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Opening of the festival with "SOFT CINEMA"

database cinema installation by Lev Manovich, USA

"Live Cinema performances "Crossed Signals™ Club TransMediale" Night. Mikkomikona,
Radbaud Mens, Remko Schuurbiers, Frank Bretschneider

Exhibition SOFT CINEMA Lev Manovich, USA

DESKTOP VISUALS curated

by Hans Beekmans/Martijn van Boven, The Netherlands

1st Programme curated by Jeremy Welsh, Norway/UK

Synk interactive dance/audio/visual performance by Kreutzerkompani, Norway

SOFT CINEMA Lev Manovich, USA

REALITY MINING lecture by dr. Lev Manovich, USA

SPEED AND AESTHETICS lecture by prof. Ivaylo Ditchev, Bulgaria

2nd Programme curated by Jeremy Welsh, Norway/UK

1st C-SEE Program (film/video from Central and South East Europe)

Live Cinema Performance TelcoSystems and Bas van Koolwijk, The Netherlands

"All in a day's Drive" Balkan xfilm network meeting

SOFT CINEMA Lev Manovich, USA

Like Geography, Like History (The real Time of Video and the Reel Time of Film)
lecture by prof. Jeremy Welsh, Norway/UK

Live Cinema lecture by Hans Beekmans, The Netherlands

2nd C-SEE Program (film/video from Central and South East Europe)

EARLY ELECTRONICS

curated by Hans Beekmans/Martijn van Boven, the Netherlands

Live Cinema Performance

"All in a day's Drive" Balkan xfilm network meeting

Exhibition SOFT CINEMA Lev Manovich

Documentary films about pioneers of computer

animation Stan VanderBeek and John Whitney

"Zur Rettung Der Popkultur - Experimetelle Deutsche Musikvideos 1998 - 2003"
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OmkpuBate Ha decmuBana ¢ SOFT CINEMA - uncmanauus Ha AeB ManoBuu, CALL
Live Cinema nopdopmuHc "Crossed Signals'- Kay6 Tpancmeguane Mikkomikona,
Pag6ayg Metc, Pemko Cxyap6upc, Opank bpemwHaiigep

N3nok6a SOFT CINEMA Ha AeB MaHoBuu, CALL

DESKTOP VISUALS, kypamopcka npozpama

om XaHc beekmanc, MapmeiH Ban BoBbH, XoaaHgua

1-a kypamopcka npozpama om [hkepemu Yeaw, HopBezus/ Beaukobpumanus
Synk uHmepakmuBeH ayguo/Bugeo/maHuoB cnekmakon

Kreutzerkompani, HopBeaus

N3nok6a SOFT CINEMA Ha AeB ManoBuu, CALL

REALITY MINING aekuus Ha g-p AeB ManoBuy, CALL

"Ckopocm u Ecmemuka" aekuua Ha npog. VBatno [luueB

2-a kypamopcka npozpama om [hkepemu Yeaw, HopBezus/BeaukoGpumanus

1-a C-SEE Program (¢uam/Bugeo Mpozpama om LienmpaaHa u l0zousmouna EBpona)
Live Cinema nopdopmbHcu TelcoSystems, Xonangus; bac Ban KoonBetk, XonaHgua

Ha eguH geH nom - GankaHcka xduam mpexka

W3nok6ba SOFT CINEMA Ha AeB MaHoBuu, CALL

Like Geography, Like History (The real Time of Video and the Reel Time of Film)
nekuua Ha npod. Mkepemu Yeaw, HopBeaus/BeaukoGpumanus

"Live Cinema" aekuus Ha XaHc beekmaHc, XonaHgus

2-a C-SEE (puam/Bugeo Mpozpama om LieHmpanHa u l0zousmouHa EBpona)
EARLY ELECTRONICS kypamopcka npozpama

om XaHc beekmanc, MapmetH Ban boBuH, XonaHgua

Live Cinema nbpdopmbHC

"All in a day's Drive" - 6ankancka xpuam mpeka

W3nokGa SOFT CINEMA Ha AeB MawoBuuy, CALL
llokymeHmanHu ¢uamu 3a nuoHepume Ha komnlombpHama
aHumauus CmaH Bangepbeek u [koH YumHhu

"Zur Rettung Der Popkultur - Hemcko ekcnepumenmanto
my3ukanto Bugeo 1998 - 2003"



[fpazu npuamenu,

3a meH e ocobeHo ygoBoncmBue Jombm Ha kuHomo ga bbge gomakux Ha nvpBus gecmuBan Ha ekcnepumeHmanHo-
mo kuro B bvazapus Xfilm QecmuBan. lpegcmaBaHemo Ha pasauuHo om xoauBygckomo kuro B cmparama Hu e ocHOB-
Hama uen, koamo Hawuam ekun cnegBa npe3 nocregHume z2oguHu kakmo upe3 npozpamama Ha mexkgyHapogHua @ua-
MmoB pecmuBan Copus Quam Qecm (Sofia International Film Festival), maka u Ha Joma Ha kuHomo.

Ekcnepumenmume ¢ ¢uamoBusa e3uk, HempaguyuoHHume nogxogu u Gopmu ca Bunazu gobpe npuemanu om nybau-
kama Ha cvbumuama, koumo cme opzanusupanu. Jombm Ha kuHomo e bun gomakun Ha Hakoako usgaHua Ha gecmuba-
Aa ,EBpobHgbpepayHg”. ueumantu yukengu HeBegHbdk ca bunu BkaloyBanu B Cogus Quam (ecm. Beweybm Ha mosu
mun npozpamu be 20cmyBarnemo Ha AezeHgama [Tumpp [puiHayei, npegcmaBaHemo Ha mpunoeusama my ,Kydapume Ha
Toac Aynbp” u aekyusma my 3a bbgewemo Ha kuwomo B pamkume Ha 9-us Cogus Quam Qecm.

HagaBam ce QecmuBarvm Xfilm ¢ ampakmuBHama cu npoepama, 20cmu u napaneaHu cbbumus ga bbge npumezd-
menHo macmo 3a Bcuyku, koumo ce urmepecyBam om HempaguyuoHHa u HoBamopcka ayguoBusua.

OuakBame Bu B loma Ha kuHomo!

Cmegan KumaroB
JHupekmop Ha doma Ha kuHomo
u Copus Quam Qecm

xfilm



Dear friends

I am very happy that Dom na Kinoto cinema hall will host the xfilm festival - the first festival of experimental film
in Bulgaria. Over the past few years the main goal of our team has been to present non-Hollywood productions, which
we have done both through the program of the Sofia International Film Fest and that of Dom na Kinoto.

Experiments with film language, unorthodox approaches and forms have been traditionally well accepted at events we
have organized. Dom na Kinoto has hosted several editions of the Eurounderground festival. We have had a number of
digital weekends at the Sofia International Film Festival. Our efforts in this direction culminated in the visit of legendary
Peter Greenaway, the screening of his trilogy “The Suitcases of Tulse Luper” and his talk on the future of cinema at the
9th Sofia International Film Festival.

| do hope that with its attractive program, guests and off-events xfilm festival will become a meeting point for all
interested in non-conventional, innovatory audiovisual work.

We look forward to seeing you at Dom na Kinoto!

Stefan Kitanov
Director of Dom na Kinoto and Sofia International Film Fest
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xfilm e nocBemeH Ha nonyaspusupaHemo u pasnpocmpaHeHuemo Ha ekcnepumeHmanHa ayguoBusyanHa u
kunemamozpaduuHa npogykuua - ekcnepumermanHu ¢uamu u Bugeo, HoBu meguu, live-kuHo. Lleama Ha decmuBana
e ga npegroku nnamdopma 3a npegcmaBaHe u 06cokgaHe Ha HoBamopcku mesu, MOgeAu U CueHapuu.

xfilm mopcu nocmoaHHOoMo ocvBpemeHaBaHe Ha ayguoBusyanHume Meguu U BneuyamAeHusma om
kunemamozpaduama upes paswupaBaHe Ha gepuHuuuama 3a GuamoBo uskycmBo cpeg bvazapckama nybauka. MHoz0
ca npumepume om ucmopuama Ha kuHomo, 8 koumo ymBovpgeHua kunemamozpaduueH dpopmam nocdza kom u ce
yuu om ekcnepumeHmanHomo kuHo. Hepagko, pasbupa ce, Bpvskama e gBycmpaHHa. MocaegHu npumepu 8 moBa
omHoweHue ca guamume Ha Mauk Quauc "Taim kog" u ma Mumup lpuHayed "Kypapume Ha Tyace Aynep'.

(ecmuBanom e ocHOBaH B BoAzapus - cmpaHa CbC cpaBHUMeEAHO 20AAMa ayguoBusyaaHa npogykuus 8 MuHaromo
U CuAHO noHukeHu kanauumemu B Hawu gHu. MapmHovopu Ha ¢ecmuBana ca opzaHu3auuu om Bcuuku kemuema Ha
EBpona, ¢ uszpageHu mpaguuuu 8 o6racmma. OcBeH naH-eBponetckama mpeka, cneuuanHo BHuMaHue ce 06pbwa Ha
napmHbopu om bankaHume.

(ecmuBanom BkalouBa B8 npozpamama cu mpu OcHOBHU MogyAa - kuHo/Bugeo npokekuyuu, Live-Cinema
nopdopmaHcu u obpazoBamenHa npozpama.

xfilm’

Pene beekmar / Kpacumup TepsueB



xfilm
festival for experimental film, video and

new media
Sofia, 22-26 April 2005

xfilm is dedicated to the promotion and distribution of experimental audiovisual and cinematographic production:
experimental film & video, new media and live cinema. It is designed as a platform for presentation and discussion of
forward-looking positions, models and scenarios.

xfilm seeks the constant re-definition of audiovisual media and cinematographic experience through expanding of
the understanding of film. We see currently examples of "high" cinema appropriating techniques from the experimen-
tal field ("Timecode" by Mike Figgis, "The Tulse Luper Suitcases" by Peter Greenaway).

The festival is initiated in Bulgaria - a country with a relatively large audiovisual production in the past, and very
small capacity in the present. Festival partners cover all corners of Europe and are organisations with long standing
records in this field. Apart from the pan-European network, special attention is given to partner organisations in the
Balkan region.

The festival programme includes three major modules - film/video screenings, Live-Cinema Performances and edu-
cational programme.

Rene Beekman / Krassimir Terziev



NHcmanayus
Installation

xfilm

Soft Cinema: Mucua go 3emama [2004]
NeB ManoBuu, CALL

cvBmecmHo ¢ AHgpeac Kpamku

npomexauB guam, cocmaBern om npuzoger cogmyep B peanHo Bpeme
Fanepus Akagemus Ha HauuoHanHa xygokecmBeHa akagemus

KakBo kuHo e nogxogawo 3a enoxama Ha Palm Pilot u Google? ABmomamuuHo HabalogeHue u camoHacouBawu
ce peakmuBHu cHapagu? MpoduaupaHe Ha nompebumeaume u CNN? 3a ga uscaegBa mesu Bonpocu AeB MaHoBuu -
€guH om gHewHume Had-8AusmeAHu mucaumenau B8 nonemo Ha megulHume uskycmBa u guzumanHama kyamypa - ce
cobupa € neyeauAus Hazpagu 3a HoBu Meguu apmucm u gu3salHep AHgpeac Kpamku, 3a ga cv3gage npoekma Soft
Cinema. Mo maxxa nokaxa yuacmBam u makuBa Bogewu kyamyphu ¢uzypu kamo DJ Cnyku, Ckanep, [kopgk Ayuc u
MoxaH MoxaHcon (mysuka), cepBo (apxumekmypa), omgea Schoenerwissen/ Computational Design (3a Busyaausauus Ha
gaHHume), u Ross Cooper Studios (Megua gu3adH).

Bonpeku ue Soft Cinema ‘puamume’ ce omHacasm go nosHamusa »*aHp Ha kuHomo, npouecom, no kotimo ca cb3-
gageHu u ecmemuyeckuam um edekm HanbAHO npuHagaekam Ha copmyepHama enoxa. Te gemoHcmpupam Bb3mokK-
Hocmume Ha soft(ware) kusomo - egHo ‘kuno’, B koemo uyoBewkama cybekmuBHocm u npomeHauBus u3bop, gocmo-
neH bAazogapeHue Ha cneyuanHo npuzogeH copmyep ce komGuHupam, 3a ga cbdgagam ¢uamu, koumo mozam ga Bop-
Bam HenpekocHamo 6e3 u306wo HAkoza ga noBmopam nocregoBameaHocmma Ha cowume 06pasu, ekpaHHu naaHoBe
u HapamuBu.

MocaegHuam Soft Cinema ¢uam e “Mucus go 3emama”, npegcmaBed Ha QecmuBan xpuam. ToBa e HayuHo-aH-
macmuyHa anezopus 3a umuzpaHmckus onum, kolmo npegnpuema pasauyHu uzdopu u MHozokagbpHo odopmAeHUe
Ha Soft Cinema cucmemama, 3a ga npegcmaBu ‘BapuamuBHa ugeHmuyHocm'. B masu 2anepuliHa uHcmanauus Gpuambm
e MoHmupaH B peanHo Bpeme om Soft Cinema copmyep om 20AdMa 6Ga3a gaHHU ¢ MegulHu enemeHmu. lokamo Ha-
pamuBa cmou eguH u cow, u ce noBmapa Ha Bceku 23 mMuHymu, Bcuuku ocmaHaAu ereMeHmMU MO2am ga ce hpome-
HAM. B pe3yamam Ha moBa HAMa omgenHa ‘yHukaaHa' Bepcua Ha duama - Bceku uukba npogyuupa HoBa Bepcus.

Ap AeB ManoBuy
ANeB MaHoBuy, pvkoBogumen Ha npoekma Soft Cinema, Bugeozpad, pegakmop, u aBmop Ha “Mucus go 3emama”, e

9



10
MexXgyHapogHo npusHama Bogewia gueypa B cepama Ha kyamypama Ha HoBume meguu. Tod e aBmop Ha The Language
of New Media (The MIT Press, 2001), koamo e npuBemcmBaxa kamo ,Had-BneyamaaBawiama u wupokoobxBamxa ucmo-
pua Ha meguume creg Mapuwa Mak AyvH”. Tpe3 1994 mod cv3gaBa Little Movies (1994), nbpBusam guamoB npoekm,
cb3gageH CneyuanHo 3a unmepHem. HezoBume 3agBuxkBanu om komnlompp urcmanayuu-guamu ca nkasBanu B mHoxMke-
cmBo my3eu, 2anepuu, mMeguinu u guamoBu gecmuBanu B CALL, EBpona u Asus, Bkaloyumearo ZKM, Kapacpye; ICA, Now-
goH, SENEF, Ceya,; u ICC, Tokuo.

AHgpeac Kpamku,

aBmopvm Ha copmyepa Soft Cinema, e omeoBopeH 3a MegulHua gu3aiiH u cbBmecmnama pexkucbopcka paboma B
MHoMecmBo ycnewHu megus-apm npoekmu, Bkaloyumearo cneyeaunume Hazpaga DVD That's Kyogen u Bleeding Through
- Layers of Los Angeles 1920-1986 (u gBeme nybaukyBanu om ZKM).

Soft Cinema: Mission to Earth [2004]

Lev Manovich

in collaboration with Andreas Kratky

a variable film assembled by custom software in real time
Gallerya Akademya. National Academy of Art

What kind of cinema is appropriate for the age of Palm Pilot and Google? Automatic surveillance and self-guided
missiles? Consumer profiling and CNN? To investigate answers to this question Lev Manovich - one of today's most
influential thinkers in the fields of media arts and digital culture - has paired with award-winning new media artist
and designer Andreas Kratky to create the Soft Cinema project. They have also invited contributions from such other
leading cultural figures as DJ Spooky, Scanner, George Lewis and Jyhann Jyhannsson (music), servo (architecture),
Schoenerwissen/Office for Computational Design (data visualization), and Ross Cooper Studios (media design).
Although Soft Cinema ‘films’ reference the familiar genres of cinema, the process by which they were created and the
resulting aesthetics fully belong to the software age. They demonstrate the possibilities of soft(ware) cinema - a ‘cin-
ema’ in which human subjectivity and the variable choices made by custom software combine to create films that can
run infinitely without ever exactly repeating the same image sequences, screen layouts and narratives.

The latest Soft Cinema film is MISSION TO EARTH presented at xfilm festival. It is is a science fiction allegory of
the immigrant experience that adopts the variable choices and multi-frame layout of the Soft Cinema system to rep-



resent ‘variable identity’. In this gallery installation the film is being assembled in real-time by the Soft Cinema soft-
ware from a large database of media elements. While the narrative stays the same and repeats every 23 minutes, all
other elements can potentially change. As a result, there is no single ‘unique’ version of the film - every run produces
a new version.

Dr. Lev Manovich

Lev Manovich, the leader of the Soft Cinema project and the videographer, editor, and author of Mission to Earth, is
an internationally recognized leader in the field of new media culture. He is the author of The Language of New Media
(The MIT Press, 2001) which is hailed as ,the most suggestive and broad ranging media history since Marshall McLuhan.”
In 1994 he created Little Movies (1994), the first film project created specifically for the World Wide Web. His computer-
driven installations and films have been exhibited in numerous museums, galleries, media and film festivals in the US, Europe

and Asia, including ZKM, Karlsruhe, the ICA, London,; SENEF, Seoul; and the ICC, Tokyo.

Andreas Kratky,

the author of the Soft Cinema software, has been responsible for media design and co-direction of a number of ground-
breaking new media projects, including the award-winning DVDs That's Kyogen and Bleeding Through - Layers of Los
Angeles 1920-1986 (both published by ZKM).

film "



Mpoxkekuuu
Screenings
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Mpozpama Desktop Visuals/Desktop Visuals programme

kypamopcka npozpama Ha XaHc beekmanc u MapmelH Ban boBvH, XonaHgus
curated by Hans Beekmans and Martijn van Boven, Netherlands
Oom Ha kuHomo/Dom na kinoto

Komno3uuus #20/Composition #20

Map bypkem/Mark Burkett
1993, 1320"

Komno3uuua 20 e egHa He-penpe3eHMauUOHHa AeHMa, HanbAHO AuweHa om kakvBmo u ga 6uno Hamek 3a kok-
pemHama peaaHocm. O6pasume, koumo ce paskpuBam Ha ekpaHa Bce nak peaaHo noka3Bam npoueca Ha pacmeX Ha
kpucmanaHa coa. Mo mo3su Hauun Burkett usnobaBa mukpockonuuHo mankomo ¢ omHocumenHo 2uzaHmcku nponopuuu.
OcBeH moBa MaHunyaupa ¢ npemuHaBaHemo Ha Bpememo, BkaloueHo 8 u3pacmBaHemo Ha kpucmana. B eguH cmucoa
“Komno3uuusa 20" moke ga ce onpegeau kamo xBopasHe Ha cBemauna Bbpxy eguH ecmecmBeH dexomeH. Bce nak
npe3 2aegHama mouka Ha aBmopa - creg kamo moi e mo3u, koimo onpegeas pasmepa u ckopocmma Ha obpasume
- mo3u (eHomeH ce ABABa noumu Hepasno3HaBaem u moakoBa abcmpakmeH, ue obpasume usznedkga ga ca hoayuu-
Au ¢Boa cobcmBeHa aBmoHomus, koAmo e gonbAHUMEAHO nogyepmaHa om eHuzMamuuHus 38yk Ha neHmama. Bepo-
amHo “Komno3uyusa 20" no-moyHo 6u mpa6Bano ga Goge ‘npekuBana’ npaBuaHo kamo abcmpakmua kapmuna. Mapk
bypkem onpegeneHo gaBa Ha Habalogamens carte-blanche ga npaBu cBobGogHu acouuauuu Bopxy mesu cmpaHHU U
npekpacHu cmpykmypu - creg kamo me Hamam npegBapumeneH 3aMucoA, HacoueH kbm 3pumens uau ‘ucmopus’, ko-
Aamo ga paskasBam, u camu caykam 3a cBosa ualocmpauus.

Composition 20 is a non-representational tape, bereft of any allusion to concrete reality. The images that manifest
themselves on the screen do, however, show the growth process of a salt crystal. Thus does Burkett inflate the micro-
scopically small to relatively gigantic proportions. He also manipulates the passage of time involved in the growth of
the crystal. In one sense Composition 20 could be said to illuminate a natural phenomenon. Yet through the artist's
vision - since it is he who determines the size and speed of the images - this same phenomenon appears almost
unrecognisable, and so abstract that the images seem to have acquired their own autonomy, which is further accen-
tuated by the enigmatic sound of the tape. Perhaps Composition 20 should be properly ‘experienced’ as an abstract
painting. Marc Burkett certainly gives observers carte-blanche to freely associate with these weird and wonderful struc-
tures - for they have no designs on the viewer or ‘tale’ to tell, and illustrate themselves alone.



AazepHu komnlomvpHu Bugeo ekcnepumeHmu/
Laser computer video experiments

Mapk bypkem/Mark Burkett
1989, 800"

Lupkyaauus/Circulation
Mapk bypkem/Mark Burkett
1988, 3' 50"

LlenyBkama/The Kiss

Pagaen MoHmare3 Opmus/Rafael Montanez Ortiz
1986, 530"

.B Moama Bugeo mBopba a3 mopca ga cnpa Bpememo, 3a ga yBeauua omBobg BcakakBu nponopuuu paHmasusma,
coHa uau kowmapa, koimo a3 3bpBam gopu B Hal-pearucmuyHume u HegBycmucreHu gokymenmantu kagpu, gopu 8
Hal-yucmama cloXkemHa AuHua.” (Padaen MoHmanes Opmus). Memogbm Ha pa6oma Ha MoHmaHe3 Opmu3 ce cbcmou
om npucBosaBaHe Ha eguH omkobc npocmo om Hakoako cekyHgu, B3em om cmap ¢uam uau my3ukaneH 3anuc, kolmo
mou npexBopad Ha nasepeH guck, maka ue ga moxke ga usnoasBa komnlomup, 3a ga mMaHunyaupa ‘kagpume’ u 3Byka
g0 nocmuzaHe Ha onmumaneH edekm. ToBa cv3gaBa egHo HOBO u no-gbA20 npousBegeHue, 8 koemo kagpume Ha opu-
2UHaAHUA GUAM ca u3nodkeHu, npenogpegeHu u noHakoza noBmapaHu. To3u ‘gekoHcmpykmuBucmku' memog He camo
no3BoasBa Ha Opmu3 ga paskpue eguH oyeBugHO HanbAHO 3aBbpweH MOMeHM UAU ga 20 hocmpou omHoBo kamo eg-
Ha HoBa u crodkHa ucmopus ¢ pasauyHu BpemeBu u ncuxonozuvecku usmepenus. ToBa my gaBa u Bv3modkHocm ga usB-
Aeye cBexo 3HaueHue om mo3u mMomeHm. Hanpumep 8 ‘LienyBkama’ ‘pekoHcmpykuusama upe3 gekoncmpykuua’ Ha Op-
mu3 Bogu go eguH nem-muHymeH kaun, 8 koimo ueayBkama kamo gelicmBue u kamo pesyamam om HakakBa Ha2na-
Ca Ha Cb3HaHuemo, e nokasaHa kamo npomoueH npouec Ha npuBauuyaHe u ombavckBaHe, gobawkaBaHe u omgponBa-
He. MpegcmaBeHu ca MuXk u XkeHa onepHu neBuu; Opmu3 e npeBopHan mexHua nbpBoHayaneH gyem B HanbAHO HOBO
npegcmaBaeHue Ha egHa aamepHamuBHa u paska komnosuuus. MoHmawe3 npaBu oueBugHo GescMucaeHu u 2bBkaBu
o6pasu ga usznekgam kone6auBu u HecuzypHu, maka Ye omgeAHUAM MOMeHM ga us2nekga, ue mpae udaa BeuHocm.

xfilm *
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>>>

Jn my video work, | seek to suspend time, to magnify beyond all proportion the fantasy, dream, or nightmare |
glimpse in even the most realistic straightforward documentary footage, in even the most innocent storyline.” (Rafael
Montanez Ortiz). Montanez Ortiz' working method consists of appropriating one segment of just a few seconds of an
old movie or musical recording that he transfers onto a laser disc so that he can use a computer to manipulate the
‘frames’ and sound to optimal effect. This results in a new and longer work in which the frames of the original film
are exposed, re-arranged and sometimes repeated. This ‘deconstructivist’ method not only allows Ortiz to reveal an
apparently complete and completed moment or to reconstruct it as a new and complex story with different tempo-
ral and psychological dimensions, it also enables him to elicit fresh meaning from that moment. For instance, in ‘The
Kiss', Ortiz' ‘reconstruction through deconstruction’ leads to a five-minute clip in which a kiss as an action and as the
result of a frame of mind is shown to be a lengthy process of attraction and rejection, approach and withdrawal. 3ou-
plet’ consists of images of a male and a female opera singer; Ortiz has transformed their original duet into a com-
pletely new performance of an alternative and jarring composition. Montanez makes apparently seamless and supple
images seem shaky and uncertain, so that a singole moment seems to last for an eternity.

CoHuwa c yepHo kyue/Black dog Dreams

Mamio LliaaHzep/Mathew Slanger
1988, kleur 6° 21"

.108a He e komnlomvpHa 2paduka’, Bonpeku uye moke ga cu mucaume maka B8 Hauanomo. BcowHocm Bugeo
mBop6ume Ha Llaanzep BkalouBam cepuliHu NOCMPOEHUSA, PeaAusupaHu Ype3 gomMawHU U guumaAHu aHanozoBu u
uudpoBu npouecopu. Becaka yacm om “CoHuwa ¢ yepHo kyye” ce cocmou om cuHme3upaHu 3anucu 8 ‘peanHo Bpe-
me’, kogemo 38ykom u kapmuxama ¢opmupam napaneaHu enekmpoHHu cmpykmypu, Yuumo gBukeHusa ca koHmpo-
AupaHu om npegBapumenHo 3agageHu enekmpoHHU BvAHU. iMa owe u eHuzmamuyHomo YepHo kyuye om CoHuwama
Ha LWaaHzep (uAu ganu He 2negame cbHA Ha camomo kyue?). Bes onpegeneHa dopma mo ce A848a B cocmosaHue Ha
NOCMOAHHA NPOMAHA, NOgO6HO Ha pumMuyHa kombuHauusa om amopdHu, noumu meyHu, abcmpakmHu, uBemHu 06-
pasu, koumo peazupam Ha enekmpoHHua cayHgmpak. KakBumo u ga ca me3u obpasu, me ca npegusBukameacmBo 3a
HecoMHeHama oyeBugHocm Ha cBema ‘Ha npvB nozneg.’

>>>



‘This is not computer graphics' - although you may think so at first. In fact Schlanger’s video works involve serial
constructions realized by home-made analogue and digital processors. Each section of Black Dog Dreams consists of
synthesized ‘real time' recordings where sound and image form parallel electronic structures whose movements (etc.)
are controlled by previously determined electronic waves. There is also the enigmatic black dog of Schlanger’s dreams
(or are we watching the dog's dream?). Having no fixed form it appears in a state of constant flux, as a rhythmic
combination of amorphous, almost liquid, abstract, coloured images that react to the electronic soundtrack. Whatever
these images may be, they challenge the apparent self-evidence of the world ‘at first sight.’

TpomaB mpenay/Lumpy Banger

Mamio LLiraHzep/Mathew Slanger
1986, 10" 30"

“TpomaB mpenay” e 3a pagocmma u BoaHeHuemo om nponukBaHemo, Bvnpeku ue coweBpemeHHo nokasBa
¢dpycmpauua u Ag. bu mpabBano ga bvge wez08uma kombuHauus Ha eMouuu u e 2paduueH cumBoA Ha egHa cmpa-
Ha Ha *uBoma.

Moam cuHme3 Ha o6pa3su/Bugeo mBopba ¢ obpabomka Ha obpasu ca cepus nocmpoeHus, koumo ca casgageHu
ype3 cneuuanHo HanpaBeHu aHan0208u u guzumanHu npouecopu. Bcaka yacm e eguH cuHmesupaH 3anuc 8 peaaHo
Bpeme, kogemo 38ykom u kapmuHama ca napaaeaHu enekmporHu cmpykmypu, koumo ca 83aumHo koHmpoaupaHu om
npegBapumenHo 3agageHu BbAHOOGPa3HU dopmu.

TBopbama e 3a xopa, B3aumogeticmBue, Bpeme, pusuuecko u ncuxuuecko npocmpaHcmBo u namem. Bonpeku ue
ma3u mBopba e enekmpoHHO cuHme3upaHa, MA € 0ce3aema; CamupuyYHO HaNOMHA OpzaHUYHU cmpykmypu u npouecu.
HelHomo cvgbpikaHue gbabae B Hal-npumumuBHUME U cmuxulHU CouuanHu u GuonozuyHu dyHkuuu. Monakoza, 06-
pasume u gBukeHuama cmaBam cxeMu Ha HaCmMPOEHUAMA UAU hcuxuyHume cbcmosHue. Kakmo 8 gpyeu kunemuuHu
apm-¢popmMu, gocma uHmpeceHu Hewa Aexkam B8 npemuHaBanemo medkgy dopmu u ceameHmu. OcHoBHUMe enemeH-
mu Ha komno3uyusma ce kombuHupam, 3a ga onuwam 8 guazpama cumyauuu UAu acnekmu Ha CoCmOAHUEMO Ha Yo-
Beka. OaupmyBaHe, yxakBaHe, npoHukBaHe, pasgeneHue u cauBaHe ca Hakou om npouecume, koumo mozam ga Go-
gam omkpumu.

Hal-yecmo nepuoguuHume BvaHOBU dopmu (ocHOBHUMe aHanoz08u enemeHmu) ce uznoasBam kamo usmouHuk
Ha o6pasu. BpemeHHomo u ukoHuuHus Bugeo gucnaed Ha me3u BbaHOBU dopmu umam nopakgawa cnomeHu 3a ap-
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xemunHu gopmu u mumoBe cuaa. OcHoBHama cmpykmypa Ha me3u BvAHOBu (opmu, egHa nepuoguyHa npomaHa BvB
Bpememo, kosmo geduHupa egHa popma (cuHyc, mpuvbzbAHuk, HaknoHeHa naockocm e m.H.), npuHagaeXku Ha kaac om
nbpBuyHu pummuyHu npekuBaBaHusa. Te yyuacmBam u u3pasaBam npuHuunume Ha ecmecmBeH u dusuyecku peg B Ha-
wama okoAHa cpega.

>>>

Lumpy Banger displays the joy and excitement of penetration, though at the same time it reveals frustration and
rage. It is meant to be playful in its combination of emotions and is a graphic symbol for a side of life.

My image synthesis/image processed video work are serial constructions which are produced with custom built
analog and digital processors. Each section is a synthesized real time recording where sound and image are parallel
electronic structures which are mutually controlled by predetermined waveshapes.

The work is about people, interaction, time, physical and psychic space, and about memory. Although this work is
electronically synthesized, it is tactile; it satirically recalls organic structures and processes. Its content hones in on the
most primitive and elemental social and biological functions. At times, the images and movements become schemat-
ics of moods or psychic states. As in other kinetic art forms, a good deal of interest lies in the transitions between
shapes and segments. The basic compositional elements combine to diagrammatically describe situations or aspects of
the human condition. Flirtation, courtship, penetration, fission and fusion are some of the processes that are found.

Most often, periodic wave forms (the basic analog elements) are used as image source. The temporal makeup and
iconic video display of these wave forms have the evocative power of archetypal forms and myth. The essential struc-
ture of these wave forms, a periodic change over time that defines a shape (sine, triangle, ramp, etc.), belongs to a
class of primordial rhythmic experiences. They participate in, and express, the natural and physical ordering principles
of our environment.

Auaum/Lilith
Cmadnxa Bacyaka cvBmecmno ¢ Jopuc Kpoc/

Steina Vasulka in collaboration with Doris Cross
1986, 9" 12"

B “Auaum” - egHo ume, koemo u3BukBa bubaeicku u mucmuyecku acouuauuu — CmalHa uU3MeHA U MaHUnyAupa
Auuemo Ha »eHa (xygokHuukama Oopuc Kpoc), maka ye mo e nomoneHo B8 eguH ecmecmBeH U MmeXHOAO2UYEH nel-



3ak. M3noasBatku uzobpasumenHume mexHuku Ha cmAHama Ha ¢okycHama paBHuHa (npomeHalku goAGouyuHama Ha
noaemo) u ,3axBawane” Ha kagpu (nocregoBameaHocm om 3acmuHaAu 06pasu), ma cb3gaBa egHo HenpekocHamo cmve-
HAWO ce BusyanHo none, B koemo eguH 06pa3 usanedkga, e cowecmByBa B nocmosHHa npomAHa Ha BpemeBume u
npocmpaHcmBeHume naockocmu. EaekmpoHHo uskpuBenama pey Ha »keHama gobaBs egHO goONbAHUMEAHO Hampanyu-
B0 usmepeHue kom mo3u noumu ckyanmypeH cuHmes Ha 4oBewka duzypa u nelsax.

>>>

In Lilith — a name that evokes biblical and mystical references — Steina alters and manipulates the face of a
woman (painter Doris Cross) so that it is submerged within a natural and technological landscape. Employing the imag-
ing techniques of focal plane shift (altering the depth of field) and frame ,grabbing” (a succession of frozen images),
she creates a constantly shifting visual field in which an image appears to exist in a constant flux of temporal and
spatial planes. The woman's electronically distorted speech adds a further haunting dimension to this almost sculptur-
al fusion of human figure and landscape.

LllymoBu nonema/Noisefields

Cmadxa u Ygu Bacyaka/Steina & Woody Vasulka
1974, 6" 04"

Mpes 1971 CmatHa u Ygu Bacyaka co3gaBam The Kitchen 8 Hio Mlopk, egun ueHmup, ¢ 02poMHO 3HaueHue 3a enekm-
poHHume uskycmBa. TexHume omkpumus u ekcnepumenmume, koumo me u3BbpwBam 3acdzam eneKmpOHHOMO Cb3-
gaBaHe u MaHunynauua Ha 3Byk u usobpadkeHue. ToBa gaBa pesyamam B Hakou 3aGeaexkumennu mBop6u, kegemo
mpaguyuoHHama gopmMa u cmamyc Ha o6pasa ca uzocmaBeHu, maka ye ga ce uscaegBa enekmpoHHuAM cuzHan u gBu-
*kewuam ce 06pa3 BvB Bcuuku mexHu acnekmu. fokamo koHBeHuuoHanHUAM 06pa3 e BuHazu npucocmBaw, kamo eg-
HO npocmpaHcmBo ‘npeg ob6ekmuBa’, gBamama Bacyaka cowo omBapam npocmpaHcmBomo ‘3ag obekmuBa.’ TaxHama
paboma e noBeue om mexHuuecka nposBa Ha ymeHue: me cb3gaBam Bv3mokHocmma 3a HabnalogeHue Ha ¢dyHkuuo-
HupaHemo Ha o6pasa B HoBa nepcnekmuBa. Llecmme yacmu ce cocmoam om wecm mBop6u, koumo ca peanusupa-
Hu npe3 1970-me, BkalouBawu ekcnepumeHmu egHoBpemeHHo ¢ Bugeo u ayguo, koumo npegaBam pasHoobpasHume
acnekmu Ha uHmepeca Ha gBamama Bacyaka kom ‘o6pabomka Ha oGpasa’.

>>>
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In 1971 Steina and Woody Vasulka set up The Kitchen in New York City, a centre that was to be of major impor-
tance to the electronic arts. Their discoveries and the experiments they performed concerned the electronic creation
and manipulation of sound and image. This resulted in some remarkable works where the image’s traditional form and
status were discarded so as to explore the electronic signal and the moving image in all their facets. Whereas the
conventional image is always presented as a space ‘in front of the lens’, the Vasulkas also opened up the space ‘behind
the lens." Their work is more than a technical tour-de-force: they create the possibility of observing the image’s func-
tioning within a new perspective. Six Pieces consists of six works that were realized during the 1970s which include
experiments with both video and audio that communicate the diverse aspects of the Vasulkas' fascination with ‘image
processing.’

Mpozpama Early Electronics/Early Electronics Programme

kypamopcka npozpama Ha XaHc beekmaHc u MapmedH BaH boBvH, XonaHgua
curated by Hans Beekmans and Martijn van Boven, Netherlands
Oom Ha kuHomo/Dom na kinoto

Larry Cuba/Aapu Ky6a
3/78, 1978, 16mm, n/b opt 24ips, 600

LllecmHagecem npegmema, Bceku cocmaBen om ¢cmo cBemewu mouku, ce NpOMeHAM Ype3 cepus pummMuyHu gBu-
KeHus, onpegeneHu ¢ uskalouumeaHa mouHocm. AkomnaHupaH om 38yka Ha “wakyxauu” (anoHcka 6ambykoBa @nael-
ma), mo3u ¢uam e eguH ekcnepumeHm CoC 3pumenHume Bov3npusmus 3a gBukeHue, kakmo u ¢ mamemamuueckume
koncmpykmu.

>>>

Sixteen objects each consisting of one hundred glowing dots change through a series of rhythmical movements
defined with great precision. With the shakuhachi sounding in the background (a Japanese bamboo flute) this film is
an experiment with the sense of motion as well as with mathematical constructs.



xfilm

Two Spaces/[18e npocmpaHcmBa

Larry Cuba/Aapu Kyba
1979, 16mm, n/b opt 24ips, 800

NByusmepHu MomuBu, nogobHU Ha me3u B ucaamckume xpamoBe, ca 2eHepupaHu nocpegcmBom cumMempuyHU
onepauuu (mpaHcaauus, pomauus, pedaekcud) Ha 6asama Ha egHa usxogHa ¢duzypa. “IBe npocmHacmBa” e uszpageH
om 12 momuBa, Bceku eguH om koumo ce ocHoBaBa Ha geBem pasauyHu aHumupaHu duzypu (12 x 9 = 108).

N3non3BaHemo Ha uepHo-6ana neHma ¢ Bucok koHmpacm npegu3BukBa onmuuecku ualo3uu kamo pasmecmBane
Ha duzypama u ¢oHa u npousBerkga BmopuuHu uBemHu obpasu. 38ykem Ha mpaguuuoHHua ABalcku “2amenoH” nog-
yepmaBa epekma Ha mo3u ouyapoBameneH Guam.

>>>

Two-dimensional elements, much like those in a mosque, generated by means of symmetrical operations (transla-
tion, rotation, reflex) based on a single source images. TWO SPACE consists of 12 motifs each containing nine individ-
ual animated images (12 x 9 = 108).

The b/w high contrast film evokes an optical illusion as if the image and background were displaced, and sec-
ondary colour images are formed. The sound of the traditional Jamaican gamelan emphasizes the effect of this enchant-
ing film.

Catalog/Kamanoz
John Whitney/LxoH YumHu

Sound: Ornet Colman/38yk: OpHem KoamaH
1961, 16mm, coul son 24ips, 700

To3u ¢uam e ocowecmBen ¢ aHano208 komnlomop.

“Mpe3 50-me, moid u3BopwBa ekcnepumenm ¢ mouku uau 6ykBu, koumo ce gepopmupam, gekomnosupam u pe-
komno3upam nog akomnaHumeHma Ha cuHmemuuHu 38yuu 3a meaeBusuama uau HauaaHume kagpu Ha ¢uamu, kamo
Vertigo Ha Xuukok (1958). Mpe3 1961 2. cvbupa 2paduuHume pesyamamu (HamansBaHe Ha ckopocmma Ha gBukeHue
uAu paswupsaBade Ha mouku, AuHuu, kpuBoauHedHu ¢uzypu, 6ykBu), noayueHu om couemaBaHemo Ha komnlomop u
MawuHa 3a kombuHupaHe Ha mpukoBu cHumku B8 7 muHymeH kamanoz." QomuHuk Hoze3
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>>>

This film was made on an analogue computer.

In the 50s he experiments with points or characters which are deforming, decomposed and recomposed against
the synthetic tunes of television or the opening credits of some movie (Hitchcock's ,Vertigo” for Instance 1958). In 1961
he puts together the graphic results (reducing speed or expanding dots, lines, curvilinear figures, characters) of the
combination between computers and trick photography machines into a 7-minute catalogue.” Dominique Noguez

Arabesque/Apabeck

John Whitney/LixoH Yumuu

Sound: Manoochehr Sadeghi / 3Byk: MaHouenep Cageau
1975, 16mm, coul son 24ips, 8°00

“3a [bkon YumHu, kamepama e npocmo egud uHcmpymeHm 3a 3anuc, koimo cayku eguHcmBeHo 3a omnpaBHa
mouka, om koamo, modke ga ce cv3gage 2vBkaBa apxumekmypa, xapakmepHa 3a mysukama. MocpegcmBom 2zpaduy-
Homo npegcmaBsane, kuHemamozpagom npegcmaBa masu apxumekmypa cbC cmpozo onpegeneHu enemeHmu, koumo
ce gBukam BvB Bpememo (omkvgemo ugBa u npenpamkama kom komnlomopa), kakmo 8 Apabeck (1975). Kom 2pa-
¢usma u HezoBume enemenmu (mouku, nukceau, gugkkumu) ce npuaazam XapMOHUYHU CXeMU, M.e. cucmemMu Ha KoH-
COHaHCU U gucoHaHcu. Pesoalouusma Ha momuBa, koimo ce cayuBa 8 moukama Ha XapMOHUuYeH pe3oHaHC. fluzuman-
Hama XapMoHus ce cbcmou 8 moBa ga ce npousBegam momuBu, koumo ce pasBuBam BvB Bpememo: momuBu, odop-
MeHu om ¢uzypu, koumo ce paswupaBam uau cBuBam u koumo cb3gaBam BusyaaHu menoguu; nocregoBameAaHocm
Om XapMOHUYHU dopmu, yuemo pa3Bumue ce u3pa3aBa B cvb3gaBane Ha HOBu Quzypu. LiBemom BouBekga egHo gonva-
HUMeAHO u3mepeHue kom 2padusma, mo e Bpvskama mekgy omgeaHume momuBu; uBemovm e opkecmpauusma Ha
memama.” flH boBe.

>>>

“To John Whitney the camera is but a simple recording instrument, which is used merely as a starting point from
which the flexible architecture typical of music may arise. Using graphic tools the filmmaker represents the strictly
defined elements of this architecture which develop over time (and therefore the reference to the computer), as for
instance in Arabesque (1975). Harmonic patterns are added to the graphics and its elements (dots, pixels, digits) - i.e.
consonant and dissonant systems. The resolution of the sequence which takes place in the point of harmonic reso-
nance. The digital harmony is in the construction of sequences which develop over time: sequences consisting of shrink-



ing or expanding figures, creating visual tunes, a series of harmonic forms the development of which is in the creat-
ing of mew forms. Colour introduces another dimension in the graphics, it is the link between the individual motifs.
Colour is the theme’s orchestration.” Yann Beauvais

Matrix lll/Mampuua Il
John Whitney/LxoH YumHu

Sound: Terry Riley, excerpt from “Rainbow in Curved Air"/38yk: Tepu Paliau, omkoc om “Rainbow in Curved Air"
1972, 16mm, coul son 24ips, 1100

Mampuuga Il e kecomempakeH puam, cocmaBeH om mpubzeAHuuy, kBagpamu u wecmobzoAHuuu. Beuuku gBuke-
HuA cregBam HeBugum nbm (Mampuua), cnopeg kaacuueckama duzypa Ha Aucaxky, koamo ce npegnaza cucmemamuu-
HO Ha kuxHemamozpaduyHomo none. Llanocmuomo gBukenue BbB duama npegcmaBadaBa nocregoBameAHocm Ha Au-
Huu, kBagpamu u ky6oBe, koumo ce cobupam u pasnpockBam.

>>>

The Matrix Il is a short film made up of triangles, squares and hexagrams. All movement follows an invisible path
(the matrix) according to the classical figure of Lissajous which systematically is applied to the field of cinematogra-
phy. The movement in the film comprises of a series of lines, squares and cubes which come together and disperse.

Osaka/Ocaka 1.2.3

John Whitney/LxoH YumHu
1970, 16mm, n&b son 24ips, 3'00
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Noema #5: CBo6ogHO nagaHe/Poemfield #5: Free Fall

Cman Baugepbeek/Stan Vanderbeek
1971, 16mm, coul son 24ips, 7°00

ToBa e egHa cmecuua Ha ceueHus, koamo ¢ enekmpoHHu 2padusmu usBedkga npeg ob6ekmuBa napawymucmume
om noemama “Chute Libre / CBo6ogHo MagaHe”, koamo e npou3BegeHa B koHmekcma Ha enekmpoHHama aHumauu-
OHHa cepusa. OcowecmBeHa ¢ nomowma Ha KeH HoyamoH.

>>>

This is a mixture of sequences in which by means of electronic graphisms the focus is directed to the parachutists
from the poem “Chute Libre” the structure of which resembles the electronic animation series. In collaboration with
Ken Knowlton

Noema #7/Poemfield #7

Cman Baugepbeek/Stan Vanderbeek
1971, 16mm, coul son 24ips, 500

EgHa aHumauus, cb3gageHa ¢ nomowma Ha enekmpoHHama kaauzpadua Ha eHuzmamuuHama noema “There is no
way to peace. Peace is the way” (Hama nbm kom mupa. Mupbm e nbma.) CmaBa gyma 3a uepHO 6Ana aHUMauus, Ou-
BemeHa om bpayH / OaBel. To3u ¢uam, npugpykeH om my3ukama Ha [koH Kelgk e HenpegBugeHO AUPUYHO MpaHC-
noHupaHe Ha xpucmusxckua mum 3a kpbcma. MomuBume ca cb3gageHu nocpegcmBom npozpama ( CAyvaeH, Hecuzy-
peH) ¢ nomowma Ha KeH HoyamoH.

>>>

An electronic calligraphy of the enigmatic poem “There is no way to peace. Peace is the way". This is b/w ani-
mation, coloured by Brown / Olvey. With John Cage’s music, this film is an unexpectedly lyrical transposition of the
Christian myth of the cross. The motifs are created with altatoire in collaboration with Ken Knowlton

Mpozpama #1/Programme #1

kypamop kepomu Yeaw, HopBezua/ObeguHeHo kpancmBo
curated by Jeremy Welsh, Norway/UK

Oom Ha kuHomo/Dom na kinoto



Henpo3pauHocm/Opacity
(Mapxag Kanarwmapu, HopBezus/Farhad Kalantary, Norway
5:30 min, 2005

Henpo3pausocm e koc ekcnepumermaned ¢uam 3a Bv3mokHume B3aumoomHoweHus mexgy 38yk u kapmuna.

HezoBume HecnokolHume kapmuHu, cbavckBawu ce cbC 38yuu Om pasAUYHU  U3MOYHUUU, 20 hpaBam
+ekwoH/mpunop 6e3 xopa B8 He20".

>>>

Opacity is a short experimental film about the possible relationships between sound and image.

Its anxious images crashing with sounds of varying sources make Opacity into ,an action/thriller film without the
people”.

be3 nocoka/Adrift

Wnaep Auce XanceH, HopBezus/Inger Lise Hansen, Norway
10 min, 2004

.be3 nocoka” e 3acHem Ha apkmuueckua ocmpoe LnuuGepzed u B8 HopBezus. Tou kombuHupa 3a6aBeH kagaHc
CbC aHuUMauus Ha cmon-kagbp Ha nedsaka. Ypes 3acHemMaHe nog pasAudHU v2Au U kagpu GuaMbm nocmeneHHO u3Me-
cmBa 3pumend om cuzypHama 6asa, kegemo ce ocBoGoxkgaBa yycmBomo 3a mMawab u ocHoBa/3azemaBaHe.

.be3 nocoka” Buanpuema cebe cu kamo cybekma Ha cBoemo nvmewecmBue.

>>>

LAdrift” is shot on the arctic island of Spitzbergen and in Norway. It combines time-lapse photography with stop-
motion animation of the landscape. Through camera-angles and framing the film gradually dislocates the viewer from
a stable base where one looses the sense of scale and grounding.

LAdrift” takes perception itself as the subject of its journey.

xfilm *
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IOa agew mpeBa /Eating Grass

Anua Cueg, ObeguHero kpancmBo/Alia Syed, UK
2003, 3Byk, uBam, 23 muH., 16 mm & Bugeo/sound, colour, 23 mins, 16mm & video

»3a2naBuemo Ha mosu ¢uam BcowHocm ce omHaca go peakuuama Ha npesugeHma 3yadukap Aau bymo kom
ekcnao3usma Ha agpeHo ycmolcmBo B8 MHgus 8 Hauanomo Ha 70-me 20guHu. Tol obewaBa Ha nakucmanckua Hapog,
ye Cowo we umam cob6cmBeHu AgpeHu opwkus, gopu ako moBa o3HauaBa ga Agam mpeBa.” Quambm e AuyHO Oom-
HoweHue kom cregagpeH nedsak, koumo o6xBawa usmoka (6auskus) u 3anaga. Quamom cmecBa kaneugockon om
MUHaAO U HacmosAwe, om AuyHomo u kpacuBomo 8 uBemoBeme Ha yepBeHomo, 3namHOMO, NPYNYPHOMO, BAAOMO U
uHguz08omo.

Co3gaBaHemo Ha duama moke ga ce cpaBHu ¢ moBa Ha Mapzoopum [lopa uau ¢ npou3BegeHuama Ha Bupgiku-
Hua YAg. Aaua Cueg noemuuHo u3pabomBa duama, cbsgaBaiku mpeka om nem ucmopuu, koumo ce cayuBam B8 Aok-
goH, Kapauu u Aaxop. CeHkume 3agBukBam cnomeHume, cnomeHume ce omHacam go Bpememo npe3 geHa 3a Mlo-
cloamaHckama moaumBa... Quam, koimo craza kpacomama Ha mumoAaemHomo npegu Bcuuko gpyzo: pagocmume my
He ca wabaoHHUMe paskasu. Quamom npuBauya ¢ Mecmama u Mamepuaaume: zbmkawuam nasap 8 Kapauu, mokpu-
me AoHgOHcku yauuu, neewume ce Mamepu aau. YguBaaBa Hu ¢ HayuHa, no koimo kapmunume ce ,gBukam” u kak
uBemoBeme maHuyBam. MpukoBaBa BHumaHuemo Hu ¢ ucmuHcku MOMeEHMU OM MUHaAOMO: 3acHemu, penpogyuupa-
HU, HacAOEHU U nogpegeHu. YMeHuama Ha Cueg B kunemamozpadusma u pekucupaHemo ca mazuuecku. Quamom e
naaBeH, nopasumeneH u Bu3xumumenen”. - EMa Quag

>>>

‘The title of this film actually refers to president Zulfiquar Ali Bhutto's response to India’s explosion of a nuclear
device in the early 1970s: He promised the Pakistani people that they too would have their own nuclear weapon even
if it meant ‘eating grass.’ This film is a personal and almost psychological inversion of a post-nuclear landscape that
spans the (middle-) east and the west. The film fuses, in a precipitous moment, a kalaedescope of past and present,
the personal and the beautiful in colours of red, gold, purple, white and deep indigo. Her film-making could be com-
pared to that of Marguerite Duras or the writing of Virginia Woolf. Alia Syed crafts the film poetically, creating a mesh
of five stories emerging from London, Karachi and Lahore. Shadows trigger memories, memories relate to the times
of day, the times of day to Muslim prayer.. Very much a meditative film that places the beauty of fleeting experience
above all else: its joys are not of conventional storytelling. This film relishes in the sites and materials from which it
was made: a buzzing market in Karachi, a wet London city street, flowing material. It fascinates with how the photo-



graphs ‘move,’ and how the colours dance. It compels with its transformation of real moments in the past: captured,
reproduced, layered and arranged. Syed’s skills in cinematography and editing are magic. The film is slick, startling and
delicious. - Emma Field

Acnekm/Aspect

Emunu PuuapgcvH, Obegurero kpancmBo/Emily Richardson, UK
2004, 3Byk, uBam, 9 mun., 16 mm/sound, colour, 9 mins, 16mm

Acnekm e 3acHem B 20pa 3a nepuog om egHa 20guHa. M3noa3Baiku pomozpadcku mexHuku kamo 3a6aBeH ka-
gaHC U gbA2a ekcnoHauua Ha eguHuyHu kagpu, 2opckama 2oguda e cBuma go Hakoako muHymu. CBemauHa, uBam u
ceHku ce pegyBam u ¢puamom npegcmaBa gbpBemama nopBo kamo gopBema, a nocae u kamo gBurkeHuemo Ha cBem-
AuHama u cankama, koamo omgena ucmunckama 3aobukanawa Hu cpega. Okomo ocmaBa 8 naeH Ha uenus ekpaH ¢
HecnupHomo gBukeHue u cMAHa Ha cBemauHa u uBemoBe. Qokycom HenpekocHamo ce npomens - Bcuuko ce MeHu
HenpekocHamo. Kakmo c¢ Redshift u Nocturne, cBemausama ce npeBpowa 8 2naBHo gelicmBawio Auue.

B “Acnekm” ¢pazmenmume Ha HeBoaHu 20pcku 3Byuu, mpaBku 8 mexHume mpaByHauu, Bamvpom npe3 20pcku-
me gebpu, uyneHemo Ha knoHue ce npeBpvowam B ayguo enemenm, koemo oznacaBa duama (u 20pama) no ualo3o-
peH u gByCMUCAEH HauuH.

>>>

Aspect is filmed in a forest over the period of a year. Using photographic techniques, such as time-lapse and long
exposures on single film frames

the forest year is condensed into a few minutes. Light, colour and shadow travel across its surface and the film
shifts between seeing the trees as trees and seeing the movement of light and shadow abstracting the real environ-
ment. Your eye is taken all over the screen with this perpetual movement and change of light and colour. There is no
one focal point, - it is continuously changing. As with Redshift and Nocturne, light becomes the main protagonist.

In Aspect fragments of unconscious forest sounds, ants in their anthill, the wind across the forest floor, the crack
of a twig are reconfigured into an audio piece which articulates the film (and the forest) in an illusive and ambigu-
ous way.

xfilm *
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FparkgaHcko HenoguuHeHue/Civil Disobedience

Yunam PabaH, Obegurero kpancmBo/William Raban, UK

Mysuka JledBug KoHunaxam / Music by David Cunningham.
2005, 3 muH., 3Byk, uBam, 35 mm (1.85:1) 3 muH,/2005, 3 min, sound, colour, 35mm (1.85:1) 3 min

Bop3o nomewecmBue Ha 6aBeH kagaHc om MapaameHma go omkpumomo mope, nog 38yuume Ha opkecmopa Ha
NledBug KvHuHzxam, komno3upaHu om ¢pazmeHmu om benzpaHckama peuy Ha Taubp.

>>>

A rapid time-lapse journey from the Houses of Parliament to the open sea, offset by David Cunningham’s musical
score composed from fragments of Thatcher's Belgrano speech.

MeceH om XoHz KoHz/Hong-Kong Song

Pobvpm KaeH, @Qpanyus/Robert Cahen, France
21 min 1989

Quamvm Ha PoGopm KaeH, cbgageH 8 pamkume Ha Urbasonic 88 8 XoHz KoHe, e dpeHcku apm u uscaegoBame-
Acku npoekm, 6a3upaH Ha movpceHemo Ha HOB Bug akycmuuHo zpagoycmpoilcmBo. Quamem Hu kaHu ga omkpuem
2pag XoHz KoHz, koimo e B mupceHe Ha cBoama akycmuuyHa ugeHmu4Hocm, u e 3acmuHan Medgy gpeBeH u coBpe-
MeHeH Kumada.

Robert CAHEN's film, produced in the framework of ,Urbasonic 88" in Hong Kong, is a French artistic and scien-
tific project based on a search for a new kind of acoustic town planning. It invites us to discover the city of Hong
Kong, which is in search for its acoustic identity, as it is caught between ancient and modern China.



Mpozpama #2/Programme #2

kypamop kepomu Yeaw, HopBezus/O6eguHeHo kpancmBo
curated by Jeremy Welsh, Norway/UK
Oom Ha kuHomo/Dom na kinoto

be3 3aznaBue/Untitled

Amarga Cmezea, HopBezua/Amanda Steggel, Norway
2003, 5 min.

~moBa e egHa 38ykoBa kapmuHa, koamo e nokasameaHa 3a HeBpomuuHOmO ycewaHe Ha Hawemo Bpeme. TBo-
peuvm e MAag, MHO2006ewaBaw, U 3a MeH e pagocm, Ye npouzBegeHuemo e uznokeHo myk.” Ked HopguH (The Sound
Museum, 1957)

Pexkucoopbm AmaHga Cmezen e peXkucoop Ha apmucmuyHama 2pyna Motherboard u e npaBuna xopeozpapuama
Ha Hakoako mBoaGu 3a cueHa u ekpaH. Ta cowo pabomu ¢ guzumanHo Bugeo B kpamku duamu, uHcmanauuu u nop-
hopmaHcu.

>>>

this is a sound painting that is indicative of the neurotic feeling of our time. The artist is very young, shows
great promise, and I'm glad that the work is exhibited here.” Ken Nordine (The Sound Museum, 1957)

The director Amanda Steggell is co-director of the artist group Motherboard and has choreographed several works
for stage and screen. She also works with digital video in short films, installations and performances.

BE3cmpawHo/FearLESS

Tepesa AkobceH, HopBezua/Therese Jacobsen, Norway
4:30min 2003

LlemcmBomo He e moakoBa 3agbakumenHo po3oBo, kakmo Bb3pacmHume cu 20 npegcmaBam. To MoXke ga Gobge
U3NLAHEHO ¢ 2pwku u be3nokotcmBue.

>>>

Childhood is not necessarily as rosy as grown-ups often imagine it. It can be full of worries and anxieties.

xfilm *
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(Qy2a Ha Beka 255/Century Fuge 255

WBap Cmegcmag/Ivar Smedstad
5:52, B&W/ciol, stereo.

ToBa e eguH onum ga ce gekoHcmpyupam u conocmaBam napaneau MeXgy uBgycmpuaAHama U UHGOPMaUUOH-
Hama enoxu. TBop6ama ¢okycupa Bopxy npecuyaHemo Ha kagpume upe3 memamopdo3a Ha MuHaaume u Gbgewu-
me Bu3uu 3a MEXHOAO2US.

>>>

Century Fuge 255 is an attempt to deconstruct and juxtapose parallels between the industrial and the informa-
tion ages. The work focuses on the interscection between the frames through metamorphose of past and future
visions of technology.

How 3a geH/Night for Day
Xoce Tunue/[Jkaskamep, HopBezua
HC Gilje/Jazzkammer, Norway

30 min

AyguoBusyarHama komnosuuusa “How, 3a geH” e HanpaBena coBmecmHo ¢ Hou3-gyema [Ikaskamep cneuyuanHo 3a
¢decmuBana random system npe3 2004. TBopueckuam npouec e HenpekvbcHama yzoBopku mekgy »uBama Heobpabo-
meHa eHepaus, usBaeyeHa om uMnpoBusauuume u No-usmbHYeHo cgbpkaHu/pegakmupanu yacmu, gaBatku pesyamam
8 gekoHcmpyupaHa aeHma om Tokuo, mpaHcdopmupaHa B 13 daHmacmuuHu cueHu. “How, 3a geH” we Gvbge nycHam
Ha DVD om napuxkua ael6vn lowave npe3 aamomo Ha 2005, 3aegHo ¢ 3 gpyau Bugeo mBop6u Ha Tuaue (hkmarki,shiva
u crossings).

>>>

The audiovisual composition night for day was made in collaboration with noiseduo jazzkammer, and was comis-
sioned by the random system festival in 2004. The creation process was a constant negotiation between the live raw
energy derived from improvisations, and the more subtler composed/edited parts, resulting in deconstructed footage
from Tokyo transformed into 13 dreamlike scenes. Night for day will be released on DVD on paris label lowave in the
summer of 2005, together with 3 other videos by Gilje (hkmarki,shiva and crossings).



Ookamo [fdapBun cnu/While Darwin Sleeps
IMon byw, ObeguHero kpancmBo/Paul Bush, UK

2004, sound, colour, 5 mins, video

MoBeue om mpu xuaagu Hacekomu ce noaBaBam B8 mo3u duam. Kakmo uBemoBeme uckpam u ce npomeHam Hag
mexHume meAa u Kpuaa, cakaw 2eHemuyHama npozpama Ha MUAUOHU 20gUHU ce ocbwiecmBaBa B8 me3u Hakoako mu-
Hymu. ToBa e egHa HeobGy3gaHa mBopba, koamo usznekga ue He ce noguuHABa Ha obGAcHeHusma Ha eBoalouuoHuc-
mume u dyHgameHmaaucmume. Ta e kamo meckanuHoB coH Ha Yapa3 [dapBun.

(®uambm e BgoxHoBen om koaekuusma c¢ Hacekomu Ha Baamep AuHceHmatep 8 Myses no ecmecmBeHa ucmopus
8 AlouepH. EgHo Hacekomo caegBa gpyzo, kagop no kagbp, u me pasBuBam aHmeHume, GA2am Hanpeg UAU Maxam C
kpuauama cu, kamo ue au ce onumBam ga usbazam om kapduuume, koumo 2u npukoBaBam 3aBuHazu koM mexHu-
me kymuu 3a u3nok6ba. Camo 3a Muz okomo e npuAbzaHo ga noBapBa, yue me3u MopmBu cowecmBa ca Bce owe Ku-
Bu...

>>>

More than three thousand insects appear in this film each for a single frame. As the colours glow and change
across their bodies and wings it is as if the genetic programme of millions of years is taking place in a few minutes.
It is a rampant creation that seems to defy the explanations of evolutionists and fundamentalists. It is like a mescalin
dream of Charles Darwin's.

The film is inspired by the insect collection of Walter Linsenmaier in the natural history museum of Luzern. As each
insect follows the other, frame by frame, they appear to unfurl their antennae, scuttle along, or flap their wings as if
trying to escape the pinions which attach them forever in their display cases. Just for a moment the eye is tricked
into believing that these dead creatures still live..

Kewa/Hus
WHzep Auce XauceH, HopBezua/Inger Lise Hansen, Norway
1998, 7 min.

"Kowga" e ¢puam, koimo ce onumBa ga paskpue maldHume u ckpumu naacmoBe Ha Hawemo *uAuwe.
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ToBa e aHumauuoHeH puam “Ha *uBo”, 3acHem Ha mepeH, koimo 0b6eguHABa memoga Ha nukcuaauusma u CHu-
MaHemo Ha 3a6aBeH. Bceku eguH kagop Ha guama omkpuBa ckpum naacm om kbwama u s paskpuBa npeg cBemau-
Hama. B yckopeHomo Bpeme Ha uama kvwiama nocmeneHHo ce pasnaga Yacm caeg yacm. BegHok kowama e Hanoa-
HO paspyweHa u pekoHcmpyupaHa Ha pasauuHu mecma. ToBa e uam 3a Bpememo u npouecume, pasnagaHemo U usz-
pakgaHemo.

>>>

“Hus” is a film which attempts to reveal the private and hidden layers of our habitation.

It is a “live" animation film, shot on location which incorporates both pixilation and time-lapse photography. Every
single shot of the film opens up a hidden layer of the house and exposes it to the passing light. Within the acceler-
ated time of the film the house gradually breaks down piece by piece and frame by frame. Once the house is com-
pletely dismantled it is reconstructed in a different location. It is a film about time and process, disintegration and con-
struction

Cynepmapkem/Supermarket
Mamuac Xapencmam, HopBeaua/lepmarus

Mattias Harenstam, Norway/Germany

Mysuka Mamuac XapeHcmam/Music by Mattias Hgrenstam
Video, 14 min. 55 sec. 2001.

PAL. Colour. Stereo.

NasapyBaHe u coHyBaHe - Hakoako benedkku no Bugeomo mu “Cynepmapkem”

Coc “Cynepmapkem” HanpaBux nbpBume cmvnku 8 ocHoBHama uges 3a egHa MHO20 02paHUYHa, NOgobHa Ha gHeB-
Huk HapamuBHa cmpykmypa, noggbpkaHa om BeuHo npogoakaBawume cueHu Ha koHcymupaHe. Bugeomo e 3acHemo
Ha obw, nAaH B cynepmapkem ¢ kamepa, pasnonokeHa 8 koauukama 3a nasapyBaHe u mo3u Mamepuan e pasgeneH
Ha pa3sAuUYHU CueHu, no egHa 3a Bceku geH om cegmuuama. Te3u cueHu ca 2naBHO exkegHeBHU cumyayuu, koumo no-
Beue uau no-manko npemunaBam 8 cBpvxecmecmBeHomo uAau xanlouuHauuama.

WNgeama 3a HapamuBHama cmpykmypa Gewe eguH onum ga ce cvb3gage eguH Bug HanpezHama cumyauus y 3pu-
mens. EgHa nopeguua om emouuu Ha ckyka - usHeHaga - pasouyapoBaHue - ouakBae. ToBa Gewe CoWwo0 U eguH Ha-
4uH Ha npugBukBaHe Ha memama B egHa emouuoHaAHa nocoka, B gonbAHeHue Ha uHmenekmyanHama.



>>>

Shopping and dreaming - Some notes on my video “Supermarket”

With Supermarket | started out with the basic idea of a very strict diary-like narrative structure held together by
ever ongoing scenes of consumption. The video is built up with a long camera-shot in a shopping centre with the
camera placed inside a shopping-cart, and this material is broken up with different scenes, one for each day of the
week . These scenes are mainly everyday situations that more or less drift into the surreal or hallucinatory.

The idea of the narrative structure was an attempt to create a kind of suspense situation in the viewer. A kind
of boredom - surprise - disappointment - anticipation sequence of emotions. This was also a way of conveying the
subject matter in an emotional in addition to an intellectual way.

C-SEE |

(uam/Bugeo npozpama om LleHmpaaHa u l0zousmouHa EBpona
Film/Video Program from Central and Southeast Europe
Oom Ha kuHomo/Dom na Kinoto

BORJAN MR. ZAFIROVSKI

Mopmpem Ha maagua apmucm/The Portrait of the Young Artist

bopan 3agupoBcku, MakegoHusa/Borjan Zafirovski, Macedonia
2002, 753", DVD

Mpogykuus / Production:
MexgyHapogeH ¢uamoB kamepa ¢ecmuBan “Bpama Manaku” u Dream Factory Production, Ckonue / INTERNA-
TIONAL FILM CAMERA FESTIVAL ,mANAKI BROTHERS” & DREAM FACTORY PRODUCTION SKOPIE.
Ekun / Crew:
NO BUDGET IS LIKE WHEN YOU DON'T HAVE MONEY pexucoop / Director: bopan 3adupoBcku / Borjan Zafirovski
EUYOLAVE DRIKS FOR FREE MpogyueHm / Producer: : 8o AHmoB / Ivo Antov
kamepa / Camera: Anekcangop KpbcmeBcku / Aleksandar Krstevski
CueHaput / Screenplay: CopeH Tuno QvHgop / Soren Tilo Funder
OpuzuHanHa my3uka u 3Byk / Original music & sound: FfopaH AmaHacoBcku - Pobomek / Goran Atanasovski-Robotek
nocm-npogykuuoHeH 38yk/ Post-production-sound: TopaH KocoB / Goran Kocov
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nocm-npogykuua - Bugeo u aHumauus / Post-video (animation): MoBuua MaHoBcku / Jovica Panovski
monmaxk / Edit: Baazoa HegenakoBcku / Blagoja Nedelkovski

Mpe3 npusmama Ha co6cmBeHama cu no3uyus, apmucmuvm usnumBa o6cmoamencmBama, ycaoBusma u npaBuna-
ma Ha uzpama HapeueHa ,ga cmaHew u3BecmeH”. ToBa koemo e BakHo B masu Bpuska e ganu mekywume o06cmo-
ameacmBa koumo apmucma noHaca, u ycnoBusma ¢ koumo e obzpageH ca nogpasbupawu ce UAu noBeaumeAHu
mMomuBu ¢ koumo ma/mol mpa6Ba ga ce cnpaBu, uau om gpyza cmpaHa mpa6Ba Au ma/mol ga ce gucmaHuupa om
Bcuuko moBa?. Koe e npaBuaHomo peweHue?

>>>

Through the prism of his own local position, the artist examines the circumstances, conditions and the rules of
the game that is called ,becoming a successful artist”. What is essential in this relation is whether the current condi-
tions and circumstances in which the artist endures or where the artist is enclosed, are implicit or imperative motives
that s/he is supposed to deal with, or, on the other hand, should the artist distance her/himself from all of this?...
Which is the correct solution?

MaHnugecm/Manifest (2002)
bopana BeryucnaBoBa u MupocaaB Huwuy, bvazapua/Copbua u YepHa zopa

Borjana Ventzislavova and Miroslav Nicic, Bulgaria/Serbia & Montenegro

cayHgmpak om TeHHuc / soundtrack by tennis
04:44, machinima video, color. Pal

Lleauam ¢uam ce pasBuBa B cpegama Ha uzpama Unreal Tournament om cy6ekmuBHama nepcnekmuBa Ha uzpa-
ya. 3a pasauka om 3d aHumauusma gBukeHuemo Ha kamepama 8 mo3u cayyall He e npegBapumenHo 3agageHo, kak-
mo u gBukeHuama Ha akmoopume - po6omu. ABukeHu om W3kycmBeH unmenekm u BpogeHa BpakgebHocm (ene-
MeHm om pegakmopa) me ce usmpe6B8am omHoBo u omHoBo. Y6ulcmBo creg y6ulicmBo u MomeHmaAHo CoXkuBaBa-
He. ToBa npaBu 3acHemaHemo Ha Mamepuara noBeue kamo penopmak om 6Gumkama. Kamepama peazupa Ha
getcmBuama u npogoakaBa ga pabomu.

>>>

The whole video is taken in the Unreal Tournament game engine from the first person perspective of the player.



't be ridiculous.

Unlike the 3d rendered animations, the movement of the camera on the set is not predefined, so as the

actions of the Bots - actors. Ran by Al and predefined hostility (element of the editor) they annihilate each other
over and over again. Media kill after media kill, and instant resurrection. This makes the shooting of the footage more
like live coverage from a battlefield. The camera reacts to the action and keeps rolling.

Haau pasbupaw?/You get it? (2004)
Kanun CepanuonoB, bvazapus/Kalin Serapionov, Bulgaria

Bugeo, DVD, Pal, uBemeH, 3Byk
Video transferred on DVD, Pal, color, sound 2018, Tupax om 3 + 1 E/A / Edition of 3 + 1 AP

Kamepa: Kaaun CepanuoHo8, 118aH HukonoB / Camera: Kalin Serapionov, Ivan Nikolov

MoHmaxk: Kaaun CepanuoHoB / Editing: Kalin Serapionov

Hanu pas6upaw? e penauka, koamo Mapua uyecmo noBmapsa 8 paszoBopa cu cbc cBos npuamena CunBecmop. [1Ba-
mama ce gBwkam u3 2paga (Codus) u 2080pam no mMoGuaHume cu menedoHu. Tol wodupa, ma BopBu no okuBeHa
ueHmpanHa yauua.

Bugeo ¢uamom npegcmaBsa egHa HezaBvpwBawa ucmopus, ocHoBaHa Ha MPaguUUOHHOMO cxBawaHe 3a UHMUM-
Hocm. [1Bamama 208opam B8 npogonkeHue Ha 30-Ha MuHymu, maka u He cmuzalku go HakakBa pa3Bpvska. Hanpomus,
B3aumHO ce Hanagam, usmucAsm cu onpaBgaHus, u3daz8am omzoBopHocm. BeposmHo, 3a moBa u paszoBapam 3a me-
3u Hewa He gupekmHo, o4u B oyu, a no meaedoHa, B3auMHO 3awumeHu om pascmosHuemo. JleicmBuemo npomuya
Ha (oHa Ha guHamuuHa 2pagcka cpega. Esukom e HepBeH, yauueH, xapakmepeH 3a nozukama Ha koHmekcma. AuuHo-
mo npocmpaHcmBo e cnogeAeHo - MuHyBauu HeBoaHO cmaBam cBugemeau Ha pa3zoBopa, HO He My obpbwam BHuU-
maHue. Cu2ypHO npueMam no3uuUAMa Ha yyacmHUUUME My UAU NpPOCMO He um npaBu BneuamaeHue?

>>>

You get it?, is a speech often used by Maria while conversing with her boyfriend Sylvester. They both are getting
round town (Sofia) while talking on their mobiles. He is driving whereas she is walking down a busy central street.

The video is an open-end story based on the traditional concept of intimacy. The two characters are talking in the
space of 30 minutes never reaching any kind of denouement. To the contrary, they keep attacking one another, justi-
fying their own behavior, dodging their part of the responsibility. This might be the reason for them having this pon-
derous conversation through the line rather than directly as if seeking safety in the distance. The action is performed
against the backdrop of a dynamic urban environment. The jargon is tense, colloquial, true to the nature of those

xfilm *
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speaking and their relationship. Their privacy is interspersed with passers by unwittingly becoming witness to the angri-
er exchanges without paying any substantial heed. They might just as well accept the reasoning of one or the other,
or they simply don't care?

Lowrider Bellydance/Klouek

HeBun Anagae, Typyusa/lepmanus/Nevin Aladag, Turkey/Germany,
2004, 323

B mBopbama Ha HeBun Anagaz “Lowrider Klouek”, koamo uma cmucoa 8 konmekcma Ha 6epautckume cyGkyamy-
pu, kamo ocHoBHuU nepcoHaxku Bukgame gBama GausHauu, koumo e mpygHo ga Gbgam pasauueHu eguH om gpyz. Tyk
HAma usuckBaHe 3a uHguBugyaaHo npucbcmBue u ygapeHuemo He ce nocmaBsa Bbpxy maromo. OcHoBHama poaa B8
Bugeomo e He moakoBa Ha 6ausHauume, a Ha gBeme koau uzpauku, koumo me koHmpoaupam upe3 gucmaHUUOHHO.
Koauukume ce gBuxkam psasko Hazope Hagoay, B 6aackaBama cmuaucmuka, koamo cme Bukgaau 8 xun-xon Bugeo kau-
noBeme. [1BudkeHuama ca gBoUHU uAu YemBopHU Ha ekpaHa upe3 cumempuyHu o2reganHu ocu. Ceza Hue maHuyBame
8 3annemeHocmma u gBolcmBeHocmma, B8 usobuauemo om obpasu. Ceza gBukewama cuna Bv8 Bugeomo e pagocm,
*enaHue u cnogenaaHe. Apabckama mysuka 8 cayngmpaka Hocu He-popmaneH u xymopucmuyeH edekm u maka 3azam-
Ba 33 nomeHuuanHume npecuyaHus meXgy He-HopmamuBHume kyamypru kogoBe.

Epgen KocoBa

>>>

In Nevin Aladag’s work ‘Lowrider - Bellydance’, that has connotations to the Berliner subcultures, we see two twin
guys as the main charecters hard to be distinguished from each other. There is no claim on individuation present here,
neither an emphasis on the body. The main role of the video is enacted here not by these two brothers but the two
toy cars they control with a wire system. The cars are jerking up and down in the glamoured style we use to see in
the hip-hop video clips. Their moves are doubled or quadrupled on the screen by symmetrically mirroring axes. Now,
we are dancing within the complexity and ambivalence within the plenitude of images. The leading energy in the
video is now joy, desire and sharing. The Arabic dance music in the soundtrack brings in a de-familiarising and humor-
ous effect, yet it also hints at potential cross-overs between non-normative cultural codes.
Erden Kosova



OcmepaaHg/Osterland

Uaop CeBuyk, bocHa/Xonaugusa/lgor Sevcuc, Bosna & Herzegovina/The Netherlands

(2004) 23'00", DVD

MepudepHo 3peHue, usonaveHu nepcnekmuBu u HamansBaHe Ha BusyaaHume umnyAacu go maka HapeueHama “u3-
xogHa ckuua” ca Hakol om aBaeHuama, koumo mo3u Bugeo ¢uam paszanedkga. PasBumuemo Ha uHpopmauusma upes
“HOPMaAHO 3peHue” e aHaAu3upaHo upe3 obpasu om nepudepuama Ha HoBama EBponelicka obwHocm. Bugeomo 3a-
nouBa ¢ namemHuka Ha cBobogama Ha zpaHuuama mekgy YkpalHa u Moawa u ce npemuHaBa 8 nocoka kom Buena
u HedHomo umnepcko muHano. ToBa gBurkeHue e conomcmBaHo om mekcma Ha cmapama neceH Ha 2pyna “Aspa”.

Pazkasbm B Osterland e guanekmuuecku pasgenen/ cmpykmypupan. Caeg kpamko BvBegeHue npogonkaBa ¢ yacm
A: nomewecmBue u3 3mouHa EBpona. Yacm B e 3a Hakol Buencku uimpuzu, gokamo yacm C e cunmes u kyamuHa-
UuA Ha npeguwHume gBe yacmu.

>>>

Peripheral vision, perspectival distortions and reduction of visual impulses to so-called ‘primal sketch’ are some of
the phenomena that this video-film deals with. Processing of the information by ‘normal vision’ is analysed through
images of the edges of new EU. The video starts with the monument of victory on the border between Ukraine and
Poland and develops further in the direction of Vienna and its imperial past. This movement is guided by the old song
lyrics of band ‘Azra’.

The narrative in Osterland is dialectically divided/ structured. After a short introduction it continues with part A:
the trip through East Europe. Part B is about some Viennese intrigues, while part C is the synthesis and culmination
of the previous two parts.

",

TOPC onepa/SARS Opera
Cmegan Pycy, PymbHus/MongoBa/Stefan Rusu, RO/MD

(®uambm npegcmaBa cmpaHHo npenAumaHe Ha gBe cobumus - koHuepm Ha BoeHeH opkecmop nocBemeH Ha 9
Maii (geH Ha nobegama) u nponazaHgama Ha MoHzoackomo npaBumeacmBo OMHOCHO 3awumama Ha HaceaeHuemo
om OPC (Ocmop Pecnupamopen Cungpom)/ SARS.

Cobumuama ce cayuBam Ha naowaga B YaaH - bamop Bb8 Bpememo nog kapaHmua. OzpomHama Maca, Hoce-
wa cmepuaHu macku, npuaaza cama Ha cebe Cu HeMUNUYHOMO AeveHUe OCHOBaHO Ha penepmoapa Ha BoeHHus op-
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kecmop, koimo e 6ua yacm om nampuomuyHama kamnaHua npoBegeHa om CCCP B peguuyume Ha yepBeHama apmus
creg 3aBnragaBanemo Ha bepau npe3 1945. N3BecmHuam penepmoap e ycBoeH u aganmupaH U3UAAO OM MOH20AUU-
me caeg BoeHHusm koHpaukm 8 Mangkypua u Xaaxun-Toa, 8 koamo CCCP yuyacmBa. Cono usnbAHUMEAUME, CbCme-
3aBatku ce egHu ¢ gpyau 3abaBasBam “mackupaHama” ny6auka, 6e3 ga nponycHam usBecmHama “Kamlowa” u gobpe
no3Hamama u obuyaHa neceH “Cmyznanka MongoBanka”

MpegcmaBaeHuemo Ha BoeHHus opkecmbp u nosuuudma Ha MoOHzoAuume ce Bb3npuema U UHMepnpemupa gHec
kamo 3akocHan cnomen 3a BoeHHua koHdaukm, kamo konekmuBHo usnvaHeHue cpaBHumo ¢ mazuyecku wamatcku pu-
myaa 3a npeyucmBake.

>>>

The film presents a strange intertwining of two events-a concert by a military band, dedicated to May 9 (Victory
Day), and the Mongolian government’s propaganda regarding the protection of the population against SARS.

The events took place in a public square in Ulan-Bator during the SARS quarantine. The large public, wearing
breathing masks, was calmly administering to itself the atypical treatment based on the repertory of the military band,
which was steeped in the patriotic campaign launched by the USSR in the ranks of the Red Army after the conquest
of Berlin in 1945. The famous repertory was adopted and assimilated in full by Mongolians after the armed conflicts
in Manchuria and Halhin-Gol, in which the USSR participated too. The solo performers competed with each other enter-
taining the bemasked audience, not forgetting of course the famous “Katyusha” nor the well-known and much loved
“Smuglyanka-Moldavanka”.

The performance of the military band and the stance of the Mongolians is perceived and interpreted today as a
delayed reminiscence of the armed conflict, as well as a performance in collective manipulation comparable to a
shamanistic ritual of incantations and ablution.

OomawHa Xucmepusa/Domestic Hysteria

Enena [lNaHatiomoBa, bvazapusa/Elena Panayotova, BG,
(2004) 4’ 50 DVD

3a rkeHama-apmucm e 02poMHO ycuaue ga banaHcupa Mekgy gomawHume 3agoikeHus u HenpekocHamusm G
MbvAYaAuB mpyg, ga HabalogaBa u pezucmpupa npouecume, koumo ce cayuBam Haokono, ga peazupa gopu He BuHa-
2U pauuoHaAHO Ha cAy4Bawomo ce.

OnumBam ce ga gam Ha npocmume obpasu Ha BcekugHeBHua Mu kuBom Bkbwu emouuoHaAHa UHMepnpPemauus.



Naneye om mecHume ecmemuyecku pamku u obukHoBeHa kpacoma. 3a ga pa3bus HampynaHume npegybexgeHus.

HomawHa Xucmepus e uepHO-64r0 Bugeo basupaHo Ha npocmu 6Ausku kagpu Ha XeHa pabomewa Bkowu u u3-
noasBawa enekmpuuecku ypegu, koumo cv3gaBam wym: pasbuBaHe ¢ Mukcep, 6bpcaHe Ha npax u noyucmBaHe ¢ npa-
xocmykauka, 3abuBaHe Ha 2803geu, mynaHe Ha kuaum, meneHe ¢ kademenauka, nompakBave u usmuBaHe Ha muzaH,
noyucmBaHe Ha moaAemHume, meyawama Boga u mpecawama ce nepanHs, pa3duBaHe Ha mecmo ¢ Buauua, mpowe-
He Ha Agku, cuykBaHe Ha komaemu u m.H.

>>>

For a woman-artist it is a tremendous effort to balance between the domestic obligations and her continuous
silent work. To observe and register the processes that occur around, to react, even not always in a rational way, to
what happens.

I am trying to give to the simple images of my everyday life at home an emotional interpretation. Far from the
narrow frames of aesthetics and simple beauty. To shatter the accumulated prejudices.

Domestic Hysteria is a video work, in black and white, based on simple close-up images of a woman working at
home and using electric tools that produce noise: stirring with a mixer, dusting and cleaning with a vacuum-cleaner,
hammering nails, beating a carpet, milling with a coffee grinder, rapping and scouring a frying pan, cleaning the toi-
lets, the running water and the bumping washing machine, rapping dough with a fork, cracking nuts, pounding up
cutlets and so on.

Llym/Noise
3opan TogopoBuu, Cvpbua u YepHa lopa/Zoran Todorovich, Serbia & Montenegro
(1998) 26, miniDV

Bugeomo “Llym”, e 3anucaHo ¢ “omBopeHa kamepa“, BvsHamepaBalku ga 3ao6ukoau obukHoBeHume “3HaueHud”
Ha kamepama kamo uxHcmpymeHm Ha nybauuHus guckypc, kogupaH om gopkaBama u/ uau noaumuyeckume uau uko-
Homuyecku ueHmpoBe Ha Baacm u momuBupaHu upe3 moBa kogupaHe. Ta3u cmecuua om ceklopumu kamepa u yau-
yeH aBmomam 3a 6bp3u cHumku e pasnonokeHa Ha mpu pasAudHU MecmononoXkeHus: Ha Beazpagckus naowag, 8 Gene-
pagckama ncuxuampuuHa 6oaHuU@ u B 3amBop B Copbus, 3anucBalku ucmopuu, CoOBWEHUA U U3NbAHEHUA Ha noe-
Aanume ga A usnoasBam. Tpume cueHu oyepmaBam mpume yacmu Ha ¢uama. YroBeHume 2nacoBe Ha pasauyHume
COUUAAHU 2pynu, 0COGEHO Ha OHe3u 06ukHOBeHO MucaeHu kamo MapauHanHu, geBuaHmHu, ca agpecupaHu kom obwon-
puemama cucmemMa Ha npegcmaBaHe u N0 MOYHO ugeAma 3a npegcmaBawus - opuuuaned npeBogay, Augep, Kyp-

xfilm ~
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Haaucm, ekcnepm u mH  Llymom cam no cebe cu He npemeHgupa ga npegcmaBs, a no ckopo ga ocmaBu wenoma
8 kogupaHama cucmema om couuaAHu npegcmaBanus, upe3 BvamodkHocmma Bceku 2nac, BkalouumenaHo u Had-muxu-
am ga Goge uym.

3opaH TogopoBuy

>>>

The video work ,Sum” (Noise) was recorded with an ,opened camera” designed to bypass the usual connotations
of a camera as instrument of public discourse, coded by the State and/or other political or economical centres of
power, and thus motivated by this coding. This hybrid of a security camera and a street instant photo automate has
been left on three different locations: on a Belgrade square, in a Belgrade psychiatric hospital and in one prison in
Serbia, recording stories, messages and performances of those willing to use it. The three stages define the three parts
of the film. Capturing the live voices of different social groups, especially the ones commonly considered as marginal,
deviate etc. the usual system of representation and more precisely the concept of the representative, official inter-
preter, leader, journalist, expert etc... is addressed. Noise itself does not pretend to represent, rather to let out a mur-
mur into the coded system of social representation, by offering each voice, including the lowest one, the opportuni-
ty to be heard.

Zoran Todorovic

YmpuHma Ha mMoama yauua/The Morning in my Street

Mapuo Kaywuu, XvpBamcka/Mario Kausic, HR,
(2004) 5° 55, DVD, PAL, stereo

Bugeomo “ YmpuHma Ha mMoAma yauua” u3noasBa gokymeHmanHu kagpu Ha yauuHu 2padumu, cb3gaBaiku pegu-
ua obpasu cogopkawyu cbobweHUAMA U3NUCaHU Ha cmeHume. PumvbMom Ha 06pasume BvpBu 6aBHo gokymeHmupad-
ku azpecuBHume u u3nbAHeHU ¢ ompasa mekcmoBe u cno2aHuU, HO CoweBpemeHHO cb3gaBaiku ecmemuuyecku cmpyk-
mypupaH abcmpakmeH ¢oH om uBemoBe u mekcmypu. KoHmpacmbm medkgy BusyaaHama kpacoma u BepbGaaHama
azpecuBHocm nocmeneHHo u3ve3Ba, kamo pesyamam om gomuHupawusm epekm Ha azpecusma, 3acunBaH om 38yka
Ha npe3sapexgaHe Ha opwdkue 8 MomeHma Ha noaBama Ha Bceku HOB o6pas. ,TouHo gokymeHmanHus cmua noBgu-
2a Bonpoca 3a omkpuBaHemo u nokasBanemo Ha dakmume”, ka3Ba apmucmom. MpegcmaBam cu 20 kak BopBu u3
yauuume, konekuuoHupatku aHoHumHU mBvpgeHus, AuweH om Bv3mokHocmma ga npugobue 3HaHUE 3a UGEHMUYHO-
Cmma Ha Xopama, 3anoyYHaAu co6cmBeHume cu Hemu ny6AUYHU MOHOAO3U. [laau ce onumBa ga komeHmupa uau ca-



mo gokymeHmupa? [laau 2u obuya uau HeHaBudkga? Mau um omzoBapa kamo npeBpobwa mexHume nucaHua 8 gua-
no2?lanu omzoBapam, kozamo yema no cmeHume “ MadHama mu™?

(Tekem: Ava-Mapus KoaaHun, kpumuk u kypamop)

>>>

The ,Morning in My Street” video manipulates documentary shots of street graffiti, creating a sequence of images
containing messages written on walls. The rhythm of the sequence runs slowly while documenting aggressive and hate-
ful texts and slogans, but also creating an aesthetically structured abstract background of colours and textures. The
contrast of visual beauty and verbal aggressiveness gradually disappears, resulting in the dominating effect of aggres-
sion, intensified by the sound of gun reloading at the moment of the appearance of every new image. ,Exactly the
documentary style arises the question of revealing and displaying the facts”, says the artist. | imagine him walking
through the streets collecting anonymous statements, deprived of the possibility to have knowledge of the identity of
persons who start their own dumb public monologues. Does he try to comment or only to document? Does he loves
them or hates them? Or, is he replying, turning their writings into a dialogue? Do I reply when I reed from a wall
JFuck you!”?

(Text: Ana-Marija Koljanin, art critic and curator)

C-SEE I

(uam/Bugeo npozpama om LleHmpanHa u l0zousmouHa EBpona
Film/Video Program from Central and Southeast Europe
Oom Ha kuHomo/Dom na Kinoto

Qopcm/Forst

Ackan bpodep, Ypcyna Xarcbayep, BonBzane Korpag
Ascan Breuer, Ursula Hansbauer, Wolfgang Konrad
A/D 2005 - b/w - 50min - DVD/betaSP

Forst e onucaHue. lokymeHmannuam ¢uam paskaszBa 3a 2opa B8 ueHmvpa Ha EBpona ganeko om 2pagckua cBam
u om yuBuauzauuama, koAmo e gom Ha cneuyuaAHa obwHOCmM om ocbgeHu. ToBa e cBam 3a u32ybeHu. Pasnpocmpa-
HeHa cucmema, koamo uma momaneH KoHmpoa, u nozpukuaa ce mo3u cBam ga He ce noka3Ba, ga He ce noaBaBa

film *
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HeouakBaHo B Hawama peanHocm, cv3gaBatku 6espegue. B Forst uszHaHuuume npoBuv3anacaBam cBoama ucmuHa u
paska3Bam ucmopuama Ha co6cmBeHomo cu Bo3pakgaHe. Te 6aBHO npunoMHAM ugeHMuuHocmma cu kamo noaumu-
vecku GekaHuu u 3anouBam ga nogzomBam naaHoBe 3a 642cmBo. Quamom, 3acHem Ha 16mm-uepHo-6Ana AeHMa e
cv3gageH B compygHuyecmBo ¢ GekaHuume, noBeuemo om koumo uzpasm cebe cu. Ypes dpazmeHmu om uHmep-
Bloma me paskasBam ucmopudma Ha MAXHOMO Ge3cuAue U eMaHUUNauus.

.- Forst e o6esnokoumeneH u ocmaBa omBopeHu cmomuuu Bbnpocu: Mol e gBycMUCAEHO-Hecu2ypeH, MUMUYHO
- MOHOAUMEH, MpayeH U aHmu-noyyumeneH... Forst He usznekga ga uma HamepeHue ga y208apa uau pasuckBa: He e
camopednekcuBen uau camokpumuueH. 3pumeaam Hama ga omkpue uHgukauuu 3a aBmenmuuHocm, Ho ocmaBa ¢ Hen-
pusmHomo 4yBcmBo Ha 6e3nomowHocm u »kenaHue ga onpoBepzaBa. lima Hewo BvB duama, koemo npoBokupa com-
HeHue - MOHyMeHMaAHama ucmuHa, npegaokeHa om uamMa om egHa cmpaHa u cobcmBeHama ucmuHama 3a koamo
npemeHgupa 3pumend om gpy2a cmpaHa. B Hal-nowus cayual Forst nocmaBa 3pumens 8 usnvaHeHa ¢ HezogyBaHue
no3uyus Ha 3awuma, a B Hal-gobpusa cAyyall cAaza Hauyanomo Ha npogykmuBHo camo-cbMHeHue. Forst e He-gokymeH-
MmaneH u N0 Mo3u HauyuH e ymonus: Forst gokymeHmupa Gopba Ha 3akopaBan gppoHm, 6opba 3a peanHocm. Moznegbm
Ha paskasBauume ce usnpaBa npeg mo3u Ha 3pumeaume npoBokamuBHo, ocBedkumenHo u BaacmHo..”

AmoHg bpang

>>>

Forst is a portrayal. The documentary tells about a forest in the middle of Europe far from the urban world and
from civilisation which is home to a peculiar community of the banished - it is a world for the stranded. A diffuse
system that still has total control makes sure that this world doesnot show itself, that it doesnot pop up in our real-
ity and become a disturbance. In Forst the banished proclaim their own truth and tell the story of their empower-
ment. They slowly recall their identity as political refugees and start to make plans for their escape... The film shot on
16mm-B/W was made in cooperation with the refugees, who mostly play themselves. By way of fragmented interviews
they tell the story of their powerlessness and their emancipation.

<http://www.manoafreeuniversity.org/forst/info_de.html>,...Forst is disturbing and leaves open hundreds of ques-
tions: it is ambiguous-dubious, mythic-monolithic, obscure and anti-enlightening... Forst doesnot seem to want to nego-
tiate or discuss: it is neither self-reflexive nor self-critical. The spectator wondt find indications of authenticity, but is
left with an unpleasant feeling of helplessness and the urge to contradict... There is something in the film that pro-
vokes doubt - about the monumental truth the film suggests on the one hand, and about the truth the specator
claims for himself or herself on the other hand. In the worst case Forst compels the spectator into an indignant posi-
tion of defense, in the best case it initiates productive self-doubt... Forst is an un-documentary - and thereby an utopia:
Forst documents a struggle at a hardened front, the struggle for reality. The view of the narrators stands facing the



one

of the spectator provokingly, bravingly and overbearingly...” Amon Brandt
<http://www.manoafreeuniversity.org/forst/info_de.html>

Co3gaBaHemo Ha cmeHama/Making Of The Wall

Toacyn Kapamycmaga/Gulsun Karamustafa
(2003) 16'11, B&W DVD, Stereo

lfonam 6pol uHmenekmyaauu, cmygeHmu, pa6omHuuu 8 Typuua ca apecmyBaHu 3apagu mexHume noaumuvecku

npegnoyumaHusa creg nobegama Ha BoeHHus pedkum npes 1971,

3amBopHuuume ca moakoBa MH020 u gopu BoeHHume kasapmu ca usnoasBaHu 3a 3agbpkaHe Ha apecmyBaHume.
Mo-kocHo ca nocmpoeHu cmeHu okono max, npeBpbwadku npocmpaHcmBomo B8 ucmuHcku 3amBop.
CregBawama BoeHHa nobega npe3 1980 npaBu ycroBuama 3a 3amBopHuuuUMe MHO20 NO-CypoBu.

{OAug, Enud u HypmeH ca mpu eHu usmexkgy mHozomo, koumo ouersaBam mekgy peanHume u BupmyaAHu cme-

HU no Bpeme Ha mes3u y)kacuu nepuogu.

the

>>>
A great number of the intellectuals, students, workers in Turkey were put into prison for their political beliefs by
military regime following the coup d'etat in 1971. The prisoners were so high in number that even army barracks

were used for the detainees. Later, walls were built around them turning the space into a real prison. The next mili-
tary coup in 1980 made the conditions for the prisoners much more severe. Julide, Elif and Nurten are three women
amongst many who survived within the real and virtual walls, throughout those dark periods.

fim*
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Npoekmom fomuno / The Domino Project
bunaua TangypoBcka/beampuc bpocurep/ Kpucmog Moguka,
Makegorus/@paryus/berzus/Copbus
Biljana Tanurovska/Beatrice Brociner/Christophe Modica,

Macedonia/France/Serbia/Belgium
(2003) 2314, DV

Mpoekmovm [lomuHo ce 3aHuMaBa ¢ pasmBapsHe Ha uHmepkyamypHume nbmuwa, 6asupaHo Ha ynompe6ama Ha
guzumanHu Bugeo cpegcmBa. ToBa ce cayuBa npe3 2004 upe3 obwa paboma mexkgy Qpanuus, MakegoHus, Cop6us u
YepHa 20pa u benzus. Lleama e upe3 uspasHu noxBamu, npugobumu upe3 camoobyyeHue ga ce “xBopau mMocm”, kod-
mo ga gokocHe B8 copuemo nopuBa 3a apmucmuyHo Cv3gaBaHe - npaBomo ga mBopuw HoBu Hewa. Kamo nogkpe-
na kyamypHomo obeguHeHue meXgy 3anagHa EBpona u baakaHume, npoekmbm cbweBpemenHo ce onumBa ga pask-
pue ouakBaHuama 3a Bv3modkHocmume Ha ayguo-BusyanHusm u3pas upe3 no-gobpo pasbupaHe.

Quamvm “KocmonoaumHomo [loMuHo nocaaHue/ nucvo om kauwe Ha kauwe” e koaekmuBHo mBoperue: 20 Maa-
gu onepamopa 3acHeMam mexHusm Bvobpakaem 2pag: beazpag, bplokcen, Mapcuaua u Ckonue. PegakmupaHemo e
cowo konekmuBHa geliHocm cv3gageHa om cypoBus Mamepuan om AokaaHume kagpu u obuiomo cHumaHe 8 Oxpug.

>>>

The Domino Project deals with opening up intercultural routes based on digital video tools exploration. It was in
2004 a cooperation process between France, Macedonia, Serbia & Montenegro and Belgium. It aims at opening up
bridges with self-taught expression, which touches the heart of artistic creation and innovative process - the right to
invent. Supporting cultural cooperation between Western Europe and the Balkans, whilst experiencing, by better under-
standing, the expectations of the possibilities of audio-visual expression.

The movie, “The cosmopolitan Domino letter, from clicha to clicht” is a collective creation: 20 young cameramen
shot their imaginary town: Belgrade, Brussels, Marseilles and Skopje. The edting was also a collective scripting work
made of the rough material from the local shot, and the common shooting in Ohrid.
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Zur Rettung Der Popkultur

Hemcko ekcnepumenmanto mysukaaso Bugeo/ German Experimental Films 1998 - 2003

Dom na Kinoto

3BE3AEH ECKANATOP(STAR ESCALATOR)

Mysuka: Sensorama ;

Pexkucoop: Matkoa KadogkopH/ OauBobp Xyceu;
Hagnucu: Ladomat 200;

Mpogykuusa: Matkoa KatogpkopH/ OauBop Xyceun;
lfoguHa Ha usgaBane: 1998;

MpogonkumenHocm: 435

STAR ESCALATOR

Music: Sensorama

Director: Michel Klofkorn/ Oliver Husain
Label: Ladomat 2000

Production: Michel Klofkorn/ Oliver Husain
Year of production: 1998

Duration: 435

3ALLOTO CME CbIAACHW (BECAUSE WE AGREE)
Mysuka: Die Goldenen Zitronen;

Pexkucoop: Mlebopa LLlamoHu/ Yaru AuHgeHmaH;
Hagnucu: by6ak ToHmpazep;

Mpogykuua: Smoczek Policzek;

lfoguHa Ha usgaBane: 1998;

Mpogoenkumenarocm: 3'07

WEIL WIR EINVERSTANDEN SIND (BECAUSE WE AGREE)
Music: Die Goldenen Zitronen
Director: Deborah Schamoni/ Ulli Lindenmann

Label: Buback Tontrager
Production: Smoczek Policzek
Year of production: 1998
Duration: 3'07

QNCTPOA (DISTROIA)

Mysuka: Mouse of Mars;

Pexkucbop: Poca bap6a/ XepBuz Baucep;
Hagnucu: Pur Choice;

Npogykuus: 3omba Pekvpgc;

loguHa Ha usgaBane: 1999;
MpogoakumeaHocm: 3'35

DISTROIA

Music: Mouse on Mars

Director: Rosa Barba/ Herwig Weiser
Label: Pur Choice

Production: Zomba Records

Year of production: 1999

Duration: 3'35

MUHT MOHT (PING PONG)

Mysuka: Computerjockeys;
Pexkucbop: Cebacmuan Kaammauep;
Hagnucu: Harvest/ EMI Electrola;
Npogykuus: MapmuH 3uben;
loguHa Ha usgaBane: 1999;
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Mpogonkumenxocm: 4'59 foguna Ha usgaBaHe: 2000;
MpogonkumeaHocm: 3'50;

PING PONG
Music: Computerjockeys DIE SUMME DER EINZELNEN TEILE (THE SUM OF ITS
Director: Sebastian Kaltmeyer PARTS)
Label: Harvest/ EMI Ziebell Music: Kante
Year of production: 1999 Director: Tom Kimming
Duration: 4'59 Label: Kitty Yo
Production: Kitty Yo
[A XWBEE PEBOAIOLINATA (VIVA LA REVOLUCION) Year of production: 2000
Mysuka: Mr. X u Mr. Y; Duration: 3'50
Pexkucbop: Quaun Cmobonsa;
Mysuka: BMG Berlin Musik; KAKBO TW E
Mpogykuus: DoRo/ Department M. Mysuka: The Third Eye Foundation;
loguHa Ha usgaBaHe: 1999; PeXkucvop: daHuena CueauHe;
Mpogoakumeanocm: 324 Hagnucu: Domino Records;
Mpogykuus: Oanuena CueAuHe;
VIVA LA REVOLUCION (LONG LIVE THE REVOLUTION) foguHa Ha uzgaBaHe: 1999;
Music: Mr. X and Mr. Y MpogonkumenHocm: 4'31;
Director: Philipp Stolzl
Label: BMG Berlin Musik WHAT IS IT WITH YOU
Production: DoRo/ Department M Music: The Third Eye Foundation
Year of production: 1999 Director: Daniela Sieling
Duration: 324 Label: Domino Records

Production: Daniela Sieling
CYMATA OT HEFOBWTE YACTWU (DIE SUMME DER Year of production: 1999

EINZELNEN TEILE) Duration: 4'31
Mysuka: Kanme;
Pekucvop: Tom Kumug; HAR-AOLLOTO MC
Hagnucu: Kumu o; Mysuka: Fon3anec;

Mpogykuus: Kumu Ko; Pexkucbop: Toxsanec/ Mokuy;
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Hagnucu: Kumu Mo;
Mpogykuus: Kumu o;
lfoguHa Ha u3sgaBane: 2000;
Mpogonkenue: 405;

THE WORST MC

Music: Gonzales

Director: Gonzales/ Mocky
Label: Kitty Yo
Production: Kitty Yo

Year of production: 2000
Duration: 4'05

3ALLOTO (BECAUSE)
Mysuka: Yap AoxmaH;
Pexkucoop: Tpay bookaep;
Hagnucu: Kompakt;
Mpogykuus: Ipay booknep;
lfoguHa Ha u3gaBane: 2002
NpogonkumenHocm: 3'47;

BECAUSE

Music: Ulf Lohmann
Director: Graw Bockler
Label: Kompakt
Production: Graw Bockler
Year of production: 2002
Duration: 347

KbLIATA (LA CASA)
Mysuka: Kreidler;

Pexkucoop: lemae¢ Beunpuy;
Hagnucu: Wonder;

Npogykuus: Buse&Halberschmidt;
loguHa Ha usgaBaHe: 2002;
MpogonkumeaHocm: 3'32

LA CASA (THE HOUSE)

Music: Kreidler

Director: Detlef Weinrich

Label: Wonder

Production: Busse & Halberschmidt
Year of production: 2002

Duration: 332

TPEMTEHE (FLIMMERN)

Mysuka: Die Goldenen Zitronen;
Pexkucoop: ebopa Lamonu/ Teg latep;
Hagnucu: By6ak Tonmpazep;
Mpogykuus: le6opa LLamoHu;

foguHa Ha usgaBane: 2007;
Mpogonkumeanocm: 3'15;

FLIMMERN(FLICKERING)

Music: Die Goldenen Zitronen

Director: Deborah Schamoni/ Ted Gaier
Label: Buback Tontrager

Production: Deborah Schamoni

Year of production: 2001

Duration: 315

WTPA (GAME)



HOLL, (NIGHT)

Mysuka: Huka Mauaugse;
Pexkucoop: Tycua bepugse;
Hagnucu: Goslab;
Mpogykuus: Goslab;
foguHa Ha usgaBane: 2007;
Mpogoakumeanocm: 3°01;

GAME

NIGHT

Music: Nika Machaidze
Director: Tusia Beridze
Label: Goslab
Production: Goslab

Year of production: 2001
Duration: 301

IBM

Mysuka: Rechenzentrum;
Pekucvop: AuneBak;
Hagnucu: Kumu o;
Mpogykuus: AuneBan;
loguHa Ha usgaBaHe: 2001;
Mpogoakumeanocm: 420

IBM

Music: Rechenzentrum
Director: Lillevan

Label: Kitty Yo
Production: Lillevan
Year of production: 2001

Duration: 420

KbJETO 3AEKbLT CMW (WHERE THE RABBIT SLEEPS)

Mysuka: Sensorama;

Pexkucbop: AHHa Bepzep/ Malkoa Kalodkoph;

Hagnucu: Ladomat 2000;
Mpogykuus: AuHa bepzep;
lfoguHa Ha u3gaBane: 2007;
NpogonkumeaHocm: 500

WHERE THE RABBIT SLEEPS
Music: Sensorama

Director: Anna Berger/ Michel Klofkorn

Label: Ladomat 2000
Production: Anna Berger
Year of production: 2001
Duration: 5'00

HE BELUE TW (IT NEVER WAS YOU)

Mysuka: Tomac bpankman;
Pexkucoop: Cangun Mexma;
Hagnucu: max. E

Mpogykuus: Kunsthochschule fur Medien Koln;

foguHa Ha u3gaBaHe: 2003;
MpogonkumenHocm: 410;

IT NEVER WAS YOU

Music: Tomas Brinkmann
Director: Sandeep Mehta
Label: max. E

Production: Kunsthochschule
Year of production: 2003



Duration: 410

TV COVERAGE MUVI AWARDS 1999 - 2003
NpogonkumenHocm: 612

TV COVERAGE MUVI AWARDS 1999 - 2003
Duration: 612

[lokymeHmanHa npozpama / Documentary programme

Oom Ha kuHomo

IkoH YumHu/John Whitney, Sr.
guckymupa u gemoHcmpupa mexruka, 3agBuxkBanu om komnlompu

discusses and demonstrates his computer-driven film technique

1972 28:56 min

IkoH YumHu-cmapwu, eguH om nuoHepume B8 cHumaHemo Ha ¢uamu upe3 komnlombpHo 3agBukBanu kamepu
paskasBa 3a u gemoHcmpupa pabomama cu. 3acHemo Ha kuHo-mepeH B8 goma Ha YumHu B8 KaaudopHus, kegemo ce
BknlouBam ekcnepmu, yuyacmBaau 8 Hez0Bume ¢uamu “Mampuua 3“(Matrix 3), ,Kamanoz” (Catalog), ,Mymauuu”
(Permutations) and ,Aanuc.” (Lapis)1975. Kamo npaBu abcmpakmHo gBukeHue BbB Bpememo, mot gupekmHo Bv3gel-
cmBa Bopxy emouyuume Ha 3pumens, kakmo npaBu mysukama - moBa ca usmekgy paHHume ueau Ha YumHu. ,Mysu-
kama opzaHusupa Bpememo no cneuuaneH HauuH, kamo cv3gaBa HanpedeHue B Hac, cneg moBa 3agoBoasBa, gocma-
B84 ygoBoacmBue. Hue moxke ga HanpaBum cowomo 8 uzobpakeHuama - HeWO we Ce CAyyu, We e CAY4U NO Heno-
go3upaH HauuH. M3mMeHeHuama BbB duama Mozam ga Gbgam napanen Ha moHoBeme B xapMOHUYHa peguua.

Wupoko Bwv3npueman kamo “ Gawa Ha komnlombpHume 2paduku”, mol BvBekga npuHuunume Ha “koHMpOA Ha
gBwkeHuemo” u slit scan aHumauuama, kamo oka3Ba BauaHue Bbpxy nokoaeHue kuHemamozpaducmu. Camomo ume
Ha HezoBama komnaHus, Motion Graphics, npegBewaBa ¢Bembm Ha CGI, koimo mozaBa owe npegcmou.

Mpe3 1960 2., ekcnepumenmanHume ¢puamoBu noxBamu Ha YumHu Hamupam npunoXkeHue cpeg komepcuanHu kau-
eHmu, kamo ce 06Bbp3Ba cbc compygHuyecmBo coc Caya bac no Hagnucume 3a puama Ha Xuukok “CBemoBbpmexk”
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(Vertigo) go meneBusuoHHu 2paduku 3a woymama Ha OaHux Lop u bo6 Xoyn.

Kom kpas Ha 70-me u 8 Hauanomo Ha 80-me pvkoBogu nopBume cemuHapu no 2paduueH gu3alH Ha UCLA u e
ucmuHcku peHecancoB 4oBek, yuumo uHmepecu cBop3Bam uskycmBo, mysuka u mexHonozuu. Mpusmea Ha komno3su-
mopa ko Ketgk, YumHu e 3aunmpuzyBaH om ugeama 3a “cb3gaBaHe Ha eguHcmBo/ xapmoHus 8 gBudkeHue” u mop-
cu Bo3smokHocmma ga “cBupu” Ha komnlomupa cakaw e “Ho8 Bug nuaHo”. Mpe3 1988 mou cvbbupa ugeume cu B kHu-
2ama” [luzumanHa xapmoHua - 8 gonbaHeHue Ha My3ukama u BusyaaHume uskycmBa”.

>>>

John Whitney, Sr. one of the early pioneers in films made by computer-driven cameras explains and demonstrates
his work. Shot on location at Whitney's home in California, includes excerpts from his films ,Matrix 3", ,Catalog”,
JPermutations” and ,Lapis.” 1975. Making abstract motion in time, and impinging directly on the viewer's emotions as
music does — these were among Whitney's early goals. ,Music organizes time in a special way, creates tension in us,
then satisfies, gratifies. We can do the same for patterns— something is going to happen, make it happen in a way
you don't expect. Film permutations can be parallel to tones in harmonic sequence

Widely regarded as ,the father of computer graphics”, Whitney began exploring the use of computers in film
production as early as the 1950's, establishing the principles of ‘motion control' and slit scan,” and influencing a gen-
eration of filmmakers. The very name of his company, Motion Graphics, presaged the world of CGI that was to come.
In the 1960's, Whitney's experimental film techniques found applications among commercial clients, ranging from a col-
laboration with Saul Bass on the film titles for Hitchcock's Vertigo, to television graphics for the Dinah Shore and Bob
Hope shows.

n the late 70's and early 80's, he conducted UCLA's first seminars in computer graphic design, and was a true
Renaissance man whose interests tied art, music and technology together. A friend of composer John Cage, Whitney
was intrigued by the idea of ,creating harmonies in motion,” and sought to ‘play’ the computer ,as if it were a new
kind of piano.” In 1988, he gathered these ideas in the book Digital Harmony - On The Complementarity of Music and
Visual Art.



CmaH BaH [lep beek/Stan VanDerBeek
B Lllenmvp 3a cvBpemernHu BusyanHu uscaegBanus B Macauyzemckua mexHoAo2uyeH

uHcmumym MIT/ at the MIT Center for Advanced Visual Studies computer
1972, 29:19 min.

CmaH Ban flep bek , ekcnepumenmaneH kunemamozpad, pabomu ¢ npuamens cu - komnlomopHua ekcnepm Yelg
Loy 8 HoBocv3gageHusa npe3 1971 2. 8 MIT Lienmop 3a coBpemeHHU BusyanHu uscaegBaHus, u 06codkga HeusberkHa-
ma Bpuska Mmedgy komnlompume u apmucmuyHama kpeamuBHocm.

MuoHep 8 pa3BuBaHemo Ha ekcnepumeHmanHua GuAM U aHumMauuoHHume mexHuku live-action, Cman Bau Jep be-
ek nocmuza wupoko npusHaHue B8 amepukaHckomo aBaveapgHo kuHo. 3acmvunHuk Ha ynompeb6ama Ha ymonuuHus
cusime3 mekgy kuHomo u mexHoAaozuama, mod 3anouBa ga npaBu puamu npes 1955 2. Mpe3 1960 2. mou cv3gaBa me-
ampanHu, MyamumeguiHu npoekmu u komnlomopHa aHumauus, kamo yecmo pabomu B compygHuuecmBo ¢ Aabopa-
mopuume Bell Telephone. Mpe3 1970 2. moil koncmpyupa Movie Drome 8 CmoyH Motnm, Hio Mopk, koemo cmaBa ay-
guoBusyanHa Aabopamopus 3a npoekmupaHe Ha kuHo, maHu, mazuvyecku meamup, 38yk u gpyeu BusyanHu edekmu.
Hez08ume myamumegulHu ekcnepumenmu BkalouBam “kuxonucu” (movie murals), cucmemu 3a npokekmupaHe, naa-
HemapuyMHu npoekmu u noa3BaHe Ha paHHuU komnlomvpHu 2paduku u cucmemu 3a npepabomBaHe Ha 0Gpasu.

>>>

Stan VanDerBeek, experimental filmmaker at work with friend and computer expert Wade Shaw, at the sophisti-
cated new (1972) computer at MIT Center for Advanced Visual Studies, and discussing the inevitable interaction of com-
puters with artistic creativity.

+What can an artist do with a machine?”, he asks, ,amplify the artist's thought. And at last the artist is in the
electronic matrix, no longer confined to his studio.” This documentary was produced at a time when room-sized uni-
versity computers were weekly revealing breakthroughs — all of which are taken for granted today by even the sim-
plest desktops. VanDerBeek felt this revolution was coming; on this program he conveys his passion for creating a gen-
eration that would be ready.

A pioneer in the development of experimental film and live-action animation techniques, Stan VanDerBeek achieved
widespread recognition in the American avant-garde cinema. An advocate of the application of a utopian fusion of art
and technology, he began making films in 1955. In the 1960s, he produced theatrical, multimedia pieces and computer
animation, often working in collaboration with Bell Telephone Laboratories. In the 1970s, he constructed a ,Movie Drome”
in Stony Point, New York, which was an audiovisual laboratory for the projection of film, dance, magic theater, sound
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and other visual effects. His multimedia experiments included movie murals, projection systems, planetarium events and
the exploration of early computer graphics and image-processing systems.

nhpd)OpMch CmeceHu cuzHanu/Crossed Signals

Knyb TpaHcmeguane/Club transmediale at xfilm festival

Performance Black Box Club

Fourier Tanzformaton 1 + 2 om Mukomukona (lepmanrus)
Pulse om Pagbayg MeHc (38yk Cmaannaam)+Pemko LLlypbubpc (Bugeo, CTM, XoraHgus)

(Opank bpemwraiigep (Komet, Raster-Noton, lepmarus)

Mpozpamama, npegcmaBeHa om Kayb TpaHcmeguane - mexkgyHapogeH gecmuBan 3a enekmponHa my3uka u cBop-
3aHuUme ¢ Hea BusyanHu uskycmBa, npegcmaBa Ha decmuBan xpuam B8 Codua mpu pasauyHu nogxoga kom coBpe-
MeHHUsA ayguo - BusyaneH neppopmbHc. [lokamo Bcako omgeaHo u3nvaHeHue paswupaBa cneuuduyHomo pasbupa-
He Ha Bpuv3kama meXkgy 38yk u 06pa3, Bcuukume 3 nepdopmaHca ce obeguHABam B pasymen 38ykoB u BusyaneH Mu-
HuMaAu3bM, B cmeneHma Ha aBmopoBua abcmpakuuoHusbM u npucmpacmus kom Apbk popmanuzom.

DBoukama apmucmu MukomukoHa - MegutiHuam apmucm u 2paduveH gusatHep AHgpeac EnbepnaiH (Aroma, bep-
AUH) U MegudHusm yueH bupzum |lUHalgep (Helmholtz Zentrum, YHuBepcumema Xy6aog, bepauH) npegcmaBam eg-
Ha om Hal-BakHume gHec napaguzmu Ha mogeAupaHe Ha xygoXkecmBenomo B3aumogelcmBue Ha 38ykoBomo u Bu-
3yanHomo: a umeHHo, dusuyeckama ekBuBaneHmHocm Ha 06pa3 u 3Byk. TexHonozuueckuam acnekm npegcmaBasBa gBe
pasauyHuU u3obpakeHus 3a npomuuaHe Ha egHo u cowo enekmpuuecmBo (uau nomok om uHdopmauus), kamo Bce-
ku 3BykoB cuzHan ce mpaHcdepupa BvB BusyaneH o6pa3 u obpamHomo. MukomukoHa gemoHcmpupam mo3u npouec
8 nepdopmaHca cu Fourier Tanzformation 1+ 2 ¢ Bv3mokHo Hat-npocmume cpegcmBa, kamo usnoasBam kamepu u ca-
MoycbBopweHcmBaHu aHano208u enekmpoHHu anapamu, koumo cu caykam ¢ npoekuuoHHu anapamu kamo onmo-
akycmuuHu cuimesamopu. HacroaBaHemo Ha uepHu u Geau cmpykmypu Bopxy npo3pauHu duamu cb3gaBam caokHU
cmywieHus, koumo ce koHBepmupam B8 enekmpocuzHanu u ommam 8 3Byk.

3BykoBuam apmucm Pagbayg MeHc u Bugeo apmucmbm Pemko Lypbubpc npegcmaBsm nepdopmaHca “ Um-
nyac”- ayguo- BusyanHa umnpoBusauus, pogeHa om uHmyuuyuama u umnpoBuzauuama Ha gBamama aBmopu, koumo
Hu BvBauuam B xygokecmBeH guanoz. M3xokgalku om obwiama gocmbnHOCM Ha MEXHOAOUAMA gHEC U HenpecmaH-
Hua U Hanpegbk, oueBugHo e, e koHuenuuama “NimMnync” mpa6Ba ga bvge pasanedkgaHa kamo xygorkecmBeHo usno-




keHue, koemo npomuBonocmaBa cunxpoHusupaHemo Ha xygokecmBeHama cBvp3aHocm Ha 06pa3 u 3Byk ¢ uges,
koamo uau cbnocmaBsa usobpadkenue u 3Byk, uau mobpcu cmpykmypHa ekBuBaneHmHocm. 38ykoBusm u BusyaneH ma-
mepuan, usnoasBan 3a “Umnyac” e uskycmBeHo cb3gaged upe3 komnlomup. Tosu mamepuan ce omkaoHaBa om oc-
HOBHUME MUHUMaAUCMUYHU 2eomempuyHu popmu u Huckouecmomnu 38yuu u nocmenenHo ce pasBuBa 8 xunHomuu-
Ha cmpykmypa - mamepua ¢ 02poMHa crokHOCM.

(Opank BpemwHalgepcam cv3gaBa 38yk u obpa3. HezoBuam 38yk ce xapakmepusupa ¢ uskalouumeaHa 3aBvpwe-
Hocm u yucmoma. Tol usnoasBa goaGok 6acoB pumobM u npeuyusHu pummuuHu cmpykmypu Ha wpakaHe, mynmeHe,
mpakaHe, nyacupaHe, 3a ga Cb3gage MuHUMaAucmuuHa u 8ce nak gocma gusamuuna komnosuyus. BusyaaHuam acnekm
Ha NoppopmaHca e uszpageH om 0cHOBHU Gpopmu u cmpykmypu, npomeHAwu ce u pas3BuBawu ce gpamamuuHo 8 ab-
conlomeH cunxpoH ¢ my3ukama .

Knyb TpaHcmeguane- medkgyHapogeH decmuBan 3a enekmporHa mysuka u cBopsaHume ¢ Hes BusyanHu uskycmBa,
bepauH

Kay6 TpaHcmeguane- (CTM) e ekcnepumenmanHa naamdopma 3a HoBu gopmu Ha enekmpoHHa my3uka u cBop3a-
Hume ¢ Hed BusyaaHu uskycmBa B 3BykoB u kay6eH koHmekcm. (DecmuBanom cmaBa edkezogeH npes 1999 u paGomu
8 compygHuuecmBo ¢ TpaHcMmeguane - HauuoHaneH (ecmuBan 3a mMeguiHo uskycmBo, bepaun. B Hawu gHu decmu-
Banbm e Hal-BakHomo MAcMO 3a cpewu u kyamypeH obmeH Ha CoBpemeHHa enekmpoHHa My3uka.

>>>

“Fourier Tanzformation | + II” by Mikomikona (DE)
“Pulse” by Radboud Mens (sound, Staalplaat, NL) + Remco Schuurbiers (video, CTM, NL)
Frank Bretschneider (Komet, Raster-Noton, DE)

The programme conceived by club transmediale - international festival for electronic music and related visual arts
- presents at xfilm festival Sofia three different approaches towards contemporary audio-visual performance. While every
performance puts a specific light on the relationship of sound and image, they all meet in a common sense for acoustic
and visual minimalism, in their degree of abstractionism, and the artists’ favour for a strong formalism.

The duo Mikomikona - consisting of media artist and graphic designer Andreas Eberlein (Aroma Berlin) and media
scientist Birgit Schneider (Helmholtz Zentrum, Humboldt Universitgt Berlin) - introduces one of the most important par-
adigms to shape an artistic interaction of the acoustic and the visual today: the physical equivalence of image and
sound. Technologically seen as merely two different representations of the same electric currency (or data flow), every
sound-signal is to be transferred into a visual image and vice versa. With their performance “Fourier Tanzformation |
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+ II" Mikomikona demonstrate this process with the simplest means: By the use of cameras and self-developed ana-
logue electronic devices, they utilize overhead projectors as opto-acoustic synthesizers. Overlaying black and white
structures on transparent films create complex moird and interference patterns, which then are converted into electric
signals and thus into sound.

The performance “Pulse” by sound artist Radboud Mens and video artist Remco Schuurbiers is a mostly improvised
audio-visual composition, and as such is based on the intuition and improvisation qualities of the two performers who
engage in an artistic dialogue. Acknowledging the overall availability and advance of technology today, it is clear that
this concept has to be seen as an artistic statement that opposes the synchronicity of technologically connected image
and sound with a concept that either puts sound and image in contrast or seeks for their structural equivalence. All
sound and visual material used in Pulse is synthetically generated in the computer. It departs from most basic mini-
mal geometric shapes and low frequency sounds, that slowly develop into a hypnotic texture of great complexity.

Solo performer Frank Bretschneider creates both: sound and image. His sound is of a great perfection and clarity.
He uses deep bass pulses and fine rhythmic structures of clicks, glitches and beats to create a minimal yet very dynam-
ic composition. The visual side of his performance consists of basic shapes and patterns that change and develop
dynamically in absolutely exact synchronicity to the music.

club transmediale - international festival for electronic music and related visual arts Berlin

club transmediale(CTM) is an experimental platform for new forms of electronic music and related visual arts in a
sound and club context. Since 1999, the Festival takes place annually in co-operation with the transmediale - interna-
tional media art festival Berlin. Today it has become Germany's most important meeting point for contemporary elec-
tronic music.



Synk #4

Kpoauepkomnanu, HopBezus/Kreutzerkompani, Norway

Fanepus Akagemusa Ha HauuoHanHa XygokecmBeHa Akagemus
Galleriya Academia, National Academy of Art

M3nvAHUMeA [pu bex XaHceH
Mysuka MkocmuH Benem
Bugeo Xoce Tunaue
Xopeozpadus EBa-Cecun PuyapgcoH
MpogyueHm Tune Pyge
Mpogykuusa Ha Kreutzerkompani

C nogkpenama Ha MuHucmepcmBo Ha BvHwHume pabomu, HopBeaus; CoBem no uskycmBama, HopBeaus

Synk e maHuo08/Bugeo/ayguo ekcnepumenm, 8 kotimo Bugeo u 38ykoBume cemnau npeBpvwam xopeozpadusma
8 602am ayguo-BusyaneH u3pa3. MopdopmoHcbm ce pa3BuBa okoro mpaHcpopmauuama Ha Bpememo - ceMnAuHe, usk-
puBaBaHe, npeobpasyBaHe u 3abaBaHe.

lgeama 3ag Synk e ga He ce usnoasBam npegBapumeaHo 3anucaHu 38yuu u kapmunu. IBukeHusma Ha maHuo-
opkama nocmoAHHO ca u3bupaHu cayyaliHO no Bpeme Ha nbpdopMbHCa U unbAHABamM @yHkuuama Ha 2eHepamop Ha
38yk u kapmuna. MopdopmoHcbm uscregBa noHAmuemo ,Ha XuBo” kamo HeobpabomeH mamepuan u HezoBume Bo3-
mokHocmu 3a cmpykmypupate Ha *uBama o6cmaHoBka. ToBa no3BoadaBa HeouakBaHu pesyamamu B8 3agageHume 2pa-
Huuu Ha 06xBam.

KoHuenyusma e cocmaBeHa om mpu pasauuHu Bepcuu, koumo pabomam 8 egHa u cowa pamka u kegemo Hu-
MO egHO OM U3NbAHEHUAMaA HAMa ga Gvge cowomo. Synk #1 (Bu3nokeHo om Ultima 2002), Synk #2 u #3 (coBmecm-
Ha npogykuus ¢ Carte Blanche 2004, npogbakaBa 8 penepmoap 2005) and Synk #4. EgHa om ueAume e ga ce u3caeg-
Ba kak Ha npvB nozneg 3abenedkumo obwu dopmu Ha npousBegeHuemo ce npomeHam, kozamo cobwume Bugeo-ap-
mucm u my3ukaHm ce coyemaBam ¢ pasAuyHU maHubopu, koumo usnbAHABam pasAuuHU COAOBU U3NBAHEHUS.

(Dusuueckama getHocm e 06Bvp3aHa no 0coGeH HauuH ¢ Mucaume B koHuenyusma 3a CUHXPOH - Hanpumep Bcuy-
ko, koemo npaBum e nog koHmpoAa Ha CuHXpoHu3auudma Ha manomo. To npoBepaBa u HenpecmaHHO u3npawia Cob3-
HameAHU U HeCb3HameAHU nochaHus kom 3aobukandwama cpega, kogemo uspasbm ga cu ‘8 cuHxpoH' (UAu ‘He B cuHx-
POH’) 03HayaBa Hewa, omHacAwu ce go cbcmoaHuemo u komyHukauuama. Mamepuarbm e cbcmaBeH ¢ ugeama 3a HaB-
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Au3aHe Ha cnoHmMaHHa umnpoBusauusa u cmpykmypupaHu xopeozpadcku nocaegoBameaHocmu ¢ uea ga ce cb3gage om-
BopeH u 2vB8kaB uspas u dokycupaHo npucocmBue. ToBa ce cvanacyBa ¢ ambuuuama Ha Kreutzerkompani 3a uszpakga-
He Ha guHaMuuHu npou3BegeHus, B koumo usnbAHeHuama noHakoza 2paHuvam ¢ npocmpaHcmBeHama nogpegba.
Kreutzerkompani (ocHoBaHa 20002.) e egHo npogonkeHue Ha Demodans (ocHoBaHa 19972.) ¢ ueA no-HamambWwHO
pa3Bumue Ha coBMecmHama paboma Ha xopeozpada EBa-Cecun PuyapgcoH u Bugeo-apmucma Xoce luaue. C apko us-
paseHa ocHoBa 3a HacumeHa xubpugHa cpega Ha maHu, My3uka, Bugeo u ¢BemauHeH gu3alH, pabomama Ha yyacm-
HUUUME UMa MUHUMaAucmuyeH u cmpoz cmua. Kreutzerkompani uscaegBa noremama 3a usnbAHeHue, kogemo Bucwa-
ma uen Ha B3aumogelcmBuemo medkgy *uBa mysuka u gBukeHue e 8 uszpakgaHemo Ha cneuuaneH HauyuH Ha u3pa-
3a8aHe. Mexkgy 20002. u 20042. Kreutzerkompani e cb3gana geBem npousBegeHus, coBMecmHO ¢ maHubopu, My3ukaH-
mu u BusyaAHu apmucmu.

>>>
Dancer Gry Bech-Hanssen
Music Justin Bennett

Video HC Gilje
Choreography ~ Eva-Cecilie Richardsen
Producer Tine Rude

Produced by Kreutzerkompani
Supported by ~ Norwegian Minestry of Foreign Affairs, Arts Council Norway

Synk is a dance/video/audio experiment where video and sound sample and recycle the choreography into a rich
audiovisual expression. The performance revolves around the transformation of time - sampling, distorting, transform-
ing and delaying.

The idea behind Synk is not to use pre-recorded sound and pictures. The dancer’s movements are continuously
picked up during performance and function as a generator for sound and picture. The performance explores ‘live’ as
the raw material and its possibilities for the structuring of a live setting. This opens the way to allow for unexpected
outcomes within a given scope.

The concept is composed of three different versions that operate within the same framework and where none of
the performances will be the same: Synk #1 (commissioned by Ultima 2002), Synk #2 and #3 (in co-production with
Carte Blanche 2004, continues in repertoire in 2005) and Synk #4 . One of the aims is to investigate how the dis-
cernible common expression of the piece changes when the same video artist and musician are matched with differ-



Live Cinema

ent dancers performing dissimilar solos.

The physical work is bound to thoughts around the sync concept in different ways - for example that everything
we do is under the control of the body’s synchronization. The body checks and continually sends conscious and sub-
conscious messages to the surroundings, where the expression to be ‘in sync’ (or ‘out of sync’) expresses something
about state and communication. The material has been compiled with the idea of filtering spontaneous improvisation
and structured chorographic sequences in order to create an open, flexible expression and a focused presence. This
falls in with Kreutzerkompani's ambition of creating dynamic works where the performances now and then border on
the spatial arrangements.

Kreutzerkompani (established in 2000) is a lengthening of Demodans (established in 1997) to further develop the
collaboration between choreographer Eva-Cecilie Richardsen and video artist HC Gilje. A clear-cut basis for intense, hybrid
environments of dance, music, video and light design, the work of the contributors has a minimalist and stringent style.
Kreutzerkompani explores the fields of performance where the interaction of live music and movement is paramount
to the aim of creating a particular mode of expression. Between 2000 and 2004 Kreutzerkompani has created nine pro-
ductions in cooperation with dancers, musicians and visual artists.

Teankocucmemc, XonaaHgus/Telcosystems, The Netherlands
Kay6 Black Box,

Nykac BaH gep BenageH u Tugeon Kuvbpc, koumo ca yacm om ocHoBameaume Ha 0010, minuszero, D:U:M:B u
DIF cmapmupam npe3 2001 B Pomepgam Teakocucmemc, 3a ga hpoyyam Hal-HoBume Memogu Ha ayguoBu3yanHa
ekcnpecus. Qokycom Ha uscregBaHemo e guzumanHama ayguoBusyanHa Bxogawia uHdopmauus U HeUHOMO NPOU3-
BexkgaHe. 3a ueama aBmopume uszpakgam cneuuanHo nocBemeHu Ha npoekma cbBmecmHu cucmemu. Omauyu-
meAHume Gene3u Ha pabomama Ha Teakocucmemc e yucmus u cgbpkaH ecmemu3sbM, MACHO NOGYUHEH Ha Kom-
nlomvpHama mexHonozus, ¢ koamo pabomam. A6cmpakmHama pabomHa dopma “mukpo ¢BemoBe” ce odopma us-
uano 8 zpaHuuume, onpegereHu om Teakocucmemc.

Telcosystems

http://www.telcosystems.net
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Founding members Lucas van der Velden and Gideon Kiers of 0010, minuszero, D:U:M:B and DLF started the
Rotterdam-based Telcosystems in 2001, to explore new modes of audiovisual expression. Their research focuses on dig-
ital audiovisual in- and output, for which they build dedicated collaborative systems. The hallmark of Telco's work is
its lucid and restrained aestheticism, which is closely related to the computertechnology they use. Their entirely abstract
work form ‘micro worlds’, which develop along the lines programmed by Telcosystems.

FDBCK/AV
bac Ban KoonBeiik

Cono live nopdopmanc, 8 koamo Ban KoonBelk cv3gaBa Bepuza 3a koHmpoa Ha o6pamHama Bpuska mekgy ay-
guo u Bugeo cuzHanu, kamo 3B8ykom u Bugeomo ce npeBpvwam 6 gBe cmpaHu Ha eguH CamMOCMOAMEAHO NOggbp-
*aH nomok gaHHu. BoHwHuam koHmpona ce u3BopwBa upe3 BkapBaHe Ha gonvAHUMEAHU gaHHU B cucmemama C uea
MaHunyAupaHe Ha napaMempume 3a aA20pUMMUYHA UHMepnpemauusa 06pas>3Byk u 3Byk>obpas. Lanama ayguo-Busy-
anHa uHdopmauus ce 2eHepupa B peanHo Bpeme B cucmemama 3a obpameH koHmpoa, upe3 u3noa3BaHe ocHoBume
Ha guzumanHomo Bugeo.

FDBCK/AV e npegcmaBaH B Kay6 TpaHcmeguane [bepaun], Re:visie/XonaHgcku Quamo8 MecmuBan [Ympexm], Qec-
muBan Garage [CmpancyHg], u m.H.

bac 8an KoonBeik (XonaHgus):

Bonpeku ue BaH KoonBedk 3anouBa apmucmuyHama cu kapuepa kamo xygokHuk, moid ckopo Hamupa masu cpe-
ga 3a mBopge ozpaHuyeHa ga u3pasu uBemoBeme u gBukenuemo, koumo moil cu npegcmaBsa. Mpu gunaomupaHemo
cu B Yyuauwemo no uskycmBama 8 Ympexm, mou ce ycmaHoBsaBa B 2paga u 3anouBa akmuBHu ekcnepumenmu c Bu-
geo dopmama.

Bugeomo Ha Ban KoonBeilk moke ga ce pasznedkga kamo azpecuBHa amaka cpewly ualouama 3a Bugeo camo no
cebe cu. HezoBama paboma uscregBa ‘cmywieHuama’, koumo moXke ga 6bgam npuduHeHu 8 xapgyepa Ha Bugeo-(op-
Mama, 6ugetku uudpoB; 8 koga, kolimo pabomu ¢ Bugeo-kapmama, uau aHano208; 8 enekmpogume Ha MoHUmopa.
Ype3 eguH cmpoz u popmarucmuyeH nogxog, Ban KooaBelk paskpuBa auuemo Ha mawuHama, koemo *uBee 3ag uec-
mo ycnokoumenHua Boaa Ha meneBu3uOHHUA 06pa3.



FDBCK/AV
Bas van Koolwijk

Solo live performance in which Van Koolwijk generates a feedback control circuit between the audio and the video
signals, making audio and video become two facets of a self-sustaining data stream. External control is established by
injecting extra data into the system to manipulate parameters for the algorithmic interpretation of image>sound and
sound>image. All sound and image data are generated real-time within the feedback system using digital video basics.

FDBCK/AV has been performed at Club Transmediale [Berlin], Re:visie/Dutch Film Festival

[Utrecht], Garage Festival [Stralsund], and on several other occasions.

Bas van Koolwijk (NL):

Although Van Koolwijk began his artistic career as a painter, he soon found the medium too limiting to express
the color and motion he envisioned. Upon receiving his degree from the ‘Hogeschool voor de Kunsten Utrecht!, he
took up residence in Utrecht, NL, and began active experiments with the video format.

The video of van Koolwijk can be seen as an aggressive attack on the illusion of video itself. His work examines
the ‘disturbances’ which can be induced in the hardware of the video format, be it digital; in the codex which drives
the video card, or analog; in the electron-guns of the monitor. Through a rigorous and formalistic approach, van
Koolwijk exposes the face of the machine which lives behind the often-placating veil of the televised image.

AekuUU Reality Mining

NeB MaHoBuy/Lev Manovich
HAT@W3/National Academy of Theatre and Film Arts
Lectures

W3kycmBomo moke ga ce Boanpuema kamo ¢opma Ha komnpecus - koHueHmpupaHe Ha uHguBugyanHusa u ko-
AekmuBeH onum, namem u no3HaHua B cumBoau, usobpakeHus, kbcu paskasu u obpasu. Makap ue cowecmByBam
MHO020 nNpuyuHuU 3a moBa, gopu kozamo xopama BuHazu ca uckaau ga cb3gaBam 3HayumeAHO no-gemailiAHU U306pa-
*eHus, ozpaHuyeHuUAMa Ha cbxpaHaBawume meguu He ca no3BoasBanu moBa.

Mpe3 nocregHume HakoAko 20guHuU cumyauuama kopeHHo ce npomeHu. PasBumuemo Ha uHGOpPMauuOHHUME mex-
HoAO2uU B Hawu gHU 3a NpvB nbm Hu gaBa Bb3mokHocm ga 3anuwem (u cregoBameAHo ga opzaHu3upamMe U ga uma-
me gocmon go) koakomo unpopmauua uckame. Kak UT ungycmpuama, komnlomopHama Hayka u urdkeHepHume usc-
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AegBaHua, MeguHuAa gusalH u uskycmBo omzoBapam Ha me3u HoBu ycaoBusa? B aekuuama cu ManoBuy we 2080pu
33 pasBumuemo 8 me3u pasauyHu o6aacmu, obpvwatku BHumaHue Ha Hakoako cmpamezuu, koumo Beue ce u3AcHA-
Bam. O6cvkgaHume npumepu we BkalouBam nvaHomempakHu duamu, uHmepakmuBHu BupmyanHu npocmpaHcmBa,
database uskycmBo, BupmyanHu mvpcauku, MyLifeBits u Reality Mining npoekmu, paboma no MemauHpopMauuoHHuU
Cmaigapmu u gp.”

>>>

All human art can be thought of as a form of compression - condensing individual and collective experiences,
memory, and knowledge into symbols, icons, short narratives, and images. While there are many reasons for this, even
if humans ever wanted to create significantly more detailed representations, the limitations of storage media would
not allow this.

This situation fundamentally changed over the last few years as the developments in IT now make possible for us
for the first time to record (and consequently organize and access) as much data as we want. How does IT industry,
computer science and engineering research, media design and art are responding to this new ‘post-compression’ con-
dition? | will discuss developments across these different areas pointing towards a number of strategies which already
becoming visible. The examples discussed will include feature films, interactive virtual spaces,database art, visual search
engines, MyLifeBits and Reality Mining projects, work on metadata standards, etc.

Ckopocm u ecmemuka / Speed and Aesthetics

lpo¢. NBatno fAuyeB/Prof. Ivaylo Ditchev
HAT@W3/National Academy of Theatre and Film Arts

Om Tvome go AgopHo, 3a ga cnomeHeM camo max, ecmemuyeckomo npexkuBaBave ce cBop3Ba ¢ HamanaBaHe Ha
geAmeAHOCMMa, noznbwiaHe, HenogBukHO cv3epuaHue. fopu guckypcuBHume mBop6u ca npegonpegeneHu, B Hal-
gobpus cayual, ga 6bgam o6ekm Ha HacrakgeHue Bb3moXHO Hal-3a6aBeHo, mekcom e Bv3npuemaH kamo o6pas. Ta-
3u knacuuecka gucnosuuus e goaGoko nognokeHa Ha comHeHue om web apmucmuuHume getHocmu. Mpexama 3a-
MeHA MACMOMO CbC cucmema, obekmu ¢ nomok, koHueHmpauua ¢ pasceaH nozneg. Ckopocmma Ha Bb3npuamue cma-
Ba eguH HenpekvcHamo HapacmBaw, dakmop 8 HoBama ecmemuka. Lle Goge Au moBa omMvbWeHUEMO Ha Ha anezo-
pusma Hag cumBona, 3aBpvwaHemo Ha cpegHoBekoBHama uged 3a uemeHemo Ha (virtual) c8Bam kamo kHuza?



From Goethe to Adorno, to mention but them, the aesthetic experience has been linked to slowing down of activ-
ities, getting absorbed, motionless contemplation. Even discursive works are meant, at best, to be savored the slow-
est possible, text is contemplated as image. This classical disposition has been challenged deeply by web artistic activ-
ities. The web replaces place by network, objects by flows, concentration by a dispersed gaze. Speed of perception
becomes an ever growing factor of the new aesthetics. Would that be the revenge of allegory over symbol, the come-
back of the mediaeval idea of reading the (virtual) world like a book?

KakBamo zeozpaguama, makaBa u ucmopuama (PeanHomo Bpeme Ha Bugeomo
u pasknameHomo Bpeme Ha ¢uama) / Like Geography, Like History (The real time
of video and the reel time of film)

lpog. frkepemu Yeaw/Prof. Jeremy Welsh
HAT@W3/National Academy of Theatre and Film Arts

Kapmu Ha o6pasu, kapmu Ha 3Byuu: 3anucaHu o6pasu u 3anucaHu 38yuu: Hagnucu, u3obpakeHus, npenogpexkga-
Hus. MpocaegaBaHe Ha npocmpaHcmBa, npecv3gaBaHe Ha npocmpaHcmBa, nocmposaBaHe u npeycmpolcmBo Ha hpocm-
paHcmBa. MpocmpaHcmBomo Ha o6pa3sa, 06pasbm Ha npocmpaHcmBomo. O6pasbm Ha egHo nbmyBaHe, nomyBaHusa-
ma npe3 obpasume.

Mpumepu: La Jete , Sans Soleil, (Marker) London Orbital (Petit & Sinclair)

Bpeme u npocmpancmBo, uszpageHu upes obpas u mekcm, npeHauepmanu Bpeme u npocmpaHcmBo, Bpemenpo-
cmpaHcmBomo Ha namemma, hamemma 3a Gbgewemo.

EguH HapamuB, egHo onucaHue, MHOoXkecmBo Ha 3agauu, moXke Gu eguH cueHapul, cnekynamuBHo onucaHue Ha
eguH Bvobpakaem neuzaxk.

>>>

Image maps, sound maps: recorded image and recorded sound: inscriptions, descriptions, reconfigurations. Tracing
spaces, evoking spaces, constructing and reconstructing spaces. The space of the image, the image of space. The image
of a journey, journeys through images.

Examples: La Jete, Sans Soleil, (Marker) London Orbital (Petit & Sinclair)time and space constructed through image
and text reconfigured time and space, the space-time of memory, memory of the future. A narrative, a description, a
set of propositions, maybe a script or scenario, a speculative account of a fictionalized landscape.
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Live-kuHo/Live-Cinema
Xanc beekmarc/ Hans Beekmans
HAT@W3/National Academy of Theatre and Film Arts

Mopagu Bce no-6ypHomo pa3Bumue Ha xapgyep u copmyep, Beue e BvamokHo ga ce npaBu MoHmaxk Ha »kuBo
u B peanHo Bpeme. ToBa nocmaBa BusyanHua apmucm pegom ¢ Aanmon-My3ukaHm, B cmucoaa, e BusyanHume obpa-
3u Mozam ga 6bgam ynpaBaaBaHu u 2eHepupaHu MOMeHMaAHO. BaxkeH cmpaHuueH edpekm om moBa pasBumue e, ue
uma napanenHa nocoka Ha gBukeHue, koamo cmecBa non-kyamypama ¢ uskycmBomo u o6pamHo. Hue cme cBugeme-
AU Ha cxogHU ¢deHomeHu npe3 1980-me B kaunoBeme B cmua MTV u sampling Ha 3Byk u ob6pa3 npe3 90-me.
Live Cinema Bv3HukBa om HoBu ¢opmu Ha npegcmaBaHe, noaBuau ce kamo gupekmHo chegcmBue Ha HapacmBawia-
ma gu2umanu3auus Ha ayguo u BusyanHume mexHonozuu. Cuimesbm Mmekgy 38yk u 06pa3s e Hewo, koemo manko Ha
6pol apmucmu Beue npunazam npakmuuecku. TexHonozuuHuAsm ekpaH Ha Live Cinema e egHo om exegHeBHume mex-
HOAO2UYHU HOoBoBbBegeHusa B ayguo-BusyanHomo noae. lMpouecom Ha uudpoBusauua e Had-pasBum B cpepama Ha
enekmporHama  (non-)kyamypa, kegemo obopygBaHemo e komnakmHo, user-friendly u Hewo, koemo Bceku modke ga
cu no3Boau. Bcuuku mesu dakmopu ca goBeau go HoBa apmucmuuHa npakmuka, kbgemo usnoa3BaHemo Ha xapgyep,
kamo Hanpumep cemnaepu u komnlompu, e goBero go HoBu apmucmuuHu kaHpoBe u nogxogu kem uskycmBomo.

>>>

Due to the ever-increasing speed of hard- and software, live real-time visual editing has become an option. This
puts the visual artist a par with the laptop musician, in the sense that visuals can be manipulated and generated
instantly. An important side effect of this development is that there is a parallel path running which mixes pop cul-
ture with art, and vice versa. We have witnessed similar phenomena in the 1980's with MTV-like clips, and the sam-
pling of image and sound in the 1990's.

Live Cinema springs from new presentation forms, arising as a direct consequence of the advancing digitalisation
of visual and sound technologies. The synthesis between sound and image is something a few artists already are put-
ting to practice. The technological backdrop of Live Cinema is one of daily technological innovation in the audio-visu-
al field. The process of digitalisation is most developed in the realm of electronic (pop)culture, where equipment is
compact, user-friendly and affordable. All these factors have led to a new artistic practice, where the usage of hard-
ware, such as samplers and computers, have led to new artistic genres and ways to approach art.



Ha egun geH nom/All in a Day's Drive

Foome-uHcmumym

"Ha eguH geH nom" e gBygHeBHa pezuoHanHa cpewa/kpvena Maca ¢okycupaHa Bvpxy pasBumuemo Ha
ekcnepumenmantomo kudo, Bugeo u HoBu meguu 8 pezuona Ha baakanumemeXgy, koamo ce npoBexkga 8 pamkume
Ha xpuam pecmuBan 8 Codus.

3a cpewama ca nokaHeHu oOpzaHu3auuu, 2pynu U uHguBugyanHu apmucmu/ kypamopu koumo paGomsm 8
obracmmma Ha ekcnepumeHmanHomo kuHo u cBop3aHume ¢ Hez0 uskycmBa, Hamupawu ce Ha "eguH geH nom ¢ koaa"
om Cogua. YyacmHuuume ca om Copbus & MooHmeHezpo, PymoHus, MakegoHus, Mopuus, Typuua u MoagoBa.

Tekywama cumyauus B pezuoHa e makaBa, ue uHdopmauusma 3a gBukeHua u cobumus B8 obaacmma Ha
uskycmBomo nbpBo gocmuza go 3anagHa EBpona, u om mam ce npepasnpegeAs u panpocmpaHaBa go gpyau Yacmu
Ha pezuoHa. Lleama Ha masu cpewa e ga cv3gage npeku nbmuwa u ycmaHoBu npeku koHmakmu Bompe B pezuoHa.

Lleama Ha cpewama e ga 0cHoBe pezuoHanHa Mpedka Ha npogyueHmu, npakmuuu u meopemuuu 8 o6racmma Ha
ekcnepumenmanHo kuHo u cBop3aHume ¢ He20 uskycmBa, ¢ nepcnekmuBama 3a no-uHmeH3uBeH 06MeH Ha
npousBegeHus, apmucmu, npegcmaBaeHus, ugeu, 3a coBmecmHu npogykuuu, emc. emc.

cmpykmypa Ha cpewama

Bceku om yuyacmHuuume e nokaHeH ga usHece kpamka npeseHmauus.CneuuanHo BHumaHue e o6bpHamo Ha
Bonpoca kak pezuoHanusauusma make ga ¢yHkuuoHupa Ha npakmuuecko u ekegHeBHO HuBo.

Cheg npe3eHmauuume e npegBugeHa guckycua ¢ mogepamop AHgpeac bpoykmaH.

bankaHcka xduam cpewa
Balkan xfilm meeting

yyacmHuuu

PoH Cayuk - Tanepus AoPma (KuwuHeB, MongoBa), bacak CeHoBa - Homag TB (Mcmanbya, Typuus), CmeBaH
BykoBuu - kypamop (beazpag, Copbus u MoHmeHezpo), Baagumup Cotam- (ecmuBan "Anpuncku cpewu" (benzpag,
Copbua u MonmeHezpo), 3opaH TogopoBuy - apmucm (KuwuneB, MongoBa), CmedaH Pycy - kypamop, apmucm
(PymoHus, MoagoBa), Buonema CumusHoBcka - PAC Myamumegus (Ckonue, MakegoHus), lagHe [lpazoHa - (ypHoc
Llenmbp 3a guzumanHu meguu (AmuHa, Mopuus).

mogepamop
g-p AHgpeac BpoykmvH - mMogepamop Ha syndicate network, B8 momeHma - apmucmuueH gupekmop Ha
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Transmediale, bepauH, TepmaHus.

>>>

As part of the xfilm festival, to be held in April 22-26, 2005 in Sofia a two days meeting / discussion on ,exper-
imental moving image and digital media in the Balkan regions” will be held.

The round table focuses on organisations working in the field of digital media, that are located within a one day
car drive from Sofia. We invite organizers and practitioners, artists and curators from Serbia/Montenegro, Macedonia,
Romania, Turkey, Greece and Moldowa.

The current situation is such that information about movements and events in the region first travels to western
Europe and from there it is re-distributed and reaches other parts of the region. The aim of this meeting is to short-
circuit this routing and establish direct connections within the region.

The goal of the meeting is to establish a regional network of experimental film and related arts producers, prac-
titioners and artists, with the prospect to further the exchange of art-works, artists, performances, to initiate co-pro-
ductions, etc etc.

structure of the meeting

Each of the guests is invited to hold a short presentation. Specific attention will be paid to the question of how
regionalization at a daily and practical level could function.

After the presentations there is a round-table discussion, moderated by Andreas Broeckmann.

moderator
Dr Andreas Broeckmann- co-founder of syndicate network, currently - artistic director of Transmediale, Berlin, DE.

proposed participants

Stefan Rusu Altearte TV(Bucharest, Romania/ Kishinew, Moldova), Ron Sluik, AoRTa Gallery, Moldova, Daphne
Dragona, Fournos Center for Digital Culture (Athens, Greece), Zoran Todorovich (Belgrade, Serbia and Montenegro),
Violeta Simjanovska, Performance Art Centre Multimedia, (Skopje, Macedonia), Vladimir Sojat, April Meetings
Festival(Belgrade, Serbia and Montenegro), Basak Senova, Nomad TV (Istanbul, Turkey), Stevan Vukovic - curator
(Belgrade, Serbia and Montenegro), lara Boubnova - curator/director of ICA-Sofia (Sofia, BG), Ventsislav Zankov, artist
and curator (Sofia, BG), Galia Dimitrova - interSpace Media Art Center (Sofia, BG), Leda Ekimova, Eskimo (Sofia, BG).
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