIOBHO TOBOPsI, BHUMAaHUE CMECTHJIOCH C MPOMU3BEACHUN Ha
CMOTpUTENEH U OXPAaHHHMKOB My3es, Ha TeX areHTOB, KOTOpbIE



obecreunBaroT MOAKIIOYeHHEe. MHOTHE TEOPETUKH O0OPATHIIHCH
K TEOPHH METAapXUTEKTYPbI, apXUTEKTYpbl rpanuil. Hampuwmep,
MBI TyasieM B mapke [Oppkoro, M TaM €CTh YKa3arelu,
KOTOpBIE pPa3Me4aloT IIyTH CIIEIOBAaHHUS [0 apXHUTEKType.
VMIMEHHO MeTaapXHUTEKTypHBIH SI3BIK CIOCOOCH aJIeKBAaTHO
OInucaTh OCHOBHOW KOPIYC CErofiHsIIHUX paboT. B aHamuse
nestenpHOCTH «IIpomeres» BaXKHO OLCHMBATH UX IOJOKEHHE
BHYTpHU HayyHOro uHctutyta. HykHO oco3Hath «IIpomereii»
MHCTUTYLIMOHAILHO ¥ BKJIIOUYUTH €ro B Oojiee IHUPOKYIO CETh.
OTH apXUTEKTYpHBIE PaOOTHI, ITOCBSIICHHBIC OMOJIOTHYECKOI
TEOPHH, MAITMHHON TEOPHU apXUTEKTYpPbl, MO)KHO TIPHMEHHUTH
B OoJiee MUPOKOM KOHTEKCTE.
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PHILOSOPHER, ART HISTORIAN, LECTURER AT THE BAZA INSTITUTE
oF CONTEMPORARY ART, RODCHENKO ART ScHoOL, Moscow MUSEUM OF MODERN ART
AND BriTisH ScHooL OF ART AND DESIGN

When “Prometheus” group started its work, the question
arouse whether an experiment could be art and how their sci-
entific and engineering activities were connected to art. Today’s
artistic field consists of everything, every person can be an artist,
there is no superstructure defining the statute of art. Scientific
experiments are also a part of the artistic field nowadays.

The light and music activity of ”Prometheus” is based on the
concept that human perception is something unfinished—techni-
cal device can complement and reconfigure vision and hearing.
«Prometheusy» activity is aimed at aesthesis. Aesthesis concept
appeared in the late 1960s-1970s in relation to the psychedelic
revolution: its theorists, and later theorists of rave movement of
1990s, argued that human perception can be transferred techni-
cally and reproduced beyond human body, and that perception
can be cleaved to micro-streams and reconfigured within them.
There is though a significant difference between ”Prometheus”
and psychedelia. ”Prometheus” is based on machinery theory:
there is a machinery that is pumping energy from one place to
another as a plunger. For example, a tree as a machinery pumps
juices from the soil and transmits it through its system causing
photosynthesis. That energy concept underlies the Marxist ma-
chinery-oriented technology philosophy. Psychedelic aesthesis
is based on absolutely different theory—cybernetic theory of
information field.



Following those two discourses in the modern art we can see
that the discourse on machinery-oriented aesthetics is focused
on cutting the wires. This is an aesthetic of disconnections or
critique of streams through disrupting. Other theorists say that
art is like a proxy-server, some kind of viral system changing
within the information. Light music of the 1960s is built on the
mechanism of machine restructuring of human sensitivity. Ma-
chinery dissects through holistic human aesthesis and reconfig-
ures it, while psychedelic works with pharmacology and neuro-
chemistry, and dissects human to chemical processes. A group
of British artists The Otolith Group has illustrative work called
Anathema—it is devoted to LCD-TVs. They link liquid-crystal
structure of screen not to the work of LCD but rather to the LSD.
They demonstrate the way perspective falls into crystals under
the influence of substances, but it matches a certain technical
basis—screen structure.

”Prometheus” was at the beginning of the path: they for-
mulated, described and made possible machinery dissecting
the aesthesis that could be later complemented by pharmaco-
logic one. Why do not we perceive light music as something
outstanding today? Because today’s music culture, rave-culture
has completely absorbed all the achievements and concepts of
light music, and implemented exactly what Koduo Ashun, mem-
ber of The Otolith Group and rave theorist, called “synesthetic”
community. It is a formation based on reassembling of aesthesis
of many people who meet at the party and slip into the state of
unity. If we take a look at activity of “Prometheus” from the
archeological point of view we can see that they were often in-
teracting with autonomic, even conservative logic of art. They
were interacting with the institution of Conservatory, institution
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of present at the time field of art, and that affected their theory.

An important impulse in activity of ”Prometheus” is mod-
ernist theory that a human can respond to the realities by the
means of machinery, but reality is never given in its entirety. Re-
search facilities within the Soviet institutional system allowed
artists to directly work with the themes of modernism, which
was unavailable within the institution of socialist realism. We
will not meet any abstract artist in socialist realism, but we can
meet them within research institutions. But we must also under-
stand that the way socialist realism was connected to the com-
mon field of soviet realm, the same way was research artistic
activity submerged into the field of Soviet practical life.

All modern art theories refer to the concept of network. It
is important to know how connection of the work to the wider
net happens: in other words, attention has shifted from pieces of
art to gallery assistants and security guard of museums, those
agents that enable connection. Many theorists address the theory
of metaarchitecture, architecture of borderlines. For example,
we are walking in Gorky Park and there they have signs marking
routes by architecture. Metaarchitechture language can properly
describe the main body of today’s work. It is important to eval-
uate their position within scientific institution when analyzing
activity of ”Prometheus”. It is important to understand “Pro-
metheus” institutionally and include it into a bigger net. Those
architecture works, devoted to biological theory and machinery
theory of architecture, can be used in a wider context.
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XVJIO)KHUK, YYACTHUK T'PYTIIIbI ((I[BI/I)KEHI/IE))

S noznakomuics ¢ CKb «IIpomereit», korma HECKOJIbKO
XyIOKHUKOB u3 Tpymmbl «/lpmwxkenue» — Jles HycoOepr,
Opanrucko Uudpants, I'ennanuit PokyHos, ['anmuna butt u s
— noexanu B Kazanb cMoTpeTh, kKak paboTaloT OHU U [0Ka3aTh
cBor paboTel. OHM TOMBKO HAUMHAIIM, U UX TOTIA MTOKA3aJd I10
Ka3aHCKOMY TEJIEBHICHMIO. DTO OBIT HAIl MEpBBIH KOHTAKT, M
MHE BC€ IOHPaBUIIOCh, BKITIOUas UIEr0 cuHTe3a uckyccTs. C 1967
ro/ia MBI TICPEIHCHIBAIUCH: 5 MOCHUTAT UM HH(POPMAIOHHBIC
JIMCTHI 110 TTIOBOJlYy HAIIMX ITyOJIMKANuWii, a OHM MPHUCHIIAIN HaM
cBoM mpoekThl. Ha mpotshkenun 40 jeT s mpuexal K HUM Ha
KOH()EPEHIINH U M0 pa3HbIM APYTHM MoBoaaM. JKuil MHOTAA y
I'aneeBa noma.

Bompoc o Tom, otHOCHTCH TpyIa «IIpomMeTei» K HCKYyCCTBY
WM HET, — BEYHbII. XyJA0KHUKU FOBOPSIT, UYTO ST HUHKEHEPHI
HE XyJOKHUKHU, @ UHKECHEPHI TOBOPST, YTO OHU XYJ0XKHUKH, a HE
yuaensle. OHM ObUTH ¥ T€M U IpyTuM. BOT TeépMEHBOKC OTHOCHUTCS
K UCKycCcTBY? OH poamics Kak WHKEHEPHOE ACHWCTBO, a TIOTOM
Jles CepreeBna TepMmMeH mpeBpaTHa €ro B MYy3BIKaJIbHBIN
WHCTPYMEHT U TEXHOJIOTHSI CTalla TIOCTOSTHUEM HCKyccTBa. Tak
1y HUX.

B roas! oTrrenenyu BCe pELIMIH, YTO MOpPa MEHSATh UMMJIK,
UCKaTh HOBBIE CPEACTBA M BO3MOXKHOCTH XyHO)KECTBEHHOM
n300pa3sUTEIBHOCTH. DTHM H 3aHUMaach rpymmna «lIpomeTein».
OHM mpozemnany OrPOMHBIA TPYH: COOMPATN apXUB, BBITYCKAIN



cooparkn u Oubmmorpadum 1O MpodIeMaM CBETOMY3BIKH,
yctpamBanu B Ka3aHW CIEKTakiM 3ByKa W CBETa, MPOBOIMIIN
KOH(EpeHINH, OOBCIUHABIINE BOKPYT ce0sl XYIOXKHHKOB,
TEOPETHKOB HMCKYCCTBa, KoJuleKuuoHepoB. K Tomy ke,
«IIpometei» neman O4YEeHb MHOTO TPHUKIATHBIX —Beleil.
OHM TOJICBEUUBATIM APXUTEKTypHbIE aHcamOiu, paboTtaiu c
WHCTATYTOM KOCMUYECKHX WCCIICIOBAHNAN, C TICHXOJIOTaMH
W TICHXWaTpaMH, 3aHAMAasCh BONPOCAMH  pEIaKCAIlUHI
JUIE KOCMOHABTOB, IHCAJId KHHUTH O CBETOMY3BIKAIBHBIX
ycrpoiicTBax. ['ajmeeB BbICTyHan 1O TEJIEBUACHHIO, Harucall
COTHIO CTaTeid, NpoIaraHJIupoBai JESTEIBHOCTh B 00JACTH
cBeToMY3bIKH. OH MOAEP)KUBAN TBOPUECKUI OTOHb.

Cpenn ux pabOT HYKHO OTMETHUTh CBETOMY3BIKAJIbHBIC
(hUITBMEI, CO3ITaHHEIC o CTapbIM TEXHOJIOTHSIM,
npucrocodneHHsiM Tox nenn «lIpometest». Ilotom Ianees
JIeTKO Tiepedpalicst B 00JacTh BHACOMHCTAIUISIIMN M TONYYHIT
npu3HaHue 3a pyoexxom — e3nun B Kanany u bayxays. [la u B
MockBe y Hero Oblia OosibInast BeictaBka Bujieoapra. [lomyuucs
0O0MBIIOH, HEMPEPHIBHBIN Xy0’KECTBEHHBIN SKCIICPUMEHT.

Beut mm ator skcmepumenTt ymadnsiM? Kak roBOopuTH 00
VOAYHOCTH, €CIH HE C YeM CpaBHUBAaTh? MOXHO OBUIO OBI
CpaBHMBaTh C 3amajoM, HO TOT/a Majo KTO BHJEJ 3araJiHble
padotel. Ho «IIpomerteit» 3uan Ham [xyn [laiika — mepBoro,
BEJIMKOTO M MOTYYero BH7eoapTucra. MHPOpMalmoHHO OHH
OBUTM TIOAKOBAHBI Jyd4Ille, YeM BCE OCTaJlbHBIC. J[BIDKEHUE
XyI0KECTBEHHOI MBICIIH OYeHb XOPOIIIO MPOCIEKUBACTCS B UX
JIESITETTFHOCTH, a OIICHKY €l TOJDKHBI TaBaTh UCKYCCTBOBEIBI, a
HE Xy/IOXKHUKH.
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ARTIST, MEMBER OF “DVIZHENIE”

I got to know ”Prometheus” group back when a few artists
from “Dvizheniye” — Lev Nusberg, Francisco Infante, Gen-
nadiy Rokunov, Galina Bitt and I — went to Kazan to watch
them work and show our works. They were just starting back
then and they were shown on Kazan’s TV. It was our first con-
tact and I liked all of it including the idea of art synthesis. Since
1967 we have been corresponding. I sent them newssheets on
our publications, they sent us their projects. For 40 years I regu-
larly came to their conferences or on other different occasions. I
even stayed sometimes at Galeyev’s place.

The question whether works of "Prometheus” group are art
or not is eternal. Artists say that these engineers are not artists,
and engineers say they are artists, not scientists. They were
both. For example, is theremin an art? It was created as an en-
gineering action, and then Lev Termen turned it into a musical
instrument and so technology became art. The same was with
”Prometheus”.

During the thaw everyone decided that it was time for an im-
age change, to seek new means and possibilities of fine arts. That
is what ”Prometheus” group has been doing. They have done a
lot of work: collected the archive, published books and bibli-
ographies on the problems of light and music, they performed,
held conferences uniting around artists, art theorists, and collec-
tors. In addition, "Prometheus” did a lot of applied things. They



highlighted architectural ensembles, worked with the Institute
of Space Research, psychologists and psychiatrists, dealing with
issues of relaxation for astronauts, wrote books about music de-
vices. Galeyev appeared on television, wrote hundreds of arti-
cles, promoted activities in the field of light music. He supported
the fire of creativity.

Among their works should be noted the light and music films
which were produced according to old technology adapted to the
purposes of “Prometheus”. Then Galeyev easily migrated to the
realm of video installations and has received recognition abroad,
he went to Canada and Bauhaus. And in Moscow he had a large
exhibition of video art. It turned out to be a large, continuous art
experiment.

Was this experiment successful? It is not possible to talk
about success, if there is nothing we can compare it to. It could
be compared with the West, but then, only few people saw the
Western works. But ”Prometheus” knew Nam June Paik — the
first, great and mighty video-artist. They had more information
than anybody else. The movement of artistic ideas is very well
seen in their activities, and critics, not artists, should give an
assessment.

81



CTAHUCNAB KPEWYM

82

KOMITO3UTOP ¥ PAJIMOVH)XEHEP, OJJUH M3 TIMOHEPOB POCCUICKON
DIIEKTOAKY CTUYECKOI MY3BIKI

S, xak u bynar ['aneeB, HaNOJOBUHY MHXKEHEP. 3aKOHUYMI
(hakynpreT pasnoBemaHus MOCKOBCKOTO MHCTUTYTa CBs3eH U
MO3TOMY JJIl MEHS PAJH0 U My3bIKa PAaBHOLICHHHBI.

Hawan s corpyanuuare c¢ kosuiektuBoM «lIpomerein»
emie B mpomuioM Beke, B 1967 roxy. Torma oTKpbUIach mepBast
koH(pepeHust B KazaHn U B 3TOM e TOJy OTKPBIIACH CTYIHUS
IEKTPOHHOI My3BIKH Ha IepBoM dTaske Mysest A. H. CkpsiOuna.

Mens Toraa nocnajiu B KOMaHAUPOBKY OT CTYJHH, T1€ TOrna
Hac Bcero Obuto Tpoe — EBrenmii Anexcannposud Myp3uH,
Mapk CemeHoBHY MaikoB 1 5. XOTb U ITOEXaJI sl caM MEePBbIi pa3
6e3 1oKI1a1a, HO BEPHYJICA yKE C «KOPOYKO UleHa KOJUICKTHBA
«IIpomerteit». C Tex mop st OBUT yYaCTHUKOM BCEX KOH(EPEHITHi
U C TEOPETHYECKHMH JOKIAJaMH M C XyHIOXKECTBEHHBIMHU
paboramu. Y, KOHEYHO, 51 TPEACTABISUI CBOIO IJICKTPOHHYIO
My3BIKy Ha KOHIIEpTax.

A motom MBI chenanmu ¢ «IIpomereem» 1Be COBMECTHBIE
paboTel — CBETOMY3bIKaldbHYI0 KoMmosumuioo «Kocmmdeckas
conata» (1981) u cmarig-moy «Pamcomust Poprmapxa» (1991).
KoHeyHo Moe aMIurya My3bIKalbHOE — 3TO B IIEPBYIO OYepe.b
TeaTp U €ro My3bIKaJlbHOE CONPOBOXKIECHHE. Jlenamu Mbl BCe
HE3aBHCUMO, HO C OfHOW ujeel. Pebsita cuenanu Bugeopsia, s
— MY3BIKY, @ TOTOM COEIUHIIIH, ¥ Bce conuIock. KoHeuHo Hamm
9KCIIEPUMEHTBI MHTEPECHBI, HO B MX TPAKTOBKE HCIIOJIHEHUE
ckpabunckoro «IIpomeTesy» MOXHO MOCTaBUTH B TEPBBIA PsII.



MHe emie KaKyTcst OUCHb BaXKHBIMH 9KCIIEPUMEHTBI C MAKETaMH,
APXUTEKTYPOU U OACBETKOM B OTKPBITOM IIPOCTPAHCTBE, a HE B
3anax. S momuro pectuBanps B Kazanu, kaxercs, 1987 rona. B
Kasanckuii TeaTp 10HOTro 3puUTeENs MpHUe3kKal KyKOJIbHBIN TeaTrp
CO CIEeKTaKyeM ¢ Moeil My3bikoil. [To BceMy ropomy npoxoausau
CepUN XYIOXKECTBEHHBIX BBICTABOK M CBETOBBIX MIOy. Takue
MEPOIPUATHS AAIOT CUIBHBIN UMITYIIBC, B Pa3HBIE CTOPOHBI BCE
MIOTOM «BCIIBIXMBACT» — B CBET, 3BYK, TEOPHIO, aPXUTEKTYpY.
Tyt 6e3 cunpHOU QuTrypsl ['aneeBa KOHEUYHO HENB3sT O0OUTHUCH.
Boxkpyr Hero Bce rpynnupoBaiich U SKCIEPUMEHTHPOBAIIH, TAK
JKe KaK U CTyJus DJIEKTPOHHOM My3bIKH Jieprkanack Ha Myp3uHe.
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COMPOSER AND RADIO ENGINEER, ONE OF THE PIONEERS
OF RUSSIAN ELECTROACOUSTIC MUSIC

Like Bulat Galeyev, I am half engineer. I graduated from
the Department of Radio Broadcasting of Moscow Institute of
Communications and thus radio and music are equally valuable
to me.

I started working with “Prometheus” group in 1967. That
was a year of the first conference in Kazan and a year when Stu-
dio of electronic music was opened on the first floor of Scriabin
Museum.

I was then sent on a business trip to represent Studio. At that
time there were only three of us in the Studio—Evgeny Murzin,
Mark Malkov and me. Though the first time I went there not
giving a presentation, I came back with an ID of “Prometheus”
member. Since then I took part in all the conferences with both
theoretical papers and artworks. And of course I performed my
electronic music on the concerts.

Then we did two collaborative works with “Prometheus”—
the light and music composition Space Sonata (1981) and the
slide show Rorschach's Rhapsody (1991). Of course my special-
ization is primarily theatre and its musical accompaniment. We
did everything independently, but with the same idea. The guys
did video, I did music, and then we connected everything, and
it all came together. Of course our experiments are interesting,
but their interpretation of Scriabin’s Prometheus can be put to
the fore. I still think that experiments with models, architecture



and lighting in the open space rather then in the halls are very
important. [ remember a festival in Kazan of, I think, 1987. The
puppet theater came to the Kazan Theatre for Young Spectator
with a performance using my music. There were series of art
exhibitions and light shows held across the city. Such events
provide a strong impulse that goes in different directions and
“breaks out” into light, sound, theory, and architecture. It would
be impossible to do it without a strong figure of Galeev. Every-
one gathered around him and experimented, the same way as the
Studio of electronic music relied on Murzin.
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KAHJIUIAT HCTOPUYECKUX HAVK, C 2009 T. 1O HACTOSIIIEE BPEMS
PYKOBOJIUTEJIb TIPOEKTOB TBOPYECKOT'O OBbEJIMHEHNS «[TPOMETEID

«Hayka — 9TO cHeKTpaJibHBIM aHaIM3, HCKYyCCTBO —
9TO CHHTE3 cBeTa», — 3TH cioBa Kapna Kpayca B momHoi
Mepe OTpaXkaroT HayuyHble M TBOPUECKHUE IOMCKH Ka3aHCKHUX
cBeToMy3bikaHTOB. JJ1s1 Bynara I'aneeBa u npomeTreeB1eB MOAX0/
— OT aHaJu3a K CHHTE3y — SIBISIETCS] OCHOBOIOJIATAIOIIUM.
Kak mpaBniio, HOBBIM IIPOEKTaM MPEANIECTBOBAIO 3HAKOMCTBO
C ONBITOM  JpPYrMX  HCCJeAoBareneid,  IMpoayMbIBaHHE
ONTHUMAJIbHBIX TEXHUYECKUX BOBMOKHOCTEH, a TOTOM YKe B (haze
9KCIIEPUMEHTA JOCTUTAIUCH XYHIO0KECTBEHHBIE II€JIH, KOTOPbIE
3aTeM OISITh AHAJIM3UPOBAIUCH, CO37aBas MPEANOCHUIKH IS
CJIETYOIINX MTPOCKTOB.

VYHukanpHa cygp0a ATOTO KOJIEKTHBA MW eme Oojee
HEOoObIYHOH OblIa XM3HB €ro pykoBoauTens. HauaB cBoro
JIeSITEIFHOCTh B paMKax CTYACHYECKOH CaMOAEsATeIbHOCTH
B TexHHueckoM By3e, b. TameeB, 1o o00OpazoBaHuIO
(u3uk-mMaremMaTuk, coOpaa  BOKpYr ce0s  JHTY3HACTOB-
POMaHTHKOB, CTYIEHTOB M IIpernojaBaTeici aBHAL[IOHHOTO
By3a. be3 XynokeCTBEHHOTOo 0O0pa3oBaHMsA OHH CO3/1aBallil
aBaHTrapJHble T1ep(OpMaHCHl M WMHCTAUIIMU, aOCTpaKTHBIE
CBETOMY3bIKaJIbHbIE (DMIBMBI M cayHJ-criekrakiu B 1960-80-¢,
KOT/1a TEJIEBU30PBbI, a 3aTeM BHJICOMarHUTO(QOHBI M BHJICOKaMEPhI
ObLIH PEAKOCTBIO, A MOHATHA «MEAUA» U «KBUACO» B IICJIOM HE
CYIIECTBOBAJIH.

Crentel 9TOH Hepa3phIBHOM CBSI3M MEXK/Ty HAYKOW, TEXHUKOW 1



HCKYCCTBOM B c(hepe ayJHOBH3YaIbHOTO CHHTE3a IIPECTaBICHbI
B ApXMBHOM  KOJUIEKUMM  KOJUIEKTMBA.  Marepuaisl,
OTpaXAIOIIME OPraHMW3alMOHHYI0, HAy4YHYI0, TBOPYECKYIO
n texHuueckyro gestenbHocTs CKBb-CHUU  «IIpomereit»
SIBJISIIOTCST (DaKTUUECKOM 0a30i Jisi Meana-apXeojJorn4ecKux,
HUCTOPHYECKHX W HCKYCCTBOBEAYECKHX HCCIENOBaHUIL. OTO
YEPTEXKU U CXEMbI, TEXHHUECKHE OTMCAHUS U Hay4YHbIC IIJIAHBI,
YEPHOBUKH CTAaTe M ABTOPCKHE CBHICTEIBCTBA, OTYETHI O
KOMaHAMPOBKAaX M MOYETHBIE I'PAMOTHI, ITATHBIE PACTIMCAHUS,
Oyxranrepckas OTYETHOCTb, ITOJIOKCHHMSI, TTPHKA3bI, JIOTOBOPHI
CO CTOPOHHHMMH OpraHU3alMsIMH U MHCTPYKUIuH. Kpome storo
Y4aCTHUKaMH KOJIJICKTHBA W EyHaTOM I'aneeBbIM TINATCJIbHO
cobupanuch  MaTepuaibl,  KacaloMecs  HUCTOPHUECKHUX,
(mII0CcOPCKNX, HCKYCCTBOBEAUECKMX, MY3BIKOBEAUECKHX U
TEXHUYECKHX TTOJIXO0/I0B K ITPoOJIeMe COCIMHEHNS CBETA 1 3BYKa,
CHHECTE3HMH, CBETOMY3bIKM M pPa3BUTHs HCKyccTB. CoOpaHus
OXBaTHIBAIOT MH(OPMALMIO HAa Pa3HBIX HOCHTENSAX: 35-MM H
16-Mm IIJICHKHW, MArHuTHBIC 3aIllMCH, BHHWJIOBBIC IIJIACTUHKMH,
MUKPOQWIBMBI, cllaiiapl, portorpaduu, Buaeo Ha VHS ma SVHS,
CD, a taxke menas OMOnMuoTeKa XypHAJIOB, KHHT, KaTaJoroB,
adum, pykonmceii. K xomnexmun «IIpomeTes» Takke OTHOCATCS
pe3yabTaThl MPAKTHYECKOW, TBOPYECKOH M KOHCTPYKTOPCKON
JICSITEIbHOCTH: ~ CBETOMY3bIKaJbHBIC ~ YCTAaHOBKH, MAaKEThI,
(hUITBMBI, HHCTAJUISALIUH, CBETOBBIC OOBEKTHI.

Pabota nax ommcanmem (oHIOB ObUTa Ha4aTa cpasy IOcCie
cmeptu b. Taneesa B 2009 roxy u mpomomkaerces 10 cux mop. C
CaMoTro HadaJla Mbl CTOJIKHYJIMCH C LEJBIM PSIIOM TPYJHOCTEH:
9TO W HE BCerjga BO3MOXKHAsl arpuOynusi CHHUMKOB, CIIAiJIOB,
BUJICO, allllapaTyphbl, U OTCYTCTBHE BOCIIPOM3BOJSIICH TEXHUKH,
U HEJOCTYIHOCTh COOTBETCTBYIOLIErO IMporpaMMHoro codra
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JUISL DJIEKTPOHHOTO KaTajiora apXWBHOTO, OWOIMOTEYHOTO U
MeanaoHa, W HEJOCTaTOK KBAJTH(DUIIMPOBAHHBIX KaJIpOB
JUISl TIPOBE/ICHHSI apXUBAllMH, U IPOCTO OTPOMHOE KOJIMYECTBO
Marepuaiia, KOTOpblii TpeOyeTcs Onucarh.

brarogapst moAarotoBke K BBICTaBKAM M MyOJIMKAIMsM,
npopabOTKe MaTepuajioB M0 3ampocaM  HCCleoBarelneit
CTAaHOBUTCSI ~ Bce  Oomee  OYEBHUAHOW  HEOOXOAMMOCTH
KOMITJIEKCHOTO ITOAXO0/a K OpraHu3anuy nu(poBOTO Karajaora u
K Pa3BUTHIO CEPBHCOB JJIsl 00€CIIEUEHHS JOCTYIIa K HMEIOLIMMCS
MH(OPMALMOHHBIM pecypcaM. DTo TeM OoJiee aKTyallbHO, YTO 32
MOCJIEIHUE JIBA TO/]a BHICTABOYHAS, IIPOCKTHAS U U3/1aTeIIbCKast
aKTUBHOCTH KOJJIEKTHBA CYIIECTBEHHO Bo3pocia. B 2015 rony
MbI TpoBeny B Kazanu, coBMecTHO ¢ prococknM hakyasTeToM
MI'Y um M. B. JlomonocoBa, 19 MexayHapoaHyl0 HaydHO-
HpakTH4YecKyo KoHpepeHIHMI0O «OT CHHECTE3MH K CHHTE3Y
uckycctsy. [Ipu nognepxke Ilonurexuuueckoro mysest B 2015
rony B pamkax mnporpammbsl «Polytech.Science.Art: Hayxka.
HckyccrBo. TexHoI0rMM» OBUI MOJIEPHU3UPOBAH CO3/IaHHBIN B
1965 romy cBeToMy3BIKaJIbHBIN MHCTpyMEeHT «Kpucramm», a B
2016 romy 9acTh HAIIMX 0OBEKTOB IMPUHSITH YIACTHE B BEICTaBKaX
«Pycckuit kocmoc» (Mynsrumenua Apt My3eit, Mocksa), «Jlyx
n mudpa» (Dnexrpomyseit, Mocksa), «MckycctBo B EBpome
1945-1968» (LlenTtp uckyccTB U MeauarexHoioruit, Kapucpyn),
KOTOpast 1oKasasa o0LeeBPONEeHCKHI KOHTEKCT.

JlapHelmme maru o COXpaHeHUIo HAClIeNusl U CO3IaHUI0
JIOCTYTTHOW «WH(OPMAIMOHHON CpeIsD» s MCCIenoBaTeneit
BpSJ JM  OCYHIIECTBUMBI CHWJIAMH  TOJBKO  YYacCTHHKOB
TBOPYECKOTO OOBEAMHEHMs. JTO Oonblias 3ajada, KOTOpas
TpeOyeT yCWINH CHEeNUAUCTOB, 3aHUMAIOIINXCS HCTOpHEH
U TEeOpuell BUIEO- M MeAua-apTa, CHUHTE30M M HCTOpUEH



HCKYCCTB U MEXAUCIMIUINHAPHBIMU UCCIIEJOBAaHUSMH Ha CTBIKE
HayKH, TEXHUKH M UCKyCcCTBa. [ Ha 3TOM MyTH BCEX HAC XKIYyT
YAWBUTEIBHBIE OTKPBITHSL.
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PHD IN HISTORY, DIRECTOR OF PROJECTS OF ARTISTIC UNION
“PROMETHEUS” (FROM 2009)

“Science is a spectral analysis, art is a synthesis of light”
—the words of Karl Kraus fully reflect the scientific and artis-
tic exploration of Kazan light musicians. To Bulat Galeyev and
“Prometheus” members analysis to synthesis approach was a ba-
sic one. Every new project was preceded by acquaintance with
experience of other studies, reflection on the optimal technical
capabilities and only then during the experimental phase they
achieved artistic goals, creating prerequisites for next projects.

The Group itself had a unique destiny, but its director’s life
was even more unusual. Starting his projects within the frame-
work of students’ amateur activities at the technical university,
Galeyev, trained as a physicist-mathematician, gathered around
him enthusiasts-romanticists, students and professors of Avi-
ation Institute. Without artistic education they were creating
avant-garde performances and installations, abstract light and
music movies and sound performances in 1960-1980s, when
TVs and then video recorders and video cameras were a rarity,
and the concepts of “media” and “video” did not exist at all.

Traces of the unbreakable bond between science, technology
and art in the field of audiovisual synthesis are presented in the
archives of group. Materials reflecting organizational, scientific,
artistic and technical activities of the design studio “Prometheus”
create a relevant ground for media archeological, historical and
artistic studies. Those are blueprints and schematics, technical



descriptions and scientific plans, drafts of articles and certifi-
cates of authorship, business trip reports and diplomas, staffing
table, accounting statements, provisions, orders, contracts with
other organizations and instructions. Besides that group mem-
bers and Bulat Galeyev were carefully collecting materials relat-
ed to historical, philosophical, artistic, musical and technical ap-
proaches towards the problem of connection of light and music,
synesthesia, light music, and art development. These collections
cover information on different media: 35mm and 16mm films,
magnetic recordings, vinyl records, microfilms, slides, photos,
VHS and SVHS videos, CDs, and a huge library of magazines,
books, catalogues, posters, and manuscripts. The collection of
“Prometheus” also includes results of practical, artistic, and en-
gineering activity: light music devices, layouts, movies, instal-
lations, light objects.

Work on the description of the archive started right after
Galeyev’s death in 2009 and thus far continues. From the very
beginning we have faced a number of difficulties: attribution of
pictures, slides, video, and equipment is not always possible,
lack of the reproducing equipment, inaccessibility of the cor-
responding program software to create an electronic catalogue
of the archive, library and media archive, and lack of qualified
personnel to carrying out archiving, and just huge amount of
materials to be described.

Thanks to the preparation for exhibitions, publications and
the study of materials carried out upon requests of researchers
there is more and more obvious need of an integrated approach
to the organization of the digital catalogue and to the develop-
ment of services for ensuring access to the available information
resources. It became especially urgent since in the last two years
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exhibition, project and publishing activities of collective have
significantly increased. In 2015 in Kazan, together with phil-
osophical faculty of Moscow State University, we have made
the 19th International scientific and practical conference “From
Synesthesia to Synthesis of Arts”. With assistance of Polytech-
nic Museum in 2015 within the program “Polytech. Science.
Art: Science. Art. Technologies” the light organ Crystall created
in 1965 was modernized, and in 2016 a part of our objects was
displayed at exhibitions Russian Space (Multimedia Art Muse-
um, Moscow), Spirit and Digit (Electromuseum, Moscow), Art
in Europe 1945-1968 (Zentrum fiir Kunst und Medientechnol-
ogie, Karlsruhe, Germany) that demonstrated the all-European
context.

Further steps on preservation of heritage and creation of the
available “information environment” for scholars are hardly fea-
sible by participants of artistic union alone. It is a big task that
demands efforts of the experts in history and theory of video and
media art, synthesis and history of arts and cross-disciplinary
researches on the joint of science, technology and art. Surprising
discoveries are awaiting all of us along that path.



DpumanTH ¥3 KOJIEKIny l‘u;‘I/IHePaJIOPM‘{F’CKOI'O
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KAHJIUIAT GUIOCODCKUX HAVK, JIOUEHT KA®EAPBI Ky/sTYPOsorun HITY M. M. T1.
JIPATOMAHOBA, )YPHAJIUCT, KYPATOP OTKPBITOI'O APXMBA YKPAMHCKOI'O MEJIUA APTA

Bynar T'anmeeB OblI HE TOJBKO TIMOHEPOM COBETCKOTO
MEJIManCKyCCTBa, HO TAKXKe M TEOPETUKOM, KOTOPBIH 3aHUMAJICS
AIBTEPHATUBHOM, KaK sI €€ Ha3blBal0 «APYroi», ICTETHKOM.
Ero Teopust uckyccrBa emie Maio orpeduieKcupoBaHa B
MMOCTCOBETCKOM TPOCTPAaHCTBE, Tak kak B 1990-e B cdepe
¢mnocodun U ICTETUKH Bce OPOCHINCH B TMOCTCTPYKTYaJIH3M
W HayajJd aKTHUBHO IIEPEBOJAMTH (PAHIy30B, a HCCIIENAOBATH
aJbTepHATUBHBIC 3CTETHUECKUE Teopun lameeBa M Jpyrux
COBETCKMX HEaKaJIeMHYECKHX HCCIie/oBaTeell HHUKTO He
KHUHYJICA. I_IaHHaSI CUTyalusa, BO MHOI'OM, MaJl0 MU3MCHHJIACh K
CETOAIHSAIIHEMY JHIO.

B nmammplii  MoMeHT s paboTar0  Hag  JAOKTOPCKOH
MoOHOTpaduei, TOCBAIMEHHONH HCIOIB30BAHUI0 KHOEPHETHKHU B
ryMaHuTapHbIxX Haykax u B uckycctse CCCP ¢ cepenunst 1950-
x 1 o Havyana 1990-x. Kak pa3 B Heil 51 1 BBOXKY TEPMHH «JIpyTrast
ACTETHKa», YTOOBI Pa3rpaHUYUTh OPUIHATIBHYIO MAPKCUCTCKO-
JEHUHCKYI0  3CTETHKY W  OCTETUKY  aJbTepPHATHBHYIO,
MapruHAIBHYIO0. YCIOBHO BCEX COBETCKHMX ICTETHKOB MOXHO
pasznenuth Ha 3 kareropuu: |) opunnanbHble/akageMUueCcKHe,
2) ajpTepHAaTHBHBIC/MaprHHAIBHBIC/«IPDyTHE» W 3) Te, KTO
OBUI MPUYACTEH U K NEPBOMY JIareplo 3CTETHKOB U KO BTOPOMY
OJIHOBpEMEHHO. B kadecTBe mprumepa TPEeThEero TUIIA CTETHKA
MOXXHO TIPHUBECTH HHTEpCKoro ¢mrocoda KymeTypsl Mowuces
CawmoiinoBrnya Karana, ¢ xotopsiM [anmeeB oueHs apyxwui. B



1966 roxy OH MONYYMIT JOKTOPCKYIO CTETIEHb 110 MOHOTpaduH
«JIexnuy Mo MapKCHCTCKO-JIEHUHCKOM 3CTETHKE», OCHOBAaHHOM
Ha METOZIE TMAJIEKTHYECKOTO MaTepHaIn3Ma — eIUHCTBEHHOM
npuHnune guiaocopun u scrernkn Coserckoro Coroza. Ho yxe
B 1972 romy oH Hamucan kHHTY «Mopdoorust UcKyccTBay,
KOTOpasi ObljIa OYeHb HEOJHO3HAYHA MO CBOEMY COJACPIKAHUIO.
Korma B nHauasme 1930-x ObUIM 3aJI0KEHBI CTHIIMCTUYECKHUE
u  popMooOpasyromue  MPUHIUIB  COIMUATUCTHYCCKOTO
peanM3Ma W NPOBO3MIAILCH YCIOBHBIM JO3yHr «Hasag x
KJIaCCHKaM», OH OTHOCHWJICSI HE TOJIBKO K MCKYCCTBY, HO M K
¢unocodun, u x scrernke. Bech Mup rmomien CBOMM IyTeM
pa3BUTHA HCKYCCTBA M CO3JaHUSA MCTOHOB €Iro IOCTHXCHUA,
a Mbl BepHyauch kK Kanry m leremo um Hayanu cosnaBarhb
HCKYCCTBCHHBIC TEOPETHUECKHE KOHCTPYKTHI ISl aHaJn3a
XyZOKECTBEHHOTO TBOPYECTBA, IJIABHOHM 3ajadell KOTOpOTro
SBISUIACh UaelHas nepenenka Tpyaamuxca. B XIX Beke cpenu
HeMeIKNX (GuiIocodoB ObUIO OYEHH MOJHO BBIYJICHSTH BUJIBI
MCKyCCTBa U CO3/[aBaTh MX Kiaccuukanuio. Tak, B COBETCKOl
3CTETHKE HCIIONIB30BaIach KIacCHUecKas cucrema [erens:
IIECTh BUAOB KIACCHYECKUX HCKYCCTB M WX IPOM3BOIHBIC
— OT apXUTEKTYpbI 10 MY3bIKH, OT YTHIMTapHBIX BHJIOB JIO
HEyTWINTApHBIX. TeMa «BHIbI HMCKYCCTBa» ObUIa JIOBOJBHO
TaOyUpOBaHHON B COBETCKOM OICTETHMKE M K €€ OIHCAHHUIO
MOAXOAMIIH, B 0011eM-TO, (hopmanbHO. Kak mociie Kanta, [eresst
u [llonenrayspa 3aMaxHyTbCSA Ha KIACCHPHUKAINIO HUCKYCCTB?
Ho Karan momslTancss u BBel B CBOIO KIACCHU(HUKAIIMIO BHIBI
HCKYCCTBa, KOTOPbIE IPYIHMe 3CTETHKH CTapallich HE TPOTarh.
Eciu kunemarorpad JleHuH emie JIErMTHMH30Bal Kak OIHO
W3 BaXHEHIIMX Il HAC HMCKYCCTB, TO DPajHo, TEJICBUJICHHE,
JIu3aiiH uny, Hanpumep, skcrepuMenTsl ['aneeBa u Koneitayka
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ObUTH y>KacHO HEYOOHBIMU Ul COBETCKOM 3CTETHUKH, KOTOpast
CUMTaJa IMOHATHBIM paboueMy Kiaccy, a COOTBETCTBEHHO H
XyZOKECTBEHHO HIEHHBIM, NCKJIIOUUTEIBHO COLHATMCTHYECKUN
peausM, BOIUIOIIEHHBI B KJIACCMYECKUX BUAAX HMCKYCCTBA.
EcrectBenno, Karany ero passepHyTyro MOp(OIOTHIO HCKYCCTB
HE MPOCTWIN B aKaJeMH4ecKoil cpene. ['aneeB BO BCTYIUICHUH
K cBoeill kHure «lICKycCTBO KOCMHYECKOTO BEKa» IMUIIET, YTO
n3-3a dToi kHuUTH Karan mMen OoJpIIie HENPUATHOCTH B
yauBepcurere. OHa ObUIa OYEHB IIEH3YPHPOBAaHA, HO MBI BCE
paBHO MOXeM HaiiTu Tam ccbUiku Ha ['aneeBa u Koneituyka, Ha
KHHETHUYECKOe HCKYCCTBO, Ha TO HCKYCCTBO, KOTOpOE B MOJ€
AKaJeMHUYECKON ICTETHKHU HE BXOAMIIO.

Karan OblT aKkageMHYECKHMM 3ICTETHKOM, M €ro KHUTY
CTYICHTHI 3HAJH HA PUIIOCOPCKUX (paKyImbTeTax. S, KaK 4eIOBeK,
3aKOHUYMBIINH Kagenpy 3CTETHKH, MOTY CKa3aTh, 4To [ajeeBa
MBI HE M3y4Yalld, KaK ¥ TEXHOJIOIMYHOE HCKYCcCTBO BoobOie. Ho
Karana snanu Bce. [TpocTo MBI H3y4asiu TOIBKO NEPBYIO 4AaCTh €0
KHUTH, pa3nesbl 10 XX Beka, rie Oblia MpeacTaBicHa HCTOPHSI
3CTETUYECKOM MBICIIN B OTHOIIEHNH MOP(hoIoTun uckyccrna. To,
YTO TaM €CTh aBTOPCKasi CHcTeMa McKyccTB Karana, cchlikm Ha
l'aneesa n Koneituyka, st y3Ha/a HAMHOTO 03Xe, KOT/la Hadaa
HUHTEPECOBAaTbCA COBETCKUM TEXHOJIIOTUYHBIM HCKYCCTBOM U
Hanuia 5Ti (GaMUINH, TPOABUHYBIINCH OJIVKE KO BTOPOH 4acTH
KHUTU. MTak, MOXKHO CKa3aTh, 4YTO €CTh O(HUIHATIbHAS ICTETHKA,
€CTh allbTepPHATHBHASA, a MEX Ty HUMH — Mowuceir CaMmoioBug
Karan.

ANbTepHAaTHBHAS, «Ipyras» 3CTETHKA — 3TO HE TOJIBKO
l'aneeB, HO u eme Heckoabko MaTeMaTukoB u3 Kasann.
Hampumep, orter reneparnBHON My3blku Pynone¢ 3apurnos,
a TakkKe Jpyrue HcclienoBareny, oOydaBIIMe KOMIIBIOTEP



co37aBaTh MapwM M BainbChl — PrITBUHCKas, byxapaes,
[MaponoB. W oHm paboramum HE TOIBKO HAI IEPBBIMHU
ANTOPUTMAMH TI0 CO3JAaHHUI0 MAIIMHOW MY3BIKH, HO ¥ B IOJIC
AJBTCPHATUBHOW 3CTCTHKH, CO3/aBas «IPYI'YIO» TCOPHIO
TBOPYECTBA U «JIPYTYIO» CTPYKTYpPY ICTETUYECKOTO CO3HAHUSI.
Korna B xonne 1950-x — B Havane 1960-X TONBKO MOSBUIIOCH
KHOCpHETUYECKOe HMCKYyCCTBO, MHOTHE YTBEp)KOAIM, YTO €ro
HEBO3MO)KHO HAa3BaTh HCKYCCTBOM, ITOCKOJIBKY OHO XOJIOZHOE,
OTYYKIICHHOE, €ro HEBO3MOXXHO CIyTaTb C IPOU3BEIACHUEM
UCKYCCTBA, CO3IaHHBIM YCIOBCKOM. 3apHIIOB, PBHITBUHCKAS U
ByxapaeB oOpamannuch K CTYIECHTaM MY3bIKaJbHBIX YUHJIHIIL,
npoeCCHOHAILHBIM ~ MY3bIKAHTaM, a TaKKe K [IHPOKOM
AyJUTOPUH COBETCKOTO PAaJMOBEUIAHMSA C MPOCHOOI OIEHUTH
MY3BIKY, CO3IaHHYIO YeJIOBEKOM M KOMITbIoTepoM. CirymaTesnsm
MIPOUTPHIBAIIOCH HECKOIBKO MEJIOIUI aBTOPCTBAa KOMITO3HTOPOB
A 1 B, KOMITO3HIIAY TPOCHIIH OLCHUTS 10 5-TH OaJIbHOM IIKAJIE.
U, ymuBUTEIHBIM 00pa30M, KOMITBIOTEP BhIUTpait. UyBCTBEHHASI
KyJIbTypa dYelOBEKa BOCIPHUHSIA KOMIBIOTEPHYIO MY3BIKY
Kak Oojee dwenmoBeuHyro. [lo cyTH, Ka3aHCKHE MaTeMaTHKH
MOCTAaBWJIM TIeper] coboil menb mpoiTH TecT ThiopuHTa, M OHU
YCIENIHO CIPABWINCH C 3aJadeif, 94TO TOBOPUT HAM O TOM,
YTO TBOPUYECTBO — 3TO AJITOPUTMHUYECKHUH IpoLecc, KOTOPbIH
MOXET OBITh PACCYMTAaH WU CIPOTHO3UPOBAH MATCMATHKOM, a
ACTETHUYECKOE NIEPEIKUBAHUE U YIOBOJIHCTBHE BIIOJTHE BO3ZMOYKHO
MOJYYUTh TOCPEICTBOM BOCHPHUATHS HCKYCCTBa, CO3IAHHOTO
MalIMHOM.

HecMmorpst Ha To, uTo Bynar ["aneeB momy4rn akageMAIeCKyIO
CTEIeHb JOKTOpa (GMIOCO(MCKAX HAyK, MBI MOXKEM OTHECTH €T
WCKITIOUUTEIIBHO K JIarepio ajbTepPHATUBHON 3CTETUKH, HO C
0JHOM O0roBopkoii. C OIHOW CTOPOHBI, OH OBLT PEACTABUTEICM
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MapruHAIM3UPOBAHHBIX JCTETMKM U HCKYCCTBa, KOTOPBIC
HE BIUCHIBAJINCH B OQHIMAIBHBIE OUCKypchbl. HecMmoTpst Ha
10, uro IIpomereit umen craryc HUU «okcnepumenTanbHOR
ICTETHKM»,  XYIAOKECTBEHHbIE  OKCIIEPUMEHTBHl  JaHHOU
WHCTUTYLIUH U TEOPETUYECKUE HCCIICIOBAHUS €€ PYKOBOANTEIS
HE NPUHAMAIKCh B aKaJeMHUYecKoe Ioje O(pHIHAIBHOI
coBeTckoi ocreTuku. «llepuonuyeckas cucTeMa HCKYCCTB
U OCTETHUYECKMH aHaIN3 XyJO)KECTBEHHO-TEXHOJIOTHUYECKUX
npousseneHuil komter — Cranucnasa Kpeiiuu, JIsa TepmeHa,
Outera CokoJioBa M JIpyrMX — OIHCBHIBAIUCH B TEOPETHYECKUX
paborax [ameeBbIM NPEHMYIIECTBEHHO JJIsI CBOETO Kpyra,
XOTSI 3TOT KpPYyr W ObUI JOBOJBHO INHUPOK, OH MPOCTHPAICS
npaktudeckn mo Bcemy Comerckomy Coro3y. ITo OBUT Takoit
MaprHHAJIBHBI MEXKIyCOOOWYHMK, BIpOYEeM, Kak U Jro0oe
JIpyroe cOOOIIEeCTBO XYIOKHUKOB M YUYCHBIX, HACOIOIMYECKU
HE BIIMCHIBABIIMXCS B MEHHCTPUM COBETCKHX KYJIBTYpBl H
Hayku. C Jpyrodl CTOPOHBI, €ro KejaHue KiIacCUQUIMPOBATH
HCKYCCTBO — 3TO aMOwumus Guiocoda U 3CTCTUKA aOCOTFOTHO
COBETCKOTO THIA — 3aMaXHYThCSl HA KJIACCHKOB M PACIINPUTH
cucreMy BHI0B. Ho HyXHO 71 BoOOIIE KiIacCH(HUIMPOBATH
BU/IBI UcKyccTBa? Kak MHe KakeTcs, MpoIecC BO3ZHUKHOBEHUS
HOBBIX (DOPM B HMCKyCCTBE, aKTUBHO BO3HHMKAIOIIMX C Hayasa
XIX Beka — yke TaBHO aOCOJFOTHO PHU30MATHYCCKHIA TIPOIIece,
KaK ¥ caMy Me/IMa, JIeXKallie B UX OCHOBE.

BosBpamasice k  Bompocy 0  HpoecCHOHAIBHBIX
MeXTycoOOMInKax, XOTEJIOCh OBI YIOMSHYTh 0
MHOTOYHUCIIEHHBIX CBs3siX laneeBa C COBETCKOM YKpauHOH.
B OrtkpbiTOM apXuBe YKpPamHCKOTO MeAna-apTa, KOTOPBIA s
Kypupyto ¢ 2008 roza, MblI ¢ KOJIEraMH 3aHIMAeMCsl, B TOM YHCIIe
W Me/INaapXeoIOrMYeCKUMH UCCIECOBAaHUSIMU. DKCIIEPUMEHTBI



CO CBETOMY3BIKOM, KOTOpBIMHU, HauuHasg ¢ 1963 roma, B Kazanu
3anumainck ['aneeB u ero xena Mpuna JleonunoBna Baneuknna
ObUTH TakXe OYeHb INOIYISAPHEI U B YkpanHe. B XapbkoBe Ha
nporsokeHuu 20 JIeT B mapke KyNnbTypbl JEHCTBOBasIa CTYIUS
CBETOKMBOMUCH TOA pykoBojacTBoM [Opus AnexceeBnua
[IpaBaroka, B IlontaBe — JlabopaTopusi 1BETOAMHAMHYECKHUX
ycrpoiictB Cepres Muxaitnosnua 3opmHa, B Kuese —
HE3aBUCUMBIE HKCIIEPUMEHTHI IO My3bIKke IBeTa Dropuana
Wnbnua IOpoeBa, B Ykropone — Cryaus cBeTOMY3bIKH (TI01
pykoBonctBoM [I. A. @puamana) u, HakoHer, B Onecce — KIry0
«lIBet, My3bika, cioBo» uM. M. K. Uiopnénuca, co3maHHbII
OJICCCKUM Xy/I0KHUKOM-HOHKOH()OPMHUCTOM Onerom
ApxanpeBudem CokonosbIM. [IpecTaBuTenn Bcex 3TUX TeaTpoB
CBETOXKMBOIIMCH BEIIM AKTHBHYIO IIEPENHCKY C [aneeBbIM,
oomenmBamnce ¢ HUUW  «Ilpomereit» TEXHOIOTHUSCKUMH
HOBUHKAMH M H300pETCHUSIMH. 30pHH B COABTOPCTBE C
laneeBbiM u P. ®. CaiidyummHbIM U31a71 MOHOTpA(HIO 110
CBETOMY3bIKaJIbHBIM HHCTpyMeHTaM (CMU). OH cam sBisieTcs
HEBEPOATHO TANAHTIUBBIM KOHCTpYkToM CMU — yxe B 19 net
30pHH cO31aNl CBOW TEPBHIN CBETOMY3BIKATBHBIM WHCTPYMEHT.
Ero CMU «llonraBa-1» n «IlonraBa-2», nokopusumue B 1970
rony mockBuueil Ha BJIHX, mncrnons3oBanucey B saboparopun
MHTEeHCHBHOTO oOyueHuss MI'Y, B komOuHaTe 310pOBBSI B
r. KpacHoropcke, a Taxke 4YaCTHYHO B OJECCKOM CTyIuH
CBETOXKHBOITHCH.

Hambomee octpeie Teopermdeckne nedatsl [ameeB Bem ¢
KHEBCKMM U XapbKOBCKHM CBETOMY3bIKaHTaMH — FOpbEBBIM U
IIpasarokom. @nopuan Unenua FOpbeB — uenosek-opkectp. OH
1 podecCHOHANBHBIN apXUTEKTOP, U CKPUITMYHBIX JIe] MacTep,
1 MCKYCCTBOBEJ, @ TAKXKE CO3/1aTellb CBOCH YHUKAIbHON TEOPUU
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«My3BIKH I1BETa». VIMEHHO Tak Ha3bIBaj CBOM IKCIECPUMEHTHI
IOpseB w kputmkoBanm lameeBa 3a  HCIIOIB30BAHUE
CKPSOMHOBCKOTO TEPMUHA «CBETOMY3bIKa». KOpbeB cunTal, 4To
My3bIKa [IBETa J0JIKHA UCIIOIHATHCS TONBKO B MOJTHOM THILNHE.
Tax 1 MPOBOAMINCE €T0 BRICTyIUIEHUS B KueBe B camoM Hadase
1960-x, moka uxX He 3ampeTwyau. EMy oOdeHb He Be3l0 Kak
XyHZOKHHUKY M yYCHOMY B COBETCKHH MEPUOJ — €ro KapTHHBI U
(uIIEM 0 My3BIKE [[BETA YHHUTOXAIMCh, KHUTH H3BIMAIINChH W3
tunorpadun 6e3 mpasa pacnpoctpaneHus. B 1961 cnenmanpaO
JUIsl CBOMX BBICTYIUICHMH My3bIKH 11BeTa FOpbeB cripoekTupoBan
«CBetoTearp», KOTOPBIM, HECMOTps Ha €ro aBaHrapHbII
BuJ, noctpowsnu B Kuee B xonie 1970-x. D10 coopyxeHue
HAaXOJUTCSl HA CTAaHIMHU MeTpo JIbiOenckasi, Mbl Ha3bIBaEM €rO
«qeratomas Tapenka». Ho, Kk coxanenunto, OHO Tak HUKOT/IA U HE
UCIIOIb30BAJIOCH 110 HA3HAYEHHIO — B 9TOM 3[aHUU HAXOIAHUTCS
Hay4YHO-TEXHHYecKasi OmOnmoreka. B wucciemoBaHuWsX IBETa
IOpreB 4vacTo 3aXOIUT Ha COCEAHHE Hay4dHbIE TEPPUTOPHUU.
Tak, nma co3manus cBoedl «EnnHON CHMCTEMBI TOHATBLHOCTEH
OH BBIYYWJ SIMIOHCKUH S3BIK, @ K M3y4eHHIO (pru3nonoruu
YyeloBeKa OH 00OpaTwics ¢ LEeNbI0 JOKa3aTh OPraHMYECKYIO
npupoxny useroBocnpusatus. Korma HOpbeB Tombko 3amyman
cBo0 «ENMHYH CHUCTEMYy TOHAJIBHOCTEN)», MIAaBHOM LENbIO
KOTOpOW OBIJIO TMPEACTaBUTh MY3BIKAJIBHBIC MAPTUTYPBI Kak
I[BETOBBIE NTAHHO, [ 'ajieeB BbICKa3aJl CBOM COMHEHUS TI0 MTOBOLY
BO3MOXHOCTH pealn3aliyd 3TOW HJIEH M CKas3all, 4To Korna
HOpreB mokaxkeT CBOIO TEOpHIo HaydHO, To OH (['ameeB) checT
coto nursamy. Korma KOpbeB npezncTaBmil Ka3aHCKOMY KoJuIere
CBOIO cucTeMy — [‘ajeeB chel muIsIny, HO B BUJIE KOH(ETKH, Ha
o0epTKe KOTOpOoil ObUIa HApHUCOBaHA MUISTIA.

Crop Ha TOYBE HCIIOIB3YEMOIO MOHATHUIHOIO ammapara



cymectsoBan Takke Mexay laneeBeiM u  I[IpaBaroxom.
Ilocnennuii HacTamBal Ha TEPMHHE «CBETOXKUBOIIHCHY.
IIpaBmiok 3aMHTEpECcOBAJICS CBETOXHBOMHCHIO mocie 40 Jer,
KOrza eMy B PYKH Iolaja KHUTa Mpo CBETOMY3BIKY. bymydu
UHKeHepoM-cTpouTesieM, B 1963 rony IlpaBmiok paspaboran
CBOM CBETOMY3bIKaJIbHbI HHCTPYMEHT, IIOCKOJIbKY OIHCaHHBIH
B KHHT€ €T0 He ynoBieTBopui. HyXHO cka3aTh, 9TO yCTaHOBKH
IIpaBmioka moIB30BaNHCh MOMyasipHOCTEI0 1Mo Bcemy CCCP
— B MOCKOBCKOH CTYIUHM 3JIEKTPOHHOW MY3BIKH, B CTYIUH
cBeToMy3bikn UkanoBcka M Aima-ATbl, B MOJMOCKOBHOM
canaropun «EpuHo», B ancaMOisix «CMepruukay u «[lecHsIpb».
B 1963 rony IIpaBarok Havaj qaBaTh KOHLIEPTHI y CeOs HA JOMY,
mo3ke Bo /IBOpIie CTyACHTOB XapbKOBCKOTO monuTexa. A ¢ 1969
rona B MectHOM [TKuO um. ToppKOTO 1O CBETOKHBOIIMCHBIE
BBICTYIUICHUS [IpaBIioka BEIICIHIN OTACIBHEIN MaBHiIH0H. OH
npocyiiectBoBai A0 1989 roga noka He npuies B HErOJHOCTb
U MO OYEBUAHBIM JJIsI TOTO BPEMEHM NPHYMHAM JIEHET Ha €ro
peMoHT He Hanutock. Ho ctyaus [IpaBiioka He mpekparuia cBoe
CYIIIECTBOBaHHE, OHA CYIIIECTBYET /10 CHX IOP B (hopmare yueOHOI
CTYIUH CBETOKUBOIHCH XapbhKOBCKOTO oOmacTHOTO J[IBOpIa
JIETCKOTO U roHoweckoro TBopuectna. Kazanckuit «IIpomerein»,
K COXXaJICHWIO, CETOJHs IPEJCTaBISET COO0H MCKIIOYNTEIBHO
MeJaapXxeoJornyeckuii  OOBEKT C OTrPOMHBIM  apXHBOM,
KOTOPBIH e1lie MPeICTOUT UCCIIEA0BaTh. YAUBUTEIBHBIM 00Pa30M
coxpaHmBIIAsics cTynus IIpaBmioka BOCIHTBIBACT MOJIOABIC
TTOKOJICHHS, KaK 51 UX Ha3bIBAIO, «aHAJOTOBBIX BUIKEEBY, XOTS
OHAa €IMHCTBCHHAS M3 BCEX YKPAWHCKUX TEATPOB CBETOMY3BIKH
ylesneBmIas B Hale HUQGpoBoe BpeMsl.
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Bulat Galeyev is not only a pioneer of Soviet media art, but
also a theoretician who was preoccupied with what I describe as
alternative aesthetics. His art theory still needs to be discussed
within post-Soviet context since in 1990s in the field of philos-
ophy and aesthetics everybody was obsessed with post-structur-
alism and started to translate from French intensely. At the same
time nobody was interested in alternative aesthetic theories of
Galeyev and other Soviet non-academic scholars. The situation
has not changed significantly till now.

At the moment I am doing my doctoral research dedicated
to the use of cybernetics in humanities and arts in USSR from
1950s till 1990s. I introduce the term “alternative aesthetics” in
order to draw a difference between Marxist-Leninist aesthetics
and alternative, marginal aesthetics. Basically there were three
groups: 1) official/academic scholars, 2) alternative/marginal/
other scholars, 3) those who belonged to the first and second
group at the same time. Moisei Kagan, a scholar from Saint Pe-
tersburg, a good friend of Galeyev, was the one who belonged to
the third group. In 1966 he wrote a doctoral monograph Lectures
in Marxist-Leninist Aesthetics, based on the method of dialecti-
cal materialism—the only philosophical and aesthetic method
accepted in USSR. However, already in 1972 he wrote another
book—~Morphology of Art which had ambivalent contents. When
at the beginning of 1930s the stylistic and formal principles of



socialist realism were being shaped and a new politics was an-
nounced “Back to Classics”, it was applied not only to arts, but
also to philosophy and aesthetics. All the world has chosen their
own ways to develop art and methods of its understanding, while
Soviet Union returned to Kant and Hegel and began elaboration
of artificial theoretical constructions for the analysis of artistic
processes guided by the main purpose—to educate ideological-
ly labour class. Among German philosophers in 19th century
it was common to classify arts and construct typologies. Thus,
in Soviet aesthetics the classical system of Hegel was used: six
types of classical arts and their derivatives—from architecture to
music, from utilitarian to non-utilitarian. The problem of “clas-
sification of arts” was quite forbidden in Soviet aesthetics and it
was taken generally in a formal way. Indeed, how can someone
reclassify arts after Kant, Hegel and Schopenhauer did it? Yet,
Kagan tried to do this and introduced in his classification the
types of arts, which other aestheticians preferred not to discussat
all. While cinema was legitimate due to Lenin’s labeling that it
is one of the key arts, radio, television, design or experiments
of Galeyev and Koleichuk were quite unsuitable for Soviet aes-
thetics. For Soviet aesthetics only socialist realism exemplified
in classic types of arts was considered as relevant for proletariat
and thus valuable from aesthetic point of view. Of course, Ka-
gan’s elaborated morphology of arts was negatively received in
the academic community. In the introduction to his book The Art
of Cosmic Era notes that Kagan had significant problems caused
by this book at the university. It was censored, yet we can still
find references to Galeyev and Koleichuk, to kinetic art, to the
art, which was not part of the field of academic aesthetics.
Kagan was an academic aesthetician and his book was well
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known among students of philosophical faculties. As a graduate
of the department of aesthetics I can claim that we did not study
Galeyev and technological art at all, yet we all knew Kagan.
Well, we studied only the first part of the book, i.e. the sections
dedicated to pre-20th century period that present the history of
aesthetic though in relation to morphology of art. That there is
Kagan’s original system of arts, references to Galeyev and Ko-
liechuk I learnt lately when I have become interested in Soviet
technological art and found these names moving closely to the
second part of the book. So, it may be said, that there are offi-
cial and alternative aesthetics with Moisei Kagan in-between.
Alternative aesthetics include not only Galeyev, but also several
mathematicians from Kazan. For example, the founder of gener-
ative music Rudolf Zaripov and other scholars who taught com-
puters to create marches and waltzes—Ritvinskaya, Bukharayev,
Sharonov. They worked on the first algorithms to create machine
music and also in the field of alternative aesthetics in order to
create “other” theories of creativity and “alternative” structure
of aesthetic cognition. When at the end of 1950s—beginning
of 1960s the cybernetic art emerged, many people argued that
it could not be called “art” since it was cold, alienated and it
was not like the artworks made by humans. Zaripov, Ritvinskaya
and Bukharayev approached students of musical schools, pro-
fessional musicians and broad audience of radio with request
to evaluate music created by a human and a machine. People
listened to several melodies of authors A and B and put points—
from 1 to 5. Surprisingly, computer won. Human sensational
culture perceived computer music as more human. Basically,
mathematicians from Kazan conducted the Turing experiment
and they successfully did that. It proves that creation is an al-



gorithmic process, which may be calculated and forecasted by
a mathematician, and aesthetic experience and gratitude may be
achieved via perception of art created by a machine.

Despite the fact that Bulat Galeyev had an academic degree
in philosophy he can only be placed in the field of alternative
aesthetics. On the one hand he represented the camp of marginal
aesthetics and arts that did not fit the official discourse. Though
Prometheus was an academic research institute of experimental
aesthetics, artistic experiments of Prometheus and theoretical
investigations of Galeyev did not become a part of official So-
viet aesthetics. “Periodic system of arts” and aesthetic analysis
of artistic-technological works of their colleagues—Stanislav
Kreichi, Lev Termin, Oleg Sokolov and others—were given in
Galeyev’s writings primarily for his peers, yet the community
was broad and its members were from all over the country. It
was a marginal get-together, maybe like any other community of
artists or academics. It did not fit ideologically the mainstream
of soviet culture and science. On the other hand, his aspiration
to classify arts confirmed his philosophical ambition of typical
Soviet scholar—to reconsider the classics and extend the system
of classes. Yet is there any reason to classify arts? In my opinion,
the emergence of new forms of arts, which has activated since
the beginning of 19th century, is long ago a rhizomatic process
like corresponding media.

It was a close community with many connections including
Soviet Ukraine. In the Open Archive of Ukrainian Media Art
together with my colleagues we carry out media archaeological
work. Light music experiments, which Galeyev and his wife Iri-
na Vanechkina conducted since 1963 in Kazan, were also very
popular in Ukraine. In Kharkiv the studio of light painting has
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been active for twenty years under the direction of Yuri Pravduk,
in Poltava—Laboratory of colour dynamic devices directed by
Sergei Zorin, in Kiev—independent experiments in music of
colour by Florian Uriev, in Uzhgorod—The Studio of Light
Music (directed by D. Fridman) and in Odessa—Mikalojus Ci-
urlionis club “Colour, music, word” founded by non-conformist
artist Oleg Sokolov. Members of all these theatres of light paint-
ing were in intense correspondence with Galeyev, shared tech-
nological innovations and inventions. Sergei Zorin co-authored
with Galeyev and Rustem Saifullin a monograph dedicated to
light musical devices. He is a talented engineer of light musical
devices—when he was only 19 he created his first device. His
devices “Poltava-1"" and “Poltava-2”, gained audience attentions
at VDNKH, were used in the laboratories of intensive education
in MSU, health centre in Krasnogorsk and in the studio of light
painting in Odessa.

The most critical theoretical debates Galeyev had with his
colleagues from Kharkiv and Kiev—Yuri Pravduk and Florian
Uriev. Florian Uriev was at the same time an architect, a violin
craftsman, an art historian and also a theoretician with his orig-
inal idea of “music of colour”. This labeling he preferred more
and criticized Galeyev for using Scriabin’s term “light music”.
Uriev thought that music of colour should be performed only in
total silence. His performances were held like this before they
were banned. He was not very lucky as an artist during the So-
viet period—his painting and film about music of colour were
destroyed, books were withdrawn out of typography with no
way of distribution. In 1961 for his performances he constructed
“Light theatre” which despite its avant-garde appearance was
built in Kiev at the end of 1970s. The construction is located



close by the subway station Lybedskaya and we usually call it a
flying saucer. Unfortunately, it was never used according to its
purpose—there is a scientific and technical library nowadays.
In his studies Uriev often intervenes the neighboring scientific
fields. For example, in order to construct his “Universal Sys-
tem of Tones” he learnt Japanese and turned to the studies in
human physiology to prove the organic nature of colour per-
ception. When Uriev initially thought of his “Universal System
of Tones” which aimed to represent musical scores as colour-
ful plates, Galeyev expressed his skepticism. Yet he told that he
would eat his own hat if Uriev would prove his theory scientifi-
cally. When the system was shown to Galeyev, he ate his hat—a
candy with a picture of hat on the wrap.

Galeyev also debated the conceptual system with Yuri
Pravduk who insisted the term light painting suits more. When
Pravduk was more than 40 years old, he became interested in
the light painting via the book about light music. Being an en-
gineer-constructor, in 1963 Pravduk developed his light musical
device since the one described in the book did not satisfy him.
It is important to say that the installations of Pravduk were quite
popular in USSR—in the Moscow studio of electronic music, in
the light music studio in Chkalovsk and Alma-Ata, in the Mos-
cow area recreation centre “Erino”, in the ensembles “Smeri-
chka” and “Pesniari”. In 1963 Pravduk gave the first home
performance and later moved to the Student Palace of Kharkiv
Polytechnic Institute. Since 1969 he had a standalone pavilion in
the Gorky Park in Kharkiv. It was open till 1989 when the build-
ing needed to be renovated and there was no funding for obvious
reasons. Yet the Pravduk studio is still open and functions as an
education studio of light painting of Kharkiv Regional Palace of

107



108

Creativity for Children and Youth. Unfortunately, Prometheus
today is only an object of media archaeological interest with a
huge archive, which needs to be explored. Surprisingly survived
Pravduk studio educates new generations of what I call as “ana-
logue VJs”, yet it is the only one among all Ukrainian studios of
light music which still works in digital era.
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HAYYHBII COTPYAHUK L[EHTPA JIEKTPOAKYCTHYECKOM MY3bIKM MOCKOBCKOI
KOHCEPBATOPHH, TIPEMIOJIABATEJTb 1IIKOJIBI ®OTOTPAGUN 1 MYJIETUME/THA
M. AJEKCAHZPA POUEHKO, OCHOBATEL TEPMEH-LIEHTPA

$1 Hayan 3aHUMAThCS ANEKTPOHHOM MY3BIKOH €IIe B JIETCTBE,
B koHUe 1960-x, m kak pa3 Torma bynar l'aneeB cozmaBan
nepBble QuibMbl. JIMYHO C HUM 51 TIO3HAKOMHJICS TOJIBKO B
cepeaune 1990-x, HO 3HAT 0 HEM Y)Ke TOTIa — IO MOMYJIPHBIM
myOnukanuaM. S1 3Halm O ero Teopusx, HO HE MOT 3HaTb HU
TEXHOJIOTHUECKUX, HU TEOPETHUECKHUX ToapoOHOcTei. [axke
camux pa0oT 51 He BHJET U BUJETh He MOr. OrpoMHOE BIMSIHUE
Ha MEHsI 0Ka3aJl caM ()aKT TOro, YTO CyIIECTBYET HEKTO [0 UMEHH!
Bynar ['anees. Oto Obl1a Mrpa B IPEIBUJICHNS U TIOJTyCHBI, KOTJIa
ThI MIPUMEPHO MPEACTABIIACIID, YET0 XOUCIb, KyJda AYET BETEP,
U BIpPYT, Kak MasK, BO3HMKAeT (hurypa, KOTopas 3aHHMAeTCs
4eM-TO K 3ToMy Onm3kuM. Eciu 661 He Obuto ["anmeesa, 3opuHa,
MankoBa, DKCriepuMEHTaNbHON CTYAUH 3JEKTPOHHOM MY3bIKH B
CkpsiOMHCKOM My3ee, s Obl 3aHHUMAJICSI CETO/IHSI YEM-TO COBCEM
JIPYTHM.

1960-e u 1970-e — »TO pyHHBI, OCTaBIIMECS TOCIE
cvmeptu Cranmaa. Moe, Oojee MOJIOIOE IOKOJICHHE TOra
MEHBIIIe HHTEePEeCOBaIa ICTeTHKA U prrocodus — Bce OompIe
TEXHOJIOTHH. MBI MeUTald CTPOUTH CHHTE3aTOPbl, HCKAIN
myonuKanuy. S JIMYHO IMOTPaTHiI MHOTO BPEMEHH HA ITOWCKH
BCEro, YTO CBSI3aHO C TEXHOJOTHEW O3JIEKTPOHHOW MY3BIKH.
EnuncTBeHHAs KHUra, KOTOPYOsiHallel BJIEeHUHKE, —3TO TOJILKO
Bermenmas B 1969 rogy padora Makca Matsioca « TexHomorus
KOMITBIOTEPHON My3BIKH». Tak BCE M CKIIaIBIBAJIOCH: 3TO OBII



a0COJIOTHBIM BaKyyM M IOHCKH B TeMHOTE. B To Bpemst ObLIO
04YEHb HEMHOTO JIFOAICH, KOTOPBIE PEATTbHO MBITAINCH CO3/1aBaATh
YTO-TO, Y€ro B 3TOHM CTpaHe, KaKk HaM TOIna Ka3aJloch, HE OBbLIO
u ObITh He MorI0. ["aneeB ObUT OtHUM M3 HUX. OH CyIeCTBOBAI
BO BpPEMEHHOH 30He, IJe JCTeTHKa (popMHpoBasach BOKPYT
ocrapmuxcs ¢ 1940-x TOM0B )KECTKUX B3IVISJOB HA TO, KAKUM
JIOJDKHO OBITH MCKYCCTBO, IOHATHOE Hapomy. JIro0as KHIKKa
JOJDKHA OBblTa HAUMHATHCS C TIPEANCIIOBHS CO CCHUIKAMH Ha
CHe3/Ibl APTHH, M HEBAXKHO, YTO TOTOM OY/IET B 3TOH KHIKKE.
KynbTypa mecTHIECATHUKOB CKJIaJblBalach B KOHTEKCTE
COBETCKOH KYJIBTYpbI O3IHECTAIIMHCKOTO BPEMEHHU.

Ha 3amagze B 310 Bpemsi paboTaju MepBble CTYIUH
KOMIIBIOTEPHOW M IEKTPOHHOM MYy3bIKU. TaM TEXHOIOIMU
TJIABEHCTBOBAJH. Makc MpAThIOC pa3paboTal MporpaMMBbl IS
CHHTE3a 3BYKa, Ha HHUX IICHXOJOTH M XYIOKHUKH CO3/1aBalli
MEepPBbIE KOMIBIOTEPHBbIE KOMIO3MLUM, MapajUle]bHO 1A
paboTa ¢ KOMITBIOTEPHOH IpadUKOi U CHHTE30M PEUH, CHHTE30M
LIEJION TPEeXMEpPHOH CIIEHBI ¢ BUPTYalIbHBIM OanetoM. M 3T0 Bce
MPOUCXOIMIIO KaK €IUHOE IIeJI0e, CO3AaBAUCh TEXHOJIOTUH
JUIl MCKyccTBa Oymymiero. B 3To MHBeCTMPOBAINCh JECHBIH.
Y Hac Bce ObIO HA0OOPOT: HUKAKOW TEXHOJOTHH, HHUKAKHX
CPEJ/ICTB, KpaliHe CKynHast HHpOpManus ¥ BUACHHE TOTO, KyJa
HAJl0 JBWIaThCs, MOCTOSHHOE CpaBHEHHE cedsi C¢ 3amaziom.
ITonbiTKa HpI/I6J'II/ISI/ITI)C${ K MHHUMBIM HNPEACTABICHUAM O TOM,
KyZla pa3BUBaeTCA 3aMajHasi KylbTypa, CBI3aHHas C BU3yaJIbHOI
U aJrOPUTMUYECKON MY3BIKOM, CUHTE30M 3BYKa, COUETANACh C
MIOCTOSTHHOM OTJISIIKOM Ha COBETCKYIO SCTETHKY C €€ OpUEeHTAIUEeH
Ha Macchl M KJIACCHKy. ¥ Hac ObUIO Ba)KHO HE OTOPBAaTHCS OT
BOCTIPUSITHS IPOCTOTO YEJI0BEKa — BPAJ JIM MPOCTOH YeI0BEK
B 1960-¢ rozp! moHsu1 Obl My3bIKy Darapa Bapesa, mom KoTopyro
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y l'aneeBa Ha sKpaHe TaHIYIOT MapajieibHbIE JIUHUM, — 3TO
MIPUJIET TTO3XKE.

IIpn stom T'anmeeB OBUT ONHMM M3 TIEPBBIX COBETCKHX
XyZOKHUKOB, KOTO 1I03BaJI B ABCTpuio Ha (ectuBaib Ars Elec-
tronica, MOTOMY 4TO OH OBIJI, BO3MO)XHO, €IMHCTBEHHBIM, KOTO
3HAJIM U3 TeX, KTO 3aHUMAJICS CBSI3bI0 BU3YaJIbHOTO M 3BYKOBOTO
B CoBeTckoM coro3e. DTuM ke 3aHuManuch Cepreil 3opuH H
Mapk MaikoB, HO OHH OBITM MEHEE M3BECTHBI M HE TBITAINCH
BBIHTH Ha MEKIYHAPOIHYIO CIieHy. ['ajieeB jke O3UIIMOHNPOBAI
ceOs OTHOBPEMEHHO KaK TEOPETHK, CEPbE3HBIH XYIOKHHK
U pPYKOBOJHUTENb HWHCTHTYTA, KOTOPBIH 3aHUMAaETCS JSTHMH
MOrpaHMYHBIMK  HccnenoBanusiMd.  OH  cpasy  Hamien
nepecedenus ¢ “Ars Electronica”, agantupys cBou paOOTHI IO
KaHOHBI 3aMaJHOTO MYJIBTHMEINAa-NCKYCCTBA TOTO BPEMEHH,
CO3/1aBasi IEPBbIE OTEYECTBEHHBIC BUACONHCTAIIISIINH.

laneeB Ob1 Qu3ukoM, W (U3MKA, B COOTBETCTBHH C
MOMyJSIpHBIMU BessHUSIMU 1960-X, BcTpauBanach B JUPHKY —
B3IVIsIJ, KOTOPBIA ObLI aOCOJIOTHO HEMBICIMM B TO BpEMs Ha
3amnaje ¢ ero palMoOHAIN3MOM U BEPOH B BHICOKHE TEXHOJIOTHH.
Tun nuuHocTH ["aneeBa — 3TO TUI JIMYHOCTH XapaKTEPHBIN ISt
MIECTHECSATHUKOB. DTO BU3HOHEPBI, MECCHH, HaXOJIINECs B
HEIPEPHIBHOM ITONCKE «UY/IECHOT0», 0CO3HAHHO BOBJIEKAIOIINE
B Kpyr CBOMX HMHTepecoB Jpyrux. CeromHst B y3KOM Kpyry
Mbl Ha3blBa€M HUX IMPOEKIHOHUCTAMHU. ITO IO, KOTOpbIE
JIAf0T MPOEKUIUH OyIyIIMX METOIOB, BHEAPSIOT B KyJIBTypPHYIO
Cpemy HIEH-BHUPYCHI, KOTOpBIE, HaXke HE Oyaydnm 10 KOHIA
Cc(OpPMYIMPOBAHHBIMH, 3aPAKAIOT, 3apsDKAIOT  TBOPYECKOH
SHEprue, yBoJIiIT U3 OaHAIBLHOMN MOBCEJHEBHOCTH B TYMaHHOE
W HE BIIOJIHE TIpeJicKa3yeMoe Oyyniee.



ANDREY SMIRNOV

CURATOR, RESEARCH FELLOW OF THE CENTRE OF ELECTROACOUSTIC
Music, Moscow CONSERVATORY, LECTURER AT RODCHENKO ART
ScHOOL, FOUNDER OF THE THEREMIN CENTRE

I started doing electronic music back in my childhood, in the
end of the 1960s, right at the time Bulat Galeyev was creating
his first movies. I have personally met him in the late 1990s,
but by that time I have already known about him from popular
publications. I knew about his theories but I didn’t know any
technological or theoretical details. I haven’t even seen his work
back then and had no chance to. But the fact of existence of Bu-
lat Galeyev had a major impact on me. It was some kind of fore-
seeing and daydreaming game, when you get some idea about
where the wind blows and then, as a lighthouse, a figure doing
somewhat related things appears. If not Galeyev, Zorin, Malk-
ov, and Experimental electronic music at Scriabin’s museum, I
would have been doing something different today.

1960s and 1970s were the ruins left after Stalin’s death. Back
then my younger generation was less interested in aesthetics and
philosophy, and more in technologies. We dreamt of building
synthesizers and searched different publications. I personally
spent a lot of time looking for anything related to technology of
electronic music. The only book I found in Lenin’s library was
a freshly released 1969 Technology of computer music by Max
Mathews. This is how it all was: absolute vacuum and searches
in the dark. At that time there were very few people trying to
create something that, as we thought, wasn’t and couldn’t had
been in that country. Galeyev was one of those people. He exist-
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ed during the time when aesthetics were forming around strict
perspectives from the 1940s on what comprehensive to people
art is supposed to be. No matter what the context of the book
was it had to begin with a foreword addressing Party Congress-
es. Culture of the Sixtiers was shaped within a context of soviet
culture of late Stalin’s period.

The first studios of electronic music were working at that
time in the West. Technologies were dominating there. Max
Mathews created programs for sound synthesis and psycholo-
gists and artists created first computer compositions using it,
at the same time work on computer graphic, voice synthesis,
and synthesis of the three dimension ballet was going on there.
And it was all happening as a whole, technologies for art of the
future were created. Money was invested into that. It was com-
pletely opposite here: no technologies, no funding, very little
information and ideas on where to move, constantly comparing
ourselves to the West. An attempt to get closer to the perceived
ideas of the development of Western culture, related to visual
and algorithmic music, sound synthesis, was combined with
constant looking back at soviet aesthetics with its orientation
towards masses and classics. It was important to not break away
from perception of a layman—hardly would a layman of the
1960s understand the music of Edgar Varez, that Galeyev used
for his dancing lines—it would all come later.

At the same time Galeyev was one of first soviet artists who
was invited to Austria to Ars Electronica festival, because he
was possibly the only one known from the Soviet Union to be
related to connecting audio and visual. Sergey Zorin and Mark
Malkov were doing the same thing, but they were less known
and were not trying to get to the international scene. Galeyev



was positioning himself simultaneously as a theorist, serious art-
ist and director of an institute that specialized in those borderline
researches. He had immediately found points of connection with
Ars Electronica, adapting his works to the canons of western
multimedia art of the time creating first soviet video installa-
tions.

Galeyev was a physicist and physics, according to the popu-
lar trends of the 1960s, was integrated into lyrics—a perspective
that seemed absolutely insane at that time in the rational and
believing in hi-tech West. Galeyev’s personality was typical for
the Sixtiers. Those were visioners, messiahs constantly looking
for “miraculous”, intentionally dragging other people into their
set of interests. Today in a small group of people we call them
projectionists. Those are the people who give projections of fu-
ture methods, implement into cultural environment viral ideas
that even without being completely formulated infect with their
artistic energy, lead you away from daily routine into foggy and
unpredictable future.

115



CEPFEW TETEPWH

116

MEJIMAXYI0OKHHK, OPTAHU3ATOP MEJIMA-APT ®ECTUBAJIEN « MACHINISTA»
(2003, 2004)», «READ_ME 1.2, ®ECTUBATEN « KHBEP®ECT», COTPYIHUK
MEXJIYHAPOJIHON MEAMA APT jiAboPATOPMM CYLAND

«IIpomereit» — 3TO Tpymma HACTOSIIMX MOIBH)KHUKOB
aBaHrapJHOro BH3yaJlbHOro McKyccTBa. bynar [aneeB cneman
3a CBOIO ’KM3Hb HEBEPOSITHO MHOTO, IIPU 3TOM HaXO/SICh BAAIHN
OT DIaBHBIX CTOJUYHBIX KyJIBTYPHBIX LIEHTPOB. B coBeTckue
BpPEMEHA SIBJICHUE OBUIO MOPA3UTEIBHOE.

NX pmeATenbHOCTh OKazaja OrPOMHOE BIMSHHE Ha TO,
yro s genan. CrnenuanbHO, 4TOOBI MO3HAKOMHTBCS C HUMH,
s noexan B Kasanp, mocie 3TOro Msl cTalid €3AUTh JAPYr K
JIpyry Ha QectuBaid. Mpl NpHUIVIANIaIN «IIPOMETEEBLEB» C
JeMOoHCTparuel GpuiapmoB Ha Gectuanu Kubdepdecr, riae Taxxe
MOKA3bIBAJIN UX O0BEKTHI U MHCTAIUISALNN.

MHe odeHb HpaBATCS UX CBETOBBIE OOBEKTHI, a TAKXKe Oojee
TIO3/THNE KOHIICTITYaJIbHbIE HHCTAJUISAINH, KOTOPbIE HAXOSTCS B
juanore ¢ TBopuectBoM Ham [xyH ITafika.

[IpunararenbHOe «Hay4yHBIN» MOYTH BCEIZa HCIOJB3YETCS
B OMHCaHUAX OObemuHeHUs1 «lIpoMeTeit», U MHE KaKeTCs, B
COBETCKHE BPEMEHA Pa3BUBATh HONOOHbBIE MJEH MOKHO OBLIO
TOJIBKO B CTAaTyCE HayYHO-IKCIIEPUMEHTAILHOTO OOBEIMHEHHS.
«IIpomeTeeBIB» BCETla CTPEMHINCh OBITH HA TIEPEAOBOI
mporpecca, HalpuMep, pa3padaTbIBaIM  «ICHXOIPUOOPHD)
JUis KOCMOHaBTOB. IIpu TOM, 4YTO MHE OYEHb HHTEpPECEH
XyA0’KECTBEHHBIH aCTMEKT TOT0, YTO OHU JICNAJIH, 5 He HCKII0Yalo,
YTO HaWayTcs LeHuTenn wuctopun «lIpomeres» HMEHHO C
Hay4HOU cTOpoHBI. Bynar ['anmeeB ObIT OUeHB pa3HOCTOPOHHEH



JUYHOCTHIO M 00J1a/1all TIOTPsICAIONIEH MUPOTOM B3MIsIIOB. OH
OBLT BETMKUI TPOTIATAHIUCT CBOUX HICH.
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AND OTHER FESTIVALS, A MEMBER OF THE INTERNATIONAL MEDIA ART LAB CYLAND

“Prometheus”™—a group of true devotees of avant-garde
visual art. Bulat Galeyev did a lot of things during his life, while
being away from major capital cultural centers. In Soviet times,
the phenomenon was striking.

Their work has had a huge impact on what I was doing. 1
went to Kazan specifically to meet them, after that we began
to visit each other’s festivals. We invited “Prometheus” mem-
bers to demonstrate their films at the CYFEST, where they also
showed their objects and installations.

I really like their light objects, as well as more recent con-
ceptual installations, which are in dialogue with the works of
Nam June Paik.

The adjective “scientific” is almost always used in descrip-
tions of the “Prometheus” association, and I think in Soviet times
it was only possible to develop such ideas having the status of
scientific and experimental enterprises. “Prometheus” members
always strived to be at the forefront of progress, for example,
they were developing “psych-devices” for astronauts. Despite
the fact that I am very interested in the artistic aspect of what
they were doing, I do not exclude that there will be people who
enjoy the story of “Prometheus” from the scientific side. Bulat
Galeyev was an all-around developed person and had breath-
taking broadmindedness. He was a great promoter of his ideas.



lasep - XyAORH
MOJI0E




ry3ejib ®AN3PAXMAHOBA

KAHIMAAT UCKYCCTBOBEJEHUSA, KPUTHK, KYPATOP, JIOHEHT KA®EPLI I'PAJIOCTPOUTEJILCTBA
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KA3AHCKOTO rOCY/IAPCTBEHHOTO APXUTEKTYPHO-CTPOUTEIBHOTO YHUBEPCUTETA

Pons CKbB «IIpometeii» B HCTOPUU HE TOIBKO POCCUICKOTO,
HO ¥ 3apy0eKHOTO COBPEMEHHOI'O HCKYCCTBA IEPEOLCHUTH
HEBO3MO)KHO. DTO HE TOJBKO MOE MHEHHE, KaK Ka3aHCKOTO
rccienoBaress, HabmoaaBIero 3a TBopuectBoM bynara ["aneeBa
U ero Koiuler. VX 3aciayrn AaBHO M 1O JOCTOMHCTBY OLICHEHBI
MEKIYHAPOTHBIM JKCIIEPTHBIM COOOIIECTBOM — CYIIECTBYET
MHOKECTBO ITyONMKanuii B 3apyOeXHBIX M, KOHEYHO IKe,
POCCHICKUX M3IaHUSIX, B KOTOPBIX 0OCYKAAIOTCS MX MPOCKTHI.
[TpomeTeeBcKkHEe IKCIIEPUMEHTBI B 001aCTH aOCTPAKTHOTO KUHO,
a TaKKC 3BHAMCHUTBIC CBETOMY3bIKaJIbHBIC yCTpOﬁCTBa HYaCTUYHO
MEPEKIINKAIOTCA C 3apyOeKHBIMH aHAIOTaMH B 3TOH obiactu. B
3TOM OTHOUICHUH X HE 3ps CAUTAIOT MMOHEPAMU MEANA-apTa B
Hauieu crpane.

Hecmotrpst Ha 3HaummocTb JesitensHOcTH  «lIpomeresi»,
o0lIeHNe 1 B3aMMOJICHCTBUE C 3apyOeIKHBIMU XyAOKHUKaMH 1
HHCTUTYUUAMU HE CHOCO6CTBOBaJ'IO HUHTETpalun <<Hp0MeTe${» B
poccuiickoe npodeccnoHaIbHOE XYJ0)KECTBEHHOE COOOIIECTBO,
cthopmuposasmieecst B 1990-x rogax. [lapamokcanbHO, HO OHI
OCTaBAJINCh KYJIBTYPHBIMH T€pOSMH Ha JIOKaJbHOM YpPOBHE,
IIPU 3TOM MUMEBIINE IHPOKYI0 MEXIYHAPOIHYIO N3BECTHOCTb.
Ha wmoit B3mmsiz, 910 OBUTO CBsI3aHO ¢ mo3uiuel camoro bynara
laneeBa. OH BEIOOPOYHO OOIIAIICS C HEKOTOPBIMU POCCUIICKUMHU
XyHAOKHUKaMH, MPEACTABUTEISIME TaK HA3bIBAEMOIO «BTOPOTO
aBaHrapaa», Hampumep, ¢ BsuecnaBom KoneiluykoM, HO He



MPUHUMAJl y4acTUsl B BBICTABKAX COBPEMEHHOIO POCCHICKOTO
HCKycCTBA M HE CIIEIWJI 3a TEM, KaKHE IPOLECCHl B HEM
npoucxonsaT. [lepBoii mocTcoBeTckol myonmukanueit o [Ipomeree
B KpynHbIX npodeccronanbaeix CMU crana craresi AHTOHHO
Jlxey3pl B XymoxecTBeHHOM KypHaie 3a 2005 rom mof
Ha3BaHHEM « BHIe0TBOPUECTBO U XyI0’KECTBEHHOE COOOIIIECTBO.
Uctopnueckue napamrenu mexxay CHIA u Poccueii».
HesrensHocTs «IIpoMeTes» oTdacT MOBIMSATIA HAa MOIO
Hay4YHYIO JIeSITEIIbHO CTh—BHI€ONHCTAIIISIIINS TPYIIIBI
OKa3aJMCh B IIEHTPE MOEro BHMMaHMs, Korjga s paborana
Ha/J CBOMM JHCCEpPTAllMOHHBIM MCCJIEOBAaHHEM IO HCTOPUH
COBPEMEHHOI0 HcKyccTBa B bamkoprocrane u Tarapcrane.
B Bugeopaborax, co3maHHbIXx B Hadaine 1990-x T0/0B,
KOTOpBIC sI aHAJIW3WPOBaja, MPOSBHIOCH OIHO M3 HEMHOTHX
nepecedenuit «IIpomeres» ¢ XynoKeCTBEHHBIM MEHHCTPUMOM
Toro BpemeHH. IloObiBaB B Hawane 1990-x 3a pyOexom Ha
BBICTaBKax MEJHANUCKycCTBa, bymar MaxMymnoBUY OTKPBLT IS
ceOs BUICOMHCTAILISILIUIO U PELINII OTBETHTh Ha BHI30B BPEMEHH
COOCTBEHHBIMH ITPOM3BEACHUSIMU. B pe3yibrare ObuN CO3/1aHbI
MOYTH TONTOpa JeciITKa padoT, KOTOphIE OOBEAWHSIT OTUH
MPUHINI, — 9KPaH B HUX BBICTYIAJ aHAJOTOM YEJIOBEYECKOTO
Tesa 100 Tesa )KUBOTHOTO, CUMYIISIKpOM. bynara Maxmynosnya
MpUBJEKaja 3ajgada BOCIPOU3BEJCHUS WIUIIO30PHOTO MHpa,
BTOPOIl peasbHOCTH, CO3JAaHHOW NPH IMOMOIIU 3IEKTPOHHBIX
cpencTs. OnHOMN U3 CUIBHBIX pabOT 3TOTO IIMKJIIA, HA MOH B3IVISIL,
SBJISIETCSI MHCTAIUIAINSA «OJIEKTPOHHBIH MaJBIMK HAa MOKPBIX
MeJICHKaX», CHMBOJIM3UPYIONIAs HACTYIUIEHHME HOBOW 3pbI
BBICOKHX TEXHOJIOTMH M BBITECHEHHME INPHBBIUYHBIX CIIOCOOOB
KOMMYHHKAIMH ¢ 0OBEKTaMU OKPYIKAIOIIEH HAaC peaJbHOCTH.
To, 4To ceromHs HaOMOOACTCSI UHTEPEC K XYA0KECTBEHHOI
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UIOCTAcH JesTeIbHOCTH «lIpomeTes», He OTMEHSET BaXKHOCTD
Hay9HOW COCTABIIAIONICH B X TBOpUYECTBE. | aeeB ObII B IEPBYIO
odyepenb YYCHBIM, U TOJIBKO IIOTOM XyHOKHHKOM. B Kakoi-To
CTEIIEHU 3TO CTAJIO IPENATCTBUEM XyJ0)KECTBEHHOMY Pa3BUTHIO,
moroMy uto ["aneeB, Ha MOH B3IV, CHICHU(PUYCCKUM 00pa3oM
OTHOCWICS K OCTETHYECKOM COCTABIISIONICH NESITEIbHOCTH,
KOTOpO# OH 3aHmuMancs. [lomydanocs, 4To uaelHas, obpa3Has
CTOPOHA MPOM3BEACHUS MOPOM ycTynajaa TEXHUYECKOI,
HAyYHOW. YBIICUCHHOCTh KOHIICTIIIUCH CHHECTE3WH 3aCIIOHSIIA
co0oif 3ajaum, KOTOPOE CTaBHJIO B ATO BpeMs Iepe] coOoit
poccuiickoe COBpeMEHHOE UCKYCCTBO.



GUZEL FAIZRAKHMANOVA

PHD IN ART HISTORY, CRITIC, CURATOR, ASSOCIATE PROFESSOR OF THE DEPARTMENT OF
URBAN DEVELOPMENT KAZAN STATE ARCHITECTURE AND ENGINEERING UNIVERSITY

It is hard to overestimate the role of SCB “Prometheus® in
the history of not only Russian but also foreign contemporary
art. It is not just my opinion as a Kazan researcher observing ar-
tistic creations of Bulat Galeyev and his colleagues. Internation-
al expert community has long appreciated their contribution—
there are lots of foreign and of course Russian publications
discussing their projects. Experiments of “Prometheus™ group
in the field of abstract cinema and their well-known light-music
devices partially overlap with foreign movements in this field.
They are considered «pioneers» of media art in our country not
for nothing.

Despite the significance of “Prometheus’s* activities, com-
munication and interaction with foreign artists and institutions
did not help to integrate “Prometheus® into Russian profession-
al artistic community, established in the 1990s. Ironically they
stayed as cultural heroes on a local level while being well known
on the international arena. I think it was due to Bulat Galeyev’s
own attitude. He was selectively communicating with some
Russian artists—representatives of the so called “second van-
guard®, such as Vyacheslav Koleichuk, but he never took part in
exhibitions of Russian contemporary art and wasn’t following
the processes happening in it. First post-soviet publication about
“Prometheus® in big professional media was an article Videoart
and artistic community. Historic parallels between the USA and
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Russia by Antonio Geusa in Moscow Art Magazine in 2005.

Activity of “Prometheus® to some extent influenced my own
academic work—group’s video-installations became the center
of my attention back when I was working on my thesis research
on history of contemporary art in Bashkortostan and Tatarstan.
Video art created in the early 1990s, that I had analyzed, reflect-
ed one of the few overlaps of “Prometheus* with artistic main-
stream of the time. Having visited in the early 1990s foreign ex-
hibitions of media art, Bulat discovered video-installations and
decided to meet the challenge of the time with his own works.
As a result around a dozen of works were created following the
same concept—a screen was an equivalent of human’s or ani-
mal’s body, a simulacrum. Bulat Galeyev was attracted to the
task of reproducing illusory world, a second realm, created by
electronic means. One of the strong works of the series to my
mind was Electronic Baby installation, symbolizing the begin-
ning of new era of high technologies and displacement of old
communication means and objects of surrounding reality.

The interest in artistic activity of “Prometheus* that we see
today does not override the importance of the scientific part of
their works. In the first instance Galeyev was a scientist, and
only then an artist. To some extent it was preventing his artistic
development, because to my mind Galeyev had a specific atti-
tude towards aesthetical part of activity that he was interested
in. Ideological and figurative parts of creation were loosing to
technical and scientific aspects. Passion for synesthesia concept
overshadowed the tasks Russian contemporary art was aiming
that time.






HATAJIbSI ®YKC
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MCKYCCTBOBEJI, KYPATOP U MCCJIEJIOBATEJIb HOBBIX MEJIHA,
PYKOBOJIUTEJIb OTJIEJIA ITEPCIIEKTUBHBIX HATTPABJIEHUIT U KYPATOP
POCU3O-TTICH, IMPEKTOP 11O KOMMYHUKALSIM 1 CBSI3SIM

C OBLIECTBEHHOCTBIO CTY/IMM MHTEPAKTUBHBIX MEJIMA SILA SVETA

C wucropuell COBPEMEHHOTO HCKYCCTBa, W B YaCTHOCTH
poccuiickoro,  AearenbHOCTh  «lIpomeTes»  HHKak  He
COOTHOCHJIACh ~ MPAKTHYECKH [0 HACTOSIICTO BPEMCHHU.
Jlymaro, 4TO 9TO HACHeNWe HE3acCIy>KEHHO HE TPHUBIEKAIO
BHUMAaHHS, HO 3TO M €CTECTBEHHO B CHJIY BCEOOIIeH TNCTaHIINH,
CYIICCTBYIONIEH MEXIy MeAna apToM, TEXHOJIOTHICCKUM
HCKYCCTBOM M COBPEMEHHBIM WCKYCCTBOM, HE CBSI3aHHBIM
C TEXHOIIOTMYCCKHMHU IIpaKTHKaMu. MHe, KaK HUCTOPUKY
Me/ua WCKYCCTBa, OYCHb HWHTEPECHO HAONONaTh, Kak 3TOT
pa3pbIB COKpAIIACTCs B HACTOANIEEC BpPEMs, KaK MeIua apT
CTAaHOBUTCSI HMHCTUTYIIMOHAJIBHBIM SIBICHHEM KYIBTYpPBI, B
TOM dHncie Oxaromaps oOpamieHHI0 K HACIETUIO TPOIUIOTO 1
[IEPEOCMBICIIEHUIO TakuX siBjieHU kak «lIpomereii». MeHHO
«IIpomeTeit» It MEHS SIBISIET POCCHHCKOE MEIHA HCKYCCTBO
Mupy. S akTUBHO pa0oTal C WHOCTPAaHHBIMH ABTOPaMH,
KyparopaMu U rajepesMu, U MOH OIBIT COTPYJHMYECTBA C
HHUMH CBHJCTEIBCTBYET O TOM, YTO HCCICJOBAHUS HCTOPUH
ayIOBH3yaJbHOTO M CBETOMY3BIKaJIbHOTO HcKkyccTBa B CCCP
u Poccun — omHO u3 Hambojee aKTyalbHBIX, MPUBICKAOIIAX
BHUMAaHHC, HANpaBICHUA. ITO CBA3b BPEMCH, KOTOpas
dhopMHUpyeTCs B HACTOSIIIIEE BPEMs, B TOM YHCIC U Oiaromaps
HAIlIEMY y4acCTHIO.

ApxuB rpyIIIbI «ITpomerein» — YHUKaJIbHOE
MEXIUCIATUTMHAPHOE HACIeNe MEXTyHApOIHOTO MacmiTada.



S ¢ OrpoMHBIM YIOBOJIBCTBHEM CTalla COTPYIHMYATh C
«IIpomereem» mocne Berpeun ¢ AHactacuedl MakcuMOBOM
B 2015 rogy ¥ MHUUMHUpPOBANA KypaTOPCKUU MPOEKT IO
PEKOHCTPYKLIMHM CBETOMY3BIKAIBHOH Mamuubl  «Kpucramm.
CBeToMy3bIKaJIBHBIH 00beKT «Kpucraium — 3TO TepBblid
HHCTPYMEHT,  KOTOPBI  aKTHBHO  HCIIONB30BAJICA B
neppopMaTuBHBIX MpakTHKaX. C 3THM 00BEKTOM HAC CBSI3bIBAIOT
yKe TpH Toma paboThl B XYIOKECTBEHHOM KOJIJICKTHBE, I
g OObeIWHWIA MeAna XyHAOXHHMKOB JImurpus Mopo3zosa
(::vtol::) m IMmurepa Kupna (CDM) ¢ neOroranTkoit FOmmeit
I'myxoBoii u MonoabIM Hccaenosatenem u3 Kasanu, Mnsaypom
MycraduHbIM. B IpoeKT peKOHCTPYKIMK TaKXKe BXOJUT paboTa
HaJl MyJIbTHMEIUHHBIMU Tiep(opMaHCaMH, 3aJCHCTBYIOMINMHU
«Kpucramm». 1 B HacTosmMil MOMEHT Al MEHS 3TO OJHO
U3 CaMbIX HHTEPECHBIX HaNpaBlIeHUII B MOEH KypaTopcKoit
JIESITEIbHOCTH, TECHO CBSI3aHHOM ¢ MeuaapXeonoruen.

K npyrum ximoueBbiM paboram st Obl Takke OTHECHIA |
HHCTAJUIALUIO «DNEKTPOHHBIN XYI0KHHUK», KOTOpas OTpakaeT
I00aNBHBI KOHTEKCT JIOKAJTBHOM COBETCKOHM KymbTyphl 1960-
1970-x romos.

Brnaromapss HayyHOW KOMIIOHEHTE, CTaBIIEH Oa3mcoM
JUIl  MHCTHTYLMOHAJIbHOW pabotel, «IIpomereit» obnanmaer
YHHUKQJIBHBIM ~ apXUBOM, COOpaHHBIM [ajeeBbIM U €ro
mapTHepaMH, KOJUIETaMu, CTyJIeHTaMH. DTOT apXHUB HEOOXOAUMO
CJIeNaTh OTKPBITHIM MOJIOABIM HCCIIEIOBATENSAM U XyAOKHHUKAM. 1
pajia IoIepKUBaTh JIESTENbHOCTH «IIpoMeTes MMEHHO B 3TOM
HarpasjieHHH. 11 Ha/eroch, 9TO OOJBIIOE KOITMYECTBO MOJIOIBIX
XyJOKHUKOB, 0OparuBIINCh K Hacieauio «lIpomeres», Oyner
OoJiee yBEepeHHO 4yBCTBOBaTh ceOs 3a MpezieiaMi pOCCUICKOTO
KOHTEKCTa, — HaM €CTh, YTO M0Ka3aTh U MPEIAbIBUTH MUDY.
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CURATOR AND RESEARCHER OF NEW MEDIA, THE HEAD OF EMERGING MEDIA ART
AT THE NATIONAL CENTRE FOR CONTEMPORARY ARTS ROSIZO (Moscow)
AND THE COMMUNICATIONS DIRECTOR FOR SILA SVETA INTERACTIVE MEDIA STUDIO

Till recently the activities of the “Prometheus* Studio were
not related to the history of contemporary art in general and in
Russia, specifically. I think it is unfair that this legacy has not
attracted much attention, yet it seems natural because of the gen-
eral gap between media art, technological art and contemporary
art, not based on technological practices. As a historian of media
art I am very excited to observe how this gap becomes small-
er and smaller today and how media art becomes institutional
phenomenon of culture also due to the fact that more people
work with “Prometheus® archive and reconsider the phenome-
non. For me, it is “Prometheus* that stands for Russian media
art in international context. [ work actively with foreign authors,
curators and galleries and my experience shows that the history
of audiovisual and light musical art in USSR and Russia is one
of the most relevant and attractive directions. It is a link of times,
which comes into being nowadays with our active participation.

“Prometheus® archive is a unique interdisciplinary legacy
of international importance. With great pleasure I have start-
ed working together with “Prometheus after I met Anastasiya
Maximova in 2015. The first project, which I curated, was the re-
construction of light musical instrument Crystall. This object is
the first instrument, which was actively used at the performanc-
es. The project lasts for three years already and I unite the efforts
of media artist Dmitry Morozov (::vtol::), Peter Kirn (CDM),



Julia Glukhova and young scholar from Kazan Ilnur Mustafin.
The reconstruction also includes multimedia performances with
Crystall. At the moment it is one of the most exciting directions
of my curatorial activities closely related to media archaeology.

Other key installations, in my opinion, include also Electron-
ic Painter, which represents the global context of the local Sovi-
et culture of 1960-1970s.

Due to the scientific aspects, which serve as a foundation for
institutional work, “Prometheus* has a unique archive collected
by Galeyev and his colleagues and students. This archive needs
to become an open source to young scholars and artists. I am
happy to support the activities of “Prometheus* in this direction
and hope that more young artists will feel confident beyond the
Russian context once they work with the archive. We definitely
have something to show other world.
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3ABEVIONIASI OTJIEIOM KUHO- U MEJIMAMCKYCCTBA MU
M. A. C. TIVIIKHHA, KYPATOP, HCKYCCTBOBE/, ITPEMOJIABATEJIb,
OCHOBATEJIb LIEHTPA KVJIBTYPbI M ICKYCCTBA «MENAAPTJIAB»

CBeToMy3blKka, TPOCTPAHCTBEHHAs My3bIKa, a0CTpaKTHOE
KHHO, CBETOBasi apXUTEKTypa, SKCIEPUMEHThI ¢ dKpaHaAMU —
BCE 3TH YTOIIMH TIEPBOTO aBaHTrap/ia ObIIIM B3SThI HA BOOPY)KEHHUE
BTOPBIM aBaHTapJOM. VICTOpHS COBPEMEHHOTO HCKYCCTBa
XX Beka — 3TO 3axXBaT MOTPaHUYHBIX TEPPUTOPUN U MeUTa O
«CHHECTE3UH NCKYCCTBAY.

CoBeTckue JKCIIEPUMEHTBI 1960-70-x ro0B
HeJOOLEHEeHbl Ha 3amajge. OTo ObUI BTOPOM aBaHrapl,
BCIUIECK (DYyTYpHCTHYECKHX MNpPOEKTOB. M Kak HM CTpaHHO,
9TO BO3HHUKJIO UMEHHO B KazaHu, B IKCIepHMEHTaxX TpYIIIIbI
«IIpomereii». bynar l'aneeB BMecTe €O CBOEH KOMaHIOMN
COCIIHII HayKy 1 UCKYCCTBO, MUCTHKY, (HIIOCO(HUIO U My3BIKY.
Onn obOparmmmchk K Hadany XX Beka, KOTAa HICH MHCTEPUH,
YHHUBEPCAJILHOTO ITPOU3BEIECHUS UCKYCCTBA OUEHB SIPKO 3BY4aJIl
B JKHMBOITUCHBIX paboTtax KanamHckoro u B ero manudecrax,
B paborax CkpsOuHa u, cOOCTBeHHO, B ero «Mucrepum»
1 My3blKanbHOH 1o3Me «lIpomereit», maprutypa KOTOpOit
COBMeIaja U CUM(POHUICCKUIA OPKECTP, U MY3BIKY, H IEIYIO
napturo cBera. [oBopst, CkpsaOuH make 3aJayMBIBaI CO3/1aTh
HEKOE «MHUCTEpUAJIbHOE» TIpEJCTaBICHHE, KOTOpoe Oyner
CHUHTE3MPOBATh HE TOJIBKO MY3BIKY, CBET, KAPTUHKY, HO ¥ 3alaxy.
Ho B TOT MOMEHT TEXHOJIOTHH B O0JIACTH CBETOBBIX, 3ByKOBBIX,
WHTCPAKTUBHBIX YCTAaHOBOK HE JOTOHSIM WAEHU OONBIINX
MacTepoB. JTo Obllla yTOHS — «MAaIlliHa MEUTHD), BOTUIOTUTH



KOTOPYIO B )KH3HB CTaI0 BO3MOXKHO B 1960-¢ romsr. B 1962 romy
ToTHAast Bepcust OblTa ucroaHeHa B KazaHu 1oz pykoBOACTBOM
Bynara I"aneeBa. Bei1 CHAT cBETOMY3BIKAIBHBIA (QMIIEM Ha 3Ty
temy. Iloznnee, B 1972 rony, JloHnoHCKuH cuMQOHHYECKUN
opkectp ucnonumi «IIpometeit» co cBeTOBO# mapTueil moxa
ynpasneHueMm Dnuaxkyma [anupsr.

C HayKoM B MCKyCCTBE 3aMI'PBIBAJIN €I1[€ UMIIPECCHOHHUCTHI.
HmnpeccnoHu3M, MyaHTWIN3M, DAaCUICIICHHE BHU3YyaJIbHOCTH
HAaIpsIMyIO CBSI3aHbI C HAyKOW. MHOTHE aBaHrapiuCThI paboTanu
C Hay4yHO! TEeMaTHKOH, IPUYEM HE C IMOHITUEM HbIOTOHOBCKOI'O
MOCIEIOBATEIFHOTO ~ BPEMEHH, a C  SUHIITEHHOBCKUM
OTHOCHUTENBHBIM BpEeMEHEM. XyAOKHHUKH CTajdl CJICTUTh 3a
TEM, YTO TMPOHCXOAMT B HayKe, IOTOMY 4YTO OOpa3HOCTb U
BU3YaJIbHOCTh HANPSIMYIO CBSI3aHBI C NOHATHAMH BPEMEHH H
MPOCTPAHCTBA, M3yYEHHEM KOTOPBIX 3aHUMAINCh WU YUCHBIC,
u xygoxxHUKd. B 1960-70-e ronbl XymoKHUKU MPUOTKPBIBAIN
HOBBIE 3HaHUS: npoxoaunu [IpomereeBckue YTeHuUs, Iae IO
U3 Pa3HBIX 00JacTel JENHIMCh OTKPBITHUSIMH, WHHOBAIMSIMHU.
Tonbko TakuM 00pa3oM MOXHO OBUIO MPUAYMBIBATH YTO-TO
HOBOE.

Oum  paGoramm B 00OJaCTH  IKCIEPUMEHTAIBEHOTO
NPOTHO3UPOBAHMS, OHM CO3/aBajii  Oyxayliee HCKYCCTBO
U HEOOXOAMMBI HMHCTPYMEHTapUil Ul €ro BOIUIOLICHUSI.
CoenuHeHne UCKYCCTBA, MY3bIKH, apXUTEKTYPBI, Crield((HEKToB
TpeboBajIo MPUBICUCHUS JIOACH W3 pasHbIx obmacreid. U
CETOIHS WX TIOWCKH W OTKPBITHS MPUHAUICKAT K Pa3HBIM
chepaMm, HO MEXAUIMIUIMHAPHBIE ITOMCKM, HAa MOH B3IVISL,
OCTAIOTCSI CAMBIMH UHTEPECHBIMH.

B 10 e Bpemst Bynu u LI eitna Bactonku o6pa3zoBanu rpynimy
“The Kitchen* n3Ha4aapbHO OTKa3aiach OT KPUTUKOB, KOTOPBIC
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HE MOIIM MTUCATh ITPO MEJUANCKYCCTBO, OT KypaTOpoB, KOTOPbIE
HUYETO HE MOHUMalIM B MeauamckycctBe. OHH HaOmpamu
CBOIO 000IMy Jrofieii: NpUIIalIaad NHcareneil, My3bIKaHTOB,
C KOTOPBIMHM MHTEPECHO OTIPABUTHCS B MYTEIIECTBUE Cpa3y B
HECKOJIBKUX U3MEPEHUSAX — B IPOCTPAHCTBE, BPEMEHH U BHYTPH
ce0s — M co3[aBaTh TaKOE HCKYCCTBO, KOTOPOE, BO3MOXKHO,
M3MEHHT BocTIpHusATHE Mupa u ceds. Jla u camu Bynu u lteitna
OpUTH W3 pasHBIX oOnacTeil: OH W3 KMHeMarorpada, oHa —
npodeccronangbHas ckpumadka. /st HuX OBIIIO OYEHB BAXKHO
B3aUMOJIEHCTBUE MY3bIKM M BH3yallbHOro HckyccrBa. Ho uro
MOXKHO OBUIO c/ieaTh 0e3 TOHUMaHNUs TEXHUKH, Oe3 Hayku? OHU
HUYero Obl HE CMOIVIM, HE CTalK Obl IIEPBHIMU HPOIPAMMUHTI-
XynokHUKamH. [TalikoBCKHE 3KCIIEPHMEHTBI C TEJIeBU3HOHHBIMU
ycrpoiictBamu B 1960-X rogax onmpannck, Kak MpaBuio, Ha €ro
KOMITO3UTOPCKUM OTIBIT U COTpyaHUUecTBO ¢ JxoHoMm Keiimxem
1 Ha pa0boTy C BEIyIIMMH ITPOTPAMMHUCTAMHU TOTO BPEMEHH.

Xynoxuuku 1950-60-e T mpejuiarand 3pUTENI0 BOWTH
B «1OTOK 00pazoBy». [Iporecc Obu1 CTagManbHBIM, U HOTOMY
0COOEHHO )KMBBIM: HapsiAy ¢ bynaTos ['aneeBbIM x0ueTCs Ha3BaATH
Tearpa mpoctpanctBa Munrona Kosna, rpynne “E.A.T.“ Bo
rase ¢ Pobeprom PaymenGeprom. IOpus Cobonesa, CTaH BaH
nep beexka. ..

KonsekTiBHOE MBIILIEHHE OBIJIO OYEHb BAXKHO IJISI TOTO
MOKOJICHHST XYIOKHUKOB. M CceromHs XyaoKHUKH pPabOTarOT
COBMECTHO C YYEHBIMH, M HE TOJBKO YYEHBIC IOMOTAIOT
XyZOKHUKAM OTKPBIBAaTh HOBBIE BO3MOKHOCTH, HO 1 Xy/JTOKHHUKA
MIOMOTAIOT YYEHBIM MEHSTh ONTHKY B3DJIAAa W IO-HOBOMY
CMOTPETh Ha MUP.

O «IIpometee» s y3Hama oueHb paHo. Korma s mucana
qurioM B MI'Y, mens mnpumacuinm paborate B Llentp



coBpeMeHHOTO mnckycctBa Copoca, B XyIOKECTBEHHYIO
nmabopaTopuio HOBBIX Menna. S1 OYeHb CIIOKHO OTHOCHIIACH K
9TOH 00IacTH UCKYCCTBA, HE IMOHHUMAsi, YTO 33 STUM CTOUT, U
B 1991-92 rogax 3aHoBO ocBauBaja ee. IMEHHO B TOT MOMEHT
s y3Hana npo Bynara [aneeBa. A yxe OnrKe MO3HaKOMHIIACh
C €ro TBOPYECTBOM IPHU CO3J@HMHM COBMECTHOH IMpPOrpamMMbl
¢ Kupwinom PaznoroBeiM. «MeanaAptJlad» (opraHuszammus,
KOTOpYI0 MBI co3mamu ¢ Anekceem McaessimM B 1998 romy),
BMecTe C PasmoroBeiM pabortama Ham TpoektoM «OT
KHHOABaHTaplua K BuaeoapTy». OtmenpHas mporpamma Obiia
nocesiieHa bymaty TanmeeBy, m Torma s mepecMoTpenia Bech
apXMB M XPOHHKY. B TOT MOMEHT MbI paboTasu HaJ| aHTOJIOT el
poccuiickoro Buueoapta, W «Kocmuueckass conara» 1972
rofia ToTaia B 3Ty aHTONOTHIO. PaboTa OTHOCHTCS K CaMbIM
PaHHAM OHKCIIEPHMEHTaM B3aUMOJCHCTBHS CBETA, MY3BIKH H
n300paKeHUs, TPOBOAMMBEIM B KazaHckom HUU «IIpomeTtein».
«Kocmuueckast conara», Hapsny ¢ ¢uibsmamun «[Ipomerein»
(1965) u «Beunoe nBmxenue» (1969), crana onHUM U3 IEPBBHIX
a0CTPaKTHBIX CBETOMY3BIKAIBHBIX (DUIBMOB, IOIYYCHHBIX B
pe3ynbTare paboThl XyIO)KHAKOB C CUTHAJIOM.

CrouT TaKkKe BCIIOMHUTh HX  CIalJOMY3bIKAIbEHBIC
KOMITO3MIIMK, TIE CJIAiIpl IUIABHO MEHSUIMCh Ha DKpaHax,
co3/1aBasi CIUIaB MY3BIKM M YKMBOIMCHOTO HM300paxxeHus. Tam
oyeHb MHOro Bcero: «O6maka» (my3. K. JleOroccn), «Ase
Mapus» (my3. @. Illybepra), «OOHHUMHUTECH, MHUIUTHOHBI!»
(my3. JI. Ban BerxoBena), «Kocmuaecknit omyBanank», «IIrmHK
Onoiiny, «My3blka Tatapckoro opHameHta». Jxon Kenmx
TaK)Ke CO3[aBajl CO3BE31Ms, HCIIOJIB3ys IPOEKTOphl, Pobdepr
Paymen0Oepr u oueHb MHOTHE aBaHTap/IHble KHHEMaTorpa(ucThl
IBITAIUCH PACHIMPUTH TMPOCTPAHCTBO HKpaHA M BMECTHUTH
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3puTeNns B TOTAlbHBI CBET, IBET, 3ByK. PaHHue paboTHI
«IIpomeres» cponnu Taxxke skcniepumentam Ham Jxxyn Ialika.
«IIpomeTeeBIbD) OTKPBUIM CHEINAIbHBIM KOHLEPTHBIA 321
B Ka3aHCckOM MOJIOJEKHOM LEHTpE, KyAa XOAWIH TMSTh-CEMb
TBICSIY YEJIOBEK KaXIBIA TOJA, M ITO TOXE OBUIO YHHKAJILHOE
spiaeHre. CoequHsisi My3bIKYy U H300pasuTelIbHOE HCKYCCTBO,
OHU TIPUBJIEKaNN OOJBIIOE KOJMYECTBO JIIOEH 1 Bceraa ObLIH
BIEpeI — (PU3NKU M JINPUKHU CTAJIN TTOHATHBI MOJOECKH.



OLGA SHISHKO

HEAD OF THE DEPARTMNET OF FILM AND MEDIA ART OF THE STATE PUSHKIN
MUSEUM OF FINE ARTS, CURATOR, ART HISTORIAN, PROFESSOR, FOUNDER
OF THE CENTRE OF CULTURE AND ART « MEDIAARTLAB

Light music, spatial music, abstract cinema, light architec-
ture, experiments with screens—all those utopias of the first
avant-garde were adopted by the second one. History of con-
temporary art of the 20th century is a takeover of borderline ter-
ritories and a dream of “synesthesia of art®.

The Soviet experiments of 1960s—1970s are undervalued in
the West. It was the second avant-garde, the outbreak of futuris-
tic projects. And ironically it has all started in Kazan with the ex-
periments of “Prometheus group. Bulat Galeyev together with
his team put together science and art, mysticism, philosophy and
music. They referred to the beginning of the 20th century when
ideas of mysteria and universal pieces of art were still vivid in
the works and manifests of Wassily Kandinsky, in works of Al-
exander Scriabin and respectively in his Mysterium and musical
poem Prometheus, the score of which combined symphonic or-
chestra, music and a light part. Some scholars say that Scriabin
was thinking about creating “mysterial“ show that would synthe-
size not only music, light, and imagery but also odors. But tech-
nologies of that time could not keep up with the ideas of great
masters. It was utopia—a “machinery of dream™ that became
possible to create only in 1960s. In 1962 the complete version
was performed in Kazan under the direction of Bulat Galeyev.
They also produced a light music movie “Prometheus®. Later in
1972 London Symphonic Orchestra performed Prometheus with
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light part under the direction of Eliaquim Shapiro.

The impressionists have already been experimenting with
science in art. Impressionism, pointillism, disintegration of
visual was directly connected to science. Many avant-garde art-
ists worked with scientific problems, and not with Newtonian
linear time, but with Einstein’s relational time. Artists began to
follow changes in scientific field because imagery and visual
are directly connected to the concepts of time and space, which
were studied by both scientists and artists. In 1960-1970s art-
ists explored new fields: Prometheus Readings were held, where
people from different fields could share their discoveries and
innovations. That was the only way to come up with something
new.

They were working in a field of experimental forecasting;
they were creating future art and equipment for its fulfillment.
Connecting art, music, architecture, and special effects required
involving people from different spheres, but to my mind inter-
disciplinary searches are still the most interesting ones.

At the same time Woody and Steina Vasulka established
The Kitchen group and discarded those critics who did not un-
derstand media art. They built their own community of people.
They invited writers, and musicians that were interesting to go
on a journey in different dimensions at once — space, time and
into your own depths — and to create art that could possibly
change perception of world and self. Woody and Steina are from
different fields themselves: he is from cinematography, she is a
professional violinist. Interaction between music and visual art
was very important to them. But what could have one done with-
out understanding of technology, science? They would not have
done anything if they did not become first programming-artists.



Paike’s experiments with television equipment in 1960s were
based on his experience as a composer, cooperation with John
Cage and his work with the leading programmers of the time.

The artists of 1950-1960s invited viewers to enter the “flow
of imagery*. The process was stadial and because of that es-
pecially living: together with Bulat Galeyev you can mention
Space Theater of Milton Cohen, E.A.7T. group led by Robert
Rauschenberg, Yuri Sobolev, Stan VanDerBeek and many oth-
ers.

Collective thinking was very important for that generation
of artists. Today artists also work with scientists, and scientists
are not the only one helping artists to open new possibilities,
artists also help scientists to change the perspective and look at
the world anew.

I have found out about “Prometheus® pretty early. When I
was writing my diploma back at the MSU, I was invited to work
at the art laboratory of new media at the Soros Center of Con-
temporary Art. | had rather complex attitude towards the field of
contemporary art because I did not know what stood behind that
and in the 1991-1992 I had been exploring it anew. That was the
time I found out about Bulat Galeyev. I got a closer look at his
work creating a collaborative program with Kirill Razlogov. Me-
diaArtLab (an organization that we established together with Al-
eksey Isaev in 1988), in collaboration with Razlogov worked on
the project called From Avantgarde Cinema to Videoart. We had
a separate program dedicated to Bulat Galeyev. It was the mo-
ment when I had looked through the whole archive and chronic.
We were also working on anthology of Russian videoart at that
time and Space Sonata (1972) got into that anthology. The work
belongs to the early experiments of interaction of light, music

137



138

and imagery held by the “Prometheus. Space Sonata togeth-
er with Prometheus (1965) film and Eternal Movement (1969)
became one of the first abstract light and music movies derived
from artists’ work with signal.

We should also mention their slide and music composi-
tions, where slides were changing slowly on the screen, creat-
ing a fusion of music and picturesque imagery. There are a lot
of different movies: Clouds (music of Claude Debussy), Ave
Maria (Franz Schubert), Hug, millions of people! (Ludwig van
Beethoven), Space Dandelion, Pink Floyd, Music of Tatar Or-
nament. John Cage was also creating constellations using pro-
jectors. Robert Rauschenberg and many other avant-garde cin-
ematographers tried to widen the space of screen and fit viewer
into a total light, colour, sound. Early works of “Prometheus*
are like experiments of Nam Jun Pike.

“Prometheus™ members have opened a special concert hall
in Kazan youth center, where every year about 5-7 thousand of
people came, which was also a unique phenomenon. Combining
music and art they attracted a lot of people and were always
ahead—pbhysicists and lyricists became understandable to youth.
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XVYJIOXKHHUK, KYPATOP «DJEKTPOMY3ESI» (MOCKBA), TTPETTIO/IABATEJTb
B LIIKOJE MYJIETUMEIMA I ®OTOTPAGUN UM. AJIEKCAH/IPA PO}Z['-IEHKO,
OJIUH U3 OCHOBATEJIEI TPYIIIIbI ELECTROBOUTIQUE

Hexoropble crienuanuctsl B OOJAaCTH HCKYCCTBA 1O CHX
MOp CYMTAIOT, YTO COBPEMEHHOE MCKYyCCTBO — 3TO JIMIIb
MPOCTPAHCTBO WJICH, @ TEXHOJOTMM HUKAKOTO 3HAYCHUSI HE
umetoT. Ho peBoJrolMu B HCKYCCTBE WAYT MapajielbHO C
PEBOMIONMSAMU B Hayke M TEXHONOTHAX. Tak, QoTtorpadust
M3MEHUIIA )KUBOITUCH 1 OJ1arofapst € BO3ZHUKIIH IMITPECCHOHN3M,
MOCTHUMITPECCHOHN3M, a0CTpakIMOHN3M. BriocieacTsun Bueo,
KMHO, MHTEPHET TaKXKe IOBJIHSIIN HE TOJIBKO Ha CYIIECTBYIOIINE
BUJIBI MCKYCCTBa, HO TaKXX€ W WHHUIUMPOBAIN COBEPIICHHO
HoBble. Ha 3anaje 910 y’e XOpOIlo MCCIe0BAaHO, U MPHIILIO
BpEMsI MOHSTh, KaK TEXHOJIOTHH U UCKYCCTBO COCYIIECTBOBAIN
B OT€YECTBEHHON UCTOPHH.

bynar Tanee u BsuecnaB Koneiluyk — npsmble
NPOJOJDKATEIM WJCH KOHCTPYKTHBHM3MAa M (QyTypu3Ma, |
MOCTENIEHHO WX HAYMHAIOT BOCHPUHMMATh KaK MarepbIxX
XY/IOXKHUKOB, UX TPOEKTHI IOMAIAI0T B MY3E€HM M Tajepeu.
Ceifgac XyIoXKeCTBEHHasI cpefia Bce 0ojiee TOMOTCHU3HPYETCS
3a cYeT MHTEPHETA. A 3a )KEJIE3HBIM 3aHaBECOM OBLT HEIOCTATOK
nH(pOpMALNH, HO IMEHHO B TAKMX YCIOBHUIX MOIVIO BOSHUKHYTh
HEYTO HACTOJIBKO CaMOOBITHOE, Kak rpymma «IIpomereii».

Jlyist MeHsl, KaK XyJO)KHHKa, BaKEH KOHTEKCT M OHMMaHHE
TOTO, YTO s CYUIECTBYIO HE B 0€3BO3/IYIIHOM IPOCTPAHCTBE.
B3sate xotst 061 00bekT I'asteeBa, BrIcTaBsABIINicS B MAMM,
TEpareBTHICCKUI anmapar il KocMOHaBTOB. OH HallOMHWHAET



MHUKPOBOJIHOBYIO I1€4b, y KOTOPOH BMECTO IBEPIIBI — 3KPaH C
THITHOTHYECKUM a0CTPAKTHBIM H300pa)kKEHHEM, €CTh KHOIKU
U PyYKH ISl €r0 PETYIUPOBKH. DTO HEIOXOXKE Ha HCKYCCTBO
— COOTBETCTBEHHO, TYT €CTh aBaHTapIHAasl COCTABIISIOIIAsS.
HckyccTBO, moOxoXee Ha HMCKycCTBO, Mo Ipoiicy, — KuTy,
BUEpAIIHHUNA JieHb. Y OOBEKTa NPHUKIAJHOE HAa3HAYCHHUE: ITO
afnmapar CBETO- M ILBETOTEPAlMU, NPU3BAHHBIA YCIIOKOUTH
KOCMOHaBTa. B TO ke Bpems wH300pakeHHE Ha JKpaHe
HallOMUHAET TEeHH, aOCTpakTHBIE 00pa3bl HAa CTEHAX MEILIEpHl,
rJe Isicaly IIaMaHbl, coBepias JApeBHHUH puryanr. To ecTh
OOBEKT OTCBUIAET HAac K JApPEeBHEHIMM (opMa HCKYCCTBa.
W OmHOBpEMEHHO 3TO CYry0O TEXHOJOTHYECKUH OOBEKT, B
KOTOpPOM HET CaMOBBIPAXKAIOIIErocs XyHAOoKHHMKA. HeHaBuxy,
KOT/Ia XyJIO)KHHUK BBICTABIISICT CBOE BEIMKOE «S1» Ha mepemaHuit
wiad. Tam 3Toro Her Harpoub. OHO W MOHATHO: 3TO MHXKEHEp-
apt. Ouenp BaxkHO, yTo TpymIy «IIpomereit» co3namu ydyeHsle,
paboTaBire B paMKax HayqYHO-HCCIIEI0BATEIECKOTO NHCTUTYTA.
DTO0 1aBaJIo UM MOILIHYO MaTepualibHy0 0a3y U KpBIIILY, KOTOpast
3alMIaia uX oT roHeHud. Eciu Obl OHM MPenbsIBISUIN 3TO Kak
COBPEMEHHOE NCKYCCTBO, OHH OBI JIOJITO HE TPOCYIIECTBOBAIIH.
A TyT OHM MUMUKPHPOBAIIH.

I'pynma «IIpomereit» — 3TO mpexJie BCEro KOJIJIEKTHBHOE
TBOPYECTBO, HECMOTPSIHATO, YTO HATIEPBOM ITaHe Beernal anees.
WuauBuyalbHOE  TBOPYECTBO  YCTapeio: HWHIUBHIYaJIU3M
MIPUBEI MHUP K T€M TPOOIEMaM, KOTOPBIE CTOSIT IEPEel HUM ceifuac.
Criacennie Mupa — B OOBEIMHEHUN YCHUIIMI W OTKa3e OT 3r0. A
B MIX NIPOM3BEJCHUSX 3T0 OTCYTCTBYyeT. MHOTHE N3 HX ITPOCKTOB
— HWHCTPYMEHTBI, MHTep(EHC IS CO3AaHUs MPOM3BEHACHHUSL.
B nponmiom WHCTpYMEHTBI — HOXH, NEpPbsi, YSPHUILHHUIIBI —
CO3/IaBAJIMCh ¥ BOCIIPUHUMAIIUCH KaK IIPOU3BE/ICHNsI HCKYCCTBA.
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U cefivac pa3zpaboTunku MPOrpaMMHOTO 0OECTICUSHUS IEeTar0T
TO K€ CaMoe€: MPOTPaMMBl SIBISIOTCS WHCTPYMEHTAMH JUIS
JIPYTHX JIIONEH, VISl CO3MaHMs JPYTHMX HPOU3BENCHHH C MX
nomoIneio. Hekotopble MCKyCcCTBOBEIBI 10 CHUX IOp CUHTAIOT,
YTO MHCTPYMEHT HE MOXKET OBITh MPOM3BEACHHEM HCKYCCTBA,
YTO MCKYCCTBO — 3TO 3TOLEHTPHUECKOE «CAMOBBIPAKECHHE)
xynoxkHuka. Ho kak ckazan [anaii-nama: «Ham He HyXHO
OonpIe CaMOBBIPAKAIONINXCS TEHHWEB, HaM HYKHO OOJbIIe
OTBETCTBEHHBIX JIIOZICH, BOIHYIOMINXCS O CY/IbOe MUpay.



ALEXEI SHULGIN

ARTIST, CURATOR OF ELECTROMUSEUM (M0OSCOW), LECTURER AT RODCHENKO
ART SCHOOL, CO-FOUNDER OF ELECTROBOUTIQUE GROUP

Some experts in the field of art still think that contemporary
art is just a space of ideas, where technologies are not important.
However, revolutions in art go hand in hand with revolutions
in science and technology. Thus the photography has changed
art and created impressionism, post-impressionism, and abstrac-
tionism. Subsequently video, cinema, and the Internet not only
affected the existing forms of art, but also initiated brand new
ones. This situation has already been well studied in the West,
and now comes the turn to understand how technology and art
coexisted in our national history.

Bulat Galeyev and Vyacheslav Koleichuk are successors
of constructivism and futurism. Nowadays they are gradual-
ly perceived as experienced artists, and their projects get into
museums and galleries. The Internet increasingly homogenizes
today’s artistic environment. Of course there was a lack of in-
formation behind the Iron Curtain, but those were the conditions
for something as distinctive as “Prometheus” group to appear.

Asan artist ] am concerned with the context and it is important
for me to be aware that I do not work in a vacuum. For instance,
let’s take Galeev’s object—a therapy device for astronauts that
was at the exhibition at MAMM. It reminds me of a microwave
that has a screen with hypnotizing abstract images instead of a
door, and buttons and knobs for its adjustment. It doesn’t look
like art and thus there is a component of the avant-garde. Ac-
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cording to Boris Groys, art that looks like art is kitsch, it is not
relevant anymore. That object had an applied purpose: it is a
light and color therapy designed to soothe an astronaut. At the
same time the image on the screen resembles shadows, abstract
imagery on the walls of the cave, where dancing shamans were
performing ancient rituals. In this way the object sends us back
to the oldest form of art. While at the same time it is a pure-
ly technological object that does not contain artist’s expressive
self. T hate it when an artist puts his great “self” to the fore.
There is nothing like that there at all. And this is understandable
because it is an engineering art. “Prometheus” group has been
established by scientists within the research institute. This fact
played an important role in their activities. It gave them power-
ful material base and a roof protecting them from persecution. If
they presented it as contemporary art they would not have lasted
long. But this way they were able to mimicry.

“Prometheus” group is above all a collective creation even
though Galeyev is always at the forefront. Individual creativity
is outdated: individualism led the world to the problems it is
facing now. World’s salvation is in uniting the efforts and aban-
doning the ego. And there is no ego in their works. Many of
their projects are tools and interfaces for creating works. In the
past tools such as knives, pens, and inkwells were created and
perceived as works of art. Today software developers are doing
the same thing: software is a tool that helps people create other
works. Some critics still believe that instrument can’t be a work
of art, that art is an egotistic artist’s “self-expression”. But as
Dalai Lama said: “We do not need the self-expressing geniuses
anymore, we need more responsible people worrying about the
fate of the world.”
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HUKONAW OHMLLEHKO

BnexHeT. 2017
WHCTAJUIALNS, CMEIIAHHASI TEXHUKA

«Tpasa u BeThl O1ekHyT. JInmo GiaexHeT.
TonkoBelit crnoBaps Jlans

O paborax CKb «IIpomereit» s y3HAmI COBEPIICHHO
cinydaiiHo. 3a WCKIoYeHneM MoHorpadun «KuHeTndyeckoe
nckyccTBoy» Boimenmei B 1990-x rogax, kakue-To yroMUHaHUs
00 WX JeATeNPHOCTH MHE HE BCTpedanuch. [lepBoe dTO
s OTMETWJI TIPU 3HAKOMCTBE C KX HACIICAWEM, 3TO SIBHAs
cwibHas mudonorndeckas aypa. Hekoe CKbB neiictByromiee
B Kasaum B 1960-1970-¢ rompl, HEICHOCTh HUX ILEJEH,
Omorpaduwuii u cBs3el, na  HazBaHue «[Ipomereit» yxe oTmaet
MHGOM U TAWMHCTBCHHOCTHIO. COOCTBEHHO, WMEHHO JTOT
MHUQPOJIOTHYCCKUI BEKTOpP M IMOCIY>KWJI OCHOBOW JJIsi BhIOOpa
SI3BIKA JIJISI MOCH paOOTHI.

BropeiM ¢akropom Obi1 apxuB. Haiinennsie B Kazanu
aIb00MBI, TOKYMEHTHI U 00OBEKTHI OCHOBHOTO OJIOKa BBICTABKH
MEpeKINKaoTeT ¢ (opmaroM HalIEHHBIX JTHEBHHKOBBIX
3amucok. B nmestempHOCTH «IIpoMeTesr» HE MPOCIICKUBACTCS
4YeTKask CTPYKTypa, COOTHOCHIIACH JIHM WX IIPAKTHKA C ITOJIEM
HCKYCCTBA, WU e 3T0 ObUTH CIIy4aliHbIC, HEMPEIHAMCPCHHBIC
3aX0/bl COBETCKMX MH)KEHEPOB Ha IOTPAaHUYHBIE TEPPUTOPUH.
Bo3MOXHO BCE 3TO MPOCTO YCKOIB3AEeT CIYCTS MPOIICAIINE
JECATHIICTHSA, KaK YCKOJIb3aeT M OJCKHET B IOMEIATEIIECTBE
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pas3yM repost MOETo IIPOEKTa.

®parMeHTsl STOrO IHEBHHWKA OBITM HAWICHBI CIy9alHO.
B nux wucropus uenoseka >xuBwero B Kazauu B 1960-1970-
e roabl. 113 nHeBHUKA HEBO3MOXKHO MOHSTH HU €r0 UMEHH, HU
(ammnu. B 110xo cOXpaHMBIIMXCS JINCTAaX €CTh YIIOMUHAHUE
0 IOCELEHUHU AEMOHCTPALUU YCTAaHOBKU «MajauHOBBII 3BOH
Ha OamrHe Kazanckoro xpemist. CIyCTs HECKONBKO MECAIEB y
aBTOpa HAYMHACTCS OCTPOE IICHXHYECKOE PAcCTPOWCTBO, OH
4acTO BUJUT I[BETHOE CBEUCHME, CTAHOBUTCS arpeCcCUBHBIM. B
JTHEBHHMKE YIIOMHHAETCS HallIEHHBIHM KYCOK TEIJIOro CTEeKJIa, TO
MIPOMaaloIINii, TO MOSBIIAIOUINICS BHOBb, U 110 HEKON NPHUUHE
OYeHb BaKHbI Ui Hero. V3 (parMeHTOB HE SICHBI IPUYUHBI
MPUBE/IINE €r0 K TIOPEMHOMY 3aK/IIOUYEHHIO U MOMEUICHHUIO B
TICUXUATPHUECKYIO OONBHUILY.

© CoOCTBEHHOCTH aBTOpPA



NIKOLAI ONISCHENKO

FapEs, 2017
INSTALLATION, MIXED MEDIA

Grass and flowers fade. The face fades away.
Explanatory Dictionary of the Living Great Russian Lan-
guage by Vladimir Dal

I came across the works of the design studio “Prometheus
“accidentally. Apart from the book Kinetic Art published in
1990s I did not see any references to their activities. The first
thing I noticed when I got acquainted with their legacy was its
explicit mythological aura. Unspecified design studio from Ka-
zan functioning in 1960-1970s with unclear aims, biographies
and connections, in addition the name ‘“Prometheus”—all to-
gether there was a feeling of some mythic and mysterious things.
This mythological aspect has become the key reason to choose
the language of my work.

The “Prometheus® archive was the second reason. Discov-
ered archival albums, documents and objects from the main
exhibition look like found diary notes. We cannot see a clear
structure in the activities of Prometheus and thus to answer
straightforwardly the question whether their projects referred
to the field of art or it was unintended interventions of Soviet
engineers to borderline territories. Probably it fades away after
decades like the mind of the hero of my project who goes mad.

The fragments of this personal diary have been found acci-
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dentally. They narrate the story of the man who lived in Kazan
in 1960-1970s. His first and last names are not given in the diary.
In quite destroyed pieces of the diary there is a reference to the
attendance of the demonstration of the illumination of Spass-
kaya Tower Crimson Chime. Couple of months later a strong
mental disorder has started manifested in seeing the light glow
and aggression. There is also a reference to the piece of warm
glass that he found. It was appearing and disappearing and for
some reasons it played an important role for him. It is not also
clear what brought him to jail and mental hospital.

© Courtesy the Artist
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AHACTACHMSA NOXWAAEBA

OxkHA. 2017
Bujeo, 1:43

ApxuBHBIE abOOMBI ¢ BhIpe3kamu, cTeHasl u crathi CKb
«IIpomeTei» 0 cBeTe M My3bIKE B apXHUTEKTYpe OKAa3aJUCh
OYEHb B JIyXe T€M, C KOTOPBIMHU s padOTal0: JOM Kak MallnHa
JUIS JKWNbS, JCTETUKA TEXHHUIM3MA, TOTAJIBHOE TOCIIOJCTBO
TEXHOKPAaTHYECKOTO MBINUIEHHUA. J[OM—OTAEIbHBIN KHBOM
OpTaHM3M, CITIOCOOHBII pa3BUBATHCS MM YMHUPATh. Y HETO €CTh
TPaHMIBI, OYEpUCHHBIE >KEIe300€TOHHBIMH KOHCTPYKIHUSIMH,
U €CTb BHYTPEHHHH MeXaHU3M—uelloBeK. UeloBeK sBIsETCS
9acThI0 MEXaHHU3Ma I0Ma—OH JIOJKEH BKIIIOUATh U BBIKIIIOYATh
CBET ¥ COOJIIOZATh PUTM U TPACKTOPUU JIBHIKCHHUSL.

N3 craten «OKOJIOTHYECKas] MUCCHUS «CBETOAPXUTEKTYPBD»
CKb  «llpomerteit» s  mpuBemy  HECKONBKO  IIUTAT:
«BO3BpAIaloIleecss MOHUMaHHe DiryOodaiinero, OBITHIHOTO
€IMHCTBA YeJIOBEKA U IPUPO/IbI IPUBEI0 HOBEHIIIYI0 ApXUTEKTYPY
K HEOOXOJMMOCTHM OTKa3za OT YHCTO TEXHOKPATHYECKOM
MapagurMbel, K BO3BPALICHUIO — XOTSI ObI M B IPEBPAICHHOM
(hopme — K 1eIIsIM UMHUTALH €CTECTBEHHOH cpenbl». [IpomeTeit
yOeKIaeT, 94To 3a7a9i OCBEIICHUS W 000TpeBa B apXUTEKType
CpaBHM INPUPOIHBIM (peHOMeHaM (OKHA, CBETOBBIC ()OHApPH B
Kpbliax). 11 IMEHHO apXHUTEKTypa JOJDKHA J1aTh BO3MOXKHOCTD
YeJIOBEKY CJIIUTBCSI C MPUPOION NMPHU MOMOIIH TEXHOJOTHUHBIX
CPEZCTB U, KOHEYHO XK€, AMHAMHYECKOTO CBETa U 3ByKa.

© CoOCTBEHHOCTH aBTOpA
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ANASTASIA POZHIDAEVA

156

‘Wipows, 2017
VipEo, 1:43

Archival albums with newspaper notes, boards and papers
of the design studio “Prometheus” about light and music in ar-
chitecture are close to the topics I am working on: house as a
machine for living, aesthetics of technicism, the totality of tech-
nocratic mode of thinking.

House is an individual living organism, which is able to de-
velop and die. It has borders marked by reinforced concrete, and
it has an internal mechanism — a human who is a part of the
mechanics of the house — he has to switch on and off the lights
and follow the rhythms and trajectories of movement.

I will quote from the paper “Ecological Mission of Light Ar-
chitecture of SCB “Prometheus”: “the returning understanding
of the deepest, essential unity of human and nature brought new
architecture to the refusal of purely technocratic paradigm, i.e.
to the return — yet in the transformed way — of the aims to
imitate natural environment”. “Prometheus” convinces that the
illumination and heating in architecture are similar to natural
phenomena (windows, lamps on the roofs). It is architecture that
should bring the opportunity to merge with nature with the tech-
nological means and of course dynamic light and sound.

© Courtesy the Artist
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ANEKCAHAP CKOBEEB

onHHO0.01 (ACB) 19-68120-04. 2017
MHCTAIUISLIIS

JlpucranpHBI KOHTPOIIb COCTOSHUS 00BeKTa ¢ 1968 rona.

.Cpenanporiecca CTaHOBJICHHSI OCHOBHBIX Py HKIIMOHAIBHBIX
CIIOCOOHOCTEH: eCTeCTBCHHAS.

.OTCyTCTByeT  pereHepanus TIePBUYHBIX TKaHeH;
HaOoIaeTces TpaHcPopMaIHs OPTaHUIECKUX HCTOKOB.

.dopMa IpHUBOCXOJALIEN MAacChl: IPUMUTUBHASL.

.KoHTakTHBIE pedurekchl He MPEeBHIIA0T YpoBHS 335/789.

JIpeeMCTBEHHOCTh OTHOCHUTEIHHO HOBEHIIMX MOMYJISIUN
oTpHULaTeNbHAS.

.Tak >xe 3aMeueHO paclIMpeHue Pe3epBHOM KAII-MaTepPUU:
13.000034% BBITIIE HOPMBI.

Ipacduk sxcriepumeHTOB cobmonaeTcs uctpasao. 11123 ///
324999 1o 26 - 01 - 2016 (BKIIFOYUTEIIBHO).

**% (OcHOBaHasl HAIPaBICHHOCTh MPHOPUTETOB CTHMYJa
pa3BUTHsI HEOIIpeAeIeHHA, ¥ **

**% JlampHeWIas BeposTHas cepa MPUMEHEHHsI, a TaKKe
TEHICHIINN HEACHBI. ***

© CoOCTBEHHOCTB aBTOpPA
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ALEXANDER SKOBEEV
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oNN0.01 (ASv) 19-68D20-04, 2017
INSTALLATION

.Detailed control of state of the object since 1968.

.The environment of the formation process of the basic func-
tional peculiarities: natural.

.Absence of the regeneration of prime tela; the transforma-
tion of organic origins is observed.

.The form of exceeded mass: primitive

. The contact reflexes do not exceed the level 335/789.

.The continuation in relation to new populations: negative.

.Also the extension of reserved cash-matter: 13.000034%
above the norm.

. The timetable of experiments is followed satisfactorily.
11123 /// 324999 till 26 - 01 - 2016 (incl.)

*** The main direction of stimuli priorities of developments
is undefined. ***

*** The next possible phase of application and tendencies
are not clear. ***

© Courtesy the Artist
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Opranusatopbi: Department of Research Arts, HUM x Alpbau, CKB «[pomeTeii»

Kypatopbl npoekta — KpuctuHa Pomarosa, Hannb ®apxatavHos.
HayuHble KoHcynbTaHTbl NnpoekTa — Cymbynb ManABuHa, AHacTacua MakcumoBa.
KoHcynbTaHT no pa6ote ¢ apxusom — VnHyp MyctaduH.

KomaHpa npoekta — EmenbaH 3axapos, AmuTpuin XaHkuH, AHApeit [pULLKOBCKUIA,
EBrenva Jawwuna, Muxavnn MapTkosuy, 'puropuin Menekecues, AHactacua Jlebenesa,
Hukonaii Onnwenko, AnHa CtenaHoBa, BaneHnTuHa Xepackosa, Anekceit LLlepsawmpagse,
KoHcTaHTuH AnasavH, Bnagumup YypaHos, Mapua Yyb6aposa.

Komanpa HUM x Alpbau — Wnbpap 3aitHeTavHoB, Cepreii CaBenbes, AnekcaHop
Xwmeneckuit, Maeen Kapranes, Anekceli Knoykos.

Hap uspanuem pa6otanu — Havnb ®apxatavHos, AHHa CTenaHoBa, KpuctuHa PomaHoBa,
[apbA Bopucerko, Hukonai OHULLEHKO.

OpraHusaTopbl BbICTaBKU BblpaXKaloT 6/1arogapHoOCTb: TBOPHECKOMY KOMNEKTUBY
«[pomeTeli», nM4HO NpopekTopy no passutuio KHUTY-KAU um. A.H. Tynonesa Buktopy
l'ypeeBy; locynapcTBeHHOMY My3eto 1306pasnTenbHbix nckyccTs um. A. C. MywkuHa,

nnyHo avpekTopy MapuHe Jlowak v 3aBepytowieit OTAENOM KMHO- M MeavanckyccTea

Onbre LWvwko, CBeTnaHe pekosoit 1 HuHe BepeaHuukoi. A Takke UCKyCcCTBOBeaaMm,
vccneaosaTenam, XyAoXKHKaM 1 KypaTopam, COrlacUBLUMMCA MPUHATL y4acTVe B UHTEPBbIO:
Omutputo Mankuny, AHToHno [xeyse, Cepreto 3opuHy, KapuHe Kapaesoii, Hapexxae
Kapranonosoin, Bopucy KniowHukosy, Badecnasy Koneiiuyky, CtaHucnasy Kpeiiun,
AHacTacum MakcumoBoii, AHnHe MNpyaeHko, Angpeto CmypHoBy, Cepreto TeTepuHy,

l'ysenb PaitspaxmaHosoii, Hatanbe ®ykc, Onbre LLnwko, Anekceto LLynbritHy.

BbicTaBka npoxoaut npu noaaepxke Manepeun «Tpuymd» .

HaneuataHo B Tunorpacum «Asryct Bopr», Mockea
Tupax 500 aka.
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