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Sztuka, technologia, miasto: miedzy swiattem a
cieniem rzeczywistosci

Technologia nie jest tylko narzedziem,
ale sposobem ujmowania Swiata.

Martin Heidegger, Pytanie o technike i inne eseje

Wystawa Sztuka. Energia. Zrébwnowazony rozwoj autorstwa Marco
Angeliniego w surowej przestrzeni Muzeum Wspbiczesnego Wroctaw to
refleksja  nad gwattownymi przemianami cywilizacyjnymi, rozwojem
technologii i trudng do uchwycenia terazniejszoSciq. Artysta, badajgc
otaczajgcy go Swiat, analizuje i przetwarza informacje, tworzgc archiwa
wizualne, ktére uwidaczniajg twodrczq nature cztowiekaq, istoty Homo faber,
zdolnej do ksztattowania rzeczywistoSci za pomocq pracy i wynalazczoSci.
W tym konteks$cie powraca koncepcja Homo faber, ktérg rozwingta Hannah
Arendt w swojej pracy Kondycja ludzka (The Human Condition, 1958).
Filozofka okreSla jg jako istotg, ktéra poprzez twérczg i technologiczng
aktywno$8¢ przeksztatca rzeczywistoS€. Jako wynalazca, budowniczy i
organizator tworzy materialny Swiat peten artefaktéw, a jednoczes$nie
ksztattuje swoje otoczenie i podlega jego wptywowi. Jednak, jak podkresla
Arendt, Homo faber to nie tylko kreator — jego nieustanna potrzeba
wytwarzania prowadzi do refleksji nad przemijalnosciq i konsekwencjami

postepu technologicznego.

Angelini w swoich pracach podejmuje dialog z tg koncepcjq. Artysta
nie tylko dokumentuje otaczajgcq go rzeczywisto$¢, lecz takze ingeruje w
nig, wydobywajgc z pozornie zuzytych, bezuzytecznych przedmiotéw ich
nowq warto$€. W jego wizji Homo faber to jednostka, ktéra w obliczu

postepujgcej technologizaciji Swiata staje przed pytaniem o etyke i



odpowiedzialno$€¢ swoich dziatan. W twérczosci Angeliniego ten dylemat
jest wyrazony poprzez napigcie migdzy naturalnym a sztucznym, miedzy
tym, co organiczne, a tym, co skonstruowane przez cztowieka. To
wysmakowana, ale zarazem intensywna opowieS¢ o relacji cztowieka z
jego otoczeniem, o pulsujgcym rytmie zycia, o symbiozie dzwieku i obrazu
oraz o sposobach, jakimi ludzka percepcja nadaje znaczenie przestrzeni.
Angelini, niczym wspbiczesny Homo faber, poprzez sztuke tworzy
alternatywnq rzeczywistoS¢, w ktorej odbiorca jest zmuszony do refleksii

nad wiasnym wptywem na Swiat.

Swiadomy wioskiej tradycji i bogactwa symboliki, artysta wprowadza
do swojej abstrakcyjnej sztuki uniwersalne znaki i kody kulturowe, ktére
odwotujg sie do idei cyrkularnosci, ekologii i procesdbw odradzania sig
natury. W cyklu Zaréwki (2021- 2024) koncentruje sie na tych prostych,
powszechnych obiektach, ktére przez wigkszoS€ czasu pozostajq
niezauwazone, az do momentu, gdy gasng i zostajg wyrzucone. Wéwczas
ich obecno$¢ staje sie bardziej namacalna, a powierzchnie pokrywa
ciemny osad, pekniete szkto, a forma ulega degradacji. Angelini nie
pozwala im jednak znikng€. W swoich obrazach wydobywa ich ukrytg
energie i wprowadza je w nowy kontekst. Jednym z kluczowych dziet tej serii
jest Eureka (2024) - ptétno, na ktérym centralnie umieszczona
monumentalna zarbwka metaforycznie rozSwietla tto geometrycznych
pasm btekitu. Minimalistyczne Srodki wyrazu prowadzq widza w podréz
petng emocji i skojarzen, przypominajqgcq literackie wyprawy w stylu W 80
dni dookotfa Swiata Jules’a Verne'a. Odcienie niebieskiego, regularnosc
kompozycji i subtelna gra perspektywiczna budujg wrazenie harmonii i
spokoju, odwotujqc sig jednoczesnie do psychologicznych koncepciji Carla
Gustava Junga o sile przekazu sztuki abstrakcyjnej, jako wyrazie procesu
psychicznego, ktéry prowadzi do samopoznania i integracji

nieSwiadomych aspektéw osobowosci.

W innych pracach (2018-2025), powstatych z uzyciem paneli

fotowoltaicznych, Angelini eksploruje temat relacji miedzy sztukq a



technologig w kontekscie transformacji energetycznej. Korzysta z paneli i
ogniw fotowoltaicznych jako nowoczesnych urzgdzeh przeznaczonych do
pozyskiwania energii stonecznej. W jego interpretacji zuzyte i niepotrzebne
panele zyskujg nowe zycie jako elementy artystycznych kompozyciji. Ich
geometryczna forma zestawiona z biomorficznymi ksztattami tworzy
intrygujgce napiecie. Zniszczona powierzchnia paneli, popekane struktury,
refleksy Swiatta odbijajgce sie od powierzchni ptytek sprawiajg wrazenie, ze
sq one nadal aktywne, jakby wciqz pochtaniaty promienie stonca. Dzigki
grze koloru i faktury prace te oddajg wielowymiarowq gtebie i narracje o

nieustannym przeksztatcaniu Swiata.

Kolejna seria, Astronauci (2023), wprowadza temat przekraczania
granic zaréwno fizycznych, jak i poznawczych. Artysta odwotuje sie do idei
Lewisa Mumforda (Lewis Mumford, The Myth of the Machine: Technics and
Human Development, Harcourt, Brace & World, New York 1967), ktére
podkreslajg potrzebge harmonijnego wspdtistnienia cztowieka i technologii,
bliskg humanizmowi organicznemu, i podwaza klasyczne wyobrazenia o
ograniczonych mozliwosciach cztowieka. W jego wizji nawet prozaiczne
urzgdzenia elektroniczne, niemal niewidoczne w codziennym zyciu, mogqg
sta€¢ sie wehikutami umozliwiajgcymi eksploracje nieznanego. Rakiety,
kosmiczne podrdze i technologia stajg sie metaforq ludzkiej ciekawosci,
nieustannego dgzenia do przekraczania dotychczasowych granic i
odkrywania rzeczywistoSci, ktéra wczeSniej wydawata sie zamknieta i

skohczona.

Natchnieniem do stworzenia wystawy stat sie rytm i dynamika
Wroctawia, miasta o bogatej historii i ztozonej strukturze urbanistycznej,
petnego kanatdw, mostéw i réznorodnych kolorowych przestrzeni. Muzeum
Wspbiczesne Wroctaw to miejsce, ktére naturalnie wpisuje sie w dialog
miedzy sztukq, technologiq i ekologiq. Budynek, pierwotnie zaprojektowany
jako schron przeciwlotniczy, ze swojqg owalng architekturq i tunelowymi
przejSciami, przypomina kosmiczny statek zadokowany na chwile w

rzeczywistosci. To przestrzen, ktéra prowokuje do zadawania pytah o



przysztoS€, kondycje ludzkiego rozwoju i konsekwencje postepu

technologicznego.

Wystawa jest przemysSlanq podrézq przez Swiatto, energig i przestrzen.
Rozpoczyna jg zbiér obiektdw nawigzujgcych do nowoczesnych
technologii: piramidy z plexiglasu, anatomiczne serca wykonane z gipsu
lub wydrukowane w technologii 3D, tablice z symetrycznymi plamami
przywotujgcymi testy Rorschacha oraz elementy fotowoltaiczne. Wszystko
to prowadzi do projekcji wideo-art Kroki (Passaggi/Steps, 2018), ktéra
wcigga widza w Swiat niedookre$lonej gtebi, zapraszajgc do wyjscia poza

schematy mysSlenia i eksploracji nowych mozliwosci percepciji.

W wydzielonej, pétmrocznej przestrzeni wystawowej zanurzamy sie w
doSwiadczenie, w ktérym spotykajq sie sztuka, kosmos i energia. To miejsce
dziata na zmysty poprzez Swiatto i materie, tworzqc srodowisko sprzyjajqce
skupieniu i refleksji. Prezentowane prace uktadajg sie w spdjng,
symbolicznie zakomponowang cato$€. Gtdbwng 0§ narracyjng tej
przestrzeni wyznaczajqg cztery obrazy rozmieszczone zgodnie z kierunkami
Swiata, ktére tworzg mape wewnetrznego krajobrazu. Formy i kolory -
Pétnoc (2015-2025) oraz Postep technologiczny — Potudnie (2015-2025) to
kompozycje, w ktérych artysta wykorzystuje odzyskane materiaty:
fragmenty paneli fotowoltaicznych, przewody elektryczne, szkto refleksyjne,
pianke poliuretanowq fonoabsorbujgcq oraz sznurek. W obu przypadkach
pod ptétnem umieszczone sq Swiatta LED w ksztatcie kwadratu i kota, ktdére
wzmacniajq znaczenie kompozycji, symbolizujgc odpowiednio stabilnos¢ i
cykliczno$€. Dwa bieguny — pétnoc i potudnie — wyznaczajqg napigcie

miedzy porzgdkiem a przemiang, migedzy tym, co state, a tym, co w ruchu.

Na osi wschéd-zachdd rozmieszczono dwa mniejsze obrazy: Cztowiek-
wojownik — Wschéd (2014-2025) oraz Zachéd (2014-2025). W pierwszym z
nich zarys uproszczonej sylwetki ludzkiej, wykonany z gwozdzi, pigmentu,
kleju i ogniw fotowoltaicznych, zdaje sie wytania¢ z faktury materii pod

wptywem Swiatta LED umieszczonego po bokach. To obraz, ktéry medytuje



nad pamiecig ciata i technologiczng transformacjq. W Zachodzie
natomiast geometryczne formy spotykajq sie z papierowymi elementami
przypominajgcymi ptaki w locie wykonane metodqg origami, tworzqgc
dynamiczng, otwartqg kompozycje o tematyce podrézy, migracji i
zmiennoSci. Wszystkie cztery obrazy tgczy obecnoS€ sztucznego Swiattq,
ktére nie tylko uwydatnia faktury i formy, lecz takze nadaje im symboliczny
wymiar. LED-owe zrodta Swiatta rozmieszczone pod ptdétnem lub z jego
bokdw stajqg sie integralng czesciq dziet, ozywiajgc je i odstaniajgc ukryte
warstwy znaczeh. Materiaty z odzysku, wyjete z kontekstu technologicznego,
zostajq przeksztatcone w nosniki emociji, pamieci i idei. W tej intymnej,
precyzyjnie skonstruowanej przestrzeni pojawia sie wyrazna symbolika
czterech stron Swiataq, jakby obrazy petnity funkcje punktéw orientacyjnych

w krajobrazie ludzkiego doSwiadczenia.

Uzupetnieniem tej wielowarstwowej kompozycji jest projekcja wideo-
art Orion — Kasjopeja — Wielka Niedzwiedzica (Orione — Cassiopea — Orsa
Maggiore, 2020), ktéra pojawia sie na suficie sali. Konstelacje gwiazd,
niczym pitagorejskie wzory wytaniajgce sie z kosmicznej nicoSci, tworzqg
wizualng metafore poszukiwania kierunku i sensu. Ich geometryczny
porzqadek koresponduje z formami obecnymi w obrazach, spinajgc catosé
wystawy wspdélnym mianownikiemm kosmicznych odniesien. W efekcie
powstaje przestrzef, w ktorej przesztoS€ splata sie z terazniejszosciq, natura
z technologiq, a sztuka z naukq. Kazdy element tej instalaciji: obraz, Swiatto,
materiat i projekcja prowadzi odbiorce ku refleksji nad miejscem cztowieka
w dynamicznie zmieniajgcym sie Swiecie oraz nad jego relacjg z tym, co

widzialne i niewidzialne, ziemskie i pozaziemskie, materialne i duchowe.

Klamrg zamykajgcq wystawe jest wideo-art Solaris in fabula (2014),
odwotujqce sie do filmu Lisbon Story (1994) Wima Wendersa. Podobnie jak
w dziele niemieckiego rezysera, gdzie gtdbwny bohater poznaje miasto
poprzez zbierane dzwieki, Angelini w swoim filmie bada przestrzen i
atmosfere za pomocq Swiatta, koloru i struktury. W Solaris in fabula

kluczowq role odgrywa odtwérca gtdwnej roli Jan Kozaczuk, ktérego



mimika stanowi wizualny kontrapunkt dla dzwiekédw dochodzqcych z
miejskiego zgietku. Emocjonalne zmiany w wyrazie jego twarzy, reakcje na
bodZce dzwigkowe oraz sposdb, w jaki wchodzi w interakcje z otaczajgcg
go przestrzeniq, oddajg palete uczu€¢ od zagubienia i nostalgii po
fascynacje i nadzieje. Dzwigki codziennego zycia, takie jak rozmowy
przechodniéw, klaksony, echo krokéw w waskich uliczkach, tgczg sie z
symbolikg ukazang na obrazach, tworzgc wielowarstwowy przekaz. Obrazy,
umieszczone w strukturze narracyjnej filmu, wzmacniajq refleksje nad
egzystencjq cztowieka we wspdlnocie miejskiej. Detale architektury,
migotanie Swiatef, uktad urbanistyczny miasta oraz gra cieni i barw
reinterpretujqg sprawy pozornie oczywiste, ukazujgc ich gtebszy wymiar.
Angelini, zestawiajgc sztuke malarskq z filmem, pokazuje, jak codzienna
rzeczywisto$¢€ przeplata sig z indywidualnymi przezyciami i wspomnieniami,
jak miasto ksztattuje emocje jednostki, a jednostka wpisuje sie w jego
narracje. To dyskretna, ale zarazem intensywna opowieS¢ o relacji
cztowieka z jego otoczeniem, o pulsujgcym rytmie zycia, o symbiozie
dzwigku i obrazu oraz o sposobach, jakimi percepcja nadaje znaczenie
Swiatu. Wideo-art kofczy wystawe, pozostawiajgc odbiorce z otwartym
pytaniem o to, jakq role kazdy z nas odgrywa w dynamicznej strukturze

miejskiej i w jaki sposéb na nig wptywa.

Wystawa skiania do refleksji nad pytaniami, ktére stajg sie coraz
bardziej istotne we wspbdtczesnym konteksScie kulturowym. Jaki jest nasz
indywidualny wktad w zrébwnowazony rozwdj i ochrone Srodowiska? Czy
alternatywne sposoby pozyskiwania energii sq rozwigzaniem bez
konsekwenciji? Czy sztuka moze petni€ role mediatora migdzy technologiq
a naturg? Angelini nie daje jednoznacznych odpowiedzi, ale prowokuje do
mysSlenia, otwierajgc przestrzen do dialogu, w ktorej sztuka, nauka i

ekologia przenikajqg sie i wzajemnie inspirujqg.

Jan Kozaczuk, kurator wystawy



Arte, tecnologia, citta: tra la luce e 'ombra della
realta

La tecnologia non € soltanto uno strumento,
ma un modo di concepire il mondo.

Martin Heidegger, La questione della tecnica e altri saggi

La mostra Arte. Energia. Sostenibilita di Marco Angelini, allestita nello
spazio austero del Museo d’Arte Contemporanea di Wroctaw, € una
riflessione sui rapidi mutamenti della civiltd, sullo sviluppo tecnologico e
sulla natura sfuggente del presente. L'artista, indagando il mondo che lo
circonda, analizza e trasforma le informazioni, creando archivi visivi che
rendono visibile la natura creativa dell’essere umano, dellHomo Faber,
capace di modellare la realtd attraverso il lavoro e l'ingegno. In questo
contesto ritorna la concezione di Homo Faber elaborata da Hannah Arendt
nel suo saggio La condizione umana (1958). Arendt definisce 'uomo come
un essere che, attraverso l'attivitd creativa e tecnologica, trasforma la
realtd. Inventore, costruttore e organizzatore, crea un mondo materiale
popolato di artefatti e, al tempo stesso, modella il proprio ambiente
subendone linflusso. Tuttavia, come sottolinea la filosofa, 'lHomo Faber
non € soltanto un creatore: la sua incessante necessita di produrre lo
conduce a interrogarsi sulla caducitd e sulle conseguenze del progresso

tecnologico.

Angelini dialoga con questa concezione. L'artista non si limita a
documentare la realtd circostante, ma interviene su di essq, restituendo
nuovo valore a oggetti apparentemente consumati o inutili. Nella sua
visione, 'Homo Faber & un individuo che, di fronte alla crescente

tecnologizzazione del mondo, si confronta con la questione etica e la



responsabilitd delle proprie azioni. Nella pratica di Angelini, tale dilemmma si
manifesta nella tensione tra naturale e artificiale, tra cid che € organico e
cio che é costruito dalll'uomo. Ne nasce un racconto raffinato ma intenso
sulla relazione tra I'essere umano e il suo ambiente, sul ritmo pulsante
della vita, sulla simbiosi tra suono e immagine e sui modi in cui la
percezione umana attribuisce significato allo spazio. Come un moderno
Homo Faber, Angelini attraverso l'arte crea una realtd alternativa, nella

quale lo spettatore & chiomato a riflettere sul proprio impatto sul mondo.

Consapevole della tradizione italiana e della ricchezza della sua
simbologia, I'artista introduce nel suo linguaggio astratto segni universali e
codici culturali che rimandano alle idee di circolaritd, ecologia e
rigenerazione della natura. Nel ciclo Lampadine (2021-2024) si concentra
su oggetti semplici e quotidiani che per la maggior parte del tempo
restano inosservati, fino al momento in cui si spengono e vengono gettati.
E allora che la loro presenza diventa tangibile: le superfici si coprono di
fuliggine, il vetro si incring, la forma si degrada. Angelini, perd, non
permette loro di scomparire: nei suoi quadri ne rivela I'energia nascosta,
inserendoli in un nuovo contesto. Una delle opere chiave della serie e
Eureka (2024), un dipinto di 50 x 35 cm in cui una lampadina
monumentale, posta al centro, illumina metaforicamente uno sfondo di
fasce geometriche blu. | mezzi espressivi essenziali conducono lo
spettatore in un viaggio emotivo e associativo che ricorda le esplorazioni
letterarie di Il giro del mondo in 80 giorni di Jules Verne. Le tonalita del blu,
la regolaritad della composizione e il sottile gioco prospettico costruiscono
un senso di armonia e quiete, evocando al contempo le teorie
psicologiche di Carl Gustav Jung sulla forza comunicativa dell’arte astratta
come espressione di un processo psichico che conduce
allautoconoscenza e dllintegrazione degli aspetti inconsci della

personalitd.

In un altro ciclo, dedicato ai pannelli fotovoltaici (2018-2025), Angelini

esplora il rapporto tra arte e tecnologia nel contesto della transizione



energetica. Utilizza pannelli e celle fotovoltaiche come moderni dispositivi
progettati per catturare l'energia solare. Nella sua interpretazione, una
volta dismessi, trovano nuova vita come elementi di composizioni
artistiche. La forma geometrica dei pannelli accostata a strutture
biomorfiche, genera una tensione visiva intrigante. Le superfici
danneggiate, le crepe, i riflessi di luce sulle celle danno I'impressione che
esse siano ancora attive, come se continuassero ad assorbire i raggi del
sole. Attraverso il colore e la materia, queste opere restituiscono la

complessitd di un mondo in continua trasformazione.

La serie Astronauti (2023) introduce il tema del superamento dei
confini fisici e cognitivi. L'artista si ispira alle idee di Lewis Mumford (The
Myth of the Machine: Technics and Human Development, 1967), che
sottolineano la necessitd di una convivenza armoniosa tra uomo e
tecnologia, vicina a un umanesimo organico, e mettono in discussione la
visione classica dei limiti umani. Nella sua interpretazione, persino i
dispositivi elettronici piu prosaici, quasi invisibili nella vita quotidiana,
possono diventare veicoli per l'esplorazione dellignoto. Razzi, viaggi
spaziali e tecnologia si fanno metafora della curiositd umana, della

costante tensione verso la scoperta e I'espansione dei confini del possibile.

L'ispirazione per la mostra nasce dal ritmo e dalla dinamica di
Wroctaw, cittd dalla storia ricca e dalla complessa struttura urbanistica,
attraversata da canali, ponti e spazi policromi. I Museo d'Arte
Contemporanea di Wroctaw, in particolare il suo quarto piano, € un luogo
che naturalmente si presta al dialogo tra arte, tecnologia ed ecologia.
L'edificio, originariamente progettato come rifugio antiaereo, con la sua
architettura ovale e i corridoi simili a tunnel, ricorda un’astronave
temporaneamente attraccata alla realtd. E uno spazio che invita a
interrogarsi sul futuro, sulla condizione dello sviluppo umano e sulle

conseguenze del progresso tecnologico.

La mostra € concepita come un viaggio attraverso luce, energia e



spazio. Si apre con un insieme di oggetti ispirati alle tecnologie
contemporanee: piramidi in plexiglass, cuori anatomici in gesso o
stampati in 3D, tavole con macchie simmetriche che ricordano i test di
Rorschach, e componenti fotovoltaiche. Tutto conduce alla proiezione
video Kroki (Passaggi/Steps, 2018), che trascina lo spettatore in una
dimensione di profondita indefinita, invitandolo a superare gli schemi

percettivi e a esplorare nuove modalita di visione.

In uno spazio semioscuro dedicato, ci si immerge in un’esperienza in
cui arte, cosmo ed energia si incontrano. La luce e la materia agiscono sui
sensi, creando un ambiente favorevole alla concentrazione e alla
riflessione. Le opere esposte formano wun insieme coerente e
simbolicamente costruito. L'asse principale di questa narrazione é
tracciata da quattro dipinti disposti secondo i punti cardinali, che
compongono una sorta di mappa del paesaggio interiore. Forme e colori -
Nord (2015-2025) e Progresso tecnologico — Sud (2015-2025) sono
composizioni di 70 x 70 cm, realizzate con materiali di recupero: frammenti
di pannelli fotovoltaici, fili elettrici, vetro riflettente, schiuma poliuretanica
fonoassorbente e corda. Sotto la tela sono collocate luci LED di forma
quadrata e circolare, che amplificano il significato della composizione
simboleggiando rispettivamente stabilitd e ciclicitd. | due poli — Nord e Sud
— segnano la tensione tra ordine e trasformazione, tra cid che é stabile e

cio che @ in movimento.

Sullasse est—ovest si trovano due opere piu piccole (70 x 50 cm):
Uomo-guerriero — Est (2014-2025) e Ovest (2014-2025). Nella prima, il
profilo semplificato di una figura umana, realizzato con chiodi, pigmento,
colla e celle fotovoltaiche, sembra emergere dalla materia sotto la luce dei
LED laterali: un‘immagine che riflette sulla memoria del corpo e sulla sua
trasformazione tecnologica. In Ovest, invece, forme geometriche si
intrecciano a elementi cartacei simili a uccelli in volo, costruiti con carta
piegata a origami, creando una composizione dinamica e aperta sul tema

del viaggio, della migrazione e del mutamento. In tutte e quattro le opere,



la presenza della luce artificiale non solo mette in rilievo texture e forme,
ma conferisce loro una dimensione simbolica. Le fonti LED, collocate sotto
la tela o ai suoi lati, diventano parte integrante del lavoro, animandolo e
rivelandone strati nascosti di significato. | materiali riciclati, sottratti al
contesto tecnologico, si trasformano in portatori di emozioni, memoria e
idee. In questo spazio intimo e calibrato emerge chiaramente la
simbologia dei quattro punti cardinali, come se i dipinti fungessero da

punti di orientamento nel paesaggio dell'esperienza umana.

A completare questa composizione stratificata vi & la proiezione del
video-art Orione — Cassiopea - Orsa Maggiore (2020), proiettata sul
soffitto della sala. Le costellazioni di stelle, come figure pitagoriche che
emergono dal nulla cosmico, diventano metafora visiva della ricerca di
direzione e di senso. Il loro ordine geometrico dialoga con le forme presenti
nei dipinti, unificando la mostra sotto il segno dei riferimenti cosmici. Ne
nasce uno spazio in cui passato e presente, natura e tecnologia, arte e
scienza si intrecciano. Ogni elemento — quadro, luce, materia e video -
conduce lo spettatore a riflettere sul posto delluomo nel mondo in
mutamento e sulla sua relazione con il visibile e l'invisibile, il terrestre e |l

cosmico, il materiale e lo spirituale.

A chiudere la mostra € il video Solaris in fabula (2014), che rimanda al film
Lisbon Story (1994) di Wim Wenders. Come nel film di Wenders, in cui il
protagonista conosce la cittd attraverso i suoni che registra, Angelini
esplora lo spazio e 'atmosfera tramite luce, colore e struttura. Nel video, un
ruolo centrale € interpretato da Jan Kozaczuk, la cui mimica e la cui
espressivitd del volto fungono da contrappunto visivo ai suoni del
paesaggio urbano. Le variazioni emotive, le reazioni ai rumori, il modo in cui
interagisce con lo spazio circostante restituiscono una gamma di
sentimenti che vanno dallo smarrimento alla nostalgia, dalla fascinazione
alla speranza. | suoni della vita quotidiana — le conversazioni, i clacson,
I'eco dei passi nei vicoli — si intrecciano con la simbologia dei dipinti,

creando una narrazione multilivello. Le immagini, inserite nella struttura



narrativa del film, rafforzano la riflessione sull’esistenza umana nella
comunitd urbana. | dettagli architettonici, il tremolio delle luci, la
disposizione urbanistica della cittd e il gioco di ombre e colori
reinterpretano cid che &€ apparentemente owvio, rivelandone la profonditad.
Angelini, combinando pittura e cinema, mostra come la realtd quotidiana
si intrecci con le esperienze e i ricordi individuali, come la cittd plasmi le
emozioni dell'individuo e l'individuo si inscriva nella sua narrazione. E un
racconto discreto ma intenso sulla relazione dell'uomo con 'ambiente, sul
ritmo pulsante della vita, sulla simbiosi tra suono e immagine e sui modi in
cui la percezione umana attribuisce senso al mondo. Il video-art chiude la
mostra lasciando lo spettatore con una domanda aperta: quale ruolo
svolge ciascuno di noi nella struttura dinamica della cittd e in che modo la

influenziamo.

La mostra invita alla riflessione su questioni sempre piu cruciali nel
contesto culturale contemporaneo: qual € il nostro contributo individuale
allo sviluppo sostenibile e alla tutela dellambiente? | metodi alternativi di
produzione energetica sono davvero privi di conseguenze? E pud l'arte
fungere da mediatore tra tecnologia e natura? Angelini non offre risposte
univoche, ma provoca il pensiero, aprendo uno spazio di dialogo in cui

arte, scienza ed ecologia si intrecciano e si ispirano reciprocamente.

Jan Kozaczuk, curatore della mostra

Traduzione dal polacco allitaliano dott.ssa Romina Fucd



Art, Technology, and the City: Between Light and
the Shadow of Reality

Technology is therefore no mere means.
Technology is a way of revealing.

Martin Heidegger, The Question Concerning Technology and Other

Essays

The exhibition Art. Energy. Sustainability by Marco Angelini, presented
within the austere architecture of Wroctaw Museum of Contemporary Art, is
a reflection on accelerated civilisational transformations, technological
expansion, and the fugitive condition of contemporaneity. While observing
his surroundings, the artist analyses and processes streams of information,
constructing visual archives that highlight the creative capacities of Homo
faber as a figure endowed with the ability to shape reality through labour,
invention, and ingenuity. Within this framework, the notion of Homo faber
re-emerges, das described by Hannah Arendt in The Human Condition
(1958). Arendt conceives Homo faber as an agent who transforms the
world through creative and technological praxis. As inventor, builder, and
organiser, he produces a material environment dense with artefacts,
simultaneously configuring and being configured by his milieu. Yet, as
Arendt underscores, Homo faber is not merely a producer: his incessant
drive towards fabrication leads to critical reflection on transience and the

ramifications of technological progress.

Angelini's practice enters into a dialogue with this conception. His work
does not simply document the surrounding reality; it actively intervenes

within it, recuperating and reactivating value from objects deemed



obsolete or redundant. In his interpretation, Homo faber emerges as a
subject confronted with questions concerning the ethics and
responsibilities of making within the accelerating processes of
technologisation. This tension is articulated through a dialectic between
the natural and the artificial, the organic and the fabricated. What unfolds
is a sophisticated and affectively charged narrative concerning human
relationship with the environment: a pulsating rhythm of life, a symbiosis of
the sonic and the visual, and an exploration of how perception itself
inscribes meaning into space. Angelini, as a contemporary Homo faber,
mobilises artistic practice to construct an alternative reality in which the
viewer is compelled to confront their own agency and implication within

the world.

Drawing upon the depth of the Italian artistic tradition and its
symbolism, the artist incorporates universal signs and cultural codes into
his abstract, evoking notions of circularity, ecological awareness, and the
regenerative cycles of nature. In the series Light Bulbs (2021-2024), Angelini
turns his attention to these modest, ubiquitous objects - typically
overlooked until the moment of their obsolescence, when they cease to
function and are discarded. At that moment, their presence acquires a
more tangible dimension: their surfaces become encrusted with dark
residue, their glass fractured, their form progressively disintegrating. Yet
Angelini does not let them disappear. Through his painting, he reactivates
their latent energy and introduces them within a new context. One of the
key works in this series is Eureka (2024) - a 50 x 35 cm canvas in which a
centrally placed, monumental light bulb metaphorically irradiates o
ground structured by geometric bands of blue. Through a minimailist visual
language, the artist guides the viewer on a journey dense with affect and
associative potential, recalling literary voyages such as Verne's Around the
World in Eighty Days. The chromatic spectrum of blues, the compositional
regularity, and the subtle modulation of perspective generate a sense of

equilibrium and harmony, invoking the psychological theories of Carl



Gustav Jung concerning abstract art as an expression of psychic
processes leading towards self-discovery and the integration of the

UunNnconscious.

In other works (2018-2025), created through the use of photovoltaic
panels, Angelini further investigates the relationship of art and technology
within the broader horizon of the energy transition. Photovoltaic panels and
cells — devices engineered to capture and convert solar energy — are
recontextualised as aesthetic matter. In the artist's treatment, worn and
discarded elements are granted a renewed ontological status as
components of visual compositions. Their geometric rigidity, set against
biomorphic configurations, generates an intriguing formal tension. The
damaged surfaces, fissured structures, and the play of reflected light
across the tessellated planes create the impression of residual vitality, as
though these objects persist in their solar absorption. Through an interplay
of colour and texture, the works articulate a multidimensional depth and a

narrative of the world’s continual transformation.

Another body of work, Astronauts (2023), introduces the motif of
transcending both physical and cognitive thresholds. Here, Angelini draws
on the thought of Lewis Mumford — particularly as articulated in The Myth
of the Machine: Technics and Human Development (Harcourt, Brace &
World, New York 1967) — which advocates for a harmonious coexistence
between human beings and technology, aligned with the principles of
organic humanism, while simultaneously challenging entrenched
conceptions of human limitation. Within this framework, even the most
inconspicuous electronic devices, often rendered invisible through habitual
use, are reimagined as vehicles for the exploration of the unknown.
Rockets, space travel, and technological apparatuses function here as
metaphors for human curiosity and the persistent drive to exceed given
boundaries, to access domains of reality previously perceived as closed or

finite.



The exhibition itself has been inspired by the rhythm and dynamism of
Wroctaw — a city marked by a layered history and a complex urban
morphology, interlaced with canals, bridges, and a heterogeneous
chromatic landscape. Wroctaw Contemporary Museum, and in particular
its fourth floor, is a venue attuned to the dialogue between art, technology,
and ecology. Originally conceived as an air-raid shelter, the building’s oval
form and tunnel-like corridors evoke the image of a spacecraft
momentarily anchored within reality. It is a space that provokes reflection
on the future, the trajectory of human development, and the

consequences of technological advancement.

The exhibition unfolds as a meticulously planned passage through
light, energy, and spatial experience. It opens with a constellation of
objects that evoke contemporary technologies: plexiglass pyramids,
anatomical hearts rendered in plaster or produced through 3D printing,
panels bearing symmetrical motifs reminiscent of Rorschach tests, and
photovoltaic components. This section culminates in the video piece Steps
(Passaggi, 2018), which draws the viewer into a space of indeterminate
depth, inviting a departure from habitual modes of thinking to explore

expanded perceptual possibilities.

Within a separate, dimly illuminated gallery, the viewer enters an
immersive environment in which art, cosmos, and energy converge. This
space affects the sense through the interplay of light and material,
creating an environment conducive to concentration and introspection.
The works coalesce into a coherent, symbolically structured whole. Its
principal narrative axis is articulated through four paintings arranged
according to the cardinal directions, forming a map of an interior
landscape. Forms and Colours — North (2015-2025) and Technological
Progress — South (2015-2025), both measuring 70 x 70 cm, are
compositions in which the artist employs recycled materials — fragments
of photovoltaic panels, electrical wiring, reflective glass, sound-absorbing

polyurethane foam, and string. In both cases, square and circular LED light



sources positioned beneath the canvas intensify the semantic field of the
works, signifying, respectively, stability and cyclicality. The polarity of north
and south thus delineates a tension between order and transformation,

between permanence and flux.

Along the east-west axis, two smaller paintings (70 x 50 cm) are
situated: Man-Warrior — East (2014-2025) and West (2014-2025). In the
former, the contour of a reductive human figure — composed of nails,
pigment, adhesive, and photovoltaic cells — seems to emerge from the
material substratum thanks to laterally placed LED illumination. The work is
a meditation on corporeal memory and technological transformation. In
West, by contrast, geometric forms intersect with paper elements
suggestive of birds in flight, realised through the technique of origami,
creating a dynamic and open composition that addresses motifs of
migration, movement, and changeability. All four paintings are unified by
the presence of artificial light, which not only accentuates their textures
and formal structures but also endows them with symbolism. The LED
sources, embedded beneath or alongside the canvases, function as
integral components, animating the works and revealing hidden layers of
meaning. Recycled materials, extracted from their original technological
contexts, are now transfigured into carriers of affect, memory, and ideas.
Within this intimate and rigorously composed environment, the symbolism
of the four cardinal points emerges clearly, as though the paintings
themselves operated as orientational markers within the landscape of

human experience.

This multi-layered composition is further extended by the video
projection Orion — Cassiopeia — Ursa Major (Orione — Cassiopea — Orsa
Maggiore, 2020), cast upon the ceiling. The constellations, evoking
Pythagorean geometries crystallising out of cosmic indeterminacy,
become a visual metaphor for the search for orientation and meaning.
Their ordered configurations resonate with the forms depicted in the

paintings, binding the exhibition into a cohesive network of cosmic



references. The result is an environment in which the past interweaves with
the present, nature with technology, art with science. Each element of the
installation — image, light, material, and projection — directs the viewer
towards a reflection on humanity’s position within an ever-transforming
reality, and on our relation to the visible and the invisible, the terrestrial and

the extraterrestrial, the material and the immaterial.

The exhibition culminates in the video work Solaris in fabula (2014),
which refers to Lisbon Story (1994). As in Wim Wenders' film, where the
protagonist navigates the city through the accumulated sounds, Angelini
deploys light, colour, and compositional structure to analyse spatiality and
atmosphere. In Solaris in fabula, the central role is performed by Jan
Kozaczuk, whose expressive physiognomy operates as a visuadl
counterpoint to the urban soundscape. The emotional changes of his
facial expressions — his responsiveness to sonic stimuli and his interaction
with surrounding space — articulate an emotional spectrum ranging from
disorientation and nostalgia to fascination and hope. The sounds of
everyday life — snatches of conversation, the signals of car horns, the
reverberation of footsteps in narrow streets - interweave with the
symbolism of the paintings, producing a multilayered message. The
imagery embedded within the film’s narrative structure reinforces a
meditation on human existence in the urban community. Architectural
details, the flicker of lights, the configuration of urban space, and the
interplay of shadow and chromatic nuance reconfigure the ostensibly
familiar, disclosing its hidden dimensions. Through the juxtaposition of
painterly and cinematic languages, Angelini reveals how everyday reality
interweaves with subjective experiences and memories, how the city
shapes the emotions of the individual, and how the individual inscribes
themselves into its narrative. What emerges is a restrained yet affectively
charged meditation on the relationship between the human subject and
their environment — on the pulsating rhythms of urban life, the symbiosis of

sound and image, and the processes through which perception generates



meaning. As the final element of the exhibition, the video work leaves the
viewer suspended within an open-ended question concerning their own
position within the dynamic matrix of the urban fabric and the extent of

their agency within it.

The exhibition as a whole prompts reflection on a series of questions
that are becoming increasingly pressing within the contemporary cultural
context. What is our individual contribution to sustainable development
and environmental protection? Do alternative energy sources offer
solutions devoid of unforeseen consequences? Can artistic practice
function as a mediating force between technology and nature? Angelini
refrains from providing definitive answers; instead, he provokes reflection,
opening a space for dialogue in which art, science, and ecology

interpenetrate and mutually inspire one another.

Jan Kozaczuk, exhibition curator

Translation: Karol Waniek



MwncTeuTBO, TEXHOMOTIA, MICTO: MIDK CBIT/IOM |
TIHHKO Pea/IbHOCTI

TexHonoria — Ue He nuLle IHCTPYMEHT,

a cnoci6 ocArHeHHsA CBITY.

MapTiH Faviperrep, [TlumaHHA npo mexHIKy ma IHWI ecei

BuctaBka «MwucteyrtBo. EHepria. Ctannii po3BUTOK» aBTopcTBa Mapko
AHZ>KeNIHI B CyBOpPOMY npocTopl Mysero cydacHoro mucreyrsa y Bpounasl — Le
pO34yM MpPO CTPIMKI UMBINI3ALIAHI 3MIHW, PO3BUTOK TEXHOJONIW | HEBNOBUMY
CyYacHICTb. MuTeLpb, JOCNIAXKYHOUM CBIT HABKOIO cebe, aHaI3ye Ta OrnpaLboByeE
IHGOpPMaLLIIO, CTBOPIOKOUN BI3yasbHI apXIBY, LLIO YBMPA3HIOOTL TBOPYY NPMPOAY
NoANHK — IcTOTU Homo faber, 3paTHOI GOpMyBaTU peasibHICTb 3@ AOMNOMOrOH0
npawl Ta BUHaXIAAMBOCTI. Y LIbOMY KOHTEKCTI MOBEpPTaETLCA KOHLUenwisa Homo
faber, sky po3suHyna FaHHa ApeHAT y cBoili npau CmaHosuwe aoduHu (The
Human Condition, 1958). ApeHAT BU3Hauae ii K ICTOTY, IO Yepe3 TBopYy U
TEXHONOTIYHY AISNbHICTb NePeTBOPIE pPeanbHICTb. AK BUHAXIAHWUK, OYAIBHUYNIA
| OpraHi3aTop, BOHa CTBOPHOE MaTeplaibHWIA CBIT, CNOBHEHUW apTedakTIs,
BOoAHOYac GOpMyrOUM CBOE CepefoBuLLE N NIANATaYM Noro Bnamey. OgHak, K
niakpecntoe ApeHaT, Homo faber — ue He nuwe TBopeLb: oro 6esnepepBHa
notpeba BUPOGNATM BeJe [0 OCMUCIEHHA MWHYLWOCTI Ta HacIIAKIB
TEXHONOrMYHOro NOCTyny. AHAXEIHI y CBOIX pob0oTax BCTYMaE B Alanor I3 LIEH
KOoHUenulern. Muteub He nue JOKYMEHTYE [OBKOJINLIHIO peanbHICTb, a 1
BTPYYaETbCA B Hel, BIAKPWBAOYM B, 34aBanocs 6, 3HOWEHUX | HEeMnoTPIGHMX
npegMeTax IXHH HOBY LIHHICTb. Y 1ioro 6ayeHHI Homo faber — ue IHAMBIA,
AKNM B YMOBAaX 3p0OCTarY0l TEXHONOTI3aLll CBITY NOCTA€E Nepes NMMTaHHAM eTUKU
Ta BIANOBIAANLHOCTI 3@ BNACHI AlT. Y TBOPYOCTI AHZXKENIHI LA AWIeEMa BUPaXKeHa
yepes Hanpy>XeHHA MK MPUPOAHUM | LUTYYHUM, MK OPraHIYHUM | TUM, L0

CKOHCTpYylioBaHe NHOANHOLO. Lle BUTOHYEHA, afie BOAHOYAC IHTEHCVBHA OMOBIAb



NPO B3aEMUHW NIIOAVHU 3 Ti OTOYEHHAM, NPO NYAbCYHUYUIA PUTM XUTTS, MpO
CMM6103 3BYKY ¥ 06pasy, a TakoX MNpO Crnocobu, SKUMN NACbKe CPUNHATTSA
HafJlae ceHcy npoctopy. AHZXenIHl, MOB cyyacHu Homo faber, uyepes
MUCTELITBO CTBOPHOE afibTEPHATUBHY peanbHICTb, Y AKIM rnsgady 3MyLleHui

3aMUaINTUCA Haj BJ1aCHUM BIJINBOM Ha CBIT.

CBIZOMUIA ITANINCBLKOT TPaAULIi Ta 6aratctBa CUMMBOJIKW, MUATELb BBOAUTDL Y
CBOIO abCTpPaKkTHYy TBOPYICTb YHIBEPCalbHI 3HAaKW W KyNAbTYpPHI KOAM, LWO
BIACWNAIOTL A0 148/ LMKNIYHOCTI, €KOJIOrIi Ta NMPoLeciB BIAPOAXKEHHS NPUPOAW.
Y uukm Xapieku (2021-2024) BIH 30CepeAXyeTbCca Ha LUMX MPOCTUX,
NOBCAKAEHHNX O6'eKTax, AKI BINbLUICTL Yacy 3anMLIATbLCA HEeNOMIYEHUMU —
aX A0 MOMEHTY, KON racHyTb | IX BUKUAAIOTb. ToAl IXHA MPUCYTHICTL CTaE
BIAYYTHILLIOK: MOBEPXHI BKPMBAE TEMHWI HaNIT, CKNO TPICKAETLCH, a dopma
pYyViHyeTbCA. OAHaK AHZXKENIHI He A03BONSE iM 3HUKHYTWU. Y CBOIX poboTax BIH
BUBIJIbHSE IXHIO NMPUXOBAHY €Heprito Ta BBOAUTb Y HOBUI KOHTEKCT. OAHUM 13
KJOUOBUX TBOPIB L€ cepli € Egpuka (2024) — nonoTHo po3mipom 50 x 35 cm, y
LEeHTPl $KOro MOHYMeHTasbHa >XapiBka MeTadopuYHO OCBITAKE TNO 3
reoMeTpUYHNX CMYr 61aKUTHOrO KoNbopy. MIHIMaNICTUYHI 3aco06K BUPA3HOCTI
BeAyTb rNs4ayva y rMOJAOPOX, CMOBHEHY eMOoulid | acoulaulvi, Lo Haragaye
niTepaTypHI MaHAPIBKN Y CTUNI Haskosao ceimy 3a 80 0HIe Xynsa BepHa. BIATIHKN
61aKUTHOrO, PeryasipHICTb KOMMNO3MLUIi Ta TOHKa rpa rnepcrekTnBy CTBOPHOKOTb
BIAYYTTS TFapMOHIT /W CMOKOK, BOAHOYAC BIACUAAKYN A0 MCUXONOTMIYHUX
KoHuenuii Kapna lyctaBa HOHra npo cuny abCTpPakTHOroO MUCTELTBA 5K
BYpPaXXeHHSA MCUXIYHOro npouecy, Wo Beje A0 CaMOMI3HAHHA Ta IHTerpauli

HeCcBIAOMNX acCrneKTIB 0COBUCTOCTI.

B 1Hwux po6otax (2018-2025), CTBOPEHUX I3 BUKOPUCTAHHAM
doToranbBaHIYHUX NaHenen, AHAKEeNIHI AOCNIAXKYE TeMy B3aEMO3B'A3KY MIX
MUCTELITBOM | TEXHOJIOTIED B KOHTEKCTI eHepreTuyHoi TpaHcpopmauji. BiH
BUKOPWCTOBYE MNaHenl Ta ¢OoTorasbBaHIYHI e€NeMeHTU SK Cy4dacHI MPUCTPOI,
NpPU3HaYyeH! AN OTPUMAHHSA COHSAYHOI eHeprii. Y Noro IHTeprnpeTaLli 3HOLWeHI
HenoTPIGHI NaHel OTPUMYHOTb HOBE XUTTS AK eIeMEHTU XYAOXHIX KOMMO3ULINA.

IxHs reomeTpruHa Gpopma, NoegHaHa 3 61I0MOPHIMU KOHTYPaMK, CTBOPHOE



IHTpUrytoue HanpyXeHHs. [olKoAXeHa MOBEpPXHS MNaHenen, MoTPICKaHI
CTPYKTYpPW, BIAOGANCKMA CBITNA, LLO BIAA3EPKAOTLCA BIA MOBEPXHI MJNTOK,
CTBOPHOIOTb BPAXEHHS, HI6BW BOHW A Aanl 3a/ULLAKTLCSA aKTUBHUMM — Haye 1
A0CI MOMNVIHAKTL COHSAYHI MPOMEHI. 3aBAAKN TPl KONbOpPY i GakTypu LI poboTu
nepesatoTb 6araToBUMMIPHY MMGWHY Ta pPO3ropTakdTb  OMOBIAL  MPO

6e3nepepBHe MNepeTBOPEHHS CBITY.

HactynHa cepia AcmpoHasmu (2023) BBOAUTL TemMy NoAO0JIaHHA KOPAOHIB
— AK OQIBNYHUMX, Tak | MI3HaBasibHUX. MuTeub 3BepTaeTbcsa A0 I4ei Jlbroica
Mamdopaa (Lewis Mumford, The Myth of the Machine: Technics and Human
Development, Harcourt, Brace & World, Hbro—l7lop|<, 1967), AKI NIAKPECOTL
noTpeby rapMOHINHOIO CRIBICHYBAHHA JIIOAVHWN W TexXHOoNorl, 6ansbky A0
OPraHIYHOro rymaHiaMmy, Ta BogHOYac CTaBUTb M4 CYMHIB KNACUYHI YSBAEHHS
Npo O6MEeXeHI MOXJ/IMBOCTI NAVHW. Y 1oro 6aveHH! HaBITb MNPO3aiuHI
eNleKTPOHHI NPUCTPOI, MaXe HEMOMITHI Y NOBCAKAEHHOMY XWUTTI, MOXYTb CTaTn
CBOEPIAHVMM 3acobamy, WO BIAKPUBAKOTb WAAX A0 AOCAILKEHHS HEBIAOMOTO.
PakeTn, KOCMIYHI MOAOPOXI Ta TEXHOJOrII NoCTalTb AK MeTadopa NACHKOI
AONUTANBOCTI, 6e3nepepBHOro NparHeHHs BUXOAMTU 3@ MeXI HasgBHOIo 40CBIAY

N BIAKPVBATU peanbHICTb, AKa paHILle 34aBanacs 3aMKHEHOH Ta 3aBepLLEHOH.

HaTXHeHHAM AN CTBOPEHHS BUCTaBKW CTanu pUTM | AnHaMika Bpounasa —
MICTa 3 6arator ICTOPIED Ta CKAAAHOK YPOAHICTUYHOK  CTPYKTYPOHO,
CMOBHEHOro KaHanlg, MOCTIB | PI3BHOMAHITHUX KONbOPOBMX MpocTopIB. My3en
CyyacHoro mMucreutsa y Bpounasl, a ocobavBO MOro 4eTBepTUin MNoBepX, €
MICLeM, LLIO MPUPOAHO BMUCYETLCS B AlaIor MIXXK MUCTELTBOM, TEXHOJIOTIE Ta
eKonorieto. byaiBnsa, cCNpoekToBaHa Cno4YaTky SK MPOTUMNOBITPSAHE YKPUTTS, 3l
CBOEID OBAJIbHOK apXITEKTYPOK Ta TyHeNbHUMMMK MepexojaMn Haragye
KOCMIYHWIA KOopabenb, TMM4YacoBO MPULLBAPTOBAHUIA Yy peanbHOCTI. Lle npocTip,
AKNIA CMOHYKA€E CTaBUTW 3anMTaHHA MPO ManbyTHE, CTaH NOACBKOro PO3BUTKY

Ta HACMIAKN TEXHOJIOMNYHOIO NocTyny.

BuctaBka € NPOoAYMaHOK MOAOPOXOKK KPI3b CBIT/IO, €HEPrIK0 Ta MPOCTIP.

BoHa po3nounHaeTbCs 361pKO0 06'EKTIB, LLO BIACUIAIOTL A0 CyYaCHUX



TEXHOMONI: MIpaMIAM 3 MNAeKCUrnacy, aHaTOMIYHI cepus 3 rincy a6o
HaZPyKOBaHI 3a 40MOMOrot 3D-TexXHOOri, AOLIKA 3 CUMETPUYHUMU NASMaMU,
IO HaraAyloTb TecTu Popluaxa, a Takox ¢oToranbBaHIUHI eNeMeHTU. Yce Le
Bee A0 Mpoekuli Blaeo-apTy Kpoku (Passaggi/Steps, 2018), sika 3aHyproe
rnajada y CBIT HeBM3HaueHOi FMGWHY, 3amnpoLUyouM BUXOAUTU 3a MeX

3BNYHNX CXEM MUCNTEHHA Ta A40CNIAXYBAaTN HOBI MOXKJTMBOCTI CI'IpI/II7IHF|TTﬂ.

Y  BILOKpPEM/IIEHOMY, HariBTEMHOMY BWUCTaBKOBOMY MPOCTOPI MU
NMPOXMBAEMO A0CBIA, Y AKOMY NepeTrHaTLCA MUCTELTBO, KOCMOC | eHeprisd. Lie
MICLIe BM/IMBAE Ha BIAYYTTH Yepes CBITI0 Ta MaTeplto, CTBOPHOKOYUYN CepesOBULLIE,
CNPUATAVIBE AN KOHUEHTpaull Ta po3aymiB. [pescTtaBneHI poboTu ckiajaroTb
LINICHY, CUMBOJIIYHO MPOAYyMaHy KOMMo3uLito. [0N10BHY HapaTUBHY BICb LIbOrO
npocTopy ¢$OpMyTb YOTUPW KapTUHW, PO3TallOBaHI BIANOBIAHO AO CTOPIH
CBITY, fIKI YTBOPIOIOTb Marny BHYTPIWHLOrO newsaxy. ®opMu ma Ko/neopu —
Meriy (2015-2025) Ta TexHono2iyHuii npozpec — [MedeHs (2015-2025) — e
komno3suuli po3aMipomMm 70 x 70 cM, y AKX MUTELb BUKOPUCTOBYE NepepobieHl
MaTeplanu: ¢parmeHTN ¢GOTOranbBaHIYHUX MNaHeNen, enekTpudHl MNPoBOAM,
BIAOVMBHE CKJ/I0, 3BYKOMOI/INHAOUY MOJIypeTaHoBY MIHY Ta LWHYp. Y o060x
BvMNajkax nif NonOTHOM BCTaHOBNAeHO LED-ocBITheHHA y ¢opMmi KBagpaTa Ta
Kona, fKI MNIACUNOKTE 3HAYeHHA KOMMO3uLli, CUMBOI3YHOUM BIAMNOBIAHO
CTabBbHICTL | UMKMIYHICTE. [lBa NOMOCM — MIBHIY | MIBA€Hb — CTBOPHOKOTb
HaNpy>XeHHs MK NOpSAKOM | TpaHCHOPMALIED, MK TUM, WO MOCTIAHE, | TUM,

Lo nepebysae B pycl.

Ha oci cxig—3ax14 po3TalloBaHO 4Bl MeHLWI KapTuHW po3MipomM 70 x 50 cm:
JoduHa-goiH — Cxid (2014-2025) ta 3axid (2014-2025). Y nepii po6oTi
KOHTYp CnpoLeHOol NHACBKOT QIrypu, CTBOPEHUI 13 LBAXIB, NIFMEHTY, K1ek Ta
dboToranbBaHIYHUX €eneMeHTIB, HIbn BUpUHAE 3 bakTypyn Martepiany nia
BNAMBOM LED-cBITNa, po3TalioBaHOro no 6okax. Lig kapTuHa mMeauTye Hag
NaM'ATTIO TIla Ta TEXHOJIONIYHOK TpaHcpopMaLllero. Y 3axodl reoMeTpuYHI
dopmMuM 3yCTpIYalOTLCA 3 ManepoBUMK enemMeHTaMy, Lo HarajyrTb MTaxiB y
NONbLOTI, BUKOHAHVMMU TEXHIKOK OpIrami, CTBOPKOOUU AVNHAMIYHY, BIAKPUTY

KOMMO3ULII0 Ha TeMy MOAOPOXEN, MIrpaLiii Ta MIHANBOCTI. YCI YOTUPU KapTUHN



06'€eAHYE MPUCYTHICTb LUTYYHOrO CBIT/A, Ke He e nigkpecntoe GakTypu Ta
dopmMu, a ¥ Hagae iM CUMBOJIYHOrO BUMIPY. CBITAOAIOHI JXepena CBITAQ,
po3TaLloBaHI Nij Noa0THOM abo 3 Noro 60KIB, CTatTb HEBIA EMHOK YaCTUHOK
TBOPIB, OXMBOKOUN iX | BIAKPUBAKOUM NPUXOBAHI CMUCIOBI Wapwu. MaTeplanu
BTOPUHHOIO BUKOPUCTAHHS, MN03a TEXHOOMNYHNUM KOHTEKCTOM, CTatoTb HOCIAMI
eMoL|Ili, NaM’'aTI Ta 14el. Y LbOMY IHTUMHOMY, peTefibHO NPoAYyMaHOMY MpocTopl
NPOSIBNSETLCA UITKA CMMBOJIIKA YOTUPbOX CTOPIH CBITY, HI6BU KapTUHU

BMKOHYOTb GYHKLIKO OPIEHTUPIB Y NaHALWAPTI NHOACHKOrO JOCBIAY.

JlonoBHeHHAM Ul€l 6araTtowapoBOi KOMMO3ULUII € MPOEKLUIA BIAeO-apTy
OpioH — Kacciones — Benuka Bedmeduys (Orione — Cassiopea — Orsa
Maggiore, 2020), fka 3'9BASETLCS Ha CTenl 3anW. 30psHI Cy3Ip's, MOB
niparopoBl Cxemy, WO BUHUKAKOTbE I3 KOCMIYHOI MOPOXHeYl, CTBOPIOHTb
BI3yanbHy MeTadopy MOLIYyKy HanpsMKy Ta CeHCy. IXHIi reoMeTpuUHWI
nopsagoK BIANOBIAAE GOPMaM B KapTUHAX, OB'€AHYOUM BCIO BUCTAaBKY HABKOJO
MOTMBIB KOCMOCY. Y pe3ynbTaTl BUHMKAE NPOCTIP, A& MUHYNEe NepeniTaETbCs 3
CyYacHICTIO, NpuUpoAa — 3 TEXHOJIONE, a MUCTEUTBO — 3 Haykor. KoxeH
efIeMeHT LIEl IHCTanAuIl — KapTyHa, CBITN0, MaTeplan Ta NPOEKLIS — CMPSAMOBYE
rnafjaya A0 pPo3AyMIB Mpo Micue SIOAUHU Y ANHAMIYHO 3MIHHOMY CBITI Ta i
B3aEMUHWN 3 BUAVMUM | HEBUAUMWM, 3EMHKMM | NO3a3eMHNM, MaTepPIasIbHUM |

AYXOBHNM.

3aBepLUanbHUM akopAoOM BUCTaBKW € BiAeo-apT Solaris in fabula (2014),
o Biacunae Ao ¢inbMy Lisbon Story (1994) Bima BeHgepca. Mogi6HO g0 TBOPY
BeHaepca, Ae ronoBHUI repori NI3HAE MICTO Yepes 316paHI 3BYKW, AHZXKENIHI Y
CBOEMY ®INbMI AOCAIAKYE NPOCTIP | aTMochepy 3a AONOMOror CBITNA, KONbOPY
Ta cTpyKTypwW. ¥ Solaris in fabula knto4oBy ponb BIAIFPAE BUKOHaBELb rOJI0OBHOI
poni AH Ko3auyk, 4uMs MIMIKA CTa€ BI3yaJlbHUM KOHTPANyHKTOM A0 3BYKIB
MICbKOT MeTyLHI. EMOUIAHI 3MIHM Ha WOro o6auyyl, peakuli Ha 3BYKOBI
NOAPa3HNKN Ta Croci6 B3aEMOZIl 3 HaBKOMMLLHIM MPOCTOPOM BIAOOPaXxarTb
nanITpy BIAYYTTIB — BIf PO3ry6aeHOCTI M HOCTanbrIi A0 3aXOMJIeHHA Ta Haall.
3BYKN MOBCAKAEHHOIO XWUTTA — PO3MOBW MEPEXOXWX, KIAKCOHW, BIAJTYHHS

KPOKIB Y By3bKMX BYyNMYKax — NMepeniTatoTbCs 3 CMMBOJIIKOLO, MOKa3aHOoM Ha



KapTWUHax, CTBOPKOUM bGaraTowapoBU HapaTuB. KapTUHK, po3TalloBaHI Yy
HapaTUBHIA CTPYKTYpPI &UIbMY, CMOHYKalTb A0 PO3AYMIB HaZ ICHYBaHHSM
NMOANHW Y MICBKIVE  CAINBHOTI.  [leTanl apxXITeKTypy, MepexTIHHA CBITA3,
Yyp6aHICTUYHA CTPYKTYpa MICTa Ta rpa TIHEM | KO/MbOPIB PO3rNsjaroTb Mo-
HOBOMY, 3AaBanoca 6, o4eBUAHI peul, BIAKPUBAKOYN IXHIVI NG BUMIP.
AHZKenNHI, MNOEAHYUM XMBOMUC 13 KIHO, AEMOHCTPYE, $AK MOBCAKAEHHA
peanbHICTb NepeniTaETbCs 3 IHAUBIAYaNbHUM AOCBIAOM | CNOragamMum, K MICTO
dopMye emoui OANHN, a NOANHA BANCYETLCA Yy MOro HapaTtuB. Lle ctpnmaHa,
ane BOAHOYAC IHTEHCMBHA OMOBIAb MPO B3aEMUHU NOAUHU 3 iT OTOYEHHSAM, NPO
NyNbCYHUYNIA PUTM XUTTS, NPO C1MB103 3BYKY 11 06pa3y Ta npo cnocobu, aKumu
CNPUMHATTA HaJa€ CeHC CBITY. Bigeo-apT 3aBeplUye BUCTABKY, 3ajunLLAO4UU
rnafjada 3 BIAKPUTUM 3aMUTaHHAM MNPO POJib KOXHOMO 3 Hac y AVHaMIYHIN

MICBKIA CTPYKTYPI Ta AK MU Ha Hel BMJINBAEMO.

BuctaBka CroHyKae A0 PoO3AyMIB HaZA MNUTAaHHSAMK, SKI CTaloTb AeAanl
BOX/IMBILLMMN B Cy4aCHOMY  KYNbTYPHOMY  KOHTEKCTI.  SKuiA  Haw
IHAMBIAYaNbHUIA BHECOK Yy CTanuii PO3BUTOK | OXOPOHY AOBKLNA? Ynm €
aNbTepHATMBHI CNOCO6YV OTPUMAHHS eHeprii pilueHHAM 6e3 HacnigKIB? Y Moxe
MWCTELTBO BMKOHYBAaTW POJib MOCEPeAHMKa MIX TEXHOJOrIEW Ta NPUPOAOHD?
AHZXENIHI He Ja€e OAHO3HAYHMX BIAMOBIAEN, ane MIAWTOBXYE AO PO3AYyMIB,
BIZKPMBAKOYM MPOCTIp ANS AlAaNOry, Y SAKOMY MWUCTELTBO, Hayka Ta €KOJOris

B3AaEMOMPOHMKHI Ta B3AEMHO HajMXatoTb OAHE OAHOrO.
AAH Ko3auyk, KypaTop B1CTaBKU

MNepeknag: Oma /liuesny
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