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OT pegakTopoB

OuepenHol cnenUaJbHbIA BBINYCK XXypHasa Terra Aestheticae
nocssilieH ¢ortorpadund. Mbl 3aymanu ero JiBa roja Hasaj,
Y TOT/Jla HaM Ka3aJioCb, OYATO BOKPYT TOJIBKO U pa3roBOPOB, YTO
0 AUCTAHUMH U OJIM30CTHU: TO, YTO ObLIO JAJIEKMM M Ka3asJaoCh
HeCOBITOYHBIM, HEBO3MOXXHbIM U HeNpeACTaBUMbIM, BAPYT 06ep-
HYJIOCh 10 60JIM MPUCYTCTBYIOLIMM MPSMO 3/eCh, ps/loM. Y Hao60-
pOT: Ka3aBuieecs 6JIM3KUM 0Ka3aJ0Ch BAPYT OTOPOIIEHHBIM TO JIU
JlaJieko, To Ji1 Hajouaro. Ham xotesoch BMecTe ¢ aBTOpaMU MoOAy-
MaTb 0 TOM, Kak ¢oTorpadus yyacTByeT B MPOLeCccax OTAAJEHUS],
NpUOJIMKEHM S, OTYYXKJeHUA U npucBoeHus. Ceryac, Korga HoMep
HaKOHel]| BBIXOJUT B CBET, BCE 3TH BOMPOCHI KAXKYTCS [I0 CUX aAKTY-
aJIbHbIMHU.

[loHiTMe JUCTAaHIMM MOXKET ObITh OCMBICJIEHO KaK OJHa
13 KJII0YeBbIX MeTadop COBPEMEHHOCTH. TeH/IeHIIMS K COKpallle-
HUIO IUCTAaHI UM — KJII0YeBOe CJie[ICTBUe Iyiobann3anuu. B To xe
BpeMsi, MOMyJisipHasi KPUTHUKA OOHapyKWBaeT OTrPaHUYEHHOCTb
WJIM B IPUHIIMIIE NT0/IBEPraeT COMHEHHIO BO3MOXKHOCTb 6JIM30CTH
Y aJIora, ONbITa COBMECTHOCTH, SMIIATHUU B paMKaX CYLLeCTBYO-
WX JIUCKYPCUBHBIX IPAKTHUK.

B uctopuu u teopun ¢pororpadpun Bonpoc AUCTAHLUU CTOUT
CTOJIb e ocTpo. Pusuyeckas, TeMIopajibHas, 3MOLMOHAJbHAS,
couMasibHas pas3fAeséHHOCTb ¢oTorpadupyroiero, pororpadpu-
pyeMOro u 3puTeJisi — OJJHA U3 KJIOYEBBIX U HauboJiee ApamMaTUy-
HbIX TeM B COBPEMEHHOW KpUTHKe 3TOoro Meguyma. Pororpadus,
camoe nomnysnsspHoe B XX BeKe CpeJCTBO MacCOBOW OOpPa3HOCTH,
co3/1aéT GopMbl KOJIJIEKTUBHOW HWAEHTUYHOCTU: TEPPUTOPHUAJIb-
HOW, HAalJMOHAJIbHOU, KyJIbTYpHOU. I BMecTe ¢ TeM, Kak NPOAYKT
KalUTaJUCTUYECKOTO 0061ecTBa, ¢oTtorpadpus CAyKAT HHIU-
BU/lyallMy, aTOMU3alUM CyO6'beKTa 3pUTeJIbHOTO olbiTa. Bonpoc
0 TOM, HaCKOJIbKO BeJIUK 00 beJUHAIUIMN Madoc, saMIaThYecKas
cuiia poTorpadurueckoro o6pasa, 06CykjaeTcsi TEOPETUKAMHU yKe
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110 MeHbIIIEN Mepe C CepeIuHbI MPOIJIOTO0 CTOJNEeTHS. ['YMaHUCTH-
yeckui nadoc foKyMeHTasbHOU ¢poTorpadpuu XX Beka KPUTHKO-
Basid Posan bBapt, [xxoH bépmxkep u Cpro3eH CoHTar; /J»koHaTaH
Kpapu, [xoH Tarr u Kak PaHcbep onuvcanu OTHOUIEHUS MEXAY
HabJsiofaTeseM M O00bEKTOM HaOJIIO[eHHWS B TepMHUHAax BJIACT-
HOM, UHCTUTYLIMOHAJIbHOU HepapxuM, Joureis CosomoH-I'omo -
C NO3UL MU TeHJepHOU TeopuH, a Apuessia Asysan npeasoxuia
OCMBICJIUTh U NIEPECMOTPETH YCJIOBUS OOILECTBEHHOIO AOroBOpa
MeX/ly aBTOPOM, MOJZeJIbI0 U MyOJIMKOW, ONpesesSollero cyuie-
ctBoBaHue ¢potorpaduun. CokpalleHue UJIHU yBeJIWdeHUe JUCTaH-
MY — B pa3HOM €€ MOHUMaHUU - pacCMAaTPUBAJIOCh U JPYTUMHU
TeopeTrukamu: [pxedpdpu baTueH uccienyet To, Kak TAaKTUJIbHBIE,
MaTepUaJibHble XapaKTEPUCTUKHU 4YacTHOM ¢oTorpaduu mo3Bo-
JSIOT QU3UYECKU «IMPUOJU3UTH» OTCYTCTBYIOUIETO0 3HAYHMMOTO
[pyroro, Auzape Pylie npezcTaBiisieT BooOpa)kaeMoe pacCTOsIHUE
OT MOMeHTa CbEMKHM [0 NOosiBJeHUs1 poTorpadpuyeckoro obpasa
KaK 4epejy pa3pyliarouiux pepepeHIHaJbHYI0 CBA3b MeTaMop-
¢o3, [lonb Bupuabo npeaynpexjgaeT 06 00MaHYUBOCTH MpeJJia-
raemoro ¢otorpaduein coanKeHUs Cyo'beKTa U MUpa.

ABTOpBI cTaTel 3TOro HOMepa pPasMbIIIAT 0 $opMax pas-
JleJleHusl U OOIIHOCTH, KOTOpble mopoxzaaeT ¢pororpadus, 6yab
TO WHCTUTYLMOHAJbHBIA perJlaMeHT, pUTOpUYECKHe KOHCTPYK-
LY, BU3yaJibHble 06pa3bl MHAKOBOCTH UJIHU GOPMbI COLIAAJTBLHOTO
HepaBeHCTBa. Kak co3aaoTcs U Kak PYHKLIUOHUPYIOT AUCTAHLIUY,
rpaHulpbl, 6apbepbl? U kKakoW coLUaJIbHBIM KeCT WX Hay4dHas
MHULMATHBA MOTJIM Obl UX pa3pymiuTh? CoxpaHsieT v poTorpa-
dusa cBoM ctaTyc HocuTesas apdekTa, CBOE 3HAYEHHUE HOCUTEJIS
NOCTNAMSTH, CBOI0 MHTEHIMI0 O3HAHUSA WU NoA4YuHeHUs Jlpy-
roro? HackosibKo Hemnpeozo/iMMO pasjesieHre Ha HabJsogaTesns
M 00beKT HabstoaeHusA? Kak vcciaenoBaTesid U NPpakKTUKUA $OTO-
rpaduu KOHLLENTYaJTU3UPYIOT CETOJHS OTHOLIEHUS BJIACTH, Jiexa-
1IMe B OCHOBe Npolnecca 3peHus U ¢otorpadpupoBaHusa’?

MpgI peminin 06’beJUHUTH CTAaTbU B YeThblpe paszea. [lepBoli,
«PexxrMbl BHUIEHMA», TOCBAILLEH OCMBICJIEHHIO POTOrpaduu Kak
HOPMAaTUBHOM MPAKTHUKH, 3a/1al01el IpaHULbl BU3yaJIbHOT'O BOC-
npusaTus. Bropoi, «O6pa3bl AUCTAaHIIMU U 6JIM30CTU», IpeJJiaraeT
YUTATEJI0 IOCMOTPETh Ha KOHKpeTHbIe poTorpadpudeckre obpa-
3bl KaK CpeCTBa pUKCALlMU U IPOU3BO/CTBA 6JIM3KOI0 U 1aJIEKOTO,
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pa3pbIBOB U CONMXKEHUN. ABTOpBI TpeTbero paszeJa, «[Ipesessl
MaTepUaJbHOCTHU», Pa3MbIIJIAT O CMbICJOBBIX U (PU3UYECKUX
JUCTAHLUAX, 00YCJOBJIEHHBIX TEXHOJOIMYECKMMHU U MaTepHaJib-
HbIMM XapaKTepucTHKaMHu poTorpaduyeckoro. HakoHel, yeTBep-
TBIM pa3zesl OTAAH PeLleH3UsAM.

Mbl HazieeMcs, YTO 3TOT BBINYCK, 00beJMHUBUIMU He TOJIBKO
uccaeloBaTee-TeOPETUKOB, HO U KypaTOpOB, U paboTaroLUX
C COBpeMEHHBIMHU MeJiva XYZ0KHHUKOB, IOKaXXeTCS BaM MHTepec-
HbIM. [IpuaTHOrO YTeHUA!

Mapus I'ypvesa

Oavea /lasvidosa
Japwvs [lanatiommu
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CBUAETEJ/IbCTBO UJJIIO3UU:
CTEPEO®OTOMPA®UM NEPBON MUPOBOW BOUHbDI

Onbra AHHAHYPOBA

KynbTyposor, ucciesnosaresb doTorpadpuu
E-mail: olga.annan@gmail.com.

B craTbhe peub UAET O CTepeocKonrnyecKux ¢poTorpadusix BOEHHBIX Jeu-
ctBul u3 cepuu The Great War Yapsbr3a Xuntona 'wpasyaa (Realistic Travel
Publishers). Co3jaHHbIE B YCJOBHUAX CTPOrOM LIeH3ypbl IOCTAHOBOYHbIE CTe-
peodoTorpaduu BOHHBI pacCMaTpPUBAIOTCS He CTOJIbKO KaK COMHHUTEJbHbIE
CBU/IeTEJIbCTBA W NMpONaraHgMCcTCKUe MaTepuasbl, HyK/jaloliuecs: B pa3obJia-
YeHHUH, CKOJIbKO KaK cnenuduyecKkue cjielbl ONbITA COMPUCYTCTBUS CMEPTHU
Ha BOVHe. B cuiy coyeTaHus 3Ha4eHUX OCTAHOBOYHOI'O U IOKYMEHTAJIbHOTO,
WJIJTI030PHOTO U PeaJIbHOT'0 OHU CTABSIT 3pPUTEJISI B HEMPOCTYIO MO3UIUIO TeJle-
CHOI'0 U 3TUYECKOTO BOBJIEYEHHUS B JIEHCTBUE U OJJHOBPEMEHHO JIUCTAHIUPO-
BaHMUS OT HETO.

Karouesvie caosa: crepeodoTorpadus, [lepsass MupoBasi BoilHa, MOCTAHO-

BOYHOCTb, UJJIIO3US, TeJIECHBIH OTBIT, 3THKA B3rsAAa, Yapsab3 XuntoH ['upa-
By#, Realistic Travel Publishers.
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EVIDENCE OF ILLUSION:
STEREOGRAPHS OF WORLD WAR |

Olga Annanurova
MA in Cultural Studies, photography researcher
E-mail: olga.annan@gmail.com.

The article is devoted to the stereoscopic photographs of military actions,
which are part of the series The Great War by Charles Hilton Girdwood (Re-
alistic Travel Publishers). Created under conditions of strict censorship, these
staged stereographs! of war are viewed here not so much as dubious evidence
and propaganda materials that need to be denounced, but as specific traces of
the experience of the co-presence of death in war, that are at the intersection of
the meanings of staged and documentary, illusory and real and therefore put
the viewer in a complicated position of bodily and ethical involvement in the
action and, at the same time, distancing himself from it.

Key words: stereophotography, World War I, stageness, illusion, bodily expe-
rience, ethics of the gaze, Charles Hilton Girdwood, Realistic Travel Publishers.

[...] HenpecmaHHOe UHCMUMYYUOHA/IbHOE CMpeMJaeHue 3acmasums 3Ha-
YeHUe npukar4umscs [...] edea au 6bL10 66 CMOAL HACMOUYUBLIM, CMOJIb
sSpocmHbIM, He 6ydb homozpagduu ecezda npucywu nepenpou3sodcmeo 3Ha-
yeHus1 U 00HO8peMeHHO [...] Hecnoco6HOCMb docmasuma Jcesdemoe NocAd-
Hue: gcezda OHA 2080puUM U CAUWKOM MHO20, U CAUWKOM MA/10 — 60/blle,
yeM xouyemcs, U MeHblie, YeM JHe1demcs, — yeepeHHo nodpwvleas 8epy 8 mo,
umo 3HaveHue 8 gomozpagduu 8oobwe Ko2da-1ubo Moxcem NpuKkA4YUMb-
cs1 80 8cell cgoell nosHOMe uau 6bimb onpedesieHo ece 6e3 ocmamka. (Tagg,
2016, p. 141)

B coBpeMeHHBbIX HcCCaef0BaHUAX ¢GoTOrpaduu CyuieCTBYIOT
pa3Hble CHoCcoObl TOBOPUTb O COOTHOLIEHUU ¢oTorpaduiecko-
ro U300pakeHUs U ONbITA 3PUTeJIsl, 0COOEHHO TeJeCHOTO U 4yB-
CTBEHHOI'0, KOTOpble TaK WJIU HWHaue NpoO6JieMaTHU3UPYIOT POJib
MaTepUaJbHbIX KAYeCTB U300paKEHUS U UX CBSI3b C BOCIPUSITHEM.

1 «Crepeorpaduu» — cokpallleHHasi BepCUsl MOHATHUS «CTepeoCKonuieckue ¢poTorpa-
¢dum», yale UCMoJIb3yeMas B aHIVIOSI3bIYHBIX UICTOYHHUKAX U UCCJIE/I0BATENbCKOH JTUTE-
paTtype. B 3ToM TekcTe NOHATHUSA «cTepeodoTorpaduu» U «crepeorpadpuu» UCIOJIb3y-
I0TCSl KAK CHHOHUMBI.
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UccnenoBanusi ororpaduil BoHBI TaKKe BXOJASAT B 3TOT P/,
HO B TO K€ BpeMs B 9TOM KOHTEKCTe KJII0YeBbIMU OCTAIOTCS U 3TH-
YyecKHhe BONPOChl 06 OTBETCTBEHHOCTHU 3PUTEJIs], C TOTOBHOCTbIO
CMOTpSILIEro Ha u306pakeHus: Hacuius. CoeilMHEHHE ITUX U3Me-
pPEeHUM — 3TUYECKOT0 U YYBCTBEHHOTO — /ieJlaeT KJIIUYeBbIM BHUMa-
HUE K TOMY, KaK UMEHHO MPOUCXOAUT BCTpeya C U306parKeHHueM
BOWHBI, KaKasi MaTepusi COCTABJISIET er0 OCHOBY: ra3eTHBIN JIUCT
C e/Ba MporneyaTaHHbIMUA CHUJYy3TaMH, TEJEeBU3MOHHBIN MOTOK,
co3jalil 3QPeKT CONPUYACTHOCTH, WJM 3KpaH CMapTPOHa,
K KOTOPOMY He06X0JIMMO MPUKOCHYTbCS, MpPeX/e YeM 3aKpbITh
ctpanuly. [Ipu onpejiesleHHOM COBNAaZIeHUU KOHTEKCT BCTPEYH
C U300pakeHWeM U ero MaTepHasibHble KauecTBa CO3Jal0T yCJIO-
BUSI, B KOTOPbIX 3pUTEeJIb HE MPOCTO BUJUT, HO OLIYyIAeT H30-
OpakeHUs] BOWHBI, OHU OKa3bIBAlOT (PU3HUYECKOEe BO3JIEHMCTBUE,
3acTaBJisisi pearupoBaTh TeJso. PexxuM BocnpusiTUsi 6€3yC/I0BHO
BKJIIOUAET B cebs U coJiepKaHre U300paKeHUH, U YCI0BUS B3IVIs-
/la, 1 KOHTEKCTbI — B 9TOM CMbICJIe MaTePUaJIbHOCTb HE NPOTHUBO-
MOCTaBJIeHa «3HAYEeHHUsIM», a y4acTByeT B UX (GOPMHPOBAHUHU.
CoBpeMeHHbIe CIOCOObI Iepeiayr U300parKeHU , TO eCThb pa3J/iny-
Hble 3KpaHbl, UTPAIOT B MPOIeCcCe BOCIPUATHS U300parKeHHU N BOM-
HbI BaXXKHY10 poJib. Ho mpoijecc B3auMo/ieiCTBUS C TEXHOJIOTUSMU
IJIOTHO CBSI3aH C TEXHOJIOTUSIMM M 3KpaHaMHM MpPOLLJIOTo, Korjaa
pasHble peXXUMbI BOCIPUSTHUS TUPAKUPYEMbIX U300paXKeHU N BOU-
HbI TOJIBKO pOPMHUPOBAIHCH.

[lepBasi MUpoBasi BOMHA — 3TO BOMHA, BIIepBble HACTOJILKO Mac-
COBO Mpe/CTaBJeHHasd B U300paXKeHUSIX” U TaK MOAPOOGHO 3a/[0KY-
MEHTHUPOBaHHasi BO BCeX OTHOLIeHUAX. PUKcaALUsI TPOUCXOASIILETO
ObLJIa YAaCTbI0 KAaK JIMYHBIX CTPATEerui, Tak U rocy/lapCTBEHHbIX:
COJIAAThI COOUpaJIU PeAMEeThl KaK CBU/IE€TEbCTBA COOCTBEHHOTO
BOEHHOTO OIbITA, MXCAJIY MMCbMA U OTIPABJISIJIK CHUMKH POJIHBIM,

2 Boitubl XIX Beka, 6e3yc/i0BHO, GHUKCHPOBaTUCh PpoTorpadpudecku. B yacTHOCTH, H30-
opakeHust KppIMcko# BOWHBI U ['pakaHckoi BoWHbI B CIIIA BK/IIOYEHBI BO MHOTHE
KHHUTH 10 UCcTOpUU $poTorpadvu U CTAHOBSITCSA OTIPABHOM TOYKOU JJIsi pa3rOBOPOB
0 COOTHOILIEHWH BOHHBI U poTorpapuydeckoro Meauyma. OJlHAKO MO KOJHUYECTBY, pac-
NPOCTPaHsSEMBIM THpa)KaM U pa3Hoo6pa3vio ¢poTorpaduieckoro Marepuasna, KOTo-
PbIF BKJIIOYAET AMANa3oH OT CO3/aHHbIX M0 3aKa3y rocy/japcTBa oGUIHaIbHBIX CEPUN
Jl0 YaCTHBIX aJb6OMOB, COCTABJEHHBIX U3 poTorpaduil congart, JokyMmeHTanus [lep-
BOW MHPOBOH BOHHBI MPEB30IIJIA BCE, UYTO OBIJIO /10 3TOTO.
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odulepaM Ke KOMaH/I0OBaHUE HepeJKO Mopydaso MUcaTb MCTO-
puM, cobupaTbh apTePaKTbl U OPraHU30BbIBATb PaAbOTY XYA0XK-
HUKOB M ¢poTorpadoB aJs 3anucu koHpaukTa (Wellington, 2017,
p. 3). llpu aToM BIEepBble Tak MOJPOOHO JOKYMEHTHPOBAJIUCH
He TOJIbKO BOEHHbIE [IeMCTBHUS, HO U CMepTHU: B Besinkob6pruTaHuu
OBbLIX CO3/laHbl OT/le/IbHbIE BEJOMCTBA /Il peETUCTPaldU KaX/10-
ro norubuiero. Ecjiu He Tesa, TO MO KpallHEW Mepe MMeHa BceX
NOTUOLIMX JIOJ/HKHBI ObLJIM ObITh HalJIeHbl U YIIOMSIHYThI B OyMa-
rax M Ha namsaTHbix miautax (Laqueur, 2015, p. 452), koTopble
B CBOIO ouepe/ib ellle pa3 GUKCUPOBAIUCH poTorpaduen: poHble,
KOTOpble HE MOIJIM MOJIyYUTh TeJI0 Morubiiero, nojay4daau ¢orTo-
rpa¢uro moruisl (Laqueur, 2015, p. 464)3.

OfHOBpeMeHHO 3TO Obla HeBUJWMas TpaHIlIeWHasg BOWMHA,
HeBUMMas MpeX/je BCero AJis ee y4aCTHUKOB. BOJIbIIMHCTBY
coJiiaT ¥ 0PUIEPOB ObLJI JOCTYIEH TOJBKO HEOOJIBIION Y4aCTOK
dpoHTa. B BOCOMHHAHUAX OHU OMNHUCHIBAJM (pparMeHTapHbIH,
npex/Je BCEero TeJleCHbIM, a He BU3yaJIbHbIM ONBIT U OTMevasu
HEeo6X0JUMOCTh CYLeCTBOBATh «CKPBITO, CIIPSATABIIKUCH, CTOPOHB-
IIMCh» B CUTYallMH, TJle 3peHHe ObLJIO e/iBa JIh He 6ecrnoJie3HbIM
uHctpymeHToM (Wellington, 2017, p. 18).

B 3TuX yc/i0BUSIX HW300pa)KeHWs, MOJYyYEHHblE C MOMOIIbIO
HOBBIX TEXHUYECKHUX CPeJACTB — GOTOrpapru U KUHO, NOAXOJ U
J1s1 opMUPOBaHUS Npe/ICTaBJIEHHM 0 BOMHE KaK y JIIOAEN, HaXo-
JIUBIIKXCS AaJIeKo OT JIMHUM PPOHTA, TAK U Y CAMHUX YYaCTHUKOB.
ITH u300pakKeHUs1 He TOJIbKO OBLJIM YacTbI HAE0JIOTUYECKUX
JIOTUK U YCTAaHOBOK, KOTOpPble BO MHOTOM OIMCaHbl (CM., HANlpH-
Mep: Messinger, 1993), HO 1 y4acTBOBaJIU B CTAHOBJIEHUU HOBBIX
PEXMMOB BUJIEHUS U IMaNla30HOB YyBCTB. B pedJiekcMBHOU npuU-
poJie TEXHUYECKOT0 U300paXKeHUsl 3aKJII0YeHbl He CTOJIbKO OTBe-
Thl, CKOJIbKO BOMPOCHI O CI0C00AX BUAEHUSI U300paXKeHHU I BOMHBI,
palMoHaJIbHOM U TeJIECHOM BOCIHPHUSTHM U B KOHEUHOM cyeTe
0 COOTHOLIEHUHU C yBUJIEHHBIM.

ITHU BOMPOCHI 3HAYUMbl HE TOJIbKO B OTHOLIEHUH U3HAYaJIb-
HOTO UCTOPHUYECKOTO KOHTEKCTAa M300paKeHWM, HO U B OTHOLle-
HUHW COBPEMEHHOrOo B3IJis/la Ha HUX. MccaeoBaTe M KPUTHUKYIOT
HeJlaBHUEe U3AaHUA (MX KOJIMYEeCTBO MHOTOKPATHO BO3POCJIO

3 Cm. Takke: Scates, 2006, p. 15.
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K CTOJIETUSIM Hadyasia U oOKoH4YaHus [lepBoi MUpoBoii) 3a Hepediek-
CMBHOE OTHOIIIEHHE K MPOULJIOMY U UJJIIOCTPATUBHOCTD, KOTOpPbIE
CMOCOGCTBYIOT TPaJUIMOHAJU3ALMU UCTOPUYECKUX HAPPATHUBOB
O BOWHE U HUBEJUPOBAHUIO 3THUYecKux BompocoB (Court, 2017,
p. 75). HepedsiekcuBHOMY B3r/isiAly, B YaCTHOCTH, CIOCOOCTBYET
TO, YTO GOJIBIIMHCTBO M3/IaHUH JIMIIb CTPEMSITCS K BOCCO3/IaHUIO
«UCTOPUYECKOTO 3peJuila», eJal0T aKLUeHT NPenMylleCTBEHHO
Ha HOBH3He NMy6JIMKYyeMbIX U306pakeHUH, a B cay4yae C U3JaHus-
MU cTepeockonuueckux ¢ortorpaduii [lepBoit MHUpoOBOIl BOMHBI -
Ha «TPHOKayecKoM crocobe npejcraBaeHus» (gimmicky modes of
presentation) (Court, 2017, p. 74).

B KkayecTBe a/ibTepHATHBbI IJIAaBEHCTBYIOIIEMY HappaTHUBY
npejJaraeTcs, HanpuMmep, ucciaegoBaHve gororpaduil U3 yacrt-
HbIX apXMBOB U aJbOOMOB®, KOTOPOE MOXET CHOCOOCTBOBATH
NOSIBJIEHUI0 «HUCTOPUYECKOM 3MIATHU», HOBOe obpalleHue
K 3TUYECKHM BOMpPOCaM O TOM, KaK WU 3a4eM CMOTPeTb Ha 3TH
M300paXkeHUs Cero/iHs, U 6oJiee MpUCTaJbHOE BHUMaHUe K MaTe-
pHUabHOMY HOCHTeJI0, GU3UYECKOMY B3aUMOJEWUCTBUIO C H30-
6paxxenueM (Court, 2017). OgHako cama o cebe 3aMeHa 06'beKTa
MCC/IeIOBAaHUSI He TapaHTUPYeT yXOJ OT YCTOSIBIIMXCS HappaTH-
BOB, a MEPECMOTP JIOTUKHU B3IVISIZA 110 OTHOLIEHUIO K 0ULIHAb-
HbIM, NPUBBIYHBIM MJHU PACTUPAKUPOBAHHBIM H300paKEHUSAM
MMeeT He MEeHbIIMU MOTeHIMa/l. B 4acTHOCTH, UHTepeC K CBS3H
3TUYECKUX W MaTepUaJibHbIX KOHTEKCTOB, SIBJSBIIUXCS YacCThlO
MEeHSIIOLIENCS CTPYKTYPbl YYBCTB, CTOJIb YK€ YCIEeIHO MOXeT ObITh
peasn30BaH B OTHOIIEHHWM Te€X CaMbIX «TPHOKauyeCKHUX» U300pa-

* Cpeny HeJaBHO BbIMylleHHbIX u3AaHui JxactuH Kypt (Court, 2017) ynoMmuHa-
et caeaytomue: Verney, ].-P. (2013). The Great War in 3D: 1914-1918. Black Dog &
Leventhal Publishers; Jakob, V., Sagurna, S. (Eds.). (2014). Front 14/18: The First World
War in 3D. Tecklenborg. (In German); Petiteau, A. (2014) War as spectacle: The Great
War and photoscopic photography in France (1914-1930). In Thomas, A. (Ed.) The Great
War: The persuasive power of photography (pp. 50-60). 5 Continents Editions, National
Gallery of Canada.

> MHoro ¢oT0aJb60MOB, B YaCTHOCTH, COXPAHUJIOCh CO CTOPOHBI [epMaHUy, TaK Kak
HeMI[bl CHaGXKa/li CBOMX COJIAAT KOMIIAKTHBIMH KaMepaMH, MOCNOCOOCTBOBAB TaKUM
06pa3oM GOpPMHUPOBAHUIO B3MIsAAA «coAaTa-Typucta» (cM. Court, 2017), 1 co cTopo-
Hbl BpuTaHCKOH UMIIEpUH, YbH 0UIIEPHI B TEPBbIe /1Ba ['0/ja BOWHBI aKTUBHO CHUMAJTH
Ha KOMIAKTHbIE KaMephl ¥ 3aTeM My6JHUKOBaIM CHUMKH B 0pUIIMaTbHOM mpecce (CM.
Wellington, 2017).
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YKEHUH, Ubsl WJJIID30PHOCTh WU MpeTeH3Us Ha BOCHPOU3BeJlEHUE
peasIbHOCTH C TaKOU JIETKOCTbIO 3aTATUBAIOT 3pUTEJIS.
CTepeockonuyeckue cepuy, npecrapJsiouiye [lepByo MUPOBYIO
BOIHY, CO3/JaBaJINCh U MPO/ABAJIUCh BO BCEX CTPaHaX-y4yaCTHUKAX
BO BpeMs U nocyie BOHHBI®. X MOXKHO paccMaTpHBaTh KaK 4acCTb
O0JIbLIOTO Mpoliecca penpe3eHTaluy BOMHbBI, N300paXKeHUsI KOTO-
POl JIeMOHCTPUPOBAJIMCh B pa3HbIX ¢opMaTax: Ha CTpaHHULAX
Ne4yaTHOM Mpecchl, B rajepesx, My3esdx U KHHoTeaTpax. MHoroe
M3 TOT0, YTO OKa3bIBaJIOCh, ObLJIO CO3/JaHO B YCJIOBUSAX LIEH3YPHBIX
OTpaHUYEHHUHU U OBLIO CBA3aHO C BOCHOMUHAHUSAMU COJIJAT BECbMa
onocpegoBanHo (Wellington, 2017, p. 70), ofHaKO NPOU3BOJUJIO
BIleYaT/IeHUe Ha 3pUTeJiell U XOpOoUIo OMJIaYMBaJOCh M3/laTe/sIMU
(Vjazova et al., 2014, p. 179). CTepeockonryecKre CEPUM He ObLIU
UCKJIFOYEHUEM: JJI KPYIHbIX KOMIIAHUM, TakuX Kak Underwood &
Underwood, Keystone View u Realistic Travels Publishers, pacnpo-
CTpaHeHHe cepuid ObLJIO KOMMEPUYECKUM NPEeAIPUATHEM.
KomMepueckruii MHTepec BO MHOTOM OBbLJI CBS3aH C BO30OHO-
BUBILEWCS TMONYJSIPHOCTbI CTepeocKonuyeckod ¢oTorpaduy,
KOTOpasi, COXpaHssl CBOM Hay4yHble U pa3BJieKaTeJibHble QYHKIIUY,
cTajla TaKXXe OZJHUM U3 MePBBIX [V100aJIbHO pacnpOCTPaHAIIMXCSA
Meaua. bsiarogaps HOBBIM CTpaTerusM NpoJiax, KpynHble CTepeo-
CKONMYEeCKHEe KOMIIAaHUHU C MeX/1YHAapOAHbIM 0XBaTOM pacnpocTpa-
HSIJIM CTEPEOCKONIbI U CEpUU CTepeorpaduril He TOJBKO B rOpo/iax,
HO U CpeJiu CeJIbCKUX kuTesiel, ocobenHo B CLIA u Besnuko6bpu-
taHuu (Plunkett, 2008, p. 240). [lepBasg MupoBasi BoliHa He Oblja
NepBbIM BOEHHbIM KOHQJIUKTOM, CTAaBUIUM BUJUMbIM HMEHHO
TaKUM 00pa3oM: CTepeOoCKONUYeCKUe KapTO4YKU AHIJIO-OypCKOU
(1899-1902) u Pyccko-sinoHckoit (1904-1905) BoiiH, a Takxke Ux3-
TyaHbCKOT'0 BoccTaHus (1899-1901) y>xe akTUBHO pacnpocTpaHsi-
auchk (Plunkett, 2008, p. 241), Ho u BoiHbI XIX Beka, B YaCTHOCTH,

¢ To4Hble TUPAKU YaCTO Y3HATh HEBO3MOXKHO, HO CEPUH COXPAHUJINCh CPa3y B HECKOJIb-
KHUX My3€HHBIX M YaCTHBIX KOJUIEKIMSX, a TakXe /0 HeJaBHEro BpeMeHU INpojaBa-
JIMCh Ha ayKuuoHax (cM., Hampumep: https://www.maggs.com/the-great-war_233124.
htm; https://www.forumauctions.co.uk/50384 /First-World-War.-Realistic-Travels.-
The-Great-War-500-consecutively-numbered-stereoviews-in-cloth-covered-book-style-
boxes-1915-1920?view=lot_detail&auction_no=1037; https://www.cowanauctions.com/
lot/realistic-travels-london-the-great-war-approximately-468-stereoviews-housed-in-
book-form-boxes-129591), 4To CBUIETEIBCTBYET O IUPOKOM PACHPOCTPAHEHHH.
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I'paxxgaHckas BoiiHa B CIIIA (1861-1865), Takke 6b111 3apUKCU-
pOBaHbI C MOMOIIbI CTEPEOCKONUYECKUX KaMep, XOTs, M0 BCeu
BUJMMOCTH, 3TH OTNEYaTKHU MPO/JaBa/IMCh MEHBIIMMU TUPAXKAMH.
TakuM 06pa3oM, U3HAYAIBHO UTPaBIIasi HEMAJIYIO POJib B BOEHHO-
TonorpadpuyecKknux MUCCUSAX U JJOKYMEHTUPOBAaHUU KOHQJUKTOB,
crepeodoTorpadus Bo BpeMs [lepBoii MUPOBOI BOMHBI CTAHOBUT-
cs1 COCO60M Mepe/lauu ONbITa BOWHbI HOBOTO TUNA. U X0Ts Apyrue
THUIbl U300PAXKEHUH U CIOCOOBI UX TPAHC/SALIMU He MeHee 3HAYU-
Mbl, CTEPEOCKONUYECKUE CEPUN KAXKYTCSA Y/JauHbIM IPUMEPOM [Jisl
pasroBopa 0 COOTHOUIEHUU U300pa*keHHs1 BOMHBI U TOW 3pUTeEJIb-
CKOU MO3ULUH, B CTAHOBJIEHUH KOTOPOM OHU MPUHUMAIOT YYaCTHE.

kkk

B nmoJsie Moero BHMMaHus 6yayT ctepeodoTorpaduu U3 cepuu
The Great War, BbinyluleHHOW KoMmmnaHued Realistic Travels
Publishers, koTopasd 6bl1a ocHoBaHa B 1908 roay 6puTaHLieM
KaHa/IcKoro npoucxoxaenus Yapab3zom XunatoHoMm [upaBymom’
(1878-1964), n3BeCTHBIM NpeEXK/e BCero MCTOPHUKAM paHHEro 6pu-
TaHCKoro kuHeMmartorpada (cm.: Hiley, 1993; Grosvenor, 2019),
HO TaKXe MOMaJalIlIUM B I0Jie 3peHUs HccleloBaTesed Kak
doTtorpad u npojasern crepeomnap (Plunkett, 2008; Leverty, 2011).
[IpodeccuoHanbHas TpaekTopus ['MpByAa JOBOJILHO IOKA3aTe lb-
Ha: OT MoJiyueHus o6pa3oBaHus reorpada /o paboT B KayecTBe
doTtorpada, pexuccepa v Biaagenblia Realistic Travels Publishers.
JlaBHsI1 CBSI3b reorpaduyeckoro 3HaHUsI C UHAYCTPUEH cTepe-
OCKOMHMHU®, BEpOSTHO, Chirpajia CBOIO POJib B ero Guorpaduu.
He ciy4yailHO oAHUM U3 MHOTrUX 3aHATUHM ['MpAByaa cTasa paboTta
Ha KpynHellee usgartenbcTBo Underwood & Underwood B kaye-
CTBe NomnyJssipu3aTopa U npojasua crepeodpororpaduii u crepeo-
ckonoB B EBpone, UHauu u HOxxHOoUM APpuKe, r7le OH TaK»Ke Havyasl
paboTaTh Kak KoMMepueckuil pororpad-nyremectseHHuK (Hiley,
1993, p. 132). To ecThb elje 10 0OCHOBAaHHUSI COOCTBEHHOU KOMIIAHHUH

7 Tlonnoe ums Charles Hilton DeWitt Girdwood, B mpecce yaliie Bcero ymoMmMHaeTcsl Kak
H. D. Girdwood.

8 CTepeockonuyecKkrue CHUMKU B KaueCTBE HaIJIsIIHbIX TOCOGHH Obl/IH 3a/1eHCTBOBaHbI
BO MHOI'HX 06J1acTSIX HayKW U 06pa3oBaHusl, 0JJHAKO B reorpaduu, reoJIOTUH U MeIU-
[UHE OHU ObLIM HanboJiee BOCTPe6OBaHBbI.
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OH ObLI BKJIOYEH B MPOLECC pacHpoCTpaHEHUs] M300paKeHUH,
XOpOUIO NPEACTaBJIAJN CTPYKTYPY CTEPEOCKONMUYECKOTO Kazapa,
3HaJl, KAaKHe CHKeThI N0JIb3YITCHA 0CO00H MONMYJIIPHOCTBIO, U MOT
MCI0JIb30BAaTh CBOM ONBIT M KaK aBTOP, U KaK MpeIpUHUMATEb.

B ocHoBaHHOM MM KoMnaHuM Realistic Travels Publishers I'upn-
By, HE TOJIBKO CTaJl YIPaBJSAKLAM, HO U TPOJOJKUI paboTaTh
B kadyecTBe ¢oTorpada. bosbmuHcTBO poTorpadpuit cepuu The
Great War, HacynThIBaWILEl 60Jee MEeCTUCOT U300paKeHUH, OH
CHUMaJ caM Ha 3amazHoM ¢poHTe’. B cBoell HauboJsiee MOJHOU
Bepcuu ' cepus ObLIa BBINMYIIEeHa, KAK U MHOTHE TeMaTHU4YeCKUe
nojgbopku crepeodpororpaduii TOro BpeMeHH, B HECKOJbKHX
«KHW)XHbIX» O0Kcax. Cpejl CHOKETOB: Napajbl, MepeaBUKEHUS
BOMCK, 0CyT OQHUIIEpOB U COJIJaT, TPOPerHOoe OpyKue, apTUJLIe-
pusi, TsxKesasi TEXHUKA, »KU3Hb B OKOIaX, U, HAaKOHEl], BOEHHbIEe
JleMCTBUSl — aTaKW, pyWHBbl, B3pbiBbl. Bo Bcel moaboOpke JIMLIb
HECKOJIbKO JIeCITKOB M300paXKeHUH, NpeICTaBJISIOLUUX el CTBUS
Ha 1oJie 605 UJIM 0CJIe,CTBUSA CPAXKEHUH, YTO BIIOJIHE 0O'bSCHUMO
LeH3yPHBIMU U TEXHUYECKUMU OTPAaHHUYEHUSIMH, a TAKXKE pUCKa-
MU, CONPSKEHHBIMU € paboToi. KpoMe Toro, vccyieloBaTeU CXO-
JISITCS B TOM, UTO OOJIBIIMHCTBO BUZ0B C 110Jis1 6051, XOTb U CO3/IaHbI
B peaJibHbIX YCJI0OBHUSX, MPEACTABISIOT JIUOO TPEHUPOBKHU Mepe/
aTakou, 1IMO0 pa3bIrpaHHble HA KaMepy CLEeHBbL.

CyliecTBEHHOW NPUYUHOM TaKOUW TeaTpau3aldu ObLJIO TO, UYTO
OJITHUM U3 IVIaBHbIX KOHTEKCTOB CO3/IaHHsl U3006pa*keHU BO Bpe-
M [lepBoil MMPOBOI BOWHBI ObIJIM MEXaHU3MBbI 11eH3ypbl Ha BCeX
JTamnax: OT JOIMyCKa Ha QPOHT [0 pa3pelleHUs My6JIUKOBAaTb WU
JlEMOHCTPUPOBATh OTCHATBHIA MaTepuas Ha 3KpaHax. [MpaByn
He ObLJI B 3TOM OTHOUIEHWM HUCKJYeHHeM. Ero myTb Ha QpoHT
3aHsAJ 6oJibllle TOZa, a MOCAeAyNad cyibba MaTepruaoB CJI0XKHU-
Jlach HENPOCTO.

® CbeMKy Ha BocTouHOM GppoHTe U B Tanuu oH, BEPOSTHO, 3aKa3blBaJl IPYTUM aBTO-
paM, YbH UMeHA OCTAIOTCS HEU3BECTHBI.

1B pa3HOM cocTaBe CepHsi XpaHUTCS, B YAaCTHOCTH, B Xy[0O)KECTBEHHOU rasepee

B OHTapuo u B lleHTpe 'appu Pancoma (https://norman.hrc.utexas.edu/photopublic/
fullDisplay.cfm? CollID=16551). Tak>xe oHa CyIeCTBYeT B YaCTHBIX KOJIJIEKIUsAX. UMeH-

HO 6J1arojjapst TaKOM KOJIJIEKIMM MaKCHUMaJIbHO MOJIHas MoAGOpKa AOCTYIIHA Ha Mop-
Tasne The Great War in 3D: https://gallery.greatwarin3d.org.
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Ha BoiiHy oH cobupavics oTnpaBuThbcsd B 1914 roay us UHauu,
r/ie K TOMYy BpEMEHHU MMPOBEJI HECKOJIBKO JIET, 3aHUMasACh «006pas3o0-
BaTeJIbHOM J1esITeIbHOCTbIO». CIelIHO 3aKOHYUB yYeOHUK I10 reo-
rpaduu, HaJZ, KOTOPbIM paboTaJs, OH MJIAHUPOBAJ COMPOBOXK/AATh
Ha QPOHT NepPBbIA UHAWMCKUN 3KCIIeAUIMOHHBINA Kopnyc. K aToMy
MOMEHTY y Hero OblJ OMOCPeJOBAaHHBIA ONBIT B BOEHHOU (POTO-
rpaduy, Tak Kak, elje paboras Ha Underwood & Underwood, oH
noceian ororpadoB asg ocBeueHUuss Uxatyanbckoro (Bokcep-
ckoro) Bocctanusa 1900 roza B Kutae u Pyccko-inoHcko# BOMHBI
1904-1905 rogoB. XapaKTepHO, YTO CTPEMSICh 10OUThCS aKKpeAH-
Tanuu oT BoeHHoro MunucrtepctBa (War Office) u MuHnuctepctBa
no gesaM Muauu (India Office), [upaBys aprymMeHTHpOBas CBOE
»KeJlaHWEe MONacTb Ha QPOHT TeM, YTO «KHUYTO TaK He BIe4yaT/s-
eT OTPOMHO€ KOJIMYECTBO kuTeJiell BocToKa, Kak npe/icTaB/eHHe
u3zobpaxxenum (pictorial representation)» (Hiley, 1993, p. 131),
M, COOTBETCTBEHHO, pacnpoctpaHeHue ¢oTorpadpuii U GUJIbMOB
0 BOWHe Ha TeppuTopur VHAMM NMOCIOCOOGCTBYIOT TOMY, YTOOBI
«YKpPENUTb MOAJEPKKY BOUHBI» H «OOpPOThCS C AyxXoM 6Gecro-
KOMCTBa», TaK KaK rpakJaHe «CMOTYT CBOMMH IJIa3aMU YBU/ETh
dakTuyeckoe MNOJIOXKeHHWe [ieJ, B YAaCTHOCTU TO, KaK XOpOILO
00 MHAUILaX 3a00TATCA B JIarepe, B OKolle U B rociutase» (Ibid.).
[Ipu 3TOM OCHOBHOM LieJsiblo ['MpABYAa AOMKHO OBLIO CTAaTh IPOKU3-
BOACTBO ¢uibMa: potorpadpusa u crepeopororpadusi 6bIIU BaXK-
HbIMH, HO NOOOYHBIMHU NMPOJAYKTaMU Ipolecca KHHOChbeMKHU. JTa
JIOTUKa Obl1a 6J1M3Ka pyKOBOZCTBY IVJIaBHOTO 1ITA0a, y>Ke 0CO3HaB-
IeMy NpPOMaraHAMCTCKY CUJIy MU BO3MOXXHOCTH HOBbIX TEXHUYeE-
CKHUX CPeJICTB, IpexJe Bcero kuHeMarorpada. OgHako, HeCMOTpS
Ha ero MnpeAycCMOTPUTEJBHOCTh B IeperoBopax, 00liee HeJ0-
Bepue U HalllyllblIBaHWE I'PaHUL, LeH3ypbl CO CTOPOHBI BoeHHOTrO
MUHUCTEPCTBA He M03BOJINIU [UpABYAy cpa3y NOJyYUTh BO3MOXK-
HOCTb CHUMaTb Ha ¢poHTe. B Havase neta 1915 roga pykoBoj-
CTBO MUHMCTEPCTBA YCTYINMUJIO U COIJIACOBAJIO €ro KpaTKUW BU3UT
Ha QPOHT, XOTA CEPbE3HOCTb €ro NPUroTOBJEHUH U KOJHUYECTBO
060pyA0BaHMs], BKJIIOUABILETr0 0O6bIYHBIE U CTepeoKaMephl M, KUHO-
KaMepy W OoJiblliMe 3amnachl MJEHKH, BblJaBaJl ero HaMepeHus

"doTtorpaduu, Jy6IMpyrolHe CTEPEOCKOTTMYECKHE, HO CHAThIE B 06bIYHOM GopMarTe,
XpaHATCS, B YaCTHOCTH, B BpUTaHCKOHM HAIlMOHAJIbHOU GUGIMOTEKE.
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3a/lep>KaThCd [l0Jibllle U BbI3bIBaJIM NoAo3peHUsA. TosbKOo [Ba
Mecslla CIyCTs MOocJie NMoJy4YeHUus NepBOro pa3pelleHus], B UI0Jie
1915 roaa, 'upaBya oTnipaBuiics Bo PpaHIUIO B JODKHOCTHU reo-
rpada u uctopuueckoro pororpada npaBuTebCTBA UHAMH, KOTO-
pyto oH npuaymai caM (Hiley, 1993, p. 133).

MHoro4uc/ieHHble COIJIACOBAaHUS, TMOJIyYeHHE paspelleHnul,
IOCTOSIHHBIA KOHTPOJIb 3a €ro rnepeMelleHrusMH, 6e3yCJ0BHO, CTa-
BUWIU ['MpABYZa, Kak U OOJIBLIMHCTBO JONYLIEHHbIX HA M0JiS1 BOEH-
HbIX JlecTBUl poTorpadoB, B 3aBUCMMOE M0JIOKEeHHEe. ABTOpaM
3amnpelaau MyoJIMKOBATh Jil0Oble TpymnmnoBble poTorpadpuu odu-
LIepOB, COBETOBAJIU He JleJIaTh CJUIIKOM MHOI'O CHUMKOB PaHEHBIX,
u3berarp yJpyyamwllux U300pakKeHUH, a crelUralbHbIA NpescTa-
BUTEJIb JIO/DKEH ObLI JIOCTaBUTh IOTOBble HeraTHMBbl B BoeHHOe
MUHHUCTEPCTBO MOCJe 3aBeplieHus: paboThbl. CIOXKEThI U CIOCOODI
cbeMKHU ['Mp/Byia TaKKe NbITAJNNCh IPeJONpee/IUTh ellle [0 Haya-
Jla paboThl: OH MOJIyYWJl CIIMCOK pa3pelleHHbIX [AJis OCBEleHUSs
TEM OT COTPYAHUKOB [VIaBHOT'O IITa0a, B IEPBBIN JeHb CheMOK ero
NONPOCHJIM MOJANMCATh 3asiBJIEHUE, IOATBEPXK/AAIOLIEE, YTO aBTOP-
CKMe NpaBa Ha Bce GuabMbl U poTorpadpuu 6yAyT NpUHA/JIEKATh
BoeHHOMY MUHUCTEPCTBY, @ TaKXKe 00513a/11 NPe0CTaBJIAThH 110 JiBa
oTIeyaTKa Kaxjaou ¢otorpaduu /sl 1eH3ypUpPOBaAHUS Iepe/
nyosMkanuen. Jlono/sHUTE/IbHbIE OTpaHUYeHUs XKaanu [upaByaa
B IIpolLiecce CbeMOK. [loMUMO persiaMeHTal MU 1€ITETbHOCTH CO CTO-
pPOHbI KOMaH/I0BaHMsl, He CTPEMUBILIETOCs AOMYyCKaTb KaKUX Obl
TO HU ObLJIO KOPPECIIOH/EHTOB Ha EPBYI0 JIMHUIO, CHUMAThb HACTO-
slMe aTaKu HeNocpeJCTBEHHO Ha moJie 6051 He MO3BOJIsJI0 060-
pPyZ0OBaHUe, Mo/ipa3yMeBaBliee PacCTaHOBKY KMHO- U (pOTOKaMep,
NOATOTOBKY CTEKJISTHHBIX MJIACTUH W NMPOYWe MaHUNyAsauuu. ['upa-
BY/ZL U €ro NMOMOIIHUK ObLJIM FOTOBBI UATHU HA PUCK, OJHAKO PYKO-
BO/ICTBO BOJIHOBAJIM He TOJIbKO 6e30MacHOCTb KOPPECIOH/IEHTOB,
HO U BO3MOXKHOE T0JIyueHHe HeCOrJIaCOBaHHbIX MaTepUaJsioB, pac-
NpPOCTPaHeHHEe KOTOPBIX OyZIET CJI0KHO KOHTPOJIMPOBaTh. B pe3yiib-
TaTe 3a [0JITopa Mecsua paboTsl ['MpABYAy yja10Ch CHUMAThb BCETO
B TeYyeHHe BOCEMHAJATH JHEeW, U, BOSMOKHO, CAMBIMU L|eHHbIMHU
Y3 OTCHSATBIX MaTePUAJIOB CTAJIU JIB€ IOCTAaHOBOYHbBIE aTaAKHU.

HakoHnel, persiaMeHTUpOBaJacb BO3MOXXHOCTb BBINYCTUTb
MaTepuasibl Ha NyOJUKy. Yke B mpolecce pabotsl ['MpaByzna
B MuHucrtepctBe 1o gesnaM WHAUU 3aMeTUJIM, YTO CO3JaHHbIE
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UM CTepeorn300pakeHUsI U PUIbMBbI MJIOXO NOAXOAAT JIJIsl MpoTa-
raHJAUCTCKOW KaMIIaHUU B CeJIbCKUX ob6sacTax UHauu, U npejno-
JIOXKUJIA, YTO OCHOBHOM €ro IieJibl0 ObLJ1 KOMMEpPUYECKHUU UHTepec
M BO3MOXXHOCTb BbIXOJda HAa OPUTAHCKUW PBIHOK HM300pa)KeHUH,
YTO He BXOJWJIO B M3HauyasJbHble IJIaHbl MuHuctepctBa (Hiley,
1993, p. 133). [locre MHOro4YMCJEHHBIX MEPErOBOPOB, TOJIbKO
K ceHTs16pto 1916 roza eMy yzajocb CMOHTHPOBATbh QUIbM MO/
Ha3BaHueM With the Empire’s Fighters u corsacoBaTth moka3sbl
TOJIBKO OJIHOTO €ro 3K3eMIlJsipa C YTEHUEeM JIEKLUI. ITO IPUBEJIO
K KOMMepUYeCKOMY NPOBaJly, TaK KaK OTCHATBIA MaTepUaJl ycTapeJ
Y ObLJI IPOAyOJIMPOBaH B 60Jiee MO3HEN XPOHUKE, a My6JIMKa CTa-
Jla 60Jiee YyBCTBUTEbHOM K MIOIMEHE U OTYET/IMBO pacrno3HaBasia
GUKIMOHANbHYI0 TpUupoay MHOrUX KazpoB (Hiley, 1993, p. 144)'2

EnvHcTBeHHasa konus ¢uabMa ['Mp/Byza U3HOCUIACh U CO Bpe-
MeHeM OblIa yTpayeHa, TakuM o6pa3om cepus The Great War octa-
JIaCb OCHOBHBIM pe3y/JIbTaTOM paboThl ['Mp/ByZja BO BpeMsl BOWHBI.
TeMm He MeHee OHaA He TOJILKO He COBNAaZaeT ¢ GUIBMOM OYKBaJlb-
HO, HO MpeACTaBJ/seT COO0UM Ype3BbIYalHO PA3HOPO/IHbIN MaTepH-
as. [loMrUMoO KaZpoB, KOTOpble yJlaJioCh CHATb caMmoMy ['upaByay
B 1915 rofy u KOoTOpble YaCTUYHO AyOJIMpOBaJU KaZpbl GUIBMA,
B Hee BXOAAT poTorpaduy, 3aKasaHHbIe JPYTUM aBTOpPaM B pa3HbIX
yacTsax poHTa, poTorpaduu, cieJlaHHbIe TOC/Ie OKOHYAHUSI BOMHBI
Y, BO3MOXXHO, NEPEKyIJIEHHbIE Y APYTUX U3TOTOBUTEJIEN CTEpeo-
nap. /laThl ¥ NOAIMCU B PA3HbIX BbINYCKaX MepecTaBjeHbl, HEKOTO-
pble AyOJIUPYIOTCS MO/ pa3HbIMU U300paKEHUSIMU, U, XOTS BO BCEX
BEPCUSIX CEPUU eCThb XapaKTepHas /JJis TaKUMX M3JaHUK CKBO3Has
HyMepalusl KapTo4yeK, OHa He COOTBETCTBYET HU XPOHOJIOTUYECKO-
MY, HU KaKOMY-TO JIpyroMy yJIaBJMBaeMoMy Nnopsifiky. HensBecTHbI
Y MHOTHE JleTaJIu yOJIMYHOU Cy/IbObI CEPUH, B YACTHOCTH, TOYHBIE
THUPaXKU U BpeMsl BblNycKa. [Io 0CHOBHOU BepcUH, OHa BbIyCKalach
U pacnpoCTpaHs/ach yXe MocJe BOWHBI (YYMTbIBAasA Li€H3ypHbIE
OTpaHUYEHMS U IPUCYTCTBUE NOCAEBOEHHBIX KaZ[pOB B MOJ00PKeE)
BILIOTB 210 1920-x rof0B.

B cTpemMsieHHMM TIOKasaTb W/eaJU3UPOBAHHYI0 KapTHUHY
Y B IOBTOPSIEMOCTHU ClO:keTOB The Great War focTaTo4HO penpe-
3eHTaTUBHA C TOYKH 3peHusi OQUIUAIBHOrO IMpeJCTaBJIeHUs

120 BocripusiTii GUIBMOB BO BpeMst [lepBoii MUPOBO# BOMHBI cM. Tak»Ke Grosvenor (2021).
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KOHQJIMKTA IUPOKOU nybsrke. Kpome Toro, oHa cZiesiaHa c yde-
TOM BH3YaJ/IbHbIX KAHOHOB CBOEr0 BPEMEHHU U [OBOJIbHO TOYHBIM
NOHMMaHWEM CTPYKTYpPbl CTEPEOCKONUYeCcKOro Kagpa. [Ipu aToM
Ka>KeTCsl BO3MOXXHbIM TOBOPUTH HE CTOJIbKO O €e perjiaMeHTHUPO-
BAaHHOCTH WJIU HEYJaYHOM KOMMep4YeCKOM M TBOPYECKOM OIBITE
['upaByaa, HO 0 TOM, Kak cTepeorpaduu, co3JjaHHbIe B YCJIOBU-
X LEeH3ypbl M HW3HA4yaJIbHO HalleJIeHHble Ha penpe3eHTalUo
«[IO3UTUBHOI0 00pa3a» BOWHBI, B CUJly CBOMX KadyeCTB M 0CO-
OEHHOCTEeN TEexXHOJIOTUH, TeM He MeHee OCTaJUChb CTPAaHHbIMH
CBU/IETEJIbCTBAMHU, NIPU B3IJIsAZle C BpEMEHHOM JUCTAaHLIMU MHO-
TOKpPaTHO YCJOXHSIOIIMMH ONOCPeN0BAHHOCTh IepeaaBaeMoro
ONbITa U BONpOIIAKIIMEe 3PUTEJIS O er0 COOTHOILLIEHUU C YBUIEH-
HbIM. COMHUTEJIbHOE TPOUCX0XK/IEHUE CHUMKOB, CIOCOOCTBYOIIEE
JIETKOMY OIpe/ieJIEHUI0 UX B KadyeCTBe MOCTAaHOBOYHBIX U HeJO-
CTOBEPHBIX, JleJIaeT UX B TO Ke BpeMs Ba>KHbIM UCTOYHUKOM [Jifl
pa3roBopa 0 MHOXKeCTBEHHbIX 3HAYEeHUSIX N300parKeHU BOMHBI.

kkk

He To/sbKO 1LeH3ypa cnoco6CcTBOBaja JAUCTAHIMPOBAHUIO
OT «peaJibHOCTH» Y NMPeBpalleHHUI0 BOMHbI B CIIEKTAKJIb UJIM HA00P
MuU3aHcLeH. CylecCTBEHHYIO POJIb UTPaJId U TEXHUYECKUE OTPaHU-
YeHHUS: TPOMO3/IKOCTb allnapaTyphbl ¥ BpeMs, KOTOPOe He0O6X0AMMO
ObLJI0 3aTPAaTUTh HA MOATOTOBKY M CMEHY IJIACTUH UM KUHOIJIEH-
ku. Kpome Toro, B ciyyae ¢ pororpadpusimMu BAUSIIU U CHOPMUPO-
BaBLIMECS BU3yaJibHble KAHOHBI U300pakeHUsI BOMHBI: MOoJipaXkas
YKUBOIUCHU U rpaduke, poTorpadpbl BOCIPOU3BOAUIN KOMIIO3ULU-
OHHBbIE CXEMbI, KOTOpbIe ObLJIM IPUHATHI, HAIPUMED, B 6aTaJIbHOM
»KaHpe, a B cay4dae c [lepBoii MUpPOBOYM BOMHOU 06pa3aMu MOTJIU
CAyKUTb poTorpadpuyeckre n3oopaxkeHust BorH XIX Beka, B 4acT-
HocTHU ['paxkganckon BorMHbI B CIIA min KpbIMCKOU BOWHBI.

Pabora lupaBysa Oblia 4YacTbiO 3TOrO OOJIBIIOTO CIEKTa-
kJisg. OrpaHUYeHUs] O03BOJISIJIM EMY CHUMATh BOEHHbIE JIeHCTBUSA
TOJIbKO IOCJIe UX 3aBepLIeHUs WM BO BpeMs YYeHHUH, a IJaB-
HOe, OH OblJI OJHUM K3 MEPBbIX, HA KOM BOEHHOe KOMaH/OBa-
HUe ompoOOoBaJio MPAKTUKY MOCTAaHOBKM aTak Ha KaMepy. XOTs
['upaByA cornacuscs paboTtaTb B NpeAJIOKEHHBIX O0OCTOSITEJb-
CTBaX, ero He yCTpauBasIO TakKoe NoJiokeHUe Beleil. HecmoTps
Ha YJIOBKH, UCII0JIb3yeMble B IEPETOBOPAX, B €ro MJaHbl BXOJUJIO
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JIOKyMEHTUPOBAaHHE MPOUCXO/SAILETO, UYTO B €ro NMpeJiCTaBJIEeHUIX
MOIJIO HE IPOTUBOPEYUTh MPONaraHJUCTCKUM 3ajadaM. U ytpa-
YeHHbIA QUJIbM, ¥ CTEPEOCKOTNINYECKas CEpUS, J0XOAMUBILIASA 10 3pU-
TeJil B KaueCcTBe 3amno3/aBlleld XpOHUKU W KOHCTPYUpOBaBLIAs
KOJIJIEKTUBHYIO NIaMATb O BOWHE, COOTBETCTBYIOT TOMY MOHHUMa-
HUIO «JJOKyMEHTa», KOTOPOE, XOTh U OCHOBAHO Ha Bepe B NPSIMOU
JIOCTYI K peaJibHOCTH, Ha IPaKTUKe pean3yeTcsl CKopee B Ha/Jle-
JIEHUU U300parkeHHUs onpejiesleHHbIMU GYyHKIUAMU (cM.: Rouillé,
2011). Kunematorpadpuyeckuii HappaTUB, MOHTaX, BU3yaJIbHOE
Y CMBICJIOBO€E TIOCTPOEHME KaJipa, TO eCTh BCe YCJIOBHOCTU Y MPHU-
eMbl, KOTOpble ONOCpPeJ0BaJiM 3aMbICesl, TaKXXe ObLJIM YaCTbIO
JIOKyMeHTa/IbHOCTU ['MpAByAa. BykBasibHas NOCTaHOBKA HA KaMe-
py cTasna fobaBjieHrMeM K JJIMHHOMY psSy ONMOCpeJ0BaHUM, XOTH
M CaMbIM CyllleCTBEHHbIM. C TOYKU 3peHUs] MparMaTUKU U KOM-
Mep4ecKoro ycrexa 3TO CbITpaJio 3yl WYTKY, HO AJIsl ONKWCaHUSA
pa3HbIX JIOTUK 3pEeHUsI COXPAHUBILMUECS CJie[ibl TAKOTO JOKYMEH-
TaJIbHOTO CIIEKTAKJIf —4Ype3Bbl4YaliHO UHTepeCHbIN MaTepuas. OHU
BOBJIEKAIOT 3pUTeEJId B clieUPUIECKUN PeKUM BUJEHUS HA TPAaHU
peasbHOTro U GPUKLMOHAIBHOIO0, YaCTO OOHAXKasi NOCTAaHOBKY Kak
TaKOBYIO U IPU 3TOM He Tepsisi CUJIbl CBOETO BO3/€CTBUS.

OpnHoM M3 nepBbIX CbeMOK ['Mp/By/ia U ero KoJiieru bekkera 6b11a
cbeMKa opkectpa 40-ro [[aTaHcKoro MoJika, «ucroJiHAwLero Map-
cesibe3y nepes ppaHIy3CKoU My6JIMKOM Ha ¢pepMe», TAe OHU CONPO-
BOXAau poTorpada us nepoi Tunorpadpuu Kopmnyca koposieBckux
nixeHepoB (Hiley, 1993, p. 134). /lpyroii npuMep MOCTAaHOBKH —
cbeMKa yuye6HoM aTaku [lepBoro 6aTasiboHa [lepBoro noJika rypkxos
HeJlaJIEKO OT iepeBHU MepBuJib, KOTOpOU ['MpAByAyY yAa10Ch JOOUTh-
Csl TOCJIE MHOTOUMC/IEHHDIX 2Ka/100 Ha KECTKUEe OrPaHUYEHUs], KOTO-
pble He MO3BOJIAJINA NMOJYYUTh XOTb CKOJIbKO-HUOYJb MHTEPECHBIN
Matepuas. Bce faelicTBUS ObLIM TLATENbHO CPEXKUCCUPOBAHBI [1JIs1
KaMephbl: T'YPKXY MPOJBUTAIMCh Yepe3 JIMCTBEHHBIN Jiec, YTOObI aTa-
KOBaTh y4eOHYI0 TpaHLIel, 6pocaju AbIMOBBIE LIALIKY, Aejas BU/,
YTO 3TO py4yHble IPaHaThI, a COJIAATHI JieXKald Ha 3eMJie, U300pakas
MepTBbIX ¥ paHeHbIX (Hiley, 1993, p. 135).

Eume opHa arTaka, momnaBuiasg B 00beKTUB [uUpAByna, Tak-
ke OblJa MOCTAaHOBOYHOW M Ha3BaHa BIOCJEACTBUU «3axBaT
HeMellKoW TpaHIinen “Jlecrepamu’». HccienoBaTesn OTMeYaloT,
YTO B CO3/laHUE 3TOU CLEHbI ObLJIM BJIOXKEHBI HEMaJible YCUJIHUS:
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OpYTaHCKHE COJIJIaThl HACTYIA/IA U3-3a MELIKOB C TECKOM, BBICTY-
NaBILIUX CTEHOU, HEKOTOPbIE U3 HUX MPOJIBUTAJIMCh BIIEpEe, U NIPbI-
rajii B HEMELIKMe OKOIbl, B TO BpeMs Kak Jipyrue u3obpakaau
paHEeHbIX U YOUTHIX, IPU 3TOM He TOJIbKO OPUTAHLIEB, HO U HEM-
1[eB, NlepeoJieBIIMCh B HeMelkyto yHuopMmy (Hiley, 1993). Takke
ObLJIO NIOKA3aHO, KaK OpUTAHCKHUE COJIJAThl CACAIOT PaHHEHBIX,
OCTOPOKHO MOJJHMMAasi HAa HOCUJIKH JIBYX paHEeHHbIX B I'0JIOBY TOBa-
puiieil. B ¢uHasibHOM 3mH304€ COJAAThl MPOABUTAKOTCA BAOJb
3aXBaye€HHOU TpaHIleH, 6pocasi pydHble IpaHaThbl, YTOObI YHUYTO-
KUTb OCTaBLINXCA 3alUTHUKOB, Y, B KYJIbMUHALUH, apeCTOBbIBA-
I0T HEMELKOIr0 CO0JI/IaTa, MOCAYIIHO NOJHUMAIUIero pyKyd nepe/
HaNpaBJISIOIMMHY Ha HETO OPY>KUe OpUTAHIAMHU.

HecMoTps Ha COMHEHHUS CO CTOPOHBI PYKOBO/ZCTBA, CEPbEe3HbIX
HNONBITOK 3alPeTUTh MOKa3 3TOr0 3MM30Ja KaK peasbHOro 605
npeANpUHATO He ObLI10. Takoe OTHOUIEHHWE BO MHOTOM CBSI3aHO
C TeM, YTO aTakKa MHCUEHUpOBaJach [iJis MponaraHfbl B KOJIO-
HUAJIbHBIX 3eMJIIX U HUKTO He 0XHujaJj, 4yTo ['MpABysA B UTOre
BBINYCTUT ee Ha OpUTAHCKUW pbIHOK. Korga kMHomnaeHka U ¢poTo-
rpaduu ObLIM OTHIpaBJIeHbI LleH30paM, BoeHHOe MUHUCTEPCTBO
3alpeTUIo UX NybyuKanuioo B BelnkoOpuTaHWM, TeM He MeHee
paspeliuB ucnoab3oBaHue B MHauu. HepaBHoe pa3rpaHuyeHue
MexZy $aKTOM U BbIMBICJIOM, IpeJiCTaBJIEeHUEe O TOM, 4TO OoJiee
VUCKyUIeHHble >KUTeJu BeJuMKOOpUTAaHMM MOTYT pacno3HaTh
IIOCTAaHOBKY, B TO BpeMsl KaK He 006J1ajalolliie HaCMOTPEHHOCThIO
kuTesu UHAMKU OyAy T roTOBBI IPUHATH 3TU MaTepUasibl 3a HACTO-
slde CBUJEeTeJbCTBA BOMHBI, ObLJIO KaK MpU Agonycke 'MpaByaa
Ha QPOHT, TaK U NIPU 3aBepLIEHNU PabOTHI.

Bce cpexuccupoBaHHbIEe Cll€eHbl, B pe3y/JbTaTe MpOoNaBlINe
BMecTe ¢ GMHaJIbHOM Bepcuer ¢puibMa, AyoaupoBasnch GoTOKa-
MepaMH U BXOJIMJIM B pa3Hble Bepcuu noaodopku The Great War.
3pesIMIHOCTb, TPOAYMAHHOCTb, KOMIIO3UIIMOHHASI BLIBEPEHHOCTb
OOJIBIIMHCTBA CHUMKOB BbIAIOT BHUMATEJbHOMY 3PUTEJIIO Clie-
HorpaduyecKyro NIpUpoAy BCe cepuH, IJie COeJUHSAIOTCS 3JeMeH-
ThI TEATPA, TOJIbKO MOSIBUBLIET0CS KUHEMATOTpada, >kaHpa *KUBbIX
KapTHH U APYTUX BU3yaJIbHbIX IPAaKTUK. BO3M0OXHO, caMble MOKa-
3aTeJibHbIe B 3TOM OTHOLIEHUU poTOrpaduu, eMOHCTPUPYIOLLHE
»KU3Hb B OKOIaX: NEPEHOCKY U NepeBs3Ky PaHEHBIX, OTAbIX MeX-
Jly 605IMU, 3aTauBUIMXCA Nepe], aTaKOW BOEHHbBIX, B3SITHE B IJIEH
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NPOTUBHUKA (pPOJib KOTOPOTO MOT WCHOJIHATH IlepeojeThli
B HEMELKYI0 BOEHHY10 GpopMy OpUTaHCKUH cosfaT; uii.l). [lapa-
JIOKCAaJIbHO, HO C TOYKHU 3pEeHUsl CTepeoCKONUYeckoro apdexrta
3TH K€ CHUMKH 60JIbllIe APYTUX OTChIIAIOT K peajibHOCTU. Bo MHO-
rom 6J1arozaps cCbeMKe C NOAXOASALEer0 pacCTOTHUSA U BKJIKOYEHUIO
B Ka/I]p MHO>XeCTBA IJIAHOB, OHU OKa3bIBAKTCS caMbIMU 3 dEKT-
HbIMU MO MIy6UHE U pesibeHOCTH GaKTYp, YCUIMBAsA CTEpeo-
CKONMYECKYI0 WJIJIIO3UI0 U MpeaJiaras 3pUTesilo IOMeCTUTh cebs
BHYTPb MNOYTHU MaTepUaIN30BaBIIEr0cs U300parKeHHUs.

Eciu BUZETh B IpPaKTHUKeE CTEPEOCKONUH BOIJIOIIEHUE «KeJsla-
Hus peasbHOCTU» (Godbey, 2012, p. 270), nog06HbIe U306pakeHHUs
OTBEYAlT 3TOMY KeJlaHUI HauboJsiee moJsHo. I[lpesenbHo ycu-
JIeHHasl OMOCpeJIOBaHHOCTh Takoro tumna npecrasyeHus (highly
mediated representation; Godbey, 2012, p. 271) He MewaeT 3¢ pek-
Ty 3aXBaTbIBaTh 3puUTeJid. JlocTUraruas CBoero anores NoCTaHOB-
Ka BCTpedaeTcs 3/1eChb CO CTEPEO0CKONUYECKON UIJII03MeH, KoTopas
MOXEeT MOHMMAThCA U OyKBaJIbHO KaK ONTUYECKUHN 3PPEKT, U KaK
3¢ deKT, y4acTBYIOUUN B CTAHOBJIEHUH HOBOW CUCTEMbI BUJ€HUS
Y MpPU 3TOM UMHUTUPYIOUIAHN JIOTUKY 3pEHHUS MPeAbIAYIIUX 30X,
B TOM 4HcCJe BoIioluleHHY1o B TeaTpe (Crary, 1992), u kak cumyisi-
TUBHbIE 3Q}eKThI, 3aurpbiBarolide ¢ PU3NOJOTUYECKUMHU peak-
nusimu 3puteds (Kittler, 2009; Fischer-Lichte, 2015).

Haa. 1. «Kamerad!» - 6 omeem Ha Haw o6¢cmpe 0weA0MAeHHble 2YHHbI NOKUJam yKpblmust
Henoda/néky om MapmeHntouwa.
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«Kenanue peasbHOCTH», BOIUIOLUIEHHOE B WJ/JIIO3UH, KakK
Y B 1I€JIOM CMellleHUe IpaHul] Mex/ly GaKTOM U BBIMbICJIOM, ITOCTa-
HOBKOM U JOKYMEHTAJIbHOCTbIO, ObLJIO XapaKTEPHO HE TOJIbKO JJIf
3TOM KOHKPETHOM CepUH, YTO OTChbLIAET K JPyroMy NOHUMaHHUI0
«peaJlbHOCTU» B KyJIbType Hadasa XX BeKa U B L1eJIOM K YCJI0BHO-
cTU 3Tou KaTteropuu (cm.: Pauli, 2006). B cBoeil kHure «BbicTaB-
Jisisi BOWHY. Besimkas BoiiHa, My3eu U namsaTh B BesnkobpuTaHuy,
Kanagze v ABctpanuun» /pkeHHUep BeJIMHITOH ONKCBbIBaeT MOUCK
ayTEHTUYHOTO OmnbiTa B TeX ¢QopMax penpe3eHTAllMU BOM-
Hbl, C KOTOPBIMHU BCTpeyasCi COBpeMeHHUK [lepBoi MHpOBOU
(Wellington, 2017, pp. 15-59). 3To Kacanoch, B 4YaCTHOCTH, 3KC-
NO3UIIMOHHBIX pellleHUH B My3esiX U Ha BbicTaBKax. CTpeMJsieHUe
NOKa3aTh «BOWHY KaK TAKOBYH» MOIJIO peaJM30BbIBAaThCA KaK
yepe3 3KCIOHUPOBAHUE peasibHbIX TpodeeB — OpyXKus, mpeame-
TOB ObITa U TaK JaJjiee, - TAK U yepe3 MPAKTUKH, KOTOpPbIE CEerof-
HS Mbl MOIJIK Obl Ha3BaThb PEKOHCTPYKIMEN WJIU CUMYJISLUEN
(B My3esix OHU MPUMEHSAIOTCA [0 cUx nop). OJHUM U3 TaKUX MPHU-
MepoB OblJla BbICTABKA, OpraHu3oBaHHas usganueM Daily Mail fns
Bputanckoro o6uectBa Kpacnoro Kpecra u Opzaena Cesatoro MoaH-
Ha B HaiiTcopumxe B MapTe v anipeJsie 1916 roaa. Ha Hell 66111 ipe -
CTaBJIEHbl MOJIHOpPAa3MepPHble TpaHIIEHW, HACTOSLHUE OJUHAAKH,
3arpakJileHus M3 KOJII0Yel MPOBOJIOKH, ObLJIM BBIKOTIAHbI 3€MJISIH-
KH, 00JIMIIOBaHHbIE J0CKaMM, roGpPHPOBAHHBIM >KeJie30M U Mell-
KaMM C MIeCKOM M CHa0)KeHHbIe CTOJIOM, MeYKON U CTy/absiMU. Bce
ObLIIO C/eJIaHO TaK, YTOObI, IPOXO/isl Yepe3 TYHHEJIb, I0CETUTEJb
e/iBa He 3ajieBaJl CTeHbl TpaHuled. ONKCbIBas BbICTABKY, ee co3/a-
TeJIW NoYePKHUBaJIN YYBCTBEHHYIO UIJIIO3UI0 PEaJIbHOCTH U OTMe-
YaJiu, YTO TAKOM MOJXOJ, BBIXOAWUT 3a PaMKHU CTaHAAPTHBIX GOpM
penpe3eHTAL WU U B KAKOM-TO CMbICJIe <HE UMUTUPYET peaIbHOCTb,
asiBasieTcs eto» (Wellington, 2017, p. 24). CTepeockonnyecKkui Kazp,
B KOTOPOM 3pHUTEJIb TOXKe 0Ka3bIBAETCS €/1Ba JIM HE BHYTPHU OKOIIa,
NpUKacasiCh B3MVISAL0M K GaKTypaM 3eMJIY, lePEBAHHbBIX U METAJIJIU-
YeCKHUX KOHCTPYKLUH, HO, KaK U B C/Iyyae C BbICTABKOM, OCTaBJISIET
ero Ha 6e30MacHOW JUCTAaHI WY, JAeT BO3MOXKHOCTb IO4YBCTBOBATh
c/ie/ibl BOMHBI, HO HE BCTYMNaTh B OyKBaJIbHOE B3aUMO/IENCTBUE.

HanpsbkeHue MexJy WJ/IIO3UMed U peasibHOCTbIO 06ycC/iaB-
JIUBaJIM W CaMH YCJOBUS CO3[aHUN u300pakeHUH. MHorue
KaJpbl aTaK M UX MOCJAe[CTBUM JesiaJuch [MpAByJOM Ha MoJe,
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A i, v S s
Bappers remove a derelict tank obstructing the *‘ cor
~_duroy " road built over the mud. beture Peronpe.

Haan. 2. HHuoceHepHble golicka youparom 6powleHHbIl MaHK, Mewarwuli cmpoumenscmasy
Hacmus108 Ha hodcmynax K IlepoHy.

rfle [leMCTBUTeJbHO HeJAaBHO 3aKOH4YMJICA 60H. /lpyrue jemMoH-
CTPUPOBA/JIM TO WJIM UHOE COBepllaeMoOe COoJIJaTaMU [IEWCTBUE,
KOTOpO€e BpPsJ, JId OblJI0 NPUAYMAHO TOJIBKO JAJIS KaMephbl, O/{Ha-
KO CKOpee BCero CONPOBOXJAJOCh yKaszaHUAMHU ¢oTorpada
10 pacCTaHOBKe QUIYp U NOCTaHOBKe 3QPEKTHBIX JJiF KaJipa 103
(w1, 2) 3. BiosiHe peasibHOE MPOCTPAHCTBO BOWHBI, I/ie GYHKIIUU
aKTepOB BbINOJIHAIOT e CTBYIOLIME COJIJAThl, a CTaTyC TeJ NOruo6-
KX HeompeesaeH™, co3maeT cnenuPUIECKy0 CUTYaALUIO TOCTa-
HOBKM 0€e3 aKTepoB, OaJlaHCUPYIOIIYI0 MeXxAy 3¢PeKToM TeaTpa
Y )KYTKOW peaJbHOCTH.

[locTaHOBKa Ha ypOBHe NMPOU3BOZCTBA M300paKeHHUS, CHOKETOB
U MPUEMOB CbeMKM coyeTaeTcsl B cTepeodpoTorpadusax ['mpaByna
c 3pPEeKTOM CLeHbl, KOTOPbIM OTHOCUTCS HENMOCPECTBEHHO K 00b-
eMy U ONBbITYy MPOCMOTpa cTepeokajpa. CTepeockonm coefuHSET

13 JTa nmpakTHKa 6blja BIOJIHE CTAHJAPTHOH, B YaCTHOCTH, JJIs1 3THOrpadpHUIecKux
ChEMOK TOTO Ke BpEMEeHH, BO BpeMs1 KOTOPbIX poTorpad He 06513aTe/IbHO MPU/LyMbIBAJ
MIOCTAHOBKY €aM, HO, HallpUMep, MPOCUJ CeIbCKUX KUTeJIed BO BpeMsi c60pa ypokasi
Ha BpeMs BbICTPOUTb MU3AHCIEHY U 3aMepeTh Mepes; KaMepoH.

4 Ha HeKOTOpBIX CHUMKaX 6PUTAHCKHE COJIZAThI, TIepeoieThie B HEMEIKYI0 GopMy,
M300PAXKAIT MEPTBBIX, OHAKO HA JIPYTUX B KaAp AEUCTBUTEJNBHO MOMAZAT TeJa
MMOTUOIINX.
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IJIOCKOCTA M peasibHOe MPOCTPAHCTBO B eJWHBbIA 00pa3 W BIOJ-
He HAllOMMHAeT O KJIAaCCMYECKOM MOJie/iM TeaTpa B BUJE CLEHbI-
KOpPOOKHM C paMIIOW U NOTPY:KEHHBIM B TEMHOTY 3pHUTEJIbHBIM 3aJI0M,
a Ha HEKOTOPbIX U300paXKEHUAX 00'bEKThI BBIVISJAT MJIOCKUMU, KaK
TeaTpaJIbHble JeKOpaluu. ITO CXOACTBO MOXKET ObITh YBUJEHO KaK
«MIOBEPXHOCTHOE»: 10 3aMedaHuto /xoHataHa Kpapu, oTcyTcTBUe
B CTEpEOCKOoIle NMPUBbIYHOMN NePCNeKTUBbI, KOTOPYIO B TeaTpe palu-
OHAJIU3UPYIOT JBUKEHUS aKTEPOB, APOOHOCTb 3JIEMEHTOB U HeJO0-
CTYIHOCTb UX JIJI51 LeJIOCTHOT'O BOCIIPUATHS, HE CO3/JaeT, a pa3pyllaeT
CLIEHUUYECKYI0 CBA3b MeX/ly 3pUTeJIeM U 00 beKTOM, 3aMEHSIS ee «TeX-
HUYECKON PEKOHCTPYKLUEHN yKe BOCIPOU3BEJEHHOTO MUPA, PacKo-
JIOTOTO Ha /iBe HETOX/eCTBeHHble MoJiesin» (Crary, 1992, p. 128).

OfHaKo 3TOT aKLEHT Ha CUMYJISTUBHOCTU CTEPEOCKOMUYECKO-
ro a¢pdekTa U paspyluleHUU MepCrleKTUBbl He OTMEHSIET CIeKTa-
KYJISIDHOCTU BOEHHBIX CTepeorpaguii, NO3BOJISAIOLIEW 3PUTEIO
OBbITb 3aBOPOKEHHBIM 3peJsinileM BOWHbI Ha 6e30MacHOW AWCTaH-
yuu. CTaBuiee OOIIMM MeCTOM NPH ONMMCAHUX U300paKEHUU BOM-
Hbl MOHSTHE «CIEKTaKJb» MOXET O3HayaThb M IMOCTAHOBKY Kak
TaKOBY10, U 3P EKT KUBOW KapTHHBI, U CTENeHb 3MOIIMOHAIbHOM
JUCTAaHLIUPOBAHHOCTH, XapaKTEepPHOW JJisl B3IVIA[Ja Ha BOEHHbIE
u3obpaxeHus (cM., HanpuMep: Danahay, 2022, pp. 29-30). Kpome
TOTO, OHO MOXXET YKa3bIBaTb Ha CONOCTaBJIeHHWE CaMUX NPAKTHK
IPOCMOTPA, B KOTOPBIX BIIOJIHE peas/ibHAsk BOMHA OKa3bIBAETCS [IJi
HaO6JII0aI01ero Ha CTOJIb JKe YA06HON U 6e30MacHOM JUCTAHIUH,
KaK U300pakeHre BOUHBI B CTEPEOCKOIEe UK B IPAKTHUKaX MaHOpa-
Mbl. AHa/IM3Upyd cepuro AnekcaHzapa ['apaHepa, CHATY BO BpeMA
['paxkpanckou BorHbI B CIIIA Bo BpeMsi 6MTBBI py AHTUETaMe, IMU-
siu Topbeil onuckiBaeT, Kak JIIOJIU MPHE3KaJIU CMOTPETh Ha OUTBY
C KOp3WHaMU /il MMKHUKA U 6uHOKIsIMU (Godbey, 2012, p. 271) .
BUHOKJIb, MCII0JIb3yeMbIU U B TeaTPeE, U AJis IPOCMOTpPA MaHOPaMBlI,
Y /1Jis1 BOEHHOM PEeKOTHOCIIUPOBKU BJIM30K CTepeocKony no adpdek-
Ty $parMeHTUPOBAaHUS U ONTHUYECKOTO yBeJU4eHUs cleHbl. OHU
06a co3/1aI0T ONTHYECKU-CIIEeHUYECKHH KOHTEKCT BOWHBI, I03BOJIS-
I0T IPUCYTCTBOBATh OJITHOBPEMEHHO BOJIM3U U HA PACCTOSTHUU.

153T0 cBU/JIETENBCTBYET O COBCEM APYTUX MPEJCTABJIEHUSAX O LleH3ype BO BpeMs
['pakAaHCKOUN BOMHBI.
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N300paxkeHus, caenaHHble [MpABYAOM Ha MOJIAX CpPaXeHUH,
TaKUM 006pa30oM, OKa3bIBAIOTCA Ha IlepeceyeHUU OYeHb pPa3HO-
ro ONbITA M pa3HBIX YCJOBUH. Byydyn noctaHoBkou no ¢opme,
OHU ObIJIY BBINOJHEHBI B YCJOBUAX peabHOU BOWHBI C y4aCTUEM
COJIAT B Ka4eCTBe aKTepOB U B 3TOM OTHOILIEHUHU BIIOJIHE COOT-
HOCHUJIACH CO CTPeMJIEHUEM U OJJHOBPEMEHHO HEBO3MOXXHOCTBIO
3pUTesie NIPUKOCHYTHCA K peaJlbHOMY OINBITY BOMHBI, KOTOPBIX
TOJIBKO PEKOHCTPYUPOBAJICA C IOMOILBIO OT/eJIbHBIX IPEIMETOB,
TpodeeB, H300paKEHUW UJIU IKCHO3UIMOHHBIX BOCCO3JaHUU
TpaHLIel. MepLiaHue peaJJlbHOCTU U UJIJIIO30PHOCTH CaMOTO CTe-
PEOCKONMUYECKOTO U300paXKeHUs NMPUUYYAJUBBIM 06pa3oM COOT-
HOCHUTCS C MepLaHHueM MNOCTAaHOBOYHOCTH U JJOKYMEHTa/IbHOCTH
B COZlep>KaHUHM U300paKkeHUH, co3jaBas CUTyal M0 U3MEHYNBOU
JUCTAHI UM, NO3BOJIAIOIIEN KaK MaKCMMaJbHO NPUOJIU3UTH Clie-
Hy, TaK U OCTaTbhCA Ha 6€30MaCHOM PAaCCTOSAHUU.

*kkxk

B3anMHOe MepLaHue MexJy IMOCTaHOBOYHOCTBK) U JIOKyMEH-
TaJIbHOCTBIO, UJIJIIO3UEN U PeaIbHOCTbIO, HAJIMYUEM U OTCYTCTBU-
€M [YCTAaHLMU NpOABJIAeT NPUHLUIIMAIBHO pa3Hble COCTOSHUA
TeJIECHOCTU CyObeKTa. TesieCHbIN ONBIT YeJ0BeKa, HEMOCPeJCTBEH-
HO NepeKMBAIOIIEr0 ONBIT BOMHBI C €ro OLYIEHUAMU PU3UYeCKO-
ro HalpsKeHUSs, pa3HbIX TeMIepaTyp, 3BYKOB, 3allaXx0B, TAXKECTH,
60J11, paZijMKaJbHO OTJHUYAETCS OT TEJEeCHOr0 OIbITa 4YesJ0BEKa,
CMOTPSLIETO Ha yKacbl BOWHBI C 6€30MacHOM AUCTAaHIIMU COOCTBEH-
HOW F'OCTUHOM, CIIeLIUaJIbHON My3eWHOW 3KCIIO3ULUH, TeaTPaJIbHO-
ro WU KMHo3aJa. MHOrue u306pakeHrsl BOWHBI, B CBOIO OYEpE/ib,
CJIOBHO NBITAKTCA MPEOAO0JIeTb 3TOT pa3pblB, JEMOHCTPUPYS BCe
6oJibLIKE TOJPOOHOCTH U [eTau I0KaJedYeHHbIX TeJl, GaKTyp, BCe-
ro, 4YTO MOXKET alleJUIMPOBATh K TeJIECHOMY OIIBbITY Yepe3 3peHue,
TOTO, YTO 3aXBaThIBAaeT U OJJHOBPEMEHHO MOOYK/IaeT HE CMOTPETh.

CTepeockonnyeckoe U300pakeHUe UMeEeT 0CO60e COOTHOUIEHHE
C TeJIECHBIM ONbITOM. B3auMOCBfI3b MeX/Ay 3peHUeM, OCsI3aHUEM
Y BOCIIPUATHUEM IJIyOMHBI MO-Pa3HOMY MOHMMaJach B KYJBTYPE,
B TOM 4MCJie CAaMMMHU H300peTaTeassMu ctepeockornoB (Plunkett,
2013), ogHakKo BCe OHH OCMBIC/SIJIM «TAKTUJBHOCTb» IPOCMO-
Tpa cTepeonap. B cBow ouepenb, 60jiee Mo3jHee MOHUMaHUE
CTEPEOCKONMYECKOTO OMbITa KaK MMHUTAIUM (PU3UO0JIOTUYECKUX
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OLIYLeHUH, OCHOBAHHOM Ha WJUJIIO3UM MaTepUaJIbHOCTU O0beK-
TOB U NOBEPXHOCTEH, NOAMeHs0IeN ocsa3aHue 3peHUeM (Crary,
1992), cooTHOCUTCA C UAesIMU NepPOPMaTHUBHBIX TEOPUH, KOTO-
pble HAacTauMBalT Ha WJIJID30PHOCTH CONPUCYTCTBUSA TeJ INPHU
IpPOCMOTpE JIIOObIX TEXHUYECKUX U300paKeHUU, OoTMedas, TeM
He MeHee, UTO yTpadyeHHasl TeJeCHOCTb BO3BpAlAeTCsl 3PUTEIIO
Meuau300pakeHUi B BUZie GU3MO0JIOTHYECKUX PeaKIiMi Ha yBU-
nenHoe (Fischer-Lichte, 2015). HakoHen, emie oHy $U3UYECKYIO
CBAI3b U300paKeHHUs CO 3pUTeJIEM ONpesieisieT TO, YTO B CTEpeo-
CKOII€e TeJIO 3pUTeJIs ABJSAETCS 4aCThI CAaMOr'0 ONTHUYECKOTO MPHU-
60opa ¥ 00s13aTeJIbHbIM YCJOBHEM MPOU3BOJCTBA M300paKeHUS
(Crary, 1992, p. 133). /IBa u3MepeHUs TeJeCHOCTH HAUMHAIOT COOT-
HOCUTBCS: U300pakeHHbIe TeJla U MaTEPUH U TeJI0 3pUTeIsl, KOTO-
poe GYKBaJIbHO CO3/1aeT U300parKeHHUe.

B ¢ororpadusx T'upaBysa HeT OYKBaJIbHOTO CTpeMJIEHUS
nokasaTb (U3HUOJIOTUYECKHE Y>Kacbl BOMHBL. Bo MHOrom 3a cyet
[IeH3ypbl Y MOCTAaHOBKU Ja)Xe MepTBble (YacTO MOCTAaHOBOYHO-
MepTBble) TeJia He LIOKUPYIOT 3pUTEJIsd, a IPU3bIBAIOT U MO3BO-
JISIIOT CMOTpPEeTh JI0JIT0 M MPUCTaJbHO (KM1.3). OJHAKO CHOXKeThl
U $aKTyphl 3a[eMCTBYIOT (PU3UYECKUN OMNBIT 3pUTEJId, a IJiaB-
Hasd CBAI3b C TeJIOM COXpaHSEeTCs 4Yepe3 CTepeoCKONUYEeCKUU
3¢ PeKT, BOBJIEKAIOIIMN 3pUTEJISI B MPOCTPAHCTBO U300paKeHUs

Unwvermg men - wl
Zouave Woods. stormed by the irresistible 6th Divs

Han. 3. Omkanvigasi mesaa condam noaubwux 8 3yasckoM Jecy 8 CpaxceHuu 3a Kpamep,
amakosaHHbll Henobedumoll 6-1 dususueli.
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He TOJIbKO BHU3yaJIbHO, HO U TeJsieCHO. Ec/iu B Ipyrux NomyssipHbIX
»KaHpax CTepeocKonuu 3¢pPeKT MaTepuu U PU3UIECKOTO U3Mepe-
HUs, 6s1aroapsi KOTOPOMY NMPOSIBJSIIOTCS HEBUAMMbIE Ha IBYXMep-
HOM CHUMKe JIeTaJIH, T03BOJISIJI 3PUTEJI0 IPUKOCHYThHCS K JJaJIEKUM
TEPPUTOPUSAM UJIM MOYYBCTBOBATH GJIM30CTh OOHAXKEHHOTO TeJIa,
TO B BOEHHbIX cTepeorpadusx npejJaraercs GU3NIYeCKU COIMPHU-
CYTCTBOBATb C HACUJIbCTBEHHOU CMEPTHIO.

Tena »xuBble U MepTBbIe Ha cTepeorpadusix c moJist 60s, Kak npa-
BUJIO, IOKA3aHbl CPEeJHUM IIJIaHOM. 3pUTEJII0 NIpe/iJIaraeTcs Ta Uiu
MHas CIieHa, KOTOPYI0 OH MOXET PacCMOTPEThb LIEJIMKOM, HO TNPHU
3TOM JIOBOJIBHO MOJI[POOHO, OOIIMHN IJIaH JOTMOJIHAETCS ABWXKEHU-
€M B3IVIs1/1a uepe3 U300parkeHHre, 3aCTaBJ/ISAIIMM GOKYyCHUPOBaThCS
Ha ¢parmenTax (Krauss, 1982, p. 314). IIpu B3r/is/ie HA TeJia 0CO-
O6eHHO HeyZ0OHBIM OKa3bIBaeTCsl COYETAaHUE MO3ULUNA CTOPOHHETO
HabJIt0/1aTesis ¥ y4acTHUKA. B KakoM-TO cMbIC/ie UMEHHO e€ Npe/Jia-
ratoT potorpaduu ['mpaByaa: kamepa potorpada ciaeyet 3a cosijia-
TaMU Y NpeJjiaraeT HabJ/I0A4aTh MPOUCXO/sIIIEe YaCcTO U3-3a CIIUHbI
WM COOKY, ropa3/lo pexke BCTpeyaTbCs JIMIOM K July. [Ipu aTom
JIUCTaHLUSI HELOCTAaTOYHA, YTOObI 3pUTE/b MOT OCTaBaTbCS UCKJIIO-
YUTEJbHO B CTOPOHE: C Hee HEBO3MOXKHO MOJIHOCTbIO MPOYYBCTBO-
BaTb y>Kac BOMHbBI, HO U HEBO3MOXXHO Ha0JI10/]laTh He BOBJIEKASCh.

JdTa mnpejJiaraeMasi 3pUTENI0 MO3ULUSA OTYACTU MPOSIBJSET
HanpsDKeHWe MeXy TeM, YTO HY>KHO WJIM 103BOJIEHO ObLIO MOKa-
3bIBaTh, U TEM, YTO CHUMAIOLUHI caM MepexuBasl Ha BoWHe. XOT
6oJibllIasi YacTh Ch€MOK MPOXOAMJIA JaseKo 3a JUHHUEeN PPOHT],
doTorpadsbl CTaJKMBAJIUCh C ONMMACHOCTHIO JJa/IbHET0 aPTUJLJIEPUIA-
CKOT'0O OTHS$I, I0O3TOMY, Jla’ke HECMOTPsI HAa MOCTAaHOBOYHOCTb H30-
OpakeHHbIX aTak, [MpABYA ycHes OUyTUTb OMNbIT MpPeObIBaHUS
Ha BoMHe. OH Npo6blJ Ha QPOHTE HECKOJIbKO MECSLEB, B TEYEHHE
KOTOPBIX OKa3bIBAJICS MO, 06CTpessaMu U GU3UYECKH COTTPUKAcaJl-
Csl C IPOUCXOAALIAM:

[...] nepBbIe ABe HeAe 1M Mbl HUKOT/IA He crlajiv 60Jiee YeTbIPEX YacoB
[...] yacTo mpoezxanu 50 wau 100 MUIb K OTJA/IEHHBIM YacCTsM
JINHUY OTH#, a 3aTeM, KOrJa /i1 aBTOMOOU/IEH CTAaHOBUJIOCH HEGEe3-
OTIaCHO Be3TH Hac Jajiblile, Mbl LI MEeIKOM K KOMMyHUKAa[MOHHbIM
TpaHILIesAM U Yepe3 HUX. [...] Kaxkbli 1eHb, KoT/ja Mbl BO3BpAIaIUCh
M3 OKOIIOB K CBOEM MalllMHe, Mbl pa3MbILLISJIN O TOM, Hal/leM JIU ee
pa3opBaHHOM Ha KyckH uiu HeT. (Hiley, 1993, p. 138)
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['upaByA Tak:ke MpU3HaBaJl, YTO BCAKUU pas, KOr/ia eMy IPUX0J -
JIOCh Iepe3apsKaThb CBOU KaMephl B OJIMH/IaKe, OH OCTPO 0CO3HABaJI,
YTO NPU HEM HAXOJATCHA COTHU METPOB JIETKOBOCIJIAMeHS 0L el -
cd MJIEHKH, KOTOpas JieJlaeT ero 0CO6EHHO YSI3BUMbIM B YCJIOBUSX
OTKpbITOro OorHsA. OH OTMeyYaJ, YTO OHM C NOMOILHHWKOM HUKOTZA
He Iepe3apsbKad KaMepbl B 3aBa/IeHHbIX COJIOMOUM 3eMJISTHKAX,
NpeANouYuTasl «BbIOPAThbCsl HA OTKPbITOE MECTO U BOCIOJIb30BaTh-
€ IIAHCOM OBbITh YOUTBIMU CHApsZJOM Ha MeCTe, a He OKa3aTbCs
3aKOBaHHbIMU B OJIMH/IaXKe BMeCTe C mblLiatouiei mieHkoi» (Hiley,
1993, p. 138). CoxpaHuBIIMECS HAa CHUMKAX CJe/ibl OT AbIMSIIMUXCS
CHapsA0B, GaKTypbl pa3pylIeHHbIX 3/laHUM U 0OropesibIX Jepe-
BbeB Ha 0e30MacHbIX /il 3puUTesisl crepeorpadusx [upaByna
COOTHOCSITCS C €ero COOCTBEHHBIM ONBITOM, KOTOPBIA 00YCI0BJIEH
W/JleaIM3MPOBAHHO-JIUTEPATYPHBIM ONIMCAaHUEM, TOZ0OHO TOMY KaK
M300pakeHUs1 — TOCTAaHOBKOM U CTePe0CKONNYeCKUM 3P PeKTOM:

B nepBbIii pa3 Mbl nonasiu Noj apTUJLJIEPUNCKUNA 06CTpesT Ha 0po-
re Jla-bacce. [...] HeMelikre cHapsiibl Ha4a/ld pBaThCs lepe]] HaMH,
IIOZHUMas TOpbl Mycopa, 3eMJIH, BeTOK, OpeBeH U Tak JaJjiee. ITO
onpeJieJleHHO OyJOpaKUT — UATU Blepes 6e3 OIVISIAKM, Korza
Hally 6aTapeu CTPeJISIOT IOYTH y caMbIX TBOUX Hor. C coTpsicato-
IIIMM HepBbI 3BYKOM, I0X03KUM Ha TPeCK pBYylLeics rpybol TKaHH,
CHapsiZbl IPOHOCSTCS 110 BO3AYXY, AOCTUrasl CBOU pa3pyLIUTe ib-
Hble Liesi. MrHOBeHUe CIYCTS BUAHO, KaK TeMHOe 06J1aKo CTpe-
MHUTeJIbHO OJAHMMaeTcs K Heby Y BeYyepHIOI THULIMHY HapyllaeT
IPOMKUH B3pbIB. MBI cpe3aeM NyTh 10 [10JISIM, YTOOBI He 0NacThb
Ha NpsIMYIO JIMHUIO OTBETHOI'O OTHSl HeMIleB, Korja 6e3 MaJieil-
11ero npeAynpexJeHUs y caMblX HAlMX HOT B3pbIBaeTCs elle
6oJibllle CHApAZOB... [...] Bo3ayx KakeTcsl »KMBBIM OT CBUCTA CHa-
pSALOB: HeMelLlKhe 6aTaped CTPeJAT, Hallk OpyAusi OTBeYaloT
C y/JBOEHHOW UHTEHCUBHOCTBIO, U BpeMsl OT BpeMeHHU BO3yX pas-
pbIBaeTcs, CJIOBHO MOJIHUM, pacceKawllie NpOoCTPaHCTBO, KOrja
Hawy orpoMHble Grandmothers HecyTcsl K HeMeLKMM NO3ULUAM.
(Girdwood, 1917, p. 8)

[logo6Hble kKOMMeHTapuu [HUpABYJAa OTYACTU BMOHCHIBAIOTCS
B CJIOKHMBILMECS MO3/iHee NpeACcTaBJeHHs 00 ONbITe yYaCTHUKOB
[lepBori MUpPOBOU. B 4acTHOCTH, 0 TOM, KaK MEHSJICA TeJIeCHbIU
ONBIT COJIJaTa B CPABHEHUU C BOMHAMU NPE/LIECTBYOLUX BEKOB:
YCUJIMBaJlaCb HHTEHCUBHOCTb HACUJIMS U QU3UUYECKUX HArpysoK,
HapacTaJ CTpecC, KOTOPbIM MapaJiM30BbIBa/l B CaMbld OMACHBIN
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MOMEHT, TpeboBajlacb HOBasl TeXHUKa TeJia, MoJpa3dyMeBaroias
Heo6XOAMMOCTb BOEBATh HA KOPTOYKAX UJIU JiexKa, MPUrubaThbCs,
IOJI3TH, NbITASICh 3AUIATUTD TEJIO U 3aJ,eICTBOBATbh UHCTUHKTHUB-
Hoe noBeJeHUue. KpoMme Toro, Hacu/ive U cMepTh CTAHOBUJIUCH BCe
00Jibllle aHOHMMHBIMU U JleepCOHUPULIMPOBAHHBIMY, apTHUJLIIE-
pUirickhe 06CTpeJibl, KOTOpPble CTAHOBSITCSI OCHOBHOW NMPUYHUHOMU
paHeHUH U CMepTH, MO3BOJISIOT MOYTU He BU/IETh, KTO YOUBaET
v koro (cM.: Korben etal,, 2016, pp. 261-271).

Ctrepeorpaduu 'vpaByzna, B cBOO odepe/b NpejJiaras UMeH-
HO KapTHUHBI, CIileHbl BOUHbBI, HA YPOBHE COJZlepKaHUA U300paxke-
HUSI MaJI0 COOTHOCATCS ¢ GparMeHTapHbIM U HECIIEKTAKYJISIPHbIM
busndeckuM onbITOM. OHU He IEMOHCTPUPYIOT 6YKBaJIbHO HOBbIE
TUIBI PAHEHUW U CMEPTEN, peIKO, HO BCe-TaKH MPUCYTCTBYIOIIUX
Ha JpyTHUX, HEeMoAlleH3ypHbIX CHUMKaxX [lepBoit MupoBoil. Ho npu
3TOM BIIOJIHE MPEJCTaBJISAIT aHOHMUMHOCTb NpoUcXoAsero. Mol
BU/IUM 110 6O0JIbLIEN YAaCTH yKe NOCIe/ICTBUS aTaK, pea/ibHbIX WU
BBIMBIIIJIEHHBIX: TeJIa, IbIM OT pa30pBaBIIUXCA CHAPAJ0B, CTOPEB-
lIMe JepeBbs, pa3pylleHHble 3/jlaHus. [IpucyTcTBHe MHOXeCTBa
JII0Jle B KaJipe He MelllaeT OTCYTCTBUIO CyO'beKTa AeUCTBUS: BOU-
Ha 3/1eCb JIEMCTBYET «KaK TaKoBasi».

CoziepkaTesibHasi ¥ TEKCTOBAs IV1aJIKOCTb U300paKeHUH (Kaxkoe
COMPOBOXK/IAETCS «IIPABUJIbHOM» MOJIKCHI0) MOXET YChIMUTh YyB-
CTBUTEJIbHOCTb 3pUTeEJIS], OJHAKO CTEPEOCKONNYECKH U 3 PeKT HacTa-
MBaeT Ha MaTepUaJbHOCTH U HEOOXOJMMOCTH TeJIECHOI'0 KOHTAKTa
C 06pa3oM, MPOSBJIAKIIMMCA TOJBKO 6J1arofapsi 3TOMYy KOHTAaKTY.
[loapasymeBaroliee MejJieHHbIM B3IVIsi, 06b€MHOE MPOCTPAHCTBO
ycuauBaeT GaKTypbl U MaTepuu. TOT e 3QPeKT, YTO 03BOJISIET CO3-
JlaTb 6€30MaCHY0 AMCTAHIHI0, C KOTOPOU MOXKHO HAbJ110/1aTh CMEPT,
3aCTaBJIseT O HOBPEMEHHO OLYTHUTb ee O4YTH pusndecku. [Ipu aTom
MaTepHUaIbHOCTb CMEPTH POSIBJISIETCS HE TOJIBKO U HE CTOJIbKO IIPH
B3IVISi/le Ha yeJsioBedyeckue Tesa. [loBpexx/ieHus, TpaBMbl, pa3pbl-
Bbl, B OCHOBHOM HEBU/IMMbIE B OTHOILEHUU TeJl, MPOSBISAIOTCA TEM
He MeHee B QaKTypax pyHH, CTOPEBIIUX JlepEBbEB, UCKOPEXKEHHOMN
CHapsJaMHU UJIU IPOCTO UCXOKEHHOW 3EMJIM.

B TpeTbeM ToMe «McTOpUU Tesia» MPU ONUCAHUU HOBOU CTPYK-
Typhbl onbiTa Bo BpeMs [lepBoit MupoBoit BoWiHbl, CTedan OnyaH-
Py30 oTMeyaeT 3HaYMMOCTb CEHCOPHOM arpeccyu, CBsSI3aHHOU
c 60eBBIMU AEeHCTBUSIMH:
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OyeHb BaXKHYIO0 POJIb UIPAIOT 3pUTeEJIbHbIE CTHMYJIbI, B NEPBYIO
oyepe/ib BU3YaJIbHbIM ILIOK, KOTOPBIM BbI3bIBA€T BHJ MepPTBO-
ro WM paHeHoro TeJja [..] aTOT 06pa3 CTAaHOBUTCH HEOTJEeJHUM
OT MbIC/IEH 0 TOM, YTO GYZeT C COGCTBEHHBIM TEJIOM YeJIOBEKa,
KOTOpPBIA 3TO BUJe]. Ha MrHoBeHue Apyrodl CTaHOBUTCS TOOGOMU
caMuM. [...] CoBpeMeHHasi BOeHHasl ICUXUATPUs YKa3blBaeT, UTO
[...] Apyrue BuU3yasbHblE NepeXWBAHUS TaK)Ke MOTYT BbI3bIBATh
oumyTuMble QU3NYecKHe CTpaZlaHWs: paHeHble WJIW MepTBble
JIOIIa/I1, HAaIpUMep, JIETKO aCCOLMUPYIOTCS C JIIOAbMHU 6J1arofaps
UX aHTPOIOJIOTMYECKON CMEXHOCTH; pa3Ba/IMHbl TaKXe OTChlIa-
I0T K TeJIECHOCTH, IOCKOJIbKY KUJIMIIe — 3TO 3alUTHas 060/1049Ka
4YeJIOBEYECKOT0 TeJsla; CoJla »Ke OTHOCATCS Jieca, YHUYTOXKEeHHbIe
KapTeyblo, - IepeBO TaK»Ke CTAHOBUTCS MeTadpopoil yesioBeyecKo-
ro tesna'®. (Korben et al.,, 2016, p. 274)

Peub 371eCch Mpex/ie BCETO 0 HEMOCPEACTBEHHOM OIMBITE, CBU/E-
TEJIbCTBE, U B 3TOM CMbICJIe «BU3yaJIbHbIE NEePEXUBAHUSI» — ITO
nepeXxuBaHus U TesecHble. 0ZJHAaKO U306paXkeHUe, MYCTh U OIOC-
peflysl 3TOT OIBIT, CIOCOOHO 3anycKaTb adpPpeKTUBHbIE peaKIUH,
¥ COYeTaHHE AUCTAHIUU U OJJHOBPEMEHHO TEJIECHOT'0 U3MEPEHUS
B CTEPEOCKOMMNYECKOM U300pa’KEHUH JleJIaeT ero B 3TOM OTHOLIe-
HUH ellle 6oJiee e CTBEHHBIM.

M306paxeHus c noJisi 6051 B cepuu The Great War, Kak U MHOTHe
Jipyrue cTepeorpaduu BOUHBI, JlepKaT 3pUTeJsl B 3TOM IMorpa-
HUYHOM 0J10’keHUH. OHU He CTOJIbKO 6YKBaJIbHO IIePeJal0T OTbIT
BOMHBI C €e TeJIECHBIM y?KacoM, CKaTOCThIO TeJia, aKYCTUYECKHUM
OTIBITOM, HO B CUJIy CTEPEOCKOITUYeCKOro 3¢ PpeKTa U MoCTaHOBOY-
HOCTH BKJIIOYAIOT €r0 B IPOUCXOsIIEe, MOAENUPYS APYTOH OIBIT.
Ero ycioBusi - MIOTpaHUYHOCTb PU3UYECKHUX YYBCTB: PAKTYPHI
MOYTH OLIYTUMBI, HO TOJILKO BUJMMBI IJIa30M, CHApsSA/Abl pa3phl-
BAIOTCS, HO B a6COJIIOTHOW THUIIMHE, AEUCTBHE BOT-TOT MPHUAET
B JIBU)KE€HHE, HO OCTAeTCs 3aCThIBIIUM. B KAKOM-TO CMBICJ/IE 3TO
CTJIQXKUBAET, YIJIOUIAeT CTPYKTYPY YYBCTB, BCE B 3TOM HJLJIIO30p-
HOM MHUpE MPHUTYILJIEHO, Y4YBCTBYETCS BIIOJIOBUHY " U B 3TOM IJ1a-

16 0 MHOXeCTBEHHOM COOTHOLIEHUH JIIOJIel U JilepeBbeB Bo BpeMs [lepBoil MUPOBOH
BOWHBI M. Takke Saunders (2014).

7 Tlopo6HOe onrcaHHe YYBCTBEHHOTO OTIbITA €CTh, HANIPUMep, B pacckase AjlleKcaHapa
WBaHoBa «CTepeockomn», re repoi momnajaeT BHyTPb 06beMHOTO U306parkeHUs
Y Iy TelleCTBYeT MO0 3acThiBIIeMy Mupy (Ivanov, 1909).
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He CX0Xe C OIMCAaHHEeM COCTOAHHSA Ha BOMHe, KOorJa Bce CJIOBHO
IPOUCXOAUT He ¢ To60U. B aToM adpdekTe BO MHOTOM U COCTO-
UT crieliidUYHas «peasibHOCTh» CTEPEOCKONHU: OHa MpejJara-
eT COCTOsIHUEe OecTesIeCHOW TesJIeCHOCTH, YYBCTBO 06e3 UyBCTB,
MaTepuaibHOe OTCYTCTBHE MaTE€pPHUH — BCIO Ty MOTPAaHUYHOCTH
ONbITA, B KOTOPOM YeJIOBEK TepsieT CyO'beKTHOCThb, CTAHOBUTCS
YaCTbI0 BOMHBI UJIU YAaCThIO0 OMTHYECKOTO MPUHOPA, XOTH /10 KOH-
Ila He pacCTBOPSETCS B HUX.

k%%

ComeprkaHue M300paKEHUW, OOPbIBKM KOHTEKCTA, TEXHHUYe-
CKHEe YCJIOBUS, cCOBpeMeHHble 3pdeKThbl B3IJifAAa, TeopeTHue-
CKOe yCUJINe — BCe 3TO 3JIeMEeHTHI UCCJIEL0BATENbCKOTO B3TJISA/a,
KOHCTPYUPYIOILEro 3pUTeJbCKUHN OMNBIT, peJJKO HAlPSAMYI COOT-
HOCHUMBIW C peaKlMeld KOHKPETHBIX JIIOJeH, AJ KOTOPBIX 3TH
M300pakeHUs npeJiHa3HavYa uCh. B ciaydae c pabotamu 'upaBy-
/la CYLLeCTBYIOT OTZeJibHble CBU/eTe/bCTBA O peaKUAX Ha ero
¢usnbM. B pesysnbTaTe Bcex eH3yPHbIX OTPAaHUYEHUN €My yAa-
JIOCh COTJIaCOBATh TOJbKO MOKa3bl OJHOT0 3K3eMIlJIsApa pUibMa
C YTEHHEM JIeKLIMH: TaKUM 00pa3oM QUJIbM ObLI JIMIIEH CBOEH
TUPAXKHOU IPUPOJBI KU BO3SMOXXHOCTH BO3/1eCTBOBATh Ha LUIUPO-
Kyo ayautoputo. Eciu B nesiom B Besiuko6putanuu ¢uibM GbLI
BCTpeYeH MNyOJUKONW KPUTUYECKM - O4YEeBUJHAs MOCTAHOBOY-
HOCTb MellaJla BOCOPUHUMATh €ro Kak HCTOYHUK CBeJeHUU
0 BOUWHe U TeM OoJiee MellaJia U3HAYaJbHbIM H/I€0JIOTUYEeCKUM
nesasm (Hiley, 1993, p. 144), - To B HeKOTOPBIX IPOBUHILUAX MPO-
BUHIIMHY, T/le NyOJIMKa Oblla MeHEe UCKYIIEHHOU U He TaK OCTPO
pearvpoBaJia Ha MO/ /ieJIKy, OH CHUCKaJ HEOXHUJAHHYI MOMy-
JITPHOCTb, 0COOEHHO Y ayAUTOPUHU LIKOJbHUKOB, IPUHHUMAaBILIUX
Ha Bepy yBugeHHoe (Hiley, 1993, p. 145). B pe3sysbraTe duibM,
IOCTEeNeHHO U BOBCE UCYE3HYBILUN U3 UCTOPUU PAaHHET O KUHe-
MaTtorpada, paccMaTpyUBaeTCs IJIaBHbBIM 00pa3oM B KOHTEKCTe
pa3roBopa o 6bICTPO MeHsAMIeMcs B Hadasie XX BeKa peCcTaB-
JIEHWH O JOKyMEHTaJbHOCTH.

Crepeockonnyeckue cepuu ['Mp/iByJa, KOTOpble OBLIU [IOMOJI-
HUTEJIbHbIM MPOAYKTOM KHHeMaTorpadpuueckoro MmpoM3BO/ICTBA,
HECMOTpPS Ha paCTUPAXKUPOBAHHOCTh B COBPEMEHHBIX OMYJISIPHBIX
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MaTepuasax o [lepBoit MUpoBOi BolHe!®, o 6osiblIeH YacTH ocTa-
I0TCS1 BHE UCCJIeZJ0BATEIbCKOIO M0JIs 3peHHs, B TOM YHCJIe 3TO Kaca-
eTCsl 3pUTeJIbCKUX PeaKL Ui, KOTOpble IOYTH HEBO3MOXKHO U3BJIeYb
Y3 UCTOYHUKOB. M0O>KHO FrOBOPUTH CKOpPee 0 Mpe/inoiaraeMoM 3pu-
Tesie [lepBori MUpPOBOM BOUMHBI, BOCCO3/jJaBaeMOM II0 TE€M UHTEH-
USM U NpeJNUCaHUsAM, B KOTOPble OH ObLJ1 BOBJIEYEH, HAIPUMeED,
Ha BbICTaBKax. B yacTHOCTH, /1/1s1 BOEHHbIX BbICTABOK B Besinko6pu-
TaHUU O0Jiee XapaKTepPHOH ObliIa Hjies, YTo Ha GoTorpaduUsx J0aAu
MOTYT y3HaTh CBOMX HaXOAAIUXCSA HAa GPOHTE BJU3KHUX, B TO BpeMs
KakK B ABCTpaJsIM1 3a/la4yel BbICTABOK ObL/Ia NOAJep>KKa BEPHYBILIUX-
cs ¢ PpoHTA COJIJAT, KOTOPbIE y3HABAJIA CBOM ONBIT U BUZEJIU OTIPaB-
JlaHUe MOTePb, XOTSI CO BpeMEHEM 3TH YCTAHOBKU MOTJIM MEHSThCS
(Wellington, 2017, pp. 312-317). JlocTuraauce Jiv 1jeJi, HUKOI/Aa
He OyZeT W3BECTHO, HO B KOHTEKCTE BOWHbI 0COOEHHO XapaKTep-
HO 3TO NoAYEepKHBaHUE CBA3U POTOrpadryueckoro M3oO6pakeHUs
Y y3HaBaHMUs, CTOJIb OJIM3KOE H/lee OMIO3HAHUS.

Crepeockonnueckre u3dobpaxxkeHus ['Mp/By/ia Ha ypOBHe mpar-
MaTHUKU BIOJIHE OTBeYaJId 3a/jladye CKOHCTPYHUPOBATh BOCIIOMUHA-
HUSI O BOUMHE: WJea/M3MpPOBaHHble, UIJO30pHblEe U Ge30MacHbIe.
Y4uThIBasgA peaklyio LIKOJbHUKOB U HEMCKYUIEHHON ayJUTOpPHUHU
Ha QUJbMBI, MOXKHO JONYCTUTbh, YTO BOEHHble cTepeodoTorpa-
dun Takxke HaxOJWJU CBOEro 0JIarofJapHOro 3puTeJisi, TOTOBO-
ro A0BepsATh MOIJIOAKILEN UIIH3UU. OJHAKO Ta e WJJII03U4,
OCHOBAaHHasi Ha TEXHOJIOTUYECKUX U COjJlepKaTesJIbHbIX TPIOKaX,
CocoOHa HapyulaThb NparMaTH4YeCcKHe CTpeMJIEHUs co3jaTesier
Y CTaBUTb 3pUTeEJIs], 0COOEHHO CMOTPSIIIETO C BDEMEHHOW JIUCTaH-
LJM¥, HAa COBEPLIEHHO Jpyryue N03UlHH.

B cTrepeorpadusx 'mpaBy/ia 3pUTe/ib CTAaHOBUTCS OJJHOBPEMEHHO
CBUJIETEJIEM U YYaCTHUKOM MPOUCXOAALLero. Bo MHOroM 3T0 npowuc-
XOAUT 32 CYET BKJIIOYEHUS 3pUTeJisI B 00BOJIAKMBAIOLLYIO [JIyOUHY
Y 32 CYET MOCTPOEHUs KaJipa, KOTopoe GopMUPYeT YCI0BUS, Te OH
CJIOBHO CJIelyeT 3a COJJATaMu, IPU 3TOM HUKOT/|A He PUO/IMKAsACh

8 MHOrue TeKCThl Ha MPOCTOpPax HHTEPHeTAa UIIOCTPUPYIOTCS CHUMKOM [MpAByZa,
Ha KOTOPOM H306paKeHbl COJIAATHI-IOTIAH/LbI B OKOIIE, IPYU 3TOM YaCTO U306paKeHHe
He yJOCTaWBaeTCs Aa)ke MNOJNUCU U TeM 6oJiee yKasaHHWS HAa HM3HAadaJbHbIH
cTepeockonuyeckui popmart Kapa.
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HaCTOJIbKO, YTOOBI CTaTh OJJHUM U3 HUX. HeT HUKaKuX Ipyrux ToYeK
B3IVIs/}a, KpOMe B3IVIs11a yYaCTHUKA, HO BMECTE C TeM JIeHCTBUE IUC-
TaHIJUPOBAaHHO U NPOUCXOJUT «Ha CLIEHe».

BoBJieyeHMe 3aKJII0YEHO U B TOM, YTO OTChLIAIOLIME K TEJIECHOMY
OMBITY CIOXKETbI ¥ PaKTypbl 0Ka3bIBAIOTCA B ClIeLIUPHUIECKON CBSA3ZU
C TeJIOM 3pUTeJisl, KOTOPOe CO3/aeT YCJA0BUSA JJis1 OsIBJIEHUS U30-
Opa)keHHUs], COCTaBJISIET €ero0 MaTepUaJbHOCTb. 3a/jaolllee JIOTUKY
COy4acTHs YCTPOMCTBO KaJipa J0NoIHAeTC PU3NIECKUM YIacTHeM
B CO3/laHMU U306pakeHus. [Ipu aTom aTa no3unusa 3apuKcupoBaHa
M B KaKOM-TO CMbIC/Ie IPUHYJUTEJIbHA: CTepeoCKONuYecKoe U30-
OpakeHUe MoJpa3yMeBaeT AJUTETbHOCTb, HEBO3MOXKHOCTb OTBEp-
HYTbCSl, OTBECTU B3IJIsiJ. Bonpoc 06 3TU4ecKON OTBETCTBEHHOCTHU
3puTesisi, noctaBjeHHbId Cbio3aH COHTar B OTHOLIEHHUU JIOOBIX
n306paxkeHUi BouHbI (Sontag, 2003), B BoeHHbIX cTepeorpadusax
npuobpeTaeT Mo4TH GU3NYECKHU OLLYTUMOEe M3MepeHue, 06yCI0B-
JIEHHO€ OTBETCTBEHHOCTbIO 3a NPOU3BO/CTBO U300 paKEHHUS.

CoHTar KpUTHUKYeT JIOTUKY B3IJIs1/ia, KOTOPYIO, 110 ee Npe/icTaBJle-
HUIO, TpeaJiaraoT ¢oTorpaduu, u3oobpakarlye Hacuire OyKBaJlb-
HO: LIOKUPYIOLYe, IpUyYalole CMOTPeTb Ha CMepPTh, Tpebytolre
OT 3pUTeJIsl COUYBCTBUS, BbI3bIBAIOLie HEHABUCTb K IPOTHUBHUKY.
Ctepeorpaduu ['Mp/iByJa, Kak 1 MHOTHE ApyTrue nu3obpaxeHus [lep-
BOM MUPOBOM BOMHBI, He C/IeAYI0T 3TOMY NpsSAMOMY >KecTy. LleH3y-
pupyeMasi IOCTaHOBKAa NPUBOJUT K MOYTHU MOJHOMY OTCYTCTBUIO
CHUMKOB, NPSIMO HM300pakalolliUX y>Kacbl BOMHBI — pacTep3aHHbIe
Tesa, OTOpBaHHble KOHEYHOCTH, HUCKOpPEXXeHHble NpeJMeThl, —
TO €CThb OTCYTCTBUIO U300paKeHUH, HAa KOTOPbIE YaCTO HEBBIHOCHU-
Mo cMOTpeTh ™. Testa MOru6IIKX COAAT BCe-TaKU MONaJald B Kazp,
HO Ha 0611eM GoHe BbICTPOEHHON KapTUHKU U B CONPOBOXKIEHUU
«MPaBUJIbHOM» MOJMNUCU OHU He BbI3bIBAIOT »K€JIaHUSI OTBEPHYTh-
csl. ITU U300pakeHUsl, HAIPOTUB, IPOBOLUPYIOT CMOTPETh Ha HUX
Jl0JIT0, BIJIAABIBAaTbCSA B JeTallid, NepeMelaTbCs M0 06'beMHOMY
NPOCTPAHCTBY, Ja’Ke €CJIM OHO OKa3bIBaeTCsl IPOCTPAHCTBOM CMep-
TH, pa3JIAAbIBaTh TeJa (pexe —JiMla) NOrubuIMx Uin TeX, KTO U30-
OpakaeT moru6mux. BeicTpauBarwlass AUCTaHLMIO ITOCTAaHOBKA
B COUETAHUM CO CTEPEOCKONMUYECKUM 3 EKTOM MO3BOJISIET J0JIr0
CMOTpPETb Ha CMEPTh.

19 Ho KOTOpbIe CTaHYT NPHUBBIYHBIMU U JJAXKe IPUTSATATENbHBIMHU /J1s1 3pUTeis XX BeKa.
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Men who fell covering the retreat of the
at Albert doring the Hun ofemsive in 1918,

Han. 4. [lagwiue npu npukpbimuu omcmynjieHus 5-ii apmuu y Ans6epma
80 8peMsl HacmynJieHusl 2yHHoa8 8 1918 200y.

[lokasaTesieH B 3TOM OTHOLUEHUHU KaJZlp, HAZIMCb HA KOTOPOM
COODIIIaeT, UTO Mepes 3pUTeseM COJJAThl, «aBLUIKE NPU NPUKPDI-
THUU OTCTYIJIEHUS 5-i apMuu y Ab6epTa BO BpeMsl HaCTYIJIeHUS
ryHHOB B 1918 roay» (u11.4). 3a cueT cpeHEr0 pacCTOSIHUS CheM-
KU M COYEeTaHUs MJIAaHOB CTEPEOCKON JaeT 04eHb YeTKUM 3 PeKT
06'beMa U pesibeda, COBCEM He co3/jaBasi 3P peKTa JI0OCKOH JleKopa-
1Y, IPUCYLLET0 CHUMKAM, CHATBIM C 60Jiee AaJbHel JUCTAHIAU.
[To gpyroii Bepcuu CHUMOK ropaszio 6oJsiee paHHUN U OTHOCUTCS
Kk 6uTBe JlecTrepckoro noJsika 1915 roaa, Tovi camoi, kotopyto ['upa-
BYZly paspeliuii PeKOHCTPYUPOBATh BMECTe C HEMEUKOW YHU-
dbopMO U pPeKBU3UTOM, TAKMM KaK JIbIMOBbI€ IIALIKU U HOCUJIKH.
B cTepeockon npekpacHO BU/IHbI, IOYTH OLYTHUMbI QpaKTypa 3eM-
JIU ¥ JIexKalljie Ha Hel TeJia, IOHavyaly KaXkeTcsd, YTO B KaJjp nomna-
Jlal0T TPOE, HO NIPU BHUMATEJNIbHOM B3IJIS1/le CTAHOBSITCS 3aMETHBI
eije Tpu urypsl. [JIbIM co3jaeT JOMOJHUTEJNbHbIA 00'beMHbBIN
3¢ PeKT, 06BoSIaKKBasI YACTh KaJijpa Ha BTOPOM IlJIaHe U ellle 60Jib-
11e BOBJIEKAsl 3pUTEJISI BHYTPb U300paKEHUS.

B KOHTeKCTe pa3roBopa 0 TOM, MOXeT JIM U300pakeHre MOOU-
JIM30BaThb Ha NMPOTHBOJENCTBHE BOMHE, OAHOW K3 00PA3IOBbIX
«I0 CBOEW MpoAyMaHHOCTU U cuJie» (Sontag, 2003, p. 96) Cblo-
3aH CoHTar HasbiBaeT paboty xxedpda Yonna 1992 roga «bece-
Jlbl MepPTBBIX cojjaT». Kak mpeacTaB/sieTcs, yTBEPAUTEJbHOTO
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OTBeTa 3TO U3obpakeHue (Kak U J0boe apyroe) He gaeT. OfHAKO
CUJIa ero 3aKJ/II0YaeTcsl B 04eHb TOYHOM 3TUYECKOM 0003HAaYEeHUH
MeCTa 3pUTeJisl: HAPOYUTO NOCTAHOBOYHOE U CKOHCTPYUPOBAHHOE
M3 pa3HbIX Ka/IpOB U300pakeHHe orpoMHOro ¢popmara, «3aXBaThl-
Balolllee», BOBJIeKawllee 3pUTeJId KakK 3a CUeT Macutaba U MaTe-
pUAJIbHOCTH, TaK U 33 CYET KOMIO3UIIMHU, Te BCe JENUCTBYIOLUE
JINLA 3aHATHI U He 00palllal0T BHUMAaHUS Ha CMOTPSAILETO, CJIOBHO
durypsl Ha noJsioTHax ¢paHiy3ckou »kuBonucu XVIII Beka, onu-
caHHble Maiikiom ®pugom (Fried, 1980), ocraBisoT 3puTes
B CUTYyalluy, T/le OH U BOBJIEYEH, U aOCOJIIOTHO HE HYKEH, He Mpe/Ji-
CTaBJsSleT UHTepeca [Js1 JEWCTBYKOLUX JIWL, MepeKHUBAIOLUX
OMBIT, HEJOCTYNHbIN TOMY, KTO NbITAETCS CMOTPETb CO CTOPOHBI.
W B 3TOM Mepuawuie JUCTAaHIUU U eCTh CUJIA, €CJIM HE IPOTUBO-
CTOSIHUS, TO CO3EPLIAHUS U pa3MbllJIeHUs], KOTOPbIe CKOpee CIOo-
COOHBI NMPEBPATUTBHCSA B JEMCTBUE, 4YeM 3PPeKT OT HaNPSIMYI0
ob6J1M4aroIero u3oo6paxxeHus .

[lapagokcanbHbIM 06pa3oM «[laBuive Npu NPUKPBITUU OTCTY-
nJieHHusl 5-# apMUM», KaK U HEKOTOpble JIpyrue H300parKkeHUs
'MpaByzAa, peTPOCHEeKTUBHO KaXKYTCSA KOMIIO3UMOHHO OJIN3KUMHU
n3obpaxxkeHuto Yosna. Co3jlaHHOE B COBEPLIEHHO MHOM KOHTEK-
CTe, C 0OpaTHOW UHTEHIMEN — He OTBPATUTh, @ NOAKPENUTD CylLe-
CTBOBaHHWE BOWHBI, — MpoIlleJliee BCe LieH3ypHble MeXaHU3Mbl
CTEPEOCKONUYECKOE M300paKeHUe BOBJIEKAET 3PUTEJS C MOMO-
b0 TEXHOJIOTUM U YCHUJIMBAeT 3TO NMOCTAaHOBKOM, OCTaBJIsASA €ro
B CTPAaHHOM, IOTPAaHUYHOM MOJI0KEHUU. Mbl Bps/l JIU Y3HAeM, KaK
MMEHHO OHO MOIJIO ObITh YBHU/IEHO COBPEMEHHUKAMU, TO TOTOBBI-
MU BEPUTbH B INpeJCTaBJisieMble 00pa3bl, TO CONPOTUBJISABIIUMUCS
OTKPOBEHHOMY 0O0MaHYy, HO CIIyCTsI CTOJIETHUE CUJIa STUX U300pake-
HUH, KaXKeTCSA, COCTOUT MMEHHO B HeONpe/eIeHHOCTH 3Ha4eHUH,
elge 6oJiee MOJBUKHbBIX B 93peMEPHOM NPOCTPAHCTBE CTEPEOCKO-

20 Tlogpo6Hee 0 ToM, Kak pa6oTsl /kedda Yosasa MOTYT GbITh COMOCTABJIEHBI
C BU3yaJIbHbIM CTPATETHUsMHU KUBOTNKMCHA paHHero HoBoro BpeMeHH U 0 TOM, Kakoe
M3MeHEeHHE 3pUTeIbCKON NO3UIIMH OHU NPEACTABISIOT, CM. JJoKJIaA OkcaHbl [aBpUIIMHON
«IloctaHoBo4yHas noctpororpadus: Ixedd Yosn», npountanueii B PITY B pamkax
koHpepeH K «COBpeMeHHbIe METO/IbI MCCJIEJOBAaHUH Ky/IbTYphI» B 2014 roay: https://
www.youtube.com/watch?v=gqWRLEK2v8A. E¥ >xe npuHaJI€)KUT UMEHHO TAaKOH
nepeBo/] Ha3BaHUs paboTsl Yosta Dead Troops Talk.
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na, yeM Ha Jjiucte $pOoTOOYyMaru, CTpaHulle »KypHaJia Uid KhHeMa-
Torpadpu4ecKkoM 3KpaHe.

OOBsICHAA  «yXKacawllylw  NpUTAraTeJbHOCTb»  (terrible
fascination) ctepeousobpaxxenuin 'paxxgaHckoi BoviHbl B CIIA
(kak pa3 OyKBaJIbHO JEMOHCTPUPYHOIIUX (U3HUOJIOTHUYECKHUE
nocJe[CTBUS BOEHHOro Hacuaus), IMuau [onbeil ykasbiBaeT
Ha U3MeHeHWe 3HAYeHUW MOHSATHUS «CEeHCAI[MOHHBIN», KOTOpble
npousowin euje B XIX Beke. OT paHHUX 3HAYEHUU «CBUJETEJb-
CTBa, JITaHHOI0O HaM 4Yepe3 YyBCTBa» OHO TPaHCHOPMUPOBAIOCH
B CTOPOHY «SIPOCTHO byAopaxaiux spdekToB» (violently exciting
effects), 4To onpee/ninjo NOHMMaHUe CEHCAIIMOHHOCTU KakK Tpe-
60BaHUs HIOKHUPYIOIIMX M MPHUBJIEKAKOIIUX BHUMaHUe (GAKTOB
(Godbey, 2012, pp. 269-270). U xoTa crepeodpoTorpaduu MOTyT
OTBeYaTh KaK TeM, TaK U JPyrdM 3HAYe€HHUSIM, BO3MOKHO, UMEH-
HO 3TO MHOXXeCTBEHHOe NMOHWMaHHWe CEHCALMOHHOCTU 3HAaYUMO
B OTHOILIEHMU U300paKeHUH, KOTOpble OT/leJIeHbl OT HaC BpeMeH-
HOU U CMBICJIOBOW IMCTAaHIUEN U, XOTS He CIIOCOOHBI IIOKUPOBATh
WJIM NOrPy3UTh COBPEMEHHOTO 3PUTEJISI B TOPAUYI0 «CEHCALlMOH-
HOCTb», CIIOCOOHBI aKTUBUPOBATbh YYBCTBA, 3aCTAaBUThb OIIYTUTh
CBOIO CBSI3b C YBU/IEHHBIM.
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[TpurnalieHHbIA Tpeno/jaBaTesb, BEHHUHTI TOH-KOJIJIEIK
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B Hayasie XX Beka GpU3UOJOTUYECKHUUM TOBOPOT 3aHSJI LIEHTPAJIbHOE MECTO
B MeIMLJMHE U KOJIOHUAJIbHOW aHTPOMOJIOTUH, He B TOC/IeHIOI0 oyepe/ib 6Jia-
rogaps pasBuUTHIO poTorpadpuyecKux TexHOJOTUU. OHOU U3 CaMbIX U3BECT-
HbIX KOJUJIeKLUH poTorpaduii B ucTopuur GppaHIy3CKON ICUXUATPHUHU SABJISIETCS
TPeXTOMHUK Iconographie Photographique de la Salpétriére (1850-1927),
OnyG6JIMKOBAaHHBIA yyeHWKaMu W KoJsuieramu Kan-Maprtena lllapko, ¢pan-
I[y3CKOTO HeBpOJiora, paboTraBuiero B 6osbHUIe CajibleTpuep, U3BECTHOTO
KaK u3o06peTaTesib UCTEPUU U METOZ0B ee JeyeHUsd. B naHHOW cTaTbe pac-
CMaTpPUBAIOTCS HEKOTOPble U3 U3BECTHBIX M300paKeHUH, 0MyOJIMKOBAHHBIX
B KHUTE, a UMeHHO poTorpaduu Mapu ButtMmaH, cfienanHble Anbb6epoM JIoH-
Jle, U Uccie[joBaHUsl 60JIbHBIX, TpoBefieHHble [lob-Mapu-JleonoMm Pernapom
C 1eJIbI0 KPpUTHUYECKOro npouTeHus dortorpadpuyeckoid mMkoHorpaduu Icu-
XUYeCKUX 3a60JieBaHUH, OAUYEPKUBAIOIIEN CTPYKTYPUPYIOILYIO POJib TKAaHU
YW MaTepuabHON Ky/abTypbl. llesnb fJaHHONW pabGoThbl — MOHATH, KaK CYOBEKT
couuasbHO GOpPMHUpYeTCsl Yepe3 06bEKThI, FaBUTYC U apXUTEKTYPY: OT CTEH
Y FPSI3HBIX M10JIOB [0 U3HOLIEHHOW U PBAHOU OJ|€3K/bl.

Karouesvlie ca068a: vcTopUsl ICUXUATPUH, BU3yalibHasi KyJbTypa, GoTorpa-
¢bus, B3MIsAA, CyObEKT, MaTepHUaibHasi KyJbTYpa, FabUTycC.
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In the early twentieth century, the physiological turn was central to medicine
and colonial anthropology, not least due to the development of photographic
technology. One of the most famous photographic collections in French psy-
chiatric history is the three-volume book Iconographie Photographique de la
Salpétriere (1850-1927) published by students and colleagues of Jean-Martin
Charcot, a French neurologist working at the Salpétriere Hospital, famously
known as the inventor of hysteria and its healing methods. This paper examines
some of the notable images published in the book, namely, photographs of Mary
Wittman made by Albert Londe and Paul-Marie-Léon Regnard’s studies of the
ill to provide a critical reading of the photographic iconography of mental dis-
ease emphasizing the structuring role of fabric and material culture. This paper
aims to glean how the subject is socially shaped by and through objects, habitus,
and architecture, from walls and soiled floors to worn and torn garments.

Keywords: history of psychiatry, visual culture, photography, gaze, subject,
material culture, habitus.

I. Introduction

Film and serial photography were and remain scientific
methods of neurological research leaving visual forms that
underlie understandings of psychiatric phenomena in which the
scientific and the aesthetic intertwine. In this paper, I explore
some of the earliest photographic representations of mental
disease, analyzing images published in the three-volume book
Iconographie Photographique de la Salpétriere (1850-1927) which
introduced hysteria into scientific discourse, and popularized it
for a larger audience. I ground my research in a feminist critique
of hysterial. I discuss photography to consider the material things
and structures within these spaces of the subjects’ performance,

1 See, for example, Gilman et al. (1993), Diamond (1990). Extensive dissertations have
been written on this including: Daniel (2009), Klement (2011).
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such as clothing, bedclothes, bed frames, along with the bodies
they chronicle. This analysis draws on Pierre Bourdieu’s concepts
of habitus, hexis, and bodily comportment. Ways of moving and
speaking or holding one’s body are socially made and not natural
attributes. Hexis is a component of Bourdieu’s habitus, a pattern of
holding oneself, both individually and systematically, as linked to
awhole network of tools, instruments, and social values (Bourdieu,
1977, p. 87). Understood as the “way” one wears something, feels,
moves, or talks, based on learning in social, cultural, and familial
environments, Bourdieu’s hexis explains ways of moving and
speaking or holding one’s body that are socially made and not
natural attributes. Here I extend this concept further towards the
context of photographs in institutions. When we see someone bent
over in distress, with nothing to lean on but a radiator, the space,
object, and subject constitute this despondency. It is not innate to
the person. The institutions, the legal and medical systems, are
accountable for a structuring role. By including tactile aspects
of these artifacts and attending to textures within the scene and
across the examples I survey, I consider how these details can
inform us about the status and ideology of the institution beyond
the evidence of the visual as an imprint of the mental alone. This
focus allows me to elaborate on the concept of fabric of care
to signal the double meaning of fabric as both the social fabric
and the physical fabric that reinforce political mythologies and
one’s orientation in space both individually and socially. Soft
infrastructure can be understood as a generated representation
of practices, that might include fabric or fibers, and that guide the
body in the environment and are produced by social differences
and relations that are both symbolic and real.

| start by examining the ways in which the clinic’s official
photographer Albert Londe represented the famous Salpétriere
patient Marie Wittman, emphasizing their theatricality.
Representations of hysteric illness maintain a particularly
sexualized and gendered legacy. | address ways hysteric women
were photographed for the sake of neurological science to illustrate
how surfaces, such as walls and tables, and the presence or absence
of materials, like jewelry and clothing, inform us about the medical
gaze and the habitus and hexis of institutional culture. I aim to
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demonstrate a methodology for addressing historical moments
comparatively through photography in order to read the materials
presented in themselves for their evidence of culture and ideology,
both against each other and separately. These archives of films and
photographs provide evidence of a materialist ethos that informed
the movement toward institutional psychiatry, in parallel with the
physiological turn of the early twentieth century that was central
not only to medicine but also to colonial anthropology (Tobing
Rony, 1992).

II. Charcot’s hysteric subjects

Hysteriawas one of many neurological and pathological situations
recorded and analyzed on camera. The Salpétriere was one of the
first hospitals to use photography for neurological research. There
is a vastliterature on Salpétriere’s history, much of it addressing the
role of drawing, film, and photography in institutional practice?. For
researchers, film and serial photography provided information on
physiology, making motion a defining criterion for pathology. This
has been a focus of much historical research linking works from the
serial photography of Etienne Jules Marey and Edward Muybridge,
the first to capture phases of movement photographically, to the
serial studies of hysteria produced by Albert Londe?, one of the
most prominent photographers who worked at the Salpétriere
under the direction of Jean-Martin Charcot (Cartwright, 1995).
While Marey and Muybridge’s works demonstrated objectively the
phases of muscular movements via a series of static images, Londe’s
works were considered a representation of pathologies. I propose
that reading distinctive images, one by one, more closely, can prove
instructive for understanding how the visual appearance of illness
was constructed.

2 See, for example, Didi-Huberman (2003), Veith (1965), Marey (1878), Cixous (2004),
Micale (1995), Showalter (1997), Gilman et al. (1993), Scull (2009).

3 See, for instance, the works of Jussi Parrika, Marta Braun, Rebecca Solnit, Phillip Prodger,
Georges Didi-Huberman, Frangois Dagognet. Etienne-Jules Marey produced photographic
studies of animal motion, including humans, beginning in the 1880s. Muybridge is famous
for “Animal locomotion”, his production of the first scientific study of motion using
photography.
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Londe’sphotographswereincluded inthe published Iconographie
photographique de la Salpétriere to articulate symptoms of named
conditions as visually recognizable by patient comportment.
Patients were described by doctors as suffering from a long list
of symptoms described by Charcot including “sleep disorders,
violent outbursts, hallucinations, vomiting, fluctuations in appetite,
profuse sweating, agitation, listlessness, tremors and convulsions,”
(Hustvedt, 2011, p.46). As photographs, they are readily identifiable
as images meant to identify pathological states and captioned as
such. Londe’s images, in particular, were a crucial step in proving
this concept and transforming it into scientific fact. The heroine of
this photographic study, the woman in many of these photographs,
Mary “Blanche” Wittman, was seen as a kind of celebrity in the era’s
contemporary field of neurology. She owed her popularity to the
newly developed sphere of science, psychiatry, and to the mental
illness of hysteria that was at the time predominantly diagnosed
amongst women. She gave certain “medical demonstrations” for
a wide audience and medical students as well as those interested
in medicine including lay spectators. These demonstrations, for
example, inspired Sigmund Freud’s work.

A pictorial tradition was associated with Wittman. Among other
things, she was the subject of André Brouillet's 1887 painting
A Clinical Lesson at the Salpétriere. Wittman became an “ideal
specimen of hysteria, one to which other hysterics presented endless
variations” (Hustvedt, 2011, p. 50). As Hustvedt describes she was
made into the prototypical and medically ideal model student who
perfectly performed Charcot’s symptomology of hysteria. Londe’s
photographs provide a valuable resource to study the gaze that
made her into such a figure.

In the first image of Londe’s series, Marie Wittman is seated in
athree-quarter view. Her clothes cover her except for her hands and
face. They are form-fitting, and her left arm is bent posing on her
waist. Her hair is pinned back in a braided up-do with a headband
and bang ringlets framing her face, which bears a faint smirk, not yet
breaking into a smile. Her gaze is focused on something or someone
outside the frame. She wears a lace shawl tied over a gingham
tailored collared shirt, which is ironed and has cuffs lined with
lace, and teardrop earrings. Beneath her flipped-up ironed collar,
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a pendant necklace dangles. If we may read the cut and quality of
the clothing and the jewelry she wears as indicators of her status
in the world outside the framework of the mental institution, we
might well consider her middle-class, healthy, and self-possessed.

This photograph was taken (as follows from the title) to show
her “normal state,” before Wittman was hypnotized and had
fallen into a state of “somnambulism,” as shown in the proceeding
image in the series. There, she is apparently in another state of
consciousness, with her eyes shut, her chin heavy and her arms
unnaturally twisted and pressed to her chest. Compared to other,
more widely reproduced and therefore familiar clinical images of
Wittman, this photograph is intriguing because there are no visible
signs of illness. A reader unfamiliar with her clinical image would
have no way of knowing, from this image alone, that she spent most
of her life in an epileptic ward in the late 19* century.

Historical accounts have exposed that Wittman came from
a poor family, was addicted to ether, had a “ravenous appetite,” and
put vinegar on “just about all of her food” (Hustvedt, 2011, p. 46).
Her biographical history is more complex and painful than either
photograph reveals. The photo set does not indicate key parts of her
early life as they were meant as scientific documents*. For example,
it is reported that Wittman had convulsions as a baby beginning
at 22 months and these episodes left her “partially paralyzed” and
“temporarily deaf and dumb” (Hustvedt, 2011, p. 38) or in some
cases mute.

Wittman experienced infections and other illnesses linked to
living in poverty, and suffered emotionally from the loss of five of
her siblings (Hustvedt, 2011, p. 38). At 13, it is reported she was
subject to sexual advances and blackmail from a furrier, who raped
her a year later. She ran away, finding employment as a “ward girl”
at the Hopital Temporaire (Hustvedt, 2011, p. 40), but suffered an
“attack” at this job tearing the sheets and ultimately getting fired,
and was subsequently hired as a ward girl at the Salpétriere, where
she would be admitted to the epileptic ward days later, at the age
of 18 (Hustvedt, 2011, p. 42). There she lived for the rest of her life,

* A more comprehensive biography of Wittman can be found in Hustvedt (2011), the
books by Per Olov Enquist, and many articles.
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serving as an assistant at the department of Albert Londe, one of
the institution’s resident photographers and radiologists. She died
at age 56 in August of 1909 due to a hemorrhage of “undetermined
origin” now understood to be related to radiation poisoning
contracted from her work for the hospital with X-rays.

This historical account is largely taken from notes in her patient
records. Today, hysteria is commonly understood as a response to
social conditions, an explanation also then used by the Salpétriere’s
medical staff. Mary Wittman'’s patient records include biographical
details that render her trauma a workplace condition, and
demonstrate ties between her mental state and her life history.
However, her biographical details are used selectively with the
consistency of Charcot’s theory of hysteria prioritized: it is known,
forexample, that Charcotmade his own conceptofhysteriaaccording
to his own nosological concept, hystero-epilepsy, or hysteria major,
so that hysteria remained isolated with its own laws, not to be fused
with epilepsy (Didi-Huberman, 2003, pp. 76-77). Thus Wittman'’s
life story was read selectively to best fit medical narratives. This
was also the case with other patients who, as writer Leslie Camhi
explains, were subjected to a very specific questionnaire targeted
to single out the required behaviors and render them as symptoms.
Patients and family members were engaged in a “dialogue of the
deaf” in the institution in routine interviews such as when Charcot
asked a 15 year-old patient if she had the urge to punch a pane of
glass or wash her hands repeatedly and she answered “No, sir”
Others said nothing (Camhi, 1991, pp. 160-161).

Her “street clothes,” the outfit of awomen with family money oran
income of her own, could be, for the educated audience of the time,
considered a reflection of the institution’s “humanizing” approach,
in which everyday life of the normal citizen is granted to inmates,
and patients able to do so are engaged in the “meaningful” labor of
maintaining everyday institutional life. Her status as a victim - of
rape, of illness - obscures how and to what degree Wittman had
any agency in facilitating the research. Towards the end of her
life, she was one of the first to undergo numerous amputations to
manage cancer induced by radiation (like Marie Curie) that she was
subjected to at work. As Giménez-Roldan points out, her status in
the photograph as a woman of standing and accomplishment within
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an institution in which she also was a servant, then a patient, was
apparent. There is dark irony in the way that she died, her career
as a technician and radiological assistant would decimate her body
(Giménez-Roldan, 2016, pp. 124-125). Her role is paradoxical in
her status as both a co-author and a victim of the study, she is often
acknowledged as its object.

Her pathological condition, her home life, and her employment
were fully contained within the habitus of the institution. The mere
factthat she was not only a patient but also an employee at the clinic,
by today’s standards, casts a shadow on the scientific authority of
the project. By serving as a radiologist at the institution, Wittman
bridged the boundary between patient and staff. Knowing this, we
are inclined to interpret Londe’s photographic series as forged by
patientand doctor together. Again, to what degree we cannot be sure.
We know she endured and suffered bouts, attacks, and tremendous
pain that weren’t faked. But, in a more critical perspective, we
might also regard these images as posed portraits of a theatrical
performer who might commemorate them to a public audience.
Hence, we may assume that this was created with the direction of
Londe, and the choice of posture and props was no accident. This
allows us to treat these photographs in the aesthetic discourse of
the time, rather than a medical discourse. In what follows, [ analyze
them based on pictorial tradition and material culture.

There is a vast feminist historiography of hysteria that begins
in 1969, which I cannot cover fully here®. Scholarship on hysteria
has focused on its construction as a joint project between doctors,
staff, and patients. Many of the accounts of hysteria suggest the
performative aspect of this disease proved the complicity of society
in producing the hysteric subject. Women acted out their resistance
to social conditions and assaults on their bodies. They and their
acts of resistance, rather than their perpetrators and the actions
they inflicted were classified as pathological. Subjects arrived at the
hospital with their own symptoms and pasts. These narratives and
their subjects were reformed to meet the classification categories

5 See, for example, Esther Fischer-Homberger (1969), Hunter (1998), Furse (1997), Foster
(1998), Cixous & Clément (1988), Devereux (2014), Hunter (1983).
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and standards of the institution. Feminist critics® have insisted that
women inthe medical teachingrooms gave fraudulent performances
of hysteria to appease Charcot when he was present and to follow
the expectations of the doctors and students. Wittman was ordered
to commit petty theft and even ordered to kill someone under
hypnosis (Hustvedt, 2011, pp. 82-86). These instructions suggest
the state of powerlessness produced in the female subjects in the
Salpétriere clinic, and the forced theatricality of the performances
of hysteria in which, “by all accounts,” Wittman was the “most gifted
actress” (Hustvedt, 2011, p. 93).

Critics have also remarked with concern the extent to which
experiments conducted to gather factsabouthysteriaand hypnotism
performed on female subjects were erotically charged. These
suggest that physician’s fantasies and the perversity of nineteenth-
century science had rendered women docile, compliant subjects,
interpellated into performing artificial states not only through
suggestion but also through hypnosis (a state that the plate titled
“Somnambulism, muscular hyperexcitability” documents), during
which patients would do just about anything asked of them, under
the power of the doctor as magnetizer.

Wittman challenged the important but homogenizing and
glorified terms “pleasure” and “desire” in terms of her participation
as a medical example, as an actress, and as a woman eroticized in
the very instructions accompanying her proofs of hysteria, and
in depictions of her. Did she and Charcot form a sort of allyship
within pathology, that allowed a different kind of sexualized body
to come forward, an image with which they were both complicit in
shaping? This alliance could be understood as a link that posed the
question of changing social expectations of the woman that formed
hysteria as an illness of both society and sexuality at the same
time. Charcot campaigned for women to be admitted to medical
school and contributed to advancing women’s health (Goetz, 1999).
Still, other accounts focus on the Salpétriere women as victims of
male handling, of institutional violence, focusing on the misogyny

6 Catherine Clement. (1975). "Enclave, esclave”, L. 'arc 61. Trans. in M. Schuster in Marks
and de Courtivron, eds., New French Feminisms, (New York: Schocken Books, 1981), p.
133; Mitchell (1974), Camhi (1991).
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of male doctors’ or of hysteria as symbolic of universal female
oppression and a dismissal of the women’s experience®. Wittman
and hundreds of other women were exploited and puppetted for
over a century, with treatments including carving their names or
the name of the hospital into their skin for the wounds to bleed at
certain pronounced hours of the day.

Hysteria is complexly woven and must be cautiously interpreted,
revolving in the social issue where it mutates in different historical
moments. Lacanian feminist critics who saw it as questioning
sexuality and its representation took up its construction as
awoman’s disorder linking biology with femininity. An abundance of
literature emerged on male hysteria and gender theory challenging
the lineage of hysteria as explicitly “female” disorder and shedding
light on the male experience®. Yet more often it is the women figures
like Wittman, Dora, or Augustine that elicit fascination, who have
lasting effects on medical and art historical discourse.

Aside from gender, there is also a distinct social context to
her story. From adolescence on, her medical narrative is tightly
interwoven with the story of her work history.

Working-class women as material for medical student training
and the advancement of the science of neurology depended on
skilled labor in performing proofs of hysteria, which existed as
raw material evidence bound to the habitus of a woman’s world, in
which she performed as both worker and patient. Many examples
exist of the complicity of photography and medical science together,
and their exploitation of working class subjects. Take, for example,
Guillaume Duchenne de Boulogne’s Mécanismes de la physionomie
humaine (1862) which conveyed a lexicon of facial expressions
indicating human emotion made by electrically stimulating
facial muscles across the faces of working class subjects. Among
the models for this study was a shoemaker whose “inoffensive
character” and “limited intelligence” made him a perfect candidate
for the job. The face of the working class is used as a canvas for

7 See, for example, Micale (1989), Showalter (1985).
& See Hustvedt (2011), Showalter (1993), Cixous & Clément (1988, p. 47).

9 See, for example, Batault (1885), Micale (1990), Keller (1985), Kavka (1995), Link-Heer
& Daniel (1990).
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mechanisms of control of medical science, its fixing gaze and fingers
(Duchenne de Boulogne, 1862, as cited in Marbot & Rouille, 1986, p.
54). This was developed similarly for the Parisian police by Albert
Bertillon whose classifying methods of police identification used
photography to create a visual lexicon for criminals that depended
on sampling from and dividing an entire French social body.

Wittman’s ability to resume composure and to work at a relatively
highlevel within the hospital wasyetanotherindication of successful
management - of her disease and of her behavior, of interpellating
her into self-management, a success of biopower. This “success”
heightened her status amongst the other female subjects who were
not made to figure into the iconography and records as important
enough to capture in such a “normal” state. At the same time,
the record shows that despite the appearance of self-possession,
Wittman’s image was a product of mastery and teaching exerted
over every one of her “states,” including “normal.” Was any element
of the hexis or habitus left up to her? Her gaze outside the frame
and her stiff placement of a hand on her hip suggest a “candid”
pose that is constructed. Her placement while having hysterical
episodes in a photographic studio suggests she must have willingly
reperformed “attacks” for the camera, at least some of the time. “Put
your hand on your hip” might have been a directive internalized in
the performance of normalcy cued by the presence of the camera
and the instruction to dress for this particular shoot in street
clothing, not a work smock or patient gown. The outfit serves as
a means of controlling comportment through the codes inscribed
in its structure: the corset beneath the dress, the high collar, and
the tight bodice contrast with the capacious body-covering smock
and the revealing hang of the patient gown, which in more clinical
photographs reveal shoulders and legs, and cling suggestively to
the torso, with the bed and bedclothes as props suggesting sex as
much as illness.

[ now turn to a more direct apparatus of sartorial control over
comportment that would not be visible in the photograph but could
reasonably be assumed to be present under garments in some of
the photographs of Wittman: an ovary compressor. Although this
device would not be visible in the photograph, there is evidence that
Wittman wore it for over 24 hours at a time (Jarrell & Stahnisch,
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2021), ostensibly to prevent attacks. The ovary compressor was
a contraption made of leather straps fastened around the back with
metal screws padded with leather and placed over the abdomen, as
a mechanism for tightening and squeezing. Charcot invented this
device to slowly apply pressure over the abdomen, squeezing in and
applying pressure to the woman’s uterus. This invention followed
Charcot’s designation of “hysterogenic zones” (Veith, 1965, p. 232)
on the female body, touching points that could influence the women'’s
states and prevent hysteric attacks. He would commonly press on
points near women’s ovaries or use a baton to apply force there,
and once the compressor was invented, he would sometimes make
women keep it on for up to three consecutive days (Showalter, 1997,
p. 33). Charcot’s belief in the relationship of the ovaries to hysteria
followed from a long stream of physicians’ reports, beginning with
a study by Charles Négrier in 1858, and including Pierre Briquet’s
1859 studies of 430 women diagnosed with hysteria, as well as
work by Bourneville (1879) and Théophile Gallard (1886) (Jarrell
& Stahnisch, 2021). William Cullen had made this association
much earlier; in Scotland (1796) (Jarrell & Stahnisch, 2021, p. 317).
During the second half of the nineteenth century “normal ovaries”
were frequently removed as a treatment for a diagnosis of hysteria,
hystero-epilepsy, or mental illness (Jarrell & Stahnisch, 2021, p.
316). Although the surgical removal of ovaries was something
Charcot rejected (Jarrell & Stahnisch, 2021, p. 324), he saw the ovary
compressor as a short-term or temporary solution, if not a cure. Yet
he was unable to describe the pathological mechanism linking the
ovary to pain women experienced in their skin and muscles (Charcot,
1886, p. 106; Jarrell & Stahnisch, 2021, p. 324).

It is the material contraption, a sartorial mechanism of soft and
not-so-soft infrastructure, pressed upon the woman'’s ovaries, that
conformed her body along with a continuum of other more familiar
feminine garments and hospital items that bound and applied
pressure to the body, such as corsets and straitjackets. The literature
has emphasized how, in the mapping of hysterogenic zones onto
a female body, the ovary compressor, of which no similar device
was made for males, demonstrated the relationship of hysteria
to sexuality and the female body as an entity in need of material
mechanisms of sexualized control. It was a device that pressed and
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therefore regulated or controlled women’s ovaries, what was seen
as an uncontrollable and devious female sex'®. In line with this
literature, I understand hysteria as the illness of being a woman in
a social world and institutions that denied this (Camhi, 1991, p. 3).

The power of soft infrastructure

Here, I want to emphasize the deployment of fabric, within this
history, and suggest that the habitus of bedding and beds constitutes
one genre of mise-en-scene in images of hysteric women. The
hexis of a woman'’s clothing and the fabric, objects, and images
that contributed as signifiers and constructors of hysteria, brought
it into legitimation as a science through its careful and complex
material staging with things, props - the soft infrastructure of the
system that was hysteria in all its phases.

To discuss this hidden aspect of hexis, I turn to the clinical
images from the Salpétriere archive made by Paul-Marie-Léon
Regnard in 1878. Though there are other variants, many of the
photos of hysteric women were taken either in medical rooms,
in photography studios where the subjects were seated in chairs,
or, more commonly, in their beds. It is in the latter category of
photographic mise-en-scéne that [ will focus on, in order to discuss
further the surrounding material infrastructure of nightgowns,
pillows, sheets, and other draping fabric - the material conditions
that we can also understand in terms of the mechanisms, such as
the ovary compressor, used to bind and constrain, softly, invisibly,
and painfully, the female subject.

In Paul-Marie-Léon Regnard’s photogravures, such as Début
d’une Attaque Cri, Epilepsie Partielle Début de I’Attaque, Attitudes
Passionnelles Erotisme, as well as others, the woman is shown in
bed, in medium close up. Her torso in the frame is not covered
by the sheet, which is folded below her waist. We see her in her
nightgown, sleeves pulled back to reveal her forearms in a gesture.
She seems to have been photographed in the act of performing. Her
nightgown, pillows and sheets fill most of the frame. The pillows
surround and wrap her.

10 See, for example, Josef Breuer’s and Sigmund Freud’s “Studies on hysteria” that was
first published in 1895.
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These photographs participated in a broader set of systems that
amassed examples to organize and demonstrate a classificatory
systemand pathologyinphotographiccollections ofhystericwomen.
The hysteric body was treated as an art object, visual manifestations
of hysteria adhered to conventions of the female body borrowed
from art that viewed the woman in terms of “masculine gaze and
speech” (Pollock, 1988, pp. 189-190).She is at times represented in
a sexualized manner, with her neck and upper chest bare, and her
hair somewhat unkempt, at times - in a “regressed” mental state.
This jives with eighteenth and nineteenth-century sciences (such
as anthropometry, craniometry, phrenology) that sought to “encode
the anatomy and physical appearance of primarily non-Europeans,
and later, European women, as indicators of a lower developmental
or evolutionary state.” (Cartwright, 1995, p. 51)

One might expect that a hysterical state would be more likely
to come on randomly, not when a subject is propped up so high,
with multiple pillows - as if for some sort of social engagement
with someone else. The absence of a background and the use
of a black backdrop are suggestive of a photographic studio
rather than the hospital room itself. The presence of bed and
pillows in this setting suggests that the studio was a fixture in
the institution’s architectural infrastructure, the milieu of a hard,
semi-permanent installation used to pose different patients. The
likelihood of spontaneous episodes is therefore low. It is probably
not a coincidence that she is propped to such an extreme, almost
vertically posed and secured in place. The positioning makes her
the perfect subject for a portrait-oriented photograph, rather than
the horizontal landscape orientation a reclining performance of
this stage of hysterical-episode-in-bed would have required.

In Charcot’s descriptions of women'’s pain, he found that ovarian
compression could start and end the hysterical reaction, but
could not eliminate the contracture, paralysis, or hemianesthesia
(Charcot, Bourneville, Babinski, 1886, p. 334). This phenomenon
is one that Willis had identified in the seventeenth century: “It is
certain that the convulsive attacks that stem from the abdomen
are stopped, and that their rise to the neck and head is prevented
through compression of the abdomen, by using the arms to loosen
up the body or by applying tightly wrapped blankets” (Willis
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1668, 285). We might wonder how the bedding that wrapped and
surrounded the subject in these photographs was involved with
this restricting movement and compressing of the limbs of the
subject, to prevent convulsive attacks perhaps, or in this sense, as
a preventative measure, to make the patients more comfortable.
Or was this excess of blankets functioning psychoanalytically to
materially overcompensate for her presumed lack, to keep her
tucked away notonly in the sense of her internmentbutatadistance,
too, from the photographer? If we keep in mind the internalization
of power that constitutes biopower, then we may see the woman’s
compression of pillows and bedclothes as a co-constituting force of
her esconcement in the institutional infrastructure.

Here, I would like to remind the reader of the function of sheets,
within the psychiatric space, as one of the few readily available
materials given to female subjects (staff and patients) to handle
and manage on their own. By default, sheets were one of the few
material forms on, with, or through which a patient or a domestic
worker might express themselves, act out, or refuse to use in
a mandated manner. Covering, folding, flattening, binding, and
containing patients or oneself: these normative actions with sheets
could be defied to perform resistance to the institution’s habitus,
its social structures, and norms of activity. Also at stake here is the
iconographic tradition of unveiling, so that Truth or Nature appears
naked, in a mix of eroticized fantasy and scientific knowledge that
was a key paradigm of Enlightenment thinking'!. Compliance, on
the other hand, giving in under pressure but also exerting one’s
own pressure to bind oneself into the stuff of the institution, which
presents itself as comfort, and safety, the stuff of care, reveals itself
as a key process in the mechanics of soft infrastructure.

I am inclined to suggest the excess of fabric in many of these
photographs is a way of visually naming and projecting the
construction of hysteria itself as akin to a moldable but cohesive
fabric,asamechanisminthe softinfrastructure of powerand control.
Hysteria was an illness that was so carefully woven and made, such
that we could read into this disease all of the transcending qualities
of the fabric itself - as the skin that is there from birth to death, that

T am thankful to Daria Panaiotti who contributed this observation.
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wastes nothing, and from which a thread weaves through its entire
being, just as the cloth of the sheets is the same as that of the gown.
Both Freud and Breuer had described the relationship between
needlework, or collecting rare laces,and women'’s hysterical trauma.
Camhi comments on this when she quotes Breuer describing Anna
O’s memory work as a “tissue of data with such a degree of internal
consistence’ that it could only have been woven by the unconscious”
(Camhi, 1991, p. 65). The metaphor for hysteria as a kind of weft,
threaded through the mind and body of the subject are supported
in photographs which turn inside out the subject’s image into proof
of a natural, disheveled and yet mathematically knit and consistent
disease. To show such subjects not under excessive layers but fully
naked would be an assault to the then patriarchal construct of
medicine that could grow so long as women remained shrouded
and ashamed. The same hard bed, on the other hand, is here again,
suggesting a masculine gaze that appropriates this setting because
it is the same, consistent, controlled, the foil of the “uncontrollable”
woman and her involuntary limbs.

French psychiatrist Gatian Gaétan de Clérambault expresses
a compulsive obsession with fabrics in his Passion érotique des étoffes
chez la femme, or La passion des étoffes, his lectures on drapery and
an ethnographic project that involved studies between 1912 and
1919 of veiled North African men and women. Clérambault is known
for fetishizing the fold in his technical photographic studies that
obscured the body, which is interpreted as having been a prop in
service of the drapery. These bandaged poses chosen by Clérambault
sealed, ritualized and froze the subject, rendering them as not only
veiled but also, to their western viewers, mummified corpses.

Thephotographsbecame endless, timeless,through thereligiosity
of cloth and the ordering implied for the vanishing of their round
form, as if a bit of flesh threatened the photograph in its power. This
wrapping and hiding of flesh makes the women’s bodies frozen,
stiff, obsessively ritualized and arranged by the photographer. This
can be in the appearance of a bit of hand from beneath the thick
cloth, a gaze that pierces through. So Clérambault builds up a wall,
a house, a cloth building to make them disappear, as did Delacroix
when he painted Algerian women in their apartments as if their
veil was a house from which he can protect himself, and from
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which they could only dare to break through. This tension prevents
their disappearance. These Orientalist approaches do not exile the
Arab woman for writer Leila Sebbar. Instead, it is when they are
truly exiled on the Western shore that “their bodies are the more
invisible, graceless, for being seen unveiled” (Sebbar, 1992, p. 77).

Clérambault renders the body a humble servant to fetishized
cloth. Design capsizes the ranking between support and prop,
though one cannot function without the other. Which holds up the
other? Le Corbusier had inverted the value between carpets and
walls - walls were needed to hold up houses and architectures
made of carpets, and served as support for fabric that came first. Le
Corbusier let the walls recede so that they could be stages enabling
the power of surroundings and sociality. The fabric structuring the
subjects in photographs of hysteric women is metonymic for their
shrouding and admission within the social fabric.

But let us return to the stuff of fabric as a soft infrastructure.
Within the history of psychiatry and patient records, “tearing
clothes” is a common notation in patient case files'2. I have found
this act to be jotted down, along with other descriptors of agitation
in patients, in the records of the Montperrin hospital in the early
1900s, held at the Archives Départementales des Bouche du Rhone.
While tearing sheets and linens might have been common, it would
seem to be hardly significant or worthy of record to the same extent
as, say, harm to oneself or others, or refusing to eat, hallucinating,
or not sleeping, for example, and yet tearing one’s clothes was
understood as a disorderly behavior as such in other psychiatric
case files I have consulted!®. We can consider tearing sheets as an
act of resistance functioning in ways similar to breaking windows
even if sheets are not sharp and jagged. Sometimes these came
together. In Wittman’s case, “breaking windows” accompanied
the tearing of sheets (Harrison, 2011). Here again, tearing linens
made the institution a site of active negotiation of power through
its soft infrastructures. And this action invariably had as an

2]n conversation with Claire Edington in 2019 and in Edington (2019).

13 This was the case for instance with tearing one’s own clothing which was seen as
aggressive and problematic behavior in the Archives Nationales des Bouches du Rhone
for patients in the first half of the 20th century.
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outcome a classification of the subject as pathological. If we further
meditate on the metaphor of folded fabric as the soft skin of the
building, turned inside out, the act of tearing sheets is rebellious,
seen as an attempt to demolish the social structure that oppresses
the body. Put in this perspective, the photograph analyzed in the
paper would become not suggestive of moral queasiness in the
spectator, but, rather,; as scenes of challenging the fundamentals of
moral and scientific rigidity. Here we have considered the way the
subject, such as Wittman moved, or held a pose in the photograph
was conditioned by the institutional habitus. Photography within
the context of medical institutions, and ideology as its institution
more broadly structures the subject through clothing, and setting,
practices that produce social difference and forge ways of unpacking
the image. Here the clothing within photographs has served to
analyze the materialism implicit in medicine that is also woven in
the sitter and viewer’s mind. The effect of her workplace on her
illness and its manifestation, as well as her clothes, are important
conditioners for indexing the aftershocks of psychological science.
The normal image was presented, though her work as a servant,
model, and radiological assistant seems exceptional, although this
is not apparent visually. In other cases, the depth of pain and illness
is masked by the staging of illness as a spectacle for teaching. By
emphasizing her identity as a worker, the ability for the candid to
emerge is cast off in favor of the staging that happens at the level
not just of aesthetics, but of social discourse and materiality.
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landscape.

Keywords: photography, Boris Mikhailov, Nonconformist art, Socialist Real-
ism, late-Soviet identity.
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PA3SMbIBAHUE TPAHUL:
JBoJioLUNA ®OTOMPAD®UU NOCJIE CTAJIUHA U BOMPO-
LWAKOLLNA B3rNaA4 60PUCA MUXANIIOBA

Camioanb MrPooduntt [APANBEP

[IpuraameHHbld npenogaBaTeib, JukruHcoH Kosiepk
Kap.iaiia, CIHA
E-mail: drivers@dickinson.edu

llesib JaHHOM CTaTbM [J|BOsIKA: BO-TIEPBbIX, BHECTU CYLIECTBEHHBINA BKJIA[,
B ucropuorpaduio coBeTCKod dotorpaduu, npeasarasg 6ojiee HIOAHCUPO-
BaHHBIM MOAX0J K 3BOJIOLUH (oTorpaduyeckoro Meauyma IMOCiAe CMEpPTH
CTanuHa; BO-BTOPBIX, UCNOJb30BaTh 3TOT MOAXOJ B UCCAEJ0BAaHUN YKpPauH-
ckoro ¢portorpada-HoHKkoHPopmucTa bopuca MuxaiioBa. CTaTbsd HaYMHAET-
€Al C BbISICHEHUS U NIepEeOCMbIC/IEHUS OCHOBHBIX NP0O6JieM, XapaKTEPHBIX JJis
NOCTCTaJUHCKOro poTorpaduyeckoro Auckypca. [lepBas U3 aTux npobJiem —
ype3MepHOe yNpolleHue MoJioKeHus Aesa B ¢oTtorpaduur yepe3 maHudpecra-
[[UI0 NPOCTOTO OTKa3a OT CTAJIMHCKUX HOPM. /lpyrue Kito4yeBble MPOGJIeMbl
KacarmTCs COXpaHSIoLIecs MyTaHUIlbl B BOPOCE O TOM, 4YTO siBJsieTcst GOTO-
rpapuyecKUM HCKYCCTBOM B paMKaX COBETCKOTO MPOEKTa, U, YTO KpaWHe
BQ)KHO, TEH/EHLIUU NepeNnuCchiBaTh COBETCKYI0 KYJbTYPHYI0 UCTOPHIO, MO3U-
LUOHUPYS XYJ0’KHUKOB-HOHKOH(GOPMHUCTOB He MPOCTO KaK aBaHrapj, a Kak
JIOTUYECKOe MPOJ0JIKEHHE COBETCKOro ABaHrapza C 60JbLION OGYKBBI «A».
[TogpoGHO paccMOTpeB 3TH TPU MPO6JEMBI, CTaTbsl 06palaeTcs K OJHOMY
M3 CaMbIX BJAUSATENbHBIX, HO BCe elle HeI0CTAaTOYHO U3yYeHHbIX GoTOorpadoB-
HOHKOH$OopMucTOB: Bopucy MuxaisioBy. Ha mpumMepe aHasivsa ero cepuu
«BsizkocTb» (1982) cTaThsl IeMOHCTPUPYET, Kak MUXalJIOB HcCC/eayeT pac-
KOJIOTOE COBETCKOE «s1», FPAHULIbl MEX/1y aBTOPOM U CYO'bEKTOM, UCKYCCTBOM
M He-UCKYCCTBOM, U CBOI COOGCTBEHHYIO pOJib NBITJUBOrO HabJoAaTe s
Y YYaCTHHUKA 3TOr'0 HOBOI0 JlaHAadTa.

Knarouesnie caosa: ¢potorpadus, bopuc MuxaisioB, HOHKOHGOPMUCTCKOE
HCKYCCTBO, COLIMAJUCTHYECKUN peasu3M, 03 HECOBETCKAsA e HTUYHOCTD.

“Until recently, Soviet museums rejected the classics of Soviet
avant-garde photography,” (p. 40) writes Alexander Borofsky,
renowned art historian and then-chief curator of the Contemporary
Department at the Russian Museum, in 1994. This institutional
rejection, he argues, stemmed from Soviet curators in the 1950s
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and 1960s adhering to the rigid generic hierarchy of Stalinist
classicism, and because of this systematic neglect, all notable works
of Soviet avant-garde photography went to Western institutions
and collectors. The Russian Museum'’s response is to mend this
absence by establishing a collection of “conceptual photography,”
encompassing “everything thatis not straight photography or, to use
Andy Grundberg’s definition, everything that in some way relates
to ‘the crisis of the Real’ and consequently emphasizes individual
vision” (Borofsky, 1994, p. 40). As Borofsky describes, their
collection ranges from works by Alexander Rodchenko—serving as
«homage to the roots of contemporary experimental photography”
(p. 40)—and Alexander Lavrentiev to photography spanning from
the 1960s to the post-Soviet period, creating a direct photographic
lineage from the Soviet avant-garde to the Nonconformists.

This institutional narrative, with its diverse assemblage of
avant-garde, Soviet, post-modern, and conceptual photographic
discourses, raises a critical question: Is Borofsky’s perspective
merely an isolated viewpoint, or is it symptomatic of broader
historiographical issues that continue to shape our understanding
of Soviet and post-Soviet photography to the present day? This
article demonstrates the latter, arguing that such institutional
approaches reveal foundational misconceptions that obscure the
complex evolution of post-Stalinist photography and perpetuate
biases that were inherent to Soviet fine art discourse. Revisiting
these foundational historiographical problems, in turn, offers a
renewed framework for approaching post-Stalinist photography in
general and Soviet Nonconformist photography in particular.

Borofsky’s curatorial approach, indicative of broaderinstitutional
tendencies, exemplifies three significant and deeply interconnected
problematics that have dominated post-Stalinist photographic
discourse. The first is the oversimplification of the state of
photography following Stalin’s death—a period constantly in flux,
even within the sphere of the official. The second concerns the
persistent uneasiness regarding what constitutes photographic art
throughout the Soviet project, particularly from the Thaw onward,
a confusion stemming from and highly informed by an unconscious,
continued adherence to the official language of the Soviet art
discourse. The third is the problematic narrative that arises from
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an effective erasure of the Stalinist period from Soviet photographic
history, positioning later Nonconformist photographers as not
merely a new avant-garde but as the logical continuation of the
capital “A,” Soviet Avant-garde.

The following article examines and deconstructs these three
problematics in detail, complicating long-held institutional
approaches to Soviet photography from the Thaw to the Soviet
Union’s collapse. 1 demonstrate that the later development
of Nonconformist photographic practice represents neither a
straightforward continuation of the Soviet Avant-garde nor a
derivative of Western movements that became accessible during
the Thaw but instead constitutes a complex and nuanced response
to these influences. After addressing these problematics and
recontextualizing the Stalinist period as a significant influence
on Nonconformist photography, rather than merely a bracketed
period between the Imperial Russian and Soviet Avant-garde
and later Nonconformist work, this article applies its framework
in a case study of Boris Mikhailov, arguably the most influential
yet still egregiously understudied Nonconformist photographer,
whose work illuminates both the unstable nature of post-Stalinist
photography and the striving to attend to the newly-splintered
Soviet self.

The first problematic to examine stems from Borofsky’s claim
that museums rejected avant-garde photography due to curators
simply “acting in full compliance with Stalinist classicism,” a
characterization suggesting an unchanged and uniform adherence
to Stalinist aesthetic principles far into the post-Stalinist era. As will
be demonstrated, such an assertion is not only symptomatic of a
broader tendency to utilize Stalinist Socialist Realism as a one-size-
fits-all scapegoat but also mischaracterizes the complex cultural
politics of the early post-Stalinist period.

Who is to Blame?

On February 25th, 1956, Khrushchev delivered the infamous
secret speech denouncing Stalin and his cult of personality almost
three years after Stalin’s death, serving as a watershed moment in
Soviet political and cultural history. And yet, even considering this
speech alongside other epoch-shaping cultural events of the early
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Thaw, from the Picasso exhibition of the same year to the 1957
World Youth Festival, the broader institutional response to the
repudiation of Stalinist aesthetic norms was far from unified™.

The entire period of the Thaw consisted of many skirmishes,
such as Khrushchev’s profanity-laden attacks on “decadent” artists
during the infamous Manege Affairin 1962, prefiguring the renewed
assertion of state control over the arts, or the Hermitage affair in
1964 . This instability persisted well into the 1960s, as evidenced
by how, in a single year, exhibitions of several previously blacklisted
“formalist artists” like Alexander Tyshler were permitted, whereas,
at the end of that same year, officials abruptly shut down an
exhibition of Marc Chagall just hours after opening. The back and
forth among the artistic and political elite underscored both the
instability of the cultural apparatus following Stalin’s death and the
impossibility of viewing the era as uniform.

Although photography was not included and often vilified
in official art discourse? , the photographic arm of the Union of
Journalists would soon follow the example of other cultural organs
and begin to debate future directions, namely the role of photography
in this new Soviet era. However, the impact of Khrushchev’'s Thaw
was not felt as immediately as within the Union of Writers and the
Union of Artists, with the critical reassessment of photography
emerging more gradually®>. Amid Khrushchev’'s Seven-Year Plan
and the Space Race, photo reportage and scientific photography
dominate the issues of Sovetskoe foto; alongside these images are
technical questions and a focus on amateur photographic culture,
particularly as photography was again “presented as the most
popular and accessible of the arts” (Reid, 1994, p. 33). Within a
few years, however, photographers and photo critics writing for
Sovetskoe foto, the singular publication representing theoreticians,
photojournalists, and photo amateurs alike, began to heighten their

! See Sjeklocha & Mead (1967) and Kizevalter (2018).

2 As an example, the use of “photographic” or “fotografizm” as pejorative terms was
rampant during the process of de-Stalinization.

3 Some earlier publications, such as S. A. Morozov’s Russian Art Photography (1955)
and Soviet Art Photography (1958), already contained much of what will later emerge
in broader photographic discourse.
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call for the rejection of Stalinist norms, although with an approach
to photography differing markedly from the artistic establishment,
particularly in their response to institutional attacks conflating
photography with naturalism and fotografizm - a term with a long
and varied history from the mid-19th century onward.

The term fotografizm found new life in broader cultural discourse
when V. Kemenov spoke at the 1951 All-Union Conference on
Political Posters, mounting a polemic against the then-current
ideological and artistic practices in political posters; a year later,
the speech was published in the journal Iskusstvo (Morozov, 1958,
p. 280). As the renowned historian, critic, and photographer S.
A. Morozov (1958) describes, though initially unrelated to the
relationship between photography and the fine arts, the term'’s
revival would soon transform and gain ground among artists:

In the pre-Congress discussion and at the First All-Union Congress of
Soviet Artists, held in February-March 1957, the term ‘fotografizm’
was once again heard dozens of times. Some authors of articles and
participants in discussions infused this concept with their hostile
attitude toward photography, completely denying it any potential
for artisticand expressive representation of life’s phenomena. These
arguments introduced nothing new. And, as had often happened
before, when speaking about a photographer, they actually meant
the camera lens—that is, they excluded human artistic intervention
in the shooting process... Unwilling to familiarize themselves with
photography’s arsenal of artistic techniques, some discussion
participants deprive photography of its “right of citizenship” in the
contemporary world of art with incredible ease. (p. 280)*

In light of a growing discourse focused on the purely mechanical
nature of photography, photographerssoughtto distance themselves
from accusations of merely “copying” nature by emphasizing
improvements in practice and quality, as well as the significance
of the photographer’s role throughout the process. This effort to
secure photography’s place in the pantheon of fine art existed
simultaneously with efforts to reclaim its status as a document
of “objective” truth, a fact that will indelibly shape subsequent
evolutions in Soviet photographic practice and discourse.

4 All translations, unless otherwise noted, are the author’s.
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What becomes evident is that this emergent photographic
discourse is perceived by photography’s proponents as being in
direct conflict with the preceding era of Stalinist Socialist Realism.
Yet, paradoxically, within this perceived disconnect, there exists
a continuity of rhetoric that defined photography during the
preceding decades, though now presented as novelty. Within this
discourse, one can observe a clear reinvigoration of photography
as technology alongside a renewed, albeit slightly amended, status
as a medium of truth. There is a resurgence of the notion prevalent
throughout the 1920s of photography as a universal language, along
with its importance in broadcasting the Soviet Union’s technological
achievements, including the Soviet space program (Reid, 1994).
While much of the terminology and purported aims echo discourse
already present during the Stalinist period, significant deviations
do emerge, particularly concerning the individual’s role within
Socialist Realism, namely, the re-emergence of the artist-creator
and the artist-individual.

The artist’s skill and individual perspective, as well as the
Khrushchevian take on partijnost’ (Party-mindedness) and
worldview, becomes foundational in the call for a new approach to
photography. According to the emerging discourse, photographers
“must insert all the strength of their soul, political passion, patriotic
feelings, energy, and experience into each photograph,” no longer
acting as “passive observers, indifferently fixing all that catches one’s
eye” (Satiukov, 1961, p. 3); rather, they should be truthful chroniclers
of this new, glorious epoch. This notion of indifferent observerhood,
an effort to reframe calculated Stalinist photographic construction,
further reveals the underlying tensions between the Stalinist past
and the uncertain present, particularly in relation to the previous
decades of staging and photographic manipulation. These tensions
become even more apparent in the call for Soviet photojournalists
to be “documentarily reflecting the essential phenomenon of the
life of the people, of work and creation, as an active fighter for the
new, an agent of the future, passionately propagandizing the germs
of communism” (Satiukov, 1961, p. 1). Only within the context of
the Soviet art establishment’s attack on the mechanical nature of
photography and the photographic “naturalism” of painting in the
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late Stalinist era does the logic of these pronouncements takes on a
more definite shape.

Theparadoxical character ofthe emerging post-Stalinistdiscourse
becomes even more apparent in Pavel Satiukov’s admonishment of
contemporary Soviet photographers, asking why Soviet workers are
depicted in the same manner as they were in the 1930s. Surprisingly,
Satiukov’s reproach is notan attack on Stalinist representation itself
since those “photographs reflected reality” at that moment (1961, p.
2). Instead, he argues that because technology, the nature of work,
and the Soviet people have evolved, so must photography. Rather
than a simple acceptance or repudiation, a complex dialectic with
the Stalinist past emerges, aiming to re-justify photography’s status®
as an authentic document, a record of truth, while reasserting the
role of the photographer-artist. Throughout this turbulent period,
the dual claim of the photograph as both a “truthful” document and
awork of art defined and profoundly muddled official and unofficial
discourse concerning the medium'’s status . While these tensions
would be explored by theorists and practitioners alike, particularly
among unofficial artists, they nevertheless remained unresolved
and continued to shape discourse on photography far beyond the
Soviet project, contributing directly to the emergence of the second
problematic: the persistent confusion regarding what constitutes
photographic art.

What Counts as (Photographic) Art?

The continued ambiguity concerning photography and its
relationship to art is exemplified by Borofsky and the Russian
Museum'’s characterization of the collection’s “conceptual” nature
more than three decades later. While the collection is delineated as
such for several reasons, including an effort to escape the deluge
of reportage, there remains an apparent uneasiness in defining
what constitutes photographic art. This ambiguity is not simply
a reflection of post-Soviet curatorial approaches but instead a

5 See, for example, Satiukov’s (1961) pronouncement: “Photography today occupies an
honored place in newspapers and journals, and we are making new, high demands of
photographs, considering them a political document truthfully reflecting the life of our
people, constructing communism, and simultaneously a work of art” (p. 1).
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continuation of unresolved tensions that pervaded Soviet discourse
surrounding photography and persists to the present day®. This
apprehension is underscored when Borofsky readily includes the
photo-documentation of Francisco Infante’s “synthetic artifacts”
and Komar and Melamid’s 1979 “Buying Souls” auction while
simultaneously noting the presence of only “very few works that
belong to the Moscow school of conceptualism”—conspicuously
excluding comparable “photo-documentation” from this milieu,
despite the fact that such documentation was often central. This
inconsistent inclusion and categorization of photographic works,
significantly influenced by the post-Stalinist bending and blending
of the medium, serves as a central touchstone for understanding
Soviet photography’s unstable identity. To better understand the
roots of this unease, we must return to Sovetskoe foto and the period
of the Thaw, where many of these contradictions first crystallized.

Judging by the editions of Sovetskoe foto from the early 1960s, it
appears as if photography finally gained its coveted place in the fine-
art pantheon. However, outside the closed milieu of photographers
and photo-theorists, this status is far from universally accepted. In
fact, despite the powerful rhetoric of photography’s proponents,
very little change had occurred within the official sphere. The
medium was still not taught as fine art in the Academy of Arts, nor
was it included under the umbrella of art history. Photography
was still not included in fine art exhibitions, and when there were
exhibits, even those with the descriptor “art” in the exhibition’s title,
such as the Moscow International Exhibition of Art Photography,
these were organized not by the Artist’s Union or the Academy of
Arts but by the Union of Journalists (Reid, 1994). Thus, amongst the
broader fine art establishment and Soviet officialdom, there was no
divorcing photography from photo reportage, mechanical copying,
or its Stalinist past.

The exclusion of photography from the pantheon of fine arts
continued to make itself felt in Khrushchev’s 1961 Third Program
of the Communist Party. In the section “In the Field of Cultural
Construction, Literature, and Art,” the idea is presented that in this

% For an earlier evaluation of this problem and an overview of early Soviet debates on
photography and its relationship to art, see Morozov (1958).
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final stage of the “great cultural revolution,” the ideological and
cultural conditions needed for communism’s victory will indeed
come to fruition, in particular, due to the labor of the arts. However,
even when the arts are individually listed, that is, “Soviet literature,
music, painting, cinema, theater, television broadcasting, all the
otherarts,” there is no mention of photography (22nd Congress of the
Communist Party of the Soviet Union, 1962, p. 326). The proliferating
claim that photography had already secured its position as art seems
to have been completely ignored, and this omission is not lost on
the Soviet photographic community. In response, the photography
section of the Union of Journalists would soon publish a collective
response in 1961 in Sovetskoe foto No. 10, an issue dedicated to
Khrushchev’s new Program

The authors of this article, which was entitled “In honor of the
22nd Congress of the CPSU,” proceed with their bid for entry into
the art establishment: “Fotopublitsistika’ , the art of photography;,
has won the recognition of millions. The works of Soviet masters
and amateurs, published in the press, exhibited at the All-Union
exhibitions ‘Seven Years in Action, at the Moscow International
Exhibition of Art Photography, are evidence of their great
achievements” (“In honor of the 22nd Congress of the CPSU”, 1961,
p. 22). While members of the photojournalist section of the Union
of Journalists in attendance continued to praise the new Program,
the apparent neglect of photography was impossible to overlook:

Considering that photographic art has long earned the right to
be considered on the same level as other types of fine art, that it
plays a significant role in the ideological and aesthetic education
of workers, in the promotion of Soviet achievements abroad, in
strengthening peace and mutual understanding between peoples,
the participants in the meeting made a proposal to include the
name ‘photography’ when enumerating the types of art. (“In honor
of the 22" Congress of the CPSU”, 1961, p. 22)

These members also requested that photo clubs be included
alongside the other arts in the section of the Program highlighting
the importance of the “organization of wide networks” of
scientific, technical, and art and cinema studios to support cultural

7 Photos of socio-political problems
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development, as these photo clubs serve as “the main technical
and creative base of amateur photographers” and facilitate “the
desire of the masses to master photographic art” (Reid, 1994, pp.
36-37). Despite the article concluding with resounding enthusiasm
concerning photography’s role in the new Program, their pleas will
be ignored.

A curious paradox emerges in post-Stalinist artistic discourse.
While the art establishment attacks the “mechanical” or the
“photographic” in art, photo critics repurpose this same rhetoric
to prove photography’s status as a legitimate art form. Both sides
utilize the very same framework to achieve opposing goals: the art
establishment positions painting in opposition to photography’s
supposed mechanical nature and its perceived relation to Stalinist
“naturalism” to re-legitimize painting under Socialist Realism,
whereas photographers appropriate this discourse, distancing
the medium from questions of naturalistic or strictly mechanical
practices across the arts in order to reclaim artistic legitimacy. The
repurposing of official art discourse to achieve contradictory aims
exemplifies a tension Alexei Yurchak (2006) considers intrinsic
to late socialism: “The more the immutable forms of the system’s
authoritative discourse were reproduced everywhere, the more
the system was experiencing a profound internal displacement” (p.
283).

To counteract the Soviet art establishment’s denigration of
photography, there is an emphasis on the medium’s “specificity” as
an art form, appealing to the Third Program’s notion of sincerity and
“Party-mindedness” and rejection of the notion of photography as a
mere mechanical copy. In their formulation, this specificity is centered
on the idea of a dual-natured dostovernost, or authenticity, as both
an “authentic record of the visual appearance of contemporary
achievementand social processes, and atthe same time...an authentic
expression of the artist's vision, mediated by his/ her partijnost™
(Reid, 1994, p. 38).

Photography, these critics argue, should not be characterized
by a lack of authorial presence but should be defined by authorial
expression. As such, there was a call for a break from strict
verisimilitude, as the “transformative capacity of art—its non-
identity with ‘reality’—made possible its ideological role as the
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bearer of Party-mindedness” (Reid, 1994, p. 39). By arguing for
a return to the author-creator, the proponents of photographic
art strategically align themselves with Khrushchev’s forceful
pronouncements in the “Third Program of the Communist Party,”
which, at least rhetorically, called for a disavowal of the Stalinist
past, while concurrently distancing their practice from accusations
of the ever-pejorative fotografizm.

The calls for a return to the author-creator thus serve contesting
purposes within Soviet artistic discourse: for proponents of
photographic art, emphasizing the foundational aspect of individual
authorship elevates photography to the status of fine art; for the
Soviet art establishment, the same principle reinforces distinctions
between photography and painting while preserving the elevated
status of the latter. Through this lens, we may reconsider Ekaterina
Degot’s (2004) statement that “in the official Soviet art hierarchy,
photography rated very low. Museums did not collect photographs...
they couldjoin the Union of Journalists but never the Union of Artists.
Photography was simply not seen as art” (p. 107). Photography
was often seen as art, just not by those who held the keys to the
pantheon of official fine arts.

The persistence of photography’s marginalization cannot,
as Borofsky claims, be traced to a simple adherence to Stalinist
classicism; such an explanation contradicts the period’s theoretical
debates and blends opposing historical contexts into a singular
whole. The far-reaching impact of these post-Stalinist photographic
debates becomes particularly evident when we examine Borofsky’s
curatorial approach three decades later, revealing a marked
continuity in the official language of the art establishment, namely
the emphasis on “individual vision.” This continuity undermines
any attempt to establish a clear delineation between the Soviet past
and the post-Soviet present.

As we have seen, the post-Soviet hesitancy in ascribing the label
of art to photography can be traced back to unresolved tensions
between the Soviet fine art establishment and the proponents of
photographic art. This hesitancy, however, is further complicated
by two interrelated factors: first, the increasingly fluid boundaries
of the medium itself in Nonconformist practice following Stalin’s
death, which will be examined through the work of Ukrainian

Samuel Proffitt Driver 75



Nonconformist photographer Boris Mikhailov; and second, the
continued refusal to consider Stalinist photography as anything
other than a period to be bracketed. The latter contributes directly
to our third problematic, as the deliberate bracketing of the
period from Soviet photography’s historiography facilitates the
construction of an artificial lineage that portrays Nonconformist
artists as direct heirs to the Imperial Russian and Soviet Avant-
garde.

Nonconformism: avant-garde or the New Avant-Garde?

Having examined the oversimplification of the state of post-
Stalinist photography and the enduring uneasiness surrounding
photography’s status as art, the final problematic to be addressed
is the rampant tendency to trace Nonconformist photo-movements,
as if self-evident, to a singular predecessor: the Imperial Russian
and Soviet Avant-garde. In Margarita Tupitsyn’s (1994) influential
article “Against the Camera, for the Photographic Archive,” the
author states that no one paid attention to Soviet photography, the
“amorphous mass undeserving of attention from a creative person,”
leading to a complete “non-practice” of photography by unofficial
artists; this is, of course, until the early 1980s, when Ilya Kabakov
would turn out to be the only artist who had the wherewithal to
examine the “dead body of the Soviet mass media” and its photo
archive (p. 60). This narrative of the “non-practice” of photography
and a revival of the medium only through the excavation of a long-
dead Soviet past obscures the seismic post-Stalinist shift that
occurred due to both epistemic and systemic breakdowns, quickly
losing foundation once the nuances of photography’s evolution are
more closely examined® . The development of the medium cannot
be divorced from attempts to reappropriate the role of photography
as “authentic,” with a new-found focus on the “dual nature” of the
medium as both art and a conveyor of truth.

The trend of referring to Soviet Nonconformist art and
photography as the “new avant-garde” is neither new nor rare,

8 M. Tupitsyn’s notion of “non-practice” within Soviet photography was recently
revisited by Daria Panaiotti (2022), who laments, “as if the medium was completely
alienated from contemporary art” (p. 674).
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and these designations of Nonconformist art as a resurrection of
the capital “A” avant-garde extend beyond the myriad of exhibition
or book titles’ . The idea of this period as either the “new” or
“second” Avant-garde is mired in complications. Certainly not the
least of these complications that arise is the homogenization of the
historical Avant-garde, which was, as the art historian John Bowlt
(1998) underscores, “a mass of contradictions, an avant-garde of
avant-gardes that, by its very nature, defies rigid categorization
and precise denotation” (p. 49). Even after referring to the
Nonconformists as “the second avant-garde,” ° Bowlt subsequently
describes the question of a relationship between the avant-garde
and the Nonconformists as “intriguing, though complex, in part
because of its illusory and artificial formulation” (p. 51). He goes on
to state that “in examining the attitudes of the Soviet dissidents to
the Russian avant-garde, the critic must exercise extreme caution
and approach visible symptoms more as isolated facts than as a
wholesale borrowing” (p. 52), not least in part due to the sheer
variety of generations and artistic approaches included under the
Nonconformist umbrella.

Bowlt’s inconsistency in approaching such a designation, first
speaking of the Nonconformists as “the second avant-garde” before
cautioning against it, exemplifies how entrenched this narrative is
within art historical discourse, even for those who understand its
limitations. Within one and the same article, we find how immensely
this concept has affected our understanding of Soviet art history,
revealing the challenge of disentangling oneself from the numerous
contradictions that emerge when considering the two groups as a
part of a direct lineage and the difficulty of breaking free from this
pattern of categorization.

Indeed, unofficial Soviet artists were a product of various
traditions: from Western art and culture that was either exhibited,

° For example, Daria Khristova, the head of Bonham’s Russian Department, evokes this
idea of the new “Avant-garde” when speaking about Bonham’s “Rebellious: Russian
Non-conformist Art from an Important European Collection” auction: “The artists
represented in this sale emerge as an essential part of the movement praised as ‘the
Second Russian Avant-Garde’” (Russian Art + Culture, 2020, para. 2).

10 Ttalics mine.
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as restrictions eased, or reproduced illegally from smuggled or
stolen publications to the art of Imperial Russian and Soviet Avant-
garde preserved and shared by collectors like George Costakis.
However, these influences were only a part. As Bowlt (1998) himself
notes, “the influence of the very artistic system that the dissidents
questioned, namely Socialist Realism, was also deep and lasting,”
with one of the “main paradoxes” being that “the underground... was
itself the progeny of Soviet art history cultural behavior rather than
heir to a remote avant-garde” (p. 52). Thus, this adverse reaction to
the notion of the Nonconformists as “the new Avant-garde” is not
pedantic. Instead, it is based on the keen awareness that within the
general and broader academic imagination, particularly concerning
photography but also Socialist Realism in general terms, the
transformative role of photography under Stalin has been almost
wholly ignored, save by a handful of theorists and art historians.
Only through a reintroduction of the preceding Stalinist period, one
usually bracketed within art historical discourse, can the shades and
nuances of influence and novel production be properly understood.

Bridging the Epochs

Through a complete consolidation of power, Stalin sought to
shape Soviet existence across all aspects of lived reality, effectively
achieving the avant-garde’s unrealized goal of creating a “new
public with new eyes” and a unitary plan that fused aesthetics and
politics'’. This totalizing approach—what Boris Groys terms Stalin’s
Gesamtkunstwerk—embodied the paradox that Yurchak (2006),
drawing on Claude Lefort, identifies as inherent to the Soviet system,
that is, “the independence of creativity and the control of creative
work by the party are not mutually contradictory but mustbe pursued
simultaneously” (p. 13)—a goal “of total liberation by means of total
control” (p. 284). Within this system, photography became central as
both a producer of message and material. The avant-garde concept
of photography underwent a profound transformation, assuming
a new function entirely subordinated to Stalin’s vision. Viewed
through this new designation of photography, violently stripped of
any autonomy, it becomes possible to reassess how Stalin sought

11 See Groys (1992) and Yurchak (2006).
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to mold and transform reality, shape the new Soviet citizen, and
systematically restructure truth according to his internal logic. This
perspective moves us beyond viewing editing, manipulating, staging,
or retouching as simply “lies” or propagandistic “hack-work” toward
reframing these acts as deliberate interventions deemed necessary
to accurately represent the epistemological foundation of Stalin’s
world-construction.

Following Stalin’s death, however, the system underwent an
irrevocable shift “as a result of the disappearance...of the external
editorial voice,” the locus of meta-discourse on ideology (Yurchak,
2006, p. 14), which would fundamentally alter photography’s
role within the Soviet system. Yurchak (2006) terms this process
the hypernormalization of discourse, defined as “the process of
normalization [that] did not simply affect all levels of linguistic,
textual, and narrative structure but also became an end in itself,
resulting in fixed and cumbersome forms of language that were
often neither interpreted nor easily interpretable at the level of
constative meaning” (p. 50). Consequently, as evident in discussions
surrounding Socialist Realism and artistic hierarchies, all knowledge
was presented as “knowledge... already established,” meaning that
knowledge production and presentation, namely in the sphere of the
official, were about mediation rather than creation (Yurchak, 2006,
p. 284).

As discourse becomes normalized and fixed due to the loss
of its external-to-the-system editor (Stalin), there is a shift
toward replication, enabling engagement in “new, unanticipated
meanings... not necessarily determined by the ideological,
constative meanings of authoritative discourse” (Yurchak, 2006, p.
27). Through what Yurchak (2006) calls the “performative shift”—
where the performative dimension of “ritualized speech acts rise in
importance... while the constative dimension of these acts becomes
open-ended, indeterminate, or simply irrelevant” (p.26)—we can
reconsider the contradictions found in post-Stalinist photographic
discourse, namely the utilization of Stalinist tropes to reclaim
photography’s authenticity and reposition it as art. This turn is
especially significant as it does not “preclude a person from feeling
an affinity for many of the meanings, possibilities, values, and
promises of socialism,” even allowing “one to recapture these...
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from the inflexible interpretations provided by the party rhetoric”
(Yurchak, 2006 p. 28).

This theoretical framework significantly reshapes our
understanding of photography after Stalin in several key ways.
Crucially, it refutes the notion of the Stalinist period as a void in
Soviet photographic history, bookended by several “renaissances.”
This framework also offers a new perspective on Groys’ assertion
that photography’s post-Stalinist development “emerged not out
of the history of avant-garde photography but as a result of the
blurring of the boundaries separating photography from other
forms of art” (Groys, 2004, p. 120). Groys (2004) attributes this
emergence almost solely to Western conceptual influence and to
the avant-garde being “part and parcel of the official Soviet visual
propaganda of the time from which Russian unofficial art wanted
to distance itself” (p. 119). However, 1 argue instead that this
phenomenon stems directly from photography’s co-option within
the Stalinist project and its complex role as both accommodation
and technology that revealed the now-unfolded system of truth and
power. Thus, instead of a breakdown of state propaganda, what
occurred was the collapse of an epistemic structure that served
as the framework for the entire period, negating the possibility
of simply returning to the pre-history of the avant-garde. This
epistemic breakdown directly informs the significant tensions that
emerged after Stalin’s death regarding photography’s dual status as
both authentic documentation and art.

With the Stalinist system having come apart at the seams and the
projectof creatinganew reality fallen by the wayside, Nonconformist
photographers would soon be forced into a state of reflection
and reckoning with the fragments of the past-as-now. Thus, as
Groys (1992) observes, this “retrospective view... is anything but
extraneous to the culture of the Stalin years... it represents not
simply the next stage in the history of Russian art but is vital to an
understanding of the internal logic and true nature of the Stalinist
project” (p. 75). It is precisely this reception of Stalin’s total work of
art, this reflection upon it, that reveals its “internal structure” and
allows for the Stalinist project to be “grasped in its entirety” (p. 75).
This idea allows one to understand more fully why Nonconformist
photography was defined by the blurring of boundaries between
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mediums, between the documentary and the artistic, between the
self and the Other. Rather than representing a return to the Avant-
garde, Nonconformist photography emerged from the interrogation,
suspicion, and deconstruction of both Stalinist Socialist Realism
and the Imperial Russian and Soviet Avant-garde.

Case Study: Boris Mikhailov's Viscidity

With this renewed framework concerning post-Stalinist
photography, I now turn to Boris Mikhailov, whose work
provides an ideal case study for reinterrogating Nonconformist
photography, not least because he is widely considered the first
unofficial Soviet photographer. More importantly, Mikhailov’s
work embodies the post-Stalinist production of discontinuities,
where a multiplicity of positions, realities, and bodies coexist,
not simply reduced to a mere resistance against the dominant.
As Elena Petrovskaya describes, unlike the now “closed book” of
Sots-art, Mikhailov, though adjacent to these artists (even later
renaming part of a series Sots-Art), has a “much more blurred
object” one not “directed unequivocally against ideology...
[but instead] connected with human manifestations,” with life
(Petrovskaya, 2012). His analysis of the inner self lays bare the
paradox of everyday Soviet life and the discrepancy between
the official and the lived, yet this is all done from the locus of
the in-between. Groys (2000) notes that Mikhailov was one of
those who called “this very chasm into question and observe[d]
the Soviet cultural context in its entirety with an enquiring gaze,
neutral and analytic, quiet alien to it” (p. 75). However, I argue
that Mikhailov’s workis actually predicated on the understanding
that the removal of oneself is not possible.

Mikhailov  interrogates multiple boundaries: between
photography and other artistic mediums, the inner and outer self
of the new Soviet collective, and his own role as an observer and
participant in this new landscape. This is not done simply as one
outside the system looking in but as one taking part from afar.
Instead of embracing the Avant-garde and then Stalinist drive to
be both figuratively and literally an “engineer of the human soul,”
Mikhailov, an engineer by education and a new representative of the
artist-creator-engineer, turns away from this tradition. He becomes
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an engineer-after-the-fact who must poke and prod within to better
understand the faulty machine of which he is a part. Within this
context, it is possible to push against the pervasive descriptions of
Mikhailov’s work as ironic and cynical with “no reformatory goal,”
somethingdefined as “adestructiveand mockingact” (Zanot, 2015, p.
3). Instead, Mikhailov dissects Homo Soveticus not as a self-superior
anthropologist but as one wishing to discover what is inside himself
as well. Thus, while irony plays a significant role in his work, it is a
playful irony directed as much at the Soviet mass and officialdom as
at himself. Through such an approach to Mikhailov’s photographic
practice, we develop a more nuanced portrait of the nature and
evolution of Nonconformist photography while demonstrating
how our reassessed problematics can illuminate the complexities
of Mikhailov’s oeuvre. By rejecting broad oversimplifications
of photography’s status, artificial delineations between artistic
practices, and the bracketing of the Stalinist period that creates a
false lineage between the Avant-garde and their supposed “direct
heirs,” our understanding of Mikhailov’s work takes on a sharper
outline and opens up new avenues of inquiry regarding the post-
Stalinist crisis of self.

The following case study centers on one of Mikhailov’s most
peripherally treated series, Viscidity (1982), published for the first
time in alimited run in 2020. To better contextualize Viscidity, it will
be put into conversation with several of Mikhailov’s earlier series:
Red (1968-1975), Superimpositions (late 1960s-70s), Luriki (1971-
1985), and Sots-Art (1975-1985). By examining these frequently
cited examples of Mikhailov’s supposed cynicism and biting irony,
itis possible to reform one’s approach to his early Soviet series and
transpose this approach to a series situated, like the photographer
himself, in an in-between state. With a dispensation of the “heroic”
figure of the anti-Soviet Nonconformist or the pure, removed
outsider critiquing what their camera registers, what comes to the
fore is the inherent search for the splintered self both within and
outside the post-Stalinist system.

But why examine Viscidity? A precursor to Mikhailov’s Unfinished
Dissertation (1984), the series serves as a liminal space, tying
together past, present, and future preoccupations, even introducing
what will become some of the foundational pillars of his later work.
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As far as the author can ascertain, this article is the first in-depth
examination of the series, and, as such, there exists the chance
to chart new paths and complicate the discourse surrounding
Mikhailov’s work. Since much of the photographer’s work centers
on the physical, corporeal, and tactile, it seems fitting to begin with
the publication of Viscidity in its physical form.

Once removed from its decorative outer casing, the book’s jacket
immediately arrests the viewer’s attention with the pronouncement,
“My Autobiography,” in English on one side and Russian on the
other, with the texts filling the inside and outside of the jacket (Fig.
1 and 2).

1938, Ukrainian,

Figures 1, 2. Details of Viscidity book jacket. Courtesy of PPP Editions and the artist. Copyright
(1982) by Boris Mikhailov

This “autobiography” combines two texts from the series’ most
recognizable works. Although boldly displayed on the book’s
cover, within the series itself, the two photo-texts are only to be
found somewhere in the middle, tucked away. Such a disconnect
is underscored by the fact that there even exists a variability from
collection to collection of this “autobiography” and its accompanying
images, as will later be seen.

Viscidity is situated in the middle of Mikhailov’s three photobook-
texts, preceded by Horizontal Pictures and Vertical Calendars
(1978/1980) and followed by Unfinished Dissertation. In the series’
essay “l was walking through a field,” Mikhailov describes the three
books as such: “At first the texts tautologically repeated what was
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visible in the image, as though they were
simply drawing attention to the photograph
(the first book), gradually the texts changed
and became more poetic and deeper (the
second book) ... and then I added quotations
in addition to my own reflections on
photography” (Mikhailov, 2020) . Coinciding
with Brezhnev’s death, an event referenced
in one of the series’ photo-texts, Viscidity
emerges during what Mikhailov (2020)'*
describes as “a peaceful, quiet, fearless, and
dull life, a time of political stagnation.” In this
moment of stagnation, Mikhailov undergoes
an internal transition that radically alters
his relationship to the subject of his work:

Figure 3. Boris Mikhailov.
Untitled, from the series

Viscidity, 1982. Sepia Tt 1ee .
toned photograph with The book ‘Viscidity’ began with the

handwritten notes. Courtesy ~announcement, Tgotmarried and Iwantto take
of PPP Editions and the artist, beautiful pictures.” Yes, | want to take beautiful
Copyright (1982) by Boris ~ pictures! But my pathetic urge to search
Mikhailov for ideal beauty, an infantilism, is gradually
dying down, as it comes into conflict with life
around me: ..a wall..a noticeboard...an error..a dull portrait of a
contemporary...a dull genre scene...a dull landscape...and even the
policeman was surprised-‘well, what's beautiful around here(?)’-
confirming the fact that there ISN’'T anything beautiful here. But
there is unchanging ordinariness and timelessness. (Mikhailov,
2020)

On the surface, there is indeed often a feeling of nothingness, a
pervasive monotony, where his photos are nothing new and neither
are the texts, yet this is wholly deliberate, for “no one wants anything
like that [the beautiful]” (Mikhailov, 2020). Gone is the moment of
exploring Otherness with the bright and garish. Now is the moment
to turn one’s gaze inward without the mediation of the Other as
the frame. For Mikhailov (2020), this moment of unchanging
“ordinariness and timelessness” could only be approached with
“lousy photographs” and “lousy texts”.

12 All quotes from Viscidity are without page number.
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Similar to the later Unfinished Dissertation, there is a theoretical
turn for Mikhailov towards both the external-as-impression and
internal guiding forces in this new era of photography and of being.
Near the beginning of the series, we see in the writing around a
section of portraits what Mikhailov deems “new photography”: the
average, where the photographer is no longer a hero and the task at
hand is to portray “the truthful thing now,” all of this “introducing
a new aesthetic and a new photographer” (Mikhailov, 2020). He
expands upon this “new photography” in the concluding essay,
describing a critical moment when a new equation begins to guide

his approach: .

[ was walking through a field. I didn’t have a camera with me. Then

suddenly the shadow from an
airplane passing overhead fell
over me. | went home, grabbed
a camera and photographed
that location, and then under
the photograph, which showed
only grass and sky, I noted: ‘An
airplane cast a shadow on me
here’

The dialectical  tension
between presence and absence,
“truth” and  “untruth,” is
epitomized by a new equation—
“SUMTOTAL=PHOTO + TEXT"—
that serves as a salient reminder
of the epistemic unmooring of
post-Stalinist Soviet existence.
This new formulation—the
“SUM TOTAL'—serves as a
physical manifestation of this
new state of the in-between.

While existing more fleetingly,
other conceptual exploration is
present,suchasthefewinstances
of collage. From Suprematist
shapes and a three-ruble note
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Figure 4. Boris Mikhailov. Untitled, from the
series Viscidity, 1982. Sepia toned photograph
with handwritten notes, collage. Courtesy of
PPP Editions and the artist. Copyright (1982)
by Boris Mikhailov
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Figure 5. Boris Mikhailov. Untitled, from the
series Viscidity, 1982. Sepia toned photograph
with handwritten notes. Courtesy of PPP
Editions and the artist. Copyright (1982) by
Boris Mikhailov

Figure 6. Boris Mikhailov. Untitled, from the
series Nalozhenia (Superimpositions), late
1970s. Chromogenic print on paper. Collection
Zimmerli Art Museum at Rutgers University,
Dodge Collection, object #D16063. Photo by
Jack Abraham
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to cut-outs of magazines in the
shape of basketball players,
space is invaded, made absurd;
all of this is in the service of a
“new beauty.” This aesthetic turn
is particularly evident in one of
the series’ rare collages (Fig. 4),
where Mikhailov writes: “For
the new beauty, it's dangerous
to say that these are boats, the
entrance to a wharf, and so
forth... And if this wasn’t there,
there might be a lot to consider,
the grass and the curb... But
since it's boring to look at
anyways, I stuck on a basketball
player facing backward.” What
does this new idea of aesthetics
have to do with rethinking
Mikhailov’s relationship with
his work, and how can we situate
it within the frame of the artist-
engineer-as-(self)-explorer?
A reconsideration such as this
can only be accomplished by
analyzing the throughlines
of Mikhailov’s larger project,
specifically how he complicates
the author-subject relationship
and the “compromising” and
revelatory intervention: one
on the physical surface of the
photograph and the other
around it.

Throughout Viscidity, hints of
Mikhailov’s past work come to
the fore: just a few pages before
the two-part autobiography, the
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viewer is met with the inscription “our girls,” followed by a portrait
of awoman in black and white, naked with a floral pattern projected
on her body (Fig. 5). If only drowned in bright colors, this piece
could easily be mistaken for work from Mikhailov’s earlier series
Superimpositions (see Fig. 6). This work signals a monumental
change: the layering of multiple realities, as in Superimpositions,
and the use of color as a driving force, as in Luriki, Sots-Art, or , are
subsumed by the aesthetics of this “new beauty.”

Complications of Authorship and the Subject

Mikhailov’s preoccupation with interrogating this new Soviet
reality, or realities, was present from the outset of his artistic career.
Red demonstrates this early approach, as Mikhailov probes the
new Soviet self while situating himself both within and without the
subject’s space (see Fig. 7). Here, we find the photographer’s search
for the average person is complicated by his own position within
the system. Superimpositions extends this investigation to more
personal subjects, pursuing the liminal within oneself. Through his
random, playful, and often ironic approach to the superimposed
images, Mikhailov interrogates both the body and the concept of
the Soviet past, present, and future.

In Luriki, his theoretical practice and then-working conditions
overlap. This series, founded on Mikhailov’s appropriation and
re-photographing of family albums with a characteristic style of
amateur, anonymous photographs, can be seen as a multivalent
system of exploration: an attempt to remove oneself as self-object of
one’s own gaze,a commentary on the practice of the lurik, a referenc
e to the often painterly nature of Stalinist photography, and, most
importantly, an injection of the physical, one’s corporeality into the
space of the anonymous, unknown. Thus, while the Luriki series is
often portrayed as a mocking commentary on Soviet culture, due in
particular to the garishness of the colors, there is far more beneath
the surface.

In Viscidity, with Mikhailov’s eschewing of the hero, we see the
continuation of the movement from the artistic to the anonymous.
While in Unfinished Dissertation, there is no longer a need for a
signature when in “a discussion with oneself,” the apt subtitle of the
series, in Viscidity, more than a third bear this mark of authorship.
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The unsigned works seem
to act as a dual commentary
on Stalinist photo brigade
methods, purposefully
obfuscating the creator and
commenting on the anonymity
inherent within the family
album. The presence of the
signature is sporadic: we find
“B. Mikhailov” on the opening
title card of the series,
followed by its absence, until
it is found again under several
portraits. Other signatures
are seemingly randomly
interspersed throughout. As
the photo-book continues,
there are even moments when
the signature blends in with

Figure 7. Boris Mikhailov. Untitled, from the s
series Red, 1960s-1970s. Color photograph the color and pOSlthl’l of the

on paper. Collection Zimmerli Art Museum at ~ T'eSt of Mikhailov’s scribbled
Rutgers University, Dodge Collection, o bject text; sometimes, the first

#2000.1134. Photo by Peter Jacobs e e . .
Y J initial disappears, and, in one

instance, the translated portion of the book omits the signature
entirely.

Tellingly, only two photos of Mikhailov himself are signed, neither
being his “autobiography,” as one might expect. Instead, we find a
portrait with his cat under the word “belonging” and another, still
alongside his cat, where the photographer poses seductively. The
second portrait is accompanied by a note describing how a police
officer requested Mikhailov print this “new classic[ism],” as the
officer had never seen anything like it in Sovetskoe foto before. The
destabilization of authorship extends beyond the printed series.
Comparing the published version of the unsigned autobiography
with that in the Zimmerli Museum’s collection reveals variations
that disrupt both the internal narrative and the space of the
photograph itself (see Fig. 8, 9).
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Figure 8. Boris Mikhailov. Untitled Figure 9. Boris Mikhailov. Untitled
(My Autobiography), from the series Viscidity, (My Autobiography), from the series Viscidity,
1982. Sepia toned photograph with handwritten ~ 1982. Sepia toned photograph with handwritten
notes. Courtesy of PPP Editions and the artist. notes. Collection Zimmerli Art Museum at Rutgers
Copyright (1982) by Boris Mikhailov University, Dodge Collection, object #2001.1473.
Photo by Jack Abraham

The presence of a red strip of paper, the bifurcation o f “my” and
“autobiography” in one and not the other, the change in writing
utensil, and even different information included in the text all
signal the instability of even the most personal, the self-authored
self-history. By no longer focusing on the mass Soviet body,
Mikhailov takes a Benjaminian turn by interrogating the self in the
age of mechanical reproduction. Here is Mikhailov, the new artist-
engineer-as-(self)-explorer.

From Visible Intervention to a Retreat Inward

In Mikhailov’s early work, there is an exploration of the legacy left
by the previous decades of Stalinist photography in his practice. In
both Luriki and Sots-Art, as well as in several later cycles, Mikhailov’s
hand-colored photographs not only reference the history of
pictorialism and possibly even its resurgence in the Baltics during
the 1970s, but also the Soviet tradition of retouching photographs,
something heightened by his usage of both found images and
photographs he took personally. Using bright, assaulting colors,
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Mikhailov breaks down the meaning of the images by playing with
their status as document, a part of photography he knew well. Yet,
it is not only the deconstruction of “authoritative discourse” ** or
deciphering of codes that drives much of his early work .

There is an exploration of one’s attempt to present themselves
in a way that conforms with their internal conception of who they
are, how Soviet citizens “style their self-display,” highlighting the
discrepancy between the internal and external (Groys, 2000, p. 76).
Groys (2015) argues that in Mikahilov’s later work, if there is any
embarrassment-for-the-other, it is really an embarrassment-for-
oneself: there is an unsettling as the viewer too has been caught.
A similar dynamic appears within Mikhailov’s early work, which
is so dependent upon the disconnect between the internal and
external: here, the photographer-subject has been caught. His
analysis of the internal unveils the paradox within everyday Soviet
people, yet the underscoring of a collective failure is done with
a special kind of care, “without the slightest trace of schadenfreude”
(Groys, 2000, p. 77).

There is an exploration of one’s attempt to present themselves
in a way that conforms to their internal conception of who they
are, how Soviet citizens “style their self-display,” highlighting the
discrepancy between the internal and external (Groys, 2000, p. 76).
Groys (2015) argues that in Mikhailov’s later work, if there is any
embarrassment-for-the-other; it is really an embarrassment-for-
oneself: there is an unsettling as the viewer, too, has been caught. A
similar dynamic appears within Mikhailov’s early work, which is so
dependent upon the disconnect between the internal and external:
here, the photographer-subject has been caught. His analysis of the
internal unveils the paradox within everyday Soviet people, yet the
underscoring of a collective failure is done with a special kind of
care, “without the slightest trace of schadenfreude” (Groys, 2000, p.
77).

13 Here, I follow Yurchak’s usage of “authoritative discourse” to emphasize that “during
late socialism, the newly normalized Soviet ideological discourse no longer functioned
at the level of meaning as a kind of ideology in the usual sense of the word” (Yurchak,
2006, p. 15).
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Figure 10. Boris Mikhailov. Untitled, from the series Sots-Art, 1975-1985. Gelatin silver print hand-
colored with aniline dyes on paper. Collection Zimmerli Art Museum at Rutgers University, Dodge
Collection, object #2000.1132. Photo by Peter Jacobs
The production of new discontinuities in the late Soviet period,
as Yurchak (2006) argues, was “neither necessarily supportive of
nor necessarily opposed to the values and ethics of socialism”; this
notion is precisely why the production of the new, this creative
process, “should not be reduced to resistance against dominant
norms and rules” (p. 286). Through this lens, both the photographer
and the subject take on a role that is no longer binary, unsettling
simplistic notions of the disruptive, renegade Nonconformist and
the unwittingly repressed Soviet citizen. Each participates in the
production of discontinuities and the process of creating oneself.
Understanding the complexity of Mikhailov’'s work requires
the rejection of binary socialism, a system conjured through
“underlying assumption[s] that socialism was based on a complex
web of immoralities” (Yurchak, 2006, pp. 5-8). These discontinuities
emerge clearly in work from Sots-Art (Fig. 12), where Mikhailov’s
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Figure 11. Boris Mikhailov. Untitled, from the series Luriki, undated. Gelatin silver print with
aniline dyes. Collection Zimmerli Art Museum at Rutgers University, Dodge Collection, object
#2000.147. Photo by Jack Abraham

childlike, haphazard scribbles with a felt-tip pen interact with the
figure of a man standing before a playground tank. Upon examining
the text, however, the playful picture takes on a different hue. The
text written by Mikhailov is, in fact, the song Marsh sovetskikh
tankistov (March of Soviet Tankmen) from the 1939 film Traktoristy
(Tractor Drivers). The song, written in 1938, and the film were
edited during Khrushchev’'s Thaw, removing lines referencing
Stalin sending tankmen off to war. Mikhailov’s play here is not just
surface-level ironic mockery but instead reveals the emptiness of
ideological content that still exists, ever-present.

The half-scratching out of the figure evokes the scratched-out
faces in official portraits from the Stalinist era, yet even this is
complicated by the figure staring down the barrel of a jungle-gym
tank’s gun—menacing and at the same time playful, hollow. The
transparent nature of the tank highlights the forceful presence of
(dis)continuities carried over from the Stalinist era and how they
continue to both haunt and define this new reality of the late Soviet
period. To move beyond simplistic appraisals of Mikhailov’s work,
one must reevaluate contemporary, visceral reactions to elements
such as the color red, Soviet parades, Homo Soveticus, and the naked
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form through this binary-rejecting lens. Instead of dismissing the
photographs from Red and Luriki or the similarly hand-colored
photos with aniline dyes in Sots-Art as mere ironic side-glances or
judgments, we can approach them not only as a play on the changing
state of the medium itself but also as a gaze upon the state of the
new Soviet reality and new Soviet individual.

In Viscidity,Mikhailovintervenesless overtly with the photograph,
either in terms of its physical nature, as in Superimpositions, Luriki,
and Sots-Art, or careful curation, as in Red and Luriki. While there is
a small selection of hand-painted photographs like those in Sots-Art
or Luriki,they are more withdrawn: colors appear only asaccents. All
photographs in the series are black and white, with the majority of
color found around the photograph, in the margins, whether written
in pen, crayon, or colored pencil. Unlike the contemporaneous piece
in Figure 12, writing is separated from the photographic image
itself, overlapping only to accent writing already present on the
negative. Though subtle, the viewer’s eyes are often tricked, seeing
the hue of the pencil or crayon
transposed onto the black-and-
white photo itself.

In Figure 13, a photograph
captioned in part as “the last
half-exposed photo on the
roll, which was exposed” and
“a car standing at the gates
was  photographed  here/
there is something singular
found when compared to the
rest of the series. Only half of
the photograph is properly
exposed, showing the top half
of the gate and car, and yet as
it fades into the white of the
paper, the viewer is confronted Figure 12. Boris Mikhailov. Untitled (Green
by Mikhailov’s crude penci] Tank and Red Tank), from the series Sots-Art,
sketch of the would-be bumper, 1981. Pﬁotograph qndfelt-tip pen on paper.

. Collection Zimmerli Art Museum at Rutgers
wheel Well, and tire. From the University, Dodge Collection, object #D12980.
extended, hand-drawn black Photo by Peter Jacobs
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border, the viewer surmises that
this is a part of the photograph;
it extends beyond the properly
exposed into a white-spaced
vacuum. Within this constructed
space, Mikhailov transcribes
a conversation likely with the
policeman he refers to in the
concluding essay: “A roll of film,
e gl o’ exposed to light by a policeman
| - 0 nouean at an outdoor market because

|‘6’-_57‘;_ i peay I was taking photos there,
| @k s iy tells you that poor quality
i photography is more important
R e e to understanding life in this

country than a well-printed
photo is” With a necessary

“ie oo, oi22% - and deliberate incompleteness,

- pRLons BHLP iy pups Mikhailov blurs the boundaries

s sl A between the inner self and the

Figure 13. Boris Mikhailov. Untitled, from the eXteI‘nal, between the ObjeCtiVG
series Viscidity, 1982. Sepia toned photograph and subjective, between

with handwritten notes. Courtesy of PPP d . d .
Editions and the artist. Copyright (1982) by ocumentation an artistic

Boris Mikhailov form, reality and “unreality.”

While color abounds in much
of Mikhailov’s earlier work, in Viscidity, we find a collapsing of
multiple realities into one defined by monochrome and slight
accents. There is a movement towards the concrete, “the truthful
thing now,” which is no longer bright with ideological overtones
but is seen through small traces of color, highlighting the
material: metal on hats, cranes, stones, wires, guide rails. Here,
a more introspective take on the interplay of the painterly and
photographic emerges. However, the exploration of the in-between
and color has not entirely faded, as seen in the series’ final entry.
Unlike the brighter hues of Sots-Art and Luriki, this flooding of
color, while garish, is dark to the point of near illegibility (see Fig.
15). Oversaturated, this final piece removes the subject as such,
replacing it with a three-ruble note.
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Figure 14. Boris Mikhailov. Untitled, from the Figure 15. Boris Mikhailov. Untitled, from the
series Viscidity, 1982. Sepia toned photograph series Viscidity, 1982. Sepia toned photograph

with handwritten notes. Courtesy of PPP with handwritten notes, collage. Courtesy of
Editions and the artist. Copyright (1982) by PPP Editions and the artist. Copyright (1982)
Boris Mikhailov by Boris Mikhailov

Mikhailov’s gaze—at once loving and inviting yet alienating
and jarring—turns to the personal, one’s surroundings removed
from ideology-as-individual-making. It is Mikhailov as artist-
engineer-as-(self)-explorer, interrogating the Stalinist past and
splintered present, blurring the line between author and subject,
art and non-art, who reveals the complexity and nuances of both
the post-Stalinist period and Nonconformist photography itself. His
approach thus lays bare not only the varied origins of post-Stalinist
photography but also the liminal status of the splintered Soviet self.

Samuel Proffitt Driver 95



Conclusion

Writing almost 30 years after Borofsky, Daria Panaiotti, curator
of the Pushkin State Museum of Fine Arts, examines photography’s
contemporary status in Russia. She emphasizes how institutional
resistance continues to marginalize the medium, something
“aggravated by Russian museums’ general reluctance to engage
with the medium” (pp. 673-674). As Panaiotti observes, even now,
“photography is rarely included in permanent expositions and
‘encyclopedic’ museum collections” (p. 674). Compounding these
entrenched views is the prevalence of institutional resistance
extending far beyond national borders: The Royal Academy in
London did not mount its first photography exhibition until
1989, “150 years after Fox Talbot’s announcement of ‘photogenic
drawing,” while the Tate’s first major show only occurred in 2003
(Wells, 2015, p. 292). In this context, Panaiotti’s observation that
“Russian art historians with a background in curating and/or
traditional art history often look at photography with disdain, as if
there were nothing to say about it except for debunking its claims
to truth” (p. 674) is far from surprising.

Yet within certain spaces, such as the After (post-) Photography
Conference, there is hope '*. In these communities, there exists a
clear rejection of a single static photography, instead advocating for
“many photographies and photographic cultures” and embracing a
“nomadicview of photography’sidentity through history” (Panaiotti,
2022, p. 674). However, this approach remains far from the norm:
“Scholarship... is still relatively limited, in both its scope and
approach,” with recent surveys offering “mainly linear successions
of authors, with occasional paragraphs on social history and almost
no attempt at conceptualization,” often resorting to binaries of
“truth/lie, official/counterculture, oppression/resistance, person/
state” (Panaiotti, 2022, p. 674). While this trend persists, recent
years have seen important breaks from this pattern, exemplified
by works founded on the reconsideration of the history of soviet
photography, such as Oksana Sarkisova and Olga Schevchenko’s In
Visible Presence: Soviet Afterlives in Family Photos, Denis Skopin’s

* The author has participated in this conference and can attest to the incredible array
of boundary-pushing work presented by participants.
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Photography and Political Repressions in Stalin’s Russia: Defacing
the Enemy, and Margarita Matulyté’s Creating Altreality: The
Sovietization of Lithuanian Photography.

As these recent works demonstrate, embracing more nuanced
frameworks and moving beyond entrenched binaries is essential
for the field’s development and continued evolution. With
such an approach in mind, this article thus reconsidered three
foundational problematics in the discourse surrounding post-Soviet
photography: the simplification of the state of photography after
Stalin, the confusion surrounding photography’s status as art, and
the bracketing of the Stalinist period. Moreover, through the case
study of Boris Mikhailov’s work, we see how such reconsideration
affords new avenues through which to approach post-Stalinist
photographic practice and the broader, complex realities of late-
Soviet visual culture.
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CraTbs nocBslleHa aHaniu3y ¢poToasbboMa «OfUH feHb U3 xu3HU CoBeT-
ckoro Coro3a», CHATOrO B »kaHpe $OTO-TpaBesiora u uzjaHHoro B 1987 roay.
[TockosibKy a/1b60M BBIXOJUT B IledyaThb Ha 3aKaTe X0JIOAHON BOWHBI, aHAIU3
NpeACTaBJeHHbIX B HEM GOTOU300paXKEHUUN MPosiBJsieT GUHATbHbIE BUTKHU
M/J1e0JIOTMYECKOT0 IPOTUBOCTOSIHUSA U IeMOHCTPUPYET, KaKue cTpaTeruy npo-
M3BO/ICTBA «KMHAKOBOCTU» (M B KAKOM CTENE€HU) 0CTaBaIMCh CIIOCOOOM «OYYK-
JleHUsI» BpaxkJeOGHOW JeprkaBbl. MeTO/0/10TMYeCKUM OCHOBAaHHUEM CTaThbU
CTaHOBUTCA 3MUCTEMOJIOTUYECKHUU MOAXOJ, MO3BOJAKLIMN paccMaTpUBAaTh

! YiccnemoBanue BRITIOMHEHO 3a cueT rpanTta Poccuiickoro Hayaroro ¢omma Ne 22-18-00305,
https://rscf.ru/project/22-18-00305/: «O6pa3bl Bpara B MaccoBOi KyJabType XOJIIOAHOW BO¥i-
HBI: COACPKAHKUE, COBPEMCHHAs PELCIIIHS U UCIIOIb30BAHNE B CHMBOJIIMYCCKOMN MOJIUTHKE
Poccun u CIILIA».
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doTtorpaduro Kak cnocob npousBoACcTBa 3HaHUSA. OZJHOHN U3 COCTABJIAIOLINX 3TOr0
3HAHMS 0 KIYKOM» CTpaHe, BCe elle COXpaHsAolleld KOHHOTALUHU «BPaXKAe6HOCTH,
SIBJISIIOTCS IPOCTPAHCTBEHHbIE MeTadOPhl, KOTOPLIMU onepupyeT poTorpadpuye-
CKUH JUCKYPC: TPUOIIKEHHE 1a/IEKOT0, 0GHapYyKeHHe TOYeK COTPUKOCHOBEHMS,
duKcalys J1anu, HeBO3MOXKHOU 151 mpeoioeHus. Potorpaduu B 3TOM aibboMe
He TOJIbKO penpe3eHTUPYIOT N103/lHECOBETCKYIO 1eCTBUTEIbHOCTD, YBULEHHYIO
IVIa3aMH 9y>KaKOB-MyTELIECTBEHHUKOB, HO U1 GUKCUPYIOT KOHKPETHbIE TPAKTUKH
MPOX3BOACTBA MPOCTPAHCTBA. ITO MPOCTPAHCTBO OTMEYEHO NMPOTHUBOPEUHIMH,
Y TaKUM 06pa3oM CUTyal s 0NaZilaHus 371eMeHTOB I0BCEJHEBHOCTH B 0O BEKTUB
dboTokaMep 060payMBaeTCsa NPAKTUKON IPOU3BOACTBA UM PACKPBITHA IPOTHUBO-
peunii. AHa/IM3 KOHKPETHbIX U306pa>keHUH BbISABJISET 3T NPOTUBOPEYUS U CIIO-
COOBI HX CYIL[eCTBOBAHMS Ha CTPaHMLAX aJIbOOMa.

Karwuesslie caosa: potorpadus, XosoHast BOWHA, IPOU3BOJCTBO NPOCTPaH-
CTBa, anucreMoJiorus ¢potorpadpuu.
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The article is devoted to the analysis of the photo album “A Day in the Life of
the Soviet Union”, shot in the genre of photo travelogue and published in 1987.
As the album appears in print at the end of the Cold War, an analysis of the
photographic images it contains reveals the final stages of the ideological con-
frontation and demonstrates the extent to which strategies for the production
of “otherness” remained a way of alienating a hostile power. The methodologi-
cal basis of the article is an epistemological approach that allows us to consider
photography as a way of producing knowledge. One of the components of this

2 This work was supported by the Russian Science Foundation under Grant

Ne 22-18-00305, https://rscfru/en/project/22-18-00305/, “The images of enemy in

Cold War popular culture: their content, contemporary reception and usage in Russian
and U.S. symbolic politics”
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knowledge about a “foreign” country, which still retains the connotations of
“hostility,” is the spatial metaphors with which photographic discourse oper-
ates: the approach to the distant, the discovery of contact points, the fixation of
a distance that is impossible to overcome. The photographs in this album not
only represent late Soviet reality as seen through the eyes of outside travelers,
but also record specific practices of space production. This space is marked by
contradictions, and so the acts of fixing everyday reality in the camera lens turn
into practices of producing contradictions. Analysis of specific images reveals
these contradictions and the ways they exist on the pages of the album.

Key words: photography, cold war, production of space, epistemology of pho-
tography.

doTorpadus Kak 4acTh INMUCTEMBI

Wpes TpaBesiora - B yito60i ero ¢opme, 6yab TO YCTHBIA pac-
CKa3, ra3eTHbIU penopTax, PUIbM WU POTOCEpPUs], — IPeJCTaBJIsA-
eT 060, KaXKeTCsl, IPSAMYI0 UMILJIEMEHTAI[MI0 IPUMUPEHUS MEXAY
JlaJIbI0 ¥ O6JIM30CThI0, HEJLOCTYITHOCTBIO HAXO/SAIIErocs Ha paccTo-
SIHUW U JJOCTUKMMOCTBIO 3TOT0 Yepe3 paccKa3 MJIU MOKa3blBaHUE.
Ha npoTsskeHUM XOJIOJHOM BOMHBI aMepuKaHCKUe ¢oTorpadbl
HeoJlHOKpaTHO oTnpasJsanck B CCCP. PesynbraToM 3THX Moe3a0kK
cTaHOBUJIUCh doTocepuu, usaaBaBiivecss notom B CIIA. Tloxa-
JIy¥, IEpBbIM TaKHUM IpelLeeHTOM MOXHO Ha3BaTb 3HAMEHHUTBIN
«Pycckuii fHeBHUK», HanKMcaHHbIX /[lxkoHOM CTEHHOEKOM U COMpPO-
BOXK/laeMbld CHHUMKaMu Po6epta Karmbl, XOTb OH M He sBJsIETCS
doToTp3aBesioroM B CTpPOroM cMeicie ciaoBa. Uspanubiii B CILIA
B 1956 roay anb6oM «MOCKBWUYH» CTa/l Pe3yJbTAaTOM IOE3JKH
B CCCP ¢pannysckoro macrepa Aupu-Kaptbe bpeccona. B 1969
rojly 6u11 U3aaH anbbom «B Poccuu» ¢ Tekctamu Aptypa Muiiepa
u pororpadusMU ero Cynpyri, 4jieHa areHtcrsa «Marnym» UHre
Mopart. B xxypnasie National Geographic Beixoau/u cTaThy, MOCBSI-
meHHble CoBeTckoMy Cor03y, HO HauboJiee MOJHO CTpaTerusi 3TOro
»KypHasia Oblia oTpakeHus B anbboMe «lIlyTemectBue no Poccum»
(1977) c pabotamu /luna Konrepa, yactoro roctsa CCCP. Hakoner,
B 1987 roay 6b1a1 oCylecTBJIeH MacIITaOHbIA MPOEKT, UHUIIUUPO-
BaHHbIM PukoM CmosiaHoM u J|aBujoM KosaHoM: nsaTbaecaT ¢poTo-
rpadoB U3 3anaiHbIX CTPaH, npeuMyiectBeHHo u3 CIIA, npoBesu
B CCCP oguH doToaeHb. Ux paboThl BOULIU B aibboM «OJIMH JleHb
u3 *ku3Hu CoBeTckoro Coro3a» (Smolan & Cohen, 1987).
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HecMmoTpsi Ha TO, 4TO BbIllleNepeyucJeHHble aBTOPbl CTaBH-
JIU niepej; coO60U pa3Hble 1eJid, BCe OHU TaK WJIM MHAye yKa3blBa-
JIU Ha IOTPEOHOCTh Y3HATh, a YTO K€ TaM, 3a OKeaHOM, Ha CaMOM
nese. Bot kak onucbiBaeT CTelHOeK 3apoxJeHue 3aMbicaa «Pyc-
CKOTO HEBHUKa» (Jies10 661710 B MapTe 1947 roza, korjga CTeiiHOeK
v Kana cuziesiu B 6ape HbIO-HOPKCKOTO OTeJIsl):

B raserax kaxkJpli eHb 06CyAaach Poccus: o yuem aymaet Cra-
JsiuH? KakoBbl my1aHbl pycckoro ['eHepasibHOTO 1Ta6a? Jucnosunus
BOWCK, 3KCIEPHMEHTbl C aTOMHbIM OPY:KMEM M yIpaBJisieMbIMU
paketamu. Y Bce 3To nucanu Jiroau, kotopele B CCCP He 6bpiBanu
Y YbU UCTOYHUKU HHPOpMaLUK 6bLIM Hebe3ynpeuHbl. U TYT 10 Hac
JIOILLJIO, YTO O HEKOTOPbIX CTOPOHAX POCCHHMCKOM >KU3HU BOOGIIE
HUKTO He IHCaJ, a 3TO KakK pa3 To, YTO UHTepecyeT Hac GoJiblile
Bcero. Kak Ttam stogu ozneBatotcsa? YeM yKMHAOT? YCTpauBaT JIU
BeuepHHKU? Kakas TaM BooO11e e/1a? Kak OHU JIIOGAT M KaK yMHUpa-
10T? O yeM roBopAT? UTO OHM TaHLYIOT, 0 YeM IOKOT, HA YEM UTPAIOT?
XopsaT v ux JieTH B mkoy? (Steinbeck, 2017, pp. 34-35)

B npeaucnoBuu k anbbomy «IlyTeniectBre no Poccun» npe3anjieHT
HaunoHanbHoro reorpagpuyeckoro obmecrBa ['mnbept M. pocse-
HOp, OTMeyvasi peryJisipHoe yTeHue HoBocTed o CoBeTckoM Corose
B IIpecce, yKa3blBaeT HA ABHbIKM HEJOCTAaTOK 3HAHUM O 3a0KEaHCKOH
JlepkaBe:

PasBe HeT B TaKOM cCjy4ae HYXKJbl B KHHUTe, OTJIMYAKOIEHUCs
Y JIOTIOJIHSIIOLLEN psi/ibl TOMOB O COBETCKOM MPAaBUTEbCTBE U 3KOHO-
muke? B kHure, koTopast oKycrpoBasiach 6bl, IOCPEACTBOM PeENOp-
TaXel K3 MepBbIX PYK, 60raTo WIKOCTPUPOBAHHBIX LIBETHBIMHU
doTorpadusiMy, Ha JIIOAAX U UX HAC/TeUH; B KOTOPOM He ObLIO Obl
aKlleHTa Ha OO0JIbIIMX Tropojiax, HO, HAMPOTHUB, ObLI ObI 00630p 15
COBETCKUX PeCNyOJ/IMK — BO BCEM UX 60raTOM 3THUYECKOM, UCTOpUYe-
CKOM U reorpaduyeckoM mHoroo6pasuun? (McDowell, 1977, pp. 2-3)

BapTt Mak/layaJij1, aBTOp TeKCTa TPIBeJIora, NpU3HAETCs:

Hara nesb - aTh HEKOTOPOE Mpe/ICTaBJIEHHE O JIIOASAX, KOTOpble
XXUBYT U paboTatoT B CoBeTckoM Coro3e, 06 UX UCTOPUHU U 06ObIYa-
g%, 06 aTMocdepe UX TOPOJACKUX YJIUI] U CEJbCKUX JIaHAADTOB,
0 KJIUMaTe UX PAa3HOOOPA3HBIX PETMOHOB — MEPCOHATU3UPOBAH-
Hasd reorpadus. He mosmTHKa, He AUIJIOMaTHs], He MOJIEMHKA.
He nenbHas npasga. (McDowell, 1977, p. 18)
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HakoHen, B npeaucioBuu K anbbomy «OJUH JIeHb W3 KU3HU
CoBeTckoro Corw3a» M3BECTHBIM aMePUKaHCKUHU XypHaJIUCT ['ap-
pucon Cosicbepu, MHOrO JeT npopab6oraBmiuid B CCCP, numer:
«“OpuH neHb u3 xu3HU CoBeTckoro Coro3a” mpejcTaBjseT HaM
Poccuio 6e3 pa3priBoB, Poccrio 6e3 mokpoBa LieH3yphbl — HY, WX
no4yTH 6e3 TakoBoro» (Smolan & Cohen, 1987, p. 54).

JTa CTaBKa Ha pacKpbITHE Yero-To Jocejie HEeBUJAHHOIO
Y HENO03HAaHHOTO, CTaBKa Ha «Ha CaMOM /Jiesie» KaXKeTCs CaMbIM
VHTEpeCHbIM MOMEHTOM B UHTeHLUAX nyTelecTByux B CCCP.
«Ha camomMm pene» mpeanoJsiaraeT, 4TO y»Ke eCTb KaKoe-TO Mpej-
CTaBJIeHWE O APYroMl CTpaHe U eCTb COMHEHHE, YTO 3TO Mpej-
CTaBJIEHUE COOTBETCTBYET JAeWCTBUTEJbHOCTH. MaHu]ecTauus
00'bEKTHBHOCTH, KOTOPOW NPOHU3aHbI TEKCThI, CONPOBOXK/IA0IUE
$oT0a1b60MBI, OKa3bIBAaeTCH ABOWMHOW UTPOU: C OJJHOM CTOPOHBI,
3TO MOMNbBITKA yTBEPAUTDb OECNPUCTPACTHBIN B3IV, COMOCTABIISA-
IOLUHA COOCTBEHHbIE BIEYaTJeHUs C HUAE0JIOTUYECKUMH MaKCHU-
MaMH, pacnpoCTPaHAILIMMUCA JOMa; C IPyrOr CTOPOHBI, €/1Ba JIX
3TOT B3IVISIJ, MOXKET ObITh JIeICTBUTEIbHO CBOOO/IEH OT U/IE0JIOTUHN
— XOT$1 6bI IOTOMY, YTO UMEHHO €€ CyleCTBOBaHMEM OH CIIPOBOLIU-
poBaH. 3/iechb, B 3TUX 3aPUKCHPOBAHHbIX B TEKCTAaX CTPEMJIEHUSIX,
KaK pa3 U BO3HUKAeT HalpsKeHHe Mex/y O0JIN30CThI0 U JJajIblo:
CCCP pnis amepukaHIeB QYHKIIMOHUPYET Kak JaJiekas (B mps-
MOM, reorpaiueckoM CMbICJIE CJI0BA) AeprKaBa, MaJo AOCTYNHas
B peaJibHOCTH, HO BMeCTe C TeM NPHUOJM3UBIIASACS K HUM, K UX
COOCTBEHHOMY JlOMalllHEMY MPOCTPAHCTBY B TeJsieBHU30pax, CMUY,
dunbMax; fepkaBa, CTaBlIasi HEOTbEMJIEMOUN YacTbl0 aMepHKaH-
CKOM HU/€0JIOTUHU — U B LIeJIOM YCJIOBHUEM, OJHOU U3 TOYEK OTCYETa
JUISI pa3BUTHS CTpaHbl. B yc10BuUSX X0/104HOU BOMHBI MeTadopa
OJIM30CTU U Jla/Id pa3BOPaYMBaAETCA HE TOJIbBKO B IPOCTPAHCTBEH-
HbIX XapaKTePUCTHUKAX, HO U B iMaNla30He Pa3/IMiUsl MeXy «CBO-
UM» U «4y>KUM». Heob6XogUMOCTbh BU3yaJIbHOU penpe3eHTalUU
JIpyrou — a B JUCKYPCe XOJI0AHOW BOMHBI aBTOMAaTUYECKU «UyKOU»
U «BpakJeOHOW» — JlepKaBbl B paMKax Npe/3ajlaHHOTO U/e0J10-
rayecKoro ¢pperiMa npoobJieMaTU3UPYET KaK CoJiepkaHre n306pa-
»KeHUS, TaK U yCJIOBUS €ro MpPOW3BOJICTBA. TaKMMHU YCJOBHUSIMH,
B YaCTHOCTH, SIBJISIIOTCS IPEX /e BCETO peasibHble 06CTOSATENbCTBA
CO3JlaHUsl U300paKeHUs: CONMPOBOXK/AEHUE aMEPUKAHCKUX $OTo-
rpadoB B ux noesgkax no CCCP mpeacraButenssmu BOKC, AITH
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U Apyrux opranusanui (McDowell, 1977, p. 18; Zhdanova, 2016),
3alpeT Ha CbeMKY KOHKpPeTHbIX 00bekTOB (Steinbeck, 2017, p.
246), peBU3US COBETCKMMHU LieH30paMHd MaTepuasa, OTCHSTOIO
amepukaHuamu (McDowell, 1977, p. 18; Steinbeck, 2017, p. 313),
BO3MO>KHasl peTylllb U BMELIATeJbCTBO peaKkTopa B paboTy ¢oTo-
rpada Ha 3Tane nybaukanuu cHUMKOB B CIIIA. Kpome Toro, ecTb
Y YCJIOBUSI, KOTOPbIe MOXKHO 0603HAYUTh KaK JIUCKYpPCHUBHbIE. Tak,
CTpaTeruu penpe3eHTAlldU APYToH Jep>KaBbl KaK «4yKou» (pop-
MUPYIOTCS UM peasM3yloTcs B paMKax pa3/iesisseMoro Kak ¢poTo-
rpadaMu, TaKk U 3pUTENISIMH, U KDUTUKAMHU, U NIPEeICTABUTENSIMU
3aMHTEPECOBAHHBIX UHCTUTYLUW NpeACTaBJeHUsI 0 MECTe, POJIU
M noTeHiuase ¢oTtorpadpuyd B CUCTEME BHU3yaJIbHbIX JIaHHBIX.
EnBa sin 3TO mnpeAcTaB/ieHHE OCTaeTCsl HEeM3MEeHHbIM Ha Mpo-
TS>KEHUM HECKOJIbKUX JeCATUJIeTUU XO0JIOAHOM BOWHBI. Hampo-
THUB, CTaTyC GpoTorpaduu MeHSIeTCsl, U 3TU U3MEeHEeHUs HaXOJAT
OTpakeHHWEe B TOM, KaKHWe H300paKeHUsl CTAHOBSATCH BH3YaJib-
HbIM pPYyINOPOM XOJIOAHO-BOEHHOTO AucKypca. [lockosibKy ¢oTo-
rpadus B cepe/iiHe BeKa BCe ellle IPOYHO OCHOBbIBAETCS HA H/Jle€
$aKTUYHOCTH, OHA OKa3bIBAETCS OJJHOBPEMEHHO WHCTPYMEHTOM
M COCTaBJIsAOIIEN cHUcTeMbl 3HaHUSA. CUCTeMa 3HAHUS BTOPOU
nos0BUHbI XX BeKa (HECMOTpPS Ha HapacCTalLUN KPU3UC JOKY-
MeHTa) BIJIOTh A0 1990-X roZjoB B 3HAYUTEJbHOM CTENEHU OIU-
paeTca Ha Budyanusanuio; ¢ 1920-x u go 1990-x «yBUAeTb» Bce
ellje 03Ha4YaeT «I0-HACTosAIEeMY Y3HaTb». DoToKkaMepa CTAaHOBUT-
csl UJleaJibHbIM UHCTPYMEHTOM BH/IeHUS, ropas/io 6oJiee cnocob-
HbIM, YeM 4yesioBeK. OHa MOXeT YBUAETH (TO eCTh y3HATh) TO, YTO
6e3 Hee YeJIoBeYeCKOMY IJia3y (a 3HAYUT, ¥ YeJ0Be4YeCKOU cnocob-
HOCTH MO3HAaHUs) HEJIOCTYNHO. BBO/Is CBOe 3HAMEHUTOE NOHSATUE
«MalUUHBI BUAeHUs», [losb BUpuibo nuier:

JlesiHYe BU/IEHUS OKA3bIBAETCH JlesTHUEM [0 IEWCTBUS; 3TO CBOETO
poza npejJielcTBYE, CYTh KOTOPOTO OTYACTH 00'bscHsAeTcs Cep-
JIOM B €ro HeJJaBHUX paboTax 06 «MHTEeHIMOHa/JIbHOCTU». Eciu
BHU/IeTh O3HAa4YaeT NpeBU/IEThb, TOT/IA MOHSATHO, IOYEMY C HEKO-
TOPBIX TOP BO3HUKJIA IeJ1asi UHAYCTPHS NpeJIBUJIEHUS, B paMKaX
KOTOPOW aKTHUBHO PAa3BUBAIOTCA OTpPAC]d MpodeccHoHaTbHOU
CUMYJSIIIMM U OPTraHU30BAHHOTO NpeAyIpexJeHUs: MOSABJIs-
IOTCSl «MalllMHbl BUJI€HUsI», MPU3BaHHble BUETh, NMPEABUETh
BMECTO HAcC, MalllMHbl CHHTETUYECKOI'0 BOCIIPUSATHS, CIOCOOHbIE
3aMEHUTb HAC B HEKOTOPBIX 06JIACTAX, B CBEPXCKOPOCTHBIX OTle-
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panusx, AJs KOTOPBbIX HAIIUX COGCTBEHHBIX 3PUTEJbHBIX CIO-
COGHOCTEH HEeJIOCTAaTOYHO, — MPUYEM He U3-32 OTPAHUYEHHOCTH,
He M3-32 MaJIOU IJ1yOUHbI Hallel 3pUTENbHON CUCTEMBI, KaK 3TO
OBbLJIO B C/Iy4ae C TeJeCKONOM M MUKPOCKOIIOM, HO M3-3a MaJiod
BpeMEHHOUN TIJyOWHbI Halled (PU3U0JOTUYeCKON 3KCHO3UIUU.
(Virilio, 2004, p. 110)

OcHoBaHHOe HA BU3yaJibHOM (paKTe 3HaHWEe MI'HOBEHHO CTAHO-
BUTCSI CTpaTeru4eckruM OpyJUeM, OMOCpeAyeTcs MOJUTUYEeCKUM
JIUCKYpPCOM — MPU 3TOM COXPaHSsl COOCTBEHHYH H3HA4YaJIbHYIO
KOHHOTAIUI0 CYO'b€KTUBHOCTH. ITO Mapafokc ¢oTorpaduu: 6yay-
YUl 4YyTh JIM HE CAMbIM HAaCTOWYUBBIM NpPETEHAEHTOM Ha 00'bEK-
THUBHOCTb M3 BCEX TEXHUYECKHUX CPEJICTB pelpe3eHTal i, UMEHHO
OHa OKa3bIBAETCS U CAMBbIM XPyIKUM, B HAU0O0JIbllIeN CTeNeHHU MO/ -
BEpP>KEHHbIM OECKOHEYHbIM MaHUMYJALMAM, CAMbIM MAaCCUBHBIM
Y JINIIEHHbIM areHTHOCTU TUIIOM 0Opasa.

Tak, aHasM3upys1 OTHOUIEHUS MexJy GAaKTOM U CTpaTerusiMu
ero BU3yaJIbHOM pelnpe3eHTalMu B KOHTEKCTE X0JI0JHOM BOMHBI,
Jxomya lIsaHHOH oTMeyYaerT:

Bo BpeMsi X0/I0OfHOW BOMWHBI CTpaHbl 3amaja obJyajanu GoJee
WM MeHee O6OLIMM HAabGOpOM HeSBHBbIX KPUTEPHUEB, ONpeJesisiB-
IIUX CTeleHb JOCTOBEPHOCTH U aBTOPUTETHOCTH — 3TU KpUTe-
pUU Bce 60JIbllle TATOTEAN K TOMY, YTO MOXKHO ObLJIO HabJI0aTh,
1u3MepsATh U $poTorpadpUuecku JOKyMEeHTHUPOBaThb. XOTs 1 0ObIY-
HO paccMaTpUBal0 3TO COCTOSIHUE KaK KyJbTYpy $akToOB, s UHO-
rja obpaiarwch 60Jiee TOYHO K «3MHUCTEMOJIOTUH 3aMHUChIBAKIIEN
MallKHbI» — CJIOBOCOYETAHHIO, NpeJHa3HaYUeHHOMY JJs1 0603Ha-
YeHUsl He TOJIbKO KOJIJIEKTUBHBIX GaHTa3ul 0 KaMepe, HO TaKxkKe
Y LIMPOKOTO CIeKTpa CBA3aHHBIX C HEW TEXHOJIOTUU U PEXHUMOB
JUIT CMOTpPEHHUs, KOHCTPYHMpPOBaHHUS MpeAcTaBJeHUNR U uJel
o mupe. (Shannon, 2017, pp. 20-21)

HTak, peub uJeT 06 3NUCTEMOJIOTUYECKOM cTaTyce poTorpa-
buu: y3/e KOHLENTOB, ONpeesoLUX CIOCOObI UCIOIb30BaAHUS
¥ noTeHUuu GpoTorpaduu Kak MeJiua B caMbIX Pa3HbIX 06J1aCTAX
OT UCKYCCTBA J10 HAYKH, OT KPUMUHAJIMUCTUKH [0 pa3BeJKu. Ues
NOTAaeHHOTO B3IVISZIA, KOTOPBIA CINOCOGEH BBIIBUTb CKPbIThIE
bakThl, ces1aTh TallHOe IBHBIM, BCKPBITh CIPSTaHHOEe (HeBaX-
HO, KTO UMEHHO NpPsSYeT — CBOW UJIU Yy>KUE), CTAHOBUTCS YaCThIO
3TOU 3MUCTEMBI.
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Y4uThIBas nepeceyeHusl 3TUX KOHLLENTOB, Mbl MOXeEM IOCTa-
BUTb BOIPOC O TOM, KakuM o6pas3oM ¢oTorpadus gaeT Haw,
3pUTESAM, BO3MOKHOCTb 3HAMb APYTYIO JIEPXKABY KaK «UyKYO»,
IpU 3TOM HAXOAsICh B/AJU OT Hee U, BO3MOXXHO, HUKOT/Ia K Hel
He NMpUOJINXKaAACh B peaJlbHOM NPOCTPAaHCTBEHHOM OTHOLIEHUH.
®oTorpaduu neprvoa XoJa0JHOM BOMHBI HE MPOCTO PUKCUPYIOT
WJIM BOCIPOU3BOJAAT 00pa3bl CUMBOJUYECKOW MOJUTUKH, OHU
pasMelalT JiBe JepaBbl B NPOCTPAHCTBE NMPOTHUBOCTOSIHUS,
IOCTOSHHO 3amycKasi Urpy 06JIM30CTU U AaJsid. [J1aBHOU CcTaBKOU
B 3TOM UTrpe OKa3blBaeTCA 6eCIPUCTPACTHOCTD. [locTossHHO npo-
roBapuBaemasl B KauecTBe LieJid (M JlaXKe [leHHOCTH!) B TeKCTaX,
COMPOBOX/JAKLUX aJbOOMBI-TP3BEJIOTH, 3TA XapaKTepUCTHUKA
GYHKLMOHUPYET KaK CBoeobpa3Has pa3MeHHasi MOHeTa, KoTopast
03BOJIIeT 0O0MTU OYeBU/IHbIE U/ €0J0TUYECKHE COZlepKAHUA —
Y BMECTe C TEM COXPAHUTD UX, CIPATAB 3a APYTUMHU 3J1eMeHTaMH1
(6yab TOo rymMaHu3M B caydae «Pycckoro gfHeBHUKa», 00'beKTUB-
HOCTb HCCJel0BaHUs B ciaydae «/[Hs B Poccuu» MJIM OTKPBITOCTD
B ciay4yae «OaHoro aHsa y3 *ku3Hu CoBeTckoro Coto3a»). Tak Tpa-
Besiorn 06 CCCP oka3sbiBaloTcs CTpaHHbIMM QeHOMEHaMH: CHS-
Tble B JIOTUKE pemnopTaxkHou ¢oTorpaduu, Bce TPU U3/ aHUA,
HeCMOTPS Ha CBOU pa3JIM4Ks, Ha JleJie 0Ka3blBAalOTCA Cpe,CTBAMHU
NPOU3BOJICTBA MPOCTPAHCTBA «UYXJA0CTU». HacTosasa craTbs
NOCBsL€HA aHa/Ju3y IMOocJeAHero ajbboma-TpaBesora «OauH
feHb u3 xu3Hu CoBetckoro Coro3a». Ha mpumepe atoro usja-
HUS S IONpPOOYI0 MOKa3aTh, KAKUM 06pa3oM poTorpadpuyeckue
M300pakeHUs1 He MPOCTO QUKCHUPYIOT COBETCKYH MOBCEJHEB-
HOCTb W MapKUpYKT MNPOJOJKEHHE pPaboTbl CUMBOJUYECKOU
NOJIMTUKY B YCJIOBHUSAX IOCTENEHHO 3aTyXawlerl X0J04HOU BOU-
Hbl, HO U NPOJOJKAalT paboTaTh Ha NPOU3BOACTBO NMPOCTPAH-
ctBa CCCP kak nmpocTpaHCTBa 4y»KJ0T0 — Ha 3TOT pa3 BCKPbIBas
NPOTUBOpPEYHUS B UJIE0JIOTUYECKON CUCTEME, paHblle CKPBITHIE,
a Tenepb B pe3yJibTaTe NOJUTUKU TJIACHOCTH CTaBUIWE JOCTYI-
HbIMU B3IJIAy KaMephbl.

MeTtoaosiorusa: ¢pororpadpuyecKkue NPAKTUKU B Mmpouecce
NMPOU3BOACTBA MPOCTPAHCTBA

UccnenoBaTesid 0TMeUYaloT, YTO MPOCTPAHCTBeHHble MeTado-
pbl — OIMH U3 YaCThIX MOTHUBOB JMUCKYypCa XOJ0JHOU BOMHbDI:
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PaccMoTpuM, HanpuMep, YCJIOBHBIN TEPMUH «KeJle3HbIM 3aHaBeC»
uy onucaHue JlaTUHCKOM AMepUKU Kak «3aZHero gBopa» Coenu-
HeHHBbIX llITaToB. Takol A3bIK COOTBETCTBYET HJI€0JIOTUYECKOMY
KOHQJIUKTY, chopMHUpPOBaBLIEMY XOJIOAHYIO BOMHY, U OJJOMAllIHU-
BaeT ero. B pamMkax XoJi0JHOH BOWHBI HEKOTOpPbIE CTEHBI BO3BO-
Juanich GU3NYEeCcKH, a Apyrue — noJpadyMeBajucb pPUTOPUUECKHU
B N1apa/loKCaIbHOM MONBITKE OCYIeCTBUTD ITOJUTHUKY «CAEeP>KHBa-
HUSI» U «9KCIAHCUOHU3Ma» ogHoBpeMeHHoO. (Diack, 2015, p.184)

MeTtadopa TeHH, pasBepHyTasd B paboTe «/lBolCTBeHHas
o6pasHocTb» J. MopTeHcoHa (Mortenson, 2016), Toxxe Hepeako
BOIJIOIAETCS B MPOCTPAHCTBEHHbBIX KAaTETOPUsX: HAMPUMeEP, KaK
pacnoJizarouiascs N0 BceMy MUPY ThMa, MapKUpPYyOIlas HapacTa-
I011y10 yrpo3y koMmMyHusMa (Riabov et al., 2023). [lokasaTesbHO,
YTO, YKa3blBasi Ha HEOOXOAMMOCTb PEUHTEPIpPETALUN U YTOYHE-
HUSI IPOCTPAHCTBEHHBIX MeTadop, aBTOPhI CTATENW HEPEJKO CChI-
JnatoTcsd Ha Te3uckl AHpu JlepeBpa (cMm., Hanpumep, Diack, 2015;
Pike, 2010). Ero «koHLenTyasbHas Tpuaja», ONMCbIBaBIlIas MpoO-
CTPAHCTBO KaK JMHAMHUYeCcKoe sSIBJieHHe, KOTOpOoe MOCTOSIHHO BOC-
IPOU3BOJMTCS Yepe3 OCMbICJEHUE U BOCIIPUATHE €T0 YEJIOBEKOM,
M03BOJIIET MPOSIBUTh CJIOKHblEe B3aHWMOCBSI3U, BO3HHUKAIOLIWE
MeX/y COLUMaJIbHbIMUA MPAaKTHUKAMM, peaJbHOU KOHUrypanuen
NpPOCTPaHCTBA (HaNpUMep, TOPOACKOU MJIaHUPOBKOU U 0OJIMKOM
TOPOJICKUX YJIUI[) U CUCTEMON 06pa30B, B KOTOPOH 3TO MPOCTPAH-
CTBO BOCIIPOU3BOAUTCS (JIUTEPATYPHbIE, ’)KUBONUCHbIE, KHHEMATO-
rpadpuyeckue U Apyrue npousBesieHus). Tak, MpocTpaHCTBEHHAs
NpaKTHUKA «TECHO CBA3bIBAaeT B BOCIPHHUMAEMOM MPOCTPAHCTBE
MOBCEJJHEBHYIO pPea/ibHOCThb (BpeMsIIPENnpoOBOXK/eHUE) U peasib-
HOCTb TOPOACKYH (MapuipyTbl U CeTH, COeJUHSIOINE MecTa
pab6oThl, “dacTHOW” ku3HU U pocyra)» (Lefebvre, 2015, p. 52).
«Penpe3eHTalnMy NpOCTPAHCTBa» — 3TO «IIPOCTPAHCTBO 3ayMaH-
HO€, IPOCTPAHCTBO y4Y€eHbIX, IJIAHUPOBIIUKOB, YpOAHUCTOB, “Kpo-
AUX W “OpraHU3yIOIIMX TeXHOKPATOB, HEKOTOPBIX Xy/10’KHUKOB,
OJIM3KUX K HAYYHBbIM KPyraM U OTOXK/ECTBJISAIOLUX TEpEKUBAHUE
U BocrnpusaTue c 3ambicioMm» (Lefebvre, 2015, p. 52). HakoHner,
«MPOCTPAHCTBA penpe3eHTalUU» — 3TO IPOCTPAHCTBO,

..IIEpeXXrBaeMoe yepe3 COMyTCTBYIL[HEe eMy 06pa3bl U CHMBOJIBI,
WHBIMU CJ0BaMH, IPOCTPAHCTBO <KUTEJIEW», «I0JIb30BaTEJNEN»,
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a TaKXe OTJieJIbHbIX XYA0XKHUKOB U, ObITh MOXKET, TeX, KTO OMNU-
CbIBaeT, MoJiaras, 4YTo TOJIbKO ONMChIBaeT, — nucaTesel, ¢puaoco-
¢$0oB. ITO NPOCTPAHCTBO NMOJYUHEHHOE, TO €CTh [IpeTepIeBaeMoe,
IPOCTPAHCTBO, KOTOPOE NbITAeTCS U3MEHUTDh U MPUCBOUTH cebe
BoobpaxkeHUe. OHO MOKPbIBaeT 060U Gpu3nUecKoe NPOCTPAHCTBRO,
HCIOJIb3ysl ero 0O0'beKThI B KayecTBe cuMBoJioB. (Lefebvre, 2015,

p.52)

doTorpaduM aMepUKaHCKHUX aBTOPOB, ONYyOJUKOBAHHbIE
B aJbbOMax-TpaIBeJsioraX, Kak pa3 MO03BOJIKT YBUJAETb IMpPO-
ctpadHcTBO CCCP B aTHX Tpex acnekTax cpa3y. Ha nepBbiii B354
MO’KeT IoKa3aThcs, 4yTo ¢poTorpadusi Kak MUMeTHUYeCKas NpakK-
THKa B 0O0JIblllell Mepe OTHOCUTCS K TPeTbeMY 3JIEMEHTY TPU-
anbl JlepeBpa, K «IpocTpaHCTBaM penpe3eHTanuu». OJHaAKO,
y4uTbiBas crnenuduyeckuil cratyc ¢ororpaduu Kak HUHCTPY-
MeHTa JOKYMeHTal U1 U IINUOHAXKa, KaK 3JIeMeHTa, CHOCOOHOT0
BCKPbITh HEBUJUMOE, NIPECTABASIETCS BO3MOXXHbIM TOBOPUTH
O TOM, 4YTO 3alevyaTJeHHbId MOMEHT B3aUMOJAENUCTBUS XKUTeJd
CCCP c KOHKpeTHbIMU 00'b€KTaMH COIMAJHUCTUYECKOTO0 MUpa —
naMsaTHUKaMU JIeHWHY, MaCCUBHBIMU 3JaHUSMU CTAJHUHCKOTO
aMIIMpa, CeJbCKOX03MCTBEHHBIMHU YTOJbSIMU B perMoHax, obpa-
30BaTeJIbHbIMU HHCTUTYIUSAMU - A PoTorpada CTaHOBUTCA
COCOOO0M NpPOABJIEHUSA KIIPOCTPAHCTBEHHOW NPAaKTUKU». CHUM-
KU 6e3 JAel, KUBONMKUCYIOIME COBETCKYI pPeabHOCTb, O4e-
BUAHO QUKCUPYIOT NPOCTPAHCTBO KAK CUMBOJI — B IPOTHUBHOM
c/lydyae OHU He ObLIM Obl OTOOpaHbl aBTOPAMU U peJlaKTOpaMu
JUJIsl TyOJIMKAL K H.

OnuceiBasg mnocjaefHUe ToAbl cyllecTBoBaHUA (CoBeTCKOro
Coro3a, Anekcer H0puyak BBOAUT MOHATHE «mapagokc Jlepopay,
KOTOpPbIM 0003HayaeT Heu30eKHbIM pas3pblB «MeXAy UJe0JI0TH-
YeCKMMM BBbICKa3bIBaHUSIMU COBPEMEHHOTO TOCYAAapCTBa M €ro
ujieosorndeckoi npaktukou» (Yurchak, 2014, p. 48). IlosicHss,
YTO B COBETCKOW CHUCTEME HJEOJIOTUM U penpe3eHTalUu 3TOT
napajiokC ObLJ1 CKPBIT TOCHOACTBYMOIENd durypoit (B 1920-e aTy
GYHKLMIO BbINOJIHAA aBaHrap, B 1930-e - CTa/iuH), MeCTo KOTO-
poi oka3biBaeTcs BakaHTHO nocie 1953 roga, FOpyak HacTauBaeT
Ha «MaclITabHON peopraHu3anyu BCEro JUCKYPCUBHOTO pexXuMa
colMajii3Ma — peopraHvsaluy, KoTopass MuMeJia OTPOMHbIE, XOTS
[0 TIOpbl HEBUJHUMbIE MOCJELCTBUA [AJI COBETCKOW CHUCTEMBI»
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(Yurchak, 2014, p. 52). Camoe Ba)kHOe NMpPOsiBJIEHHE 3TON peopra-
HU3allMU — HapacTawuMi pa3pbiB Mex/ 1y GopMoil [UCKypca U ee
HaloJIHEHUEM, Pa3phIB, KOTOPbIM KaK pa3 U NPOBOLUPYET COCTO-
sTHUe BHEHAXOJHMOCTH, NepeXUBaeMoe MOCJeJHUM COBETCKHUM
IIOKOJIEHUEM.

WUTak, B mepuo/i Mo3/iHETO COIUATU3MA U/IE0JOTUIECKUH IUCKYPC
CoBeTCKOro rocy/JapcTBa UCIbITA HA YpPOBHE GOpPMbI HOpMaIU3a-
I[MI0 ¥ 3aCThIBaHHeE, A HA YPOBHE CMbICJIA NTepecTal UHTePIPeTH-
poBaThcs OYKBaJIbHO, IO KpaliHel Mepe B GOJIbIIMHCTBE CIy4aeB.
®dyHKIMS 3TOr0 JUCKypca 6blja Telnepb He CTOJBKO B TOM, 4TO-
OBl peNnpe3eHTHPOBATh PeaJIbHOCTh 00Jiee-MeHee TOYHO, CKOJIBKO
B TOM, YTOGBI CO3/1aBaTh OIIyIlleHHe, YTO UMEHHO 3Ta pernpe3eHTa-
[[MS SIBJIAETCSA €JUHCTBEHHO BO3MOXXHOM, TIOBCEMECTHON U HEU3-

6exxHoH. (Yurchak, 2014, pp. 54-55)

Ha Mot B3r/11/l, UMEHHO 3TO pa3/inuMe NpHUBJIEeKaeT aBTOPOB
aMepHUKaHCKoro ajib6oma. OHO CXBaTbIBAeTCs B MeJibYaMIIUX
NpOSIBJIEHUAX NMOBCEJHEBHOCTH, KOTOpAs CKOpee CTaHOBUTCHA
JoctynHa ¢ortorpadamM cayd4arlHO, YeM MHTEHIMOHAJNIbHO Cebs
NpOSBJSET; HO UMEHHO 3TU MOMEHTBI OKa3bIBAaKOTCA BbljeJie-
HbI, IOAYEPKHYThl B KOMIIO3ULIMU KaK OTJAeJbHBIX KaJpOB, TaK
¥ pa3BOpPOTOB aJibbOMa, CONMOCTABASKUUX HECKOTBKO U306pa-
keHUU. [loBceaHeBHble MpaKTUukKHU kuTeserd CCCP, onucaHHble
OpyakoM B TepMUHax NepPpOPMaTUBHOCTU U BHEHAXOAUMOCTH
W 3amneyaTyieHHble ¢poTorpadamMu NMpoeKTa, Kak pa3 U MPOMU3-
BOJAT COBETCKOE MPOCTPAHCTBO KaK TEPPUTOPUIO pa3IUYUS,
HeCOBNaJleHUs1 - 3acTbiBlIed (OPMbl «aBTOPUTETHOIO JHC-
Kypca» U OTKpPBITOrO [AJii UHTepHpeTalyy, HHOTAA NPOTUBO-
peyaniero 3Tol ¢popme, a 3a4aCTyl0 U BOBCE OTCYTCTBYIOILETO
coZiep>KaHusl.

«0auH aeHb U3 Xu3HU CosBerckoro Cor3a»: CCCP kak npo-
CTPaHCTBO IPOTUBOpPEYUH

Urak, B 1987 rogy CoBerckuii Co103 NPUHUMAET LieJyI0 TPyIl-
ny ¢otorpados, 50 yesioBek. Bce oHM - peicTaBUTENN 3aNIaJ|HbIX
cTpaH, B ToOM uucie CHIA. Pe3ysbTaTOM CbeMKU CTAHOBUTCH aJlb-
6om «OauH feHb U3 *u3HU CoBeTckoro Coroza» (A Day in Life in
the Soviet Union). BOT Kak 0 HayaJie NpoeKTa MUILIET OJUH U3 ero
BAOxHOBUTeJeH, oTtorpad Puk CMmosaH:

Olga Davydova 109



...3a 1loc/IeIHME TPU roZia y Hac 6b1J10 MHOT'O BCTpeY U 60J1bllIas nepe-
MMCKa C COBETCKUMU 0QHULMaIbHBbIMU JIMLAMU B MockBe U BamunHr-
TOHe CIPOCbOOM pa3pellnTh NpuriacuThb B CoBeTckrii Coro3 BeJyiux
doTorpadoB mupa. Kaxkaplii pa3 HaM BexJIMBO OTKa3bIBaIW. Ues
nponyctuTb 100 potoxypHanuctoB B CCCP, ka3anock, 6bl1a uje-
eli, koTopyto CoBeTbl HUKOI/Ia HE MOIVIM MPUHATH. OJJHAKO OCEHbIO
MPOIJIOro rojia, Mocjie TOro Kak «OAuH JleHb U3 KU3HU AMEPUKU»
3aHsJ1 lepBoe MecTo B crniucke 6ectcesiepoB New York Times, Ham
MIO3BOHUJIA U3 COBETCKOI'O ITOCOJIbCTBA U CKa3aslk, YTO OHU FOTOBBI
006CyUTb BO3MOXKHOCTD BbIXoZa «OHOr0 1HA 13 »U3HU COBETCKOro

Coroza» 6oJiee cepbe3Ho. (Smolan, 1987, p. 9)

Bo3Mo)KHOCTb momnaZaHus 3anaJHbix ¢poTorpadoB Ha TEPPUTO-
puto CCCP cBsA3bIBaeTC C MOJUTUKOW IVIACHOCTU U OTKPBITOCTH,
npoBoguMou ['op6aueBbiM: «ECTb MHOTO NISITEH, C/IENBIX /IS Hallle-
ro ajibboMa. Ho uMeHHo 6J1arofjaps noJMTUKeE IJIacCHOCTU Muxausa
['op6aueBa 3Ta KHUIra MOXKET pa3BepHYThb llepe/; HAMU >KU3Hb COBET-
CKMX IpaXk/jaH Bo Bcell ee packoBaHHOCTHU. [louTu Bcs Poccus 371eck:
IJ1I0X0€e psiIoM € XopoiuM» (Smolan, 1987, p. 9). [loguepkuBas, 4ToO
3anagHoMy a3y (kak ¢pororpadoB, Tak U 3pUTeJiel) HAKOHEI-TO
CTaHEeT AOCTYIHO BCe TO, YTO PaHbllle OT 3TOTO IV1a3a ObLJI0 CKPBITO,
Cosicbepu nykaBUT. B yrke ynoMuHaBIIMXCA Bbllle «PycckoM JHEB-
HUKe» U «[lyTemecTBuu no Poccuu» Toxe 11y1a pedb 0 TOM, YTOOBI
IPUOTKPBITh 3aBeCy HEM3BECTHOCTU HAJl 3a0KEaHCKOH Jlep:KaBOM.
Manudectanusa neau «00bEKTUBHOCTU» CYLIECTBYET H30JIUPO-
BAaHHO OT aNuUCTeMbl poTorpaduu B 1|eJIOM U TpaBesa-poTorpadpuu
B 4acTHOCTHU. Tak, MHorve ¢oTorpadsbl, y4aCTBOBABLINE B ChEM-
Kax ajs «OpHoro AaHs U3 )ku3Hu CoBeTCKOro cor3a» 6b11ud GoTo-
rpadamu National Geographic (kak u KoHrep, cHUMaBIIMH ajibboM
B 1977). 3HaueHue 3TOr0 KypHaJia CJIO)KHO MepeolieHUTh; UMEHHO
OTTY/la l06pasi YaCTb aMePUKAHCKOM (U He TOJIbKO) ayIUTOPUHU Yep-
naJia 3HaHUS O JIPyTUX KyJIbTypax. BoT Kak onvcbIBaeT BOCIPUSATHE
3TOr0 XXypHaJla KPUTUK U TeopeTHK poTorpadpuu Iuau ['proHabepr:

C Touku 3peHus MasieHbKoro ropogaka CIIA aukue KHMBOTHBIE,
IJieMeHHasl KyJbTypa M FOpHble Neh3aky, H300paskeHHble Ha ero
CTpaHMIAX, Ka3aJMCh COBEPIIEHHO YY>KAbIMU 1 COBEPILEHHO 3aXBa-
ThIBaOIMMHU. OHU ObLJIM J1aI€KO, HO C KYPHAJIOM, JIEXKALUM y MeHS
Ha KOJIeHsIX, OHU ObLJIM U My4YHTeJbHO 6JIM3K0. BMecTe ¢ Toraa ele
3apoxaarolMca TeseBueHreM National Geographic 3actaBun
MUp CKaThCs y MeHs Ha ria3ax. (Grundberg, 1999, p. 172)
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OfHaKO 3TH 3HaHUS, OCOOEHHO BU3yaJibHble, OBLIU CTPYK-
TYpUpOBaHbl BecbMa cnenuduyHo. B wyactHocTH, ['pronabdepr
OTMeYaeT U3JUUIHIOKW 3peJULUHOCTb 3TUX CHUMKOB, CTaBKY
Ha CTWJ/ib, 2 He HA TPAHCJAILMIO ONbITA APYrod KyJbTYPhI, U KaK
WUTOT — BbIMbIBaHME 03HaYaeMoro: «Kak u 60Jibllasi 4acTb MPOU3-
Be/leHUH, BCTPEYaIMXCS Ha CTPAaHULAX KypHaJia (M B pacckasax
NyTelleCTBEHHUKOB B 11€JI0M ), OHU UMEIOT TEHAEHI[UI0 TPAHUYUTD
C BOCTOP>KEHHOCTBI0, U300pakasi 4yy>Kue CTPaHbl U KyJbTYpbl KaK
3K30THYECKHE WU MaHsluue. B HEKOTOpbIX caydasx He3amajJHble
HapoJbl HU300paXkalTCHd JEeTCKUMH, a >XUBOTHble 0EeCCOBECTHO
a"nTponomopousupytorcsa. Pororpadpuu National Geographic cos-
JIAl0T >KMBOIMMCHYI0 WKOHOTrpaduio, KOTOpass UMeeT TeH/EeHIUIO
CBOJIUTH OMNBIT K MPOCTOMY, 0011eMy 3HaMeHaTes0» (Grundberg,
1999, p. 174).

JdTa JIoTuKa, 061as [/ TpexX O4YeHb MOXOXKUX [0 CTpaTeruu
CBOEro CO3/laHUsl TPIBEJIOrOB, BCKPbIBAET HX KJIHOYEBYIO [IUC-
KYPCUBHYIO QUIypy: NpPeTEeH3UI Ha OO0BEeKTUBHOCTb, KOTOpas
cpabaTbIBaeT KaK CBOEro poja «rocnojckas ¢urypa» (kKak 3/ecb
He BCIOMHUTB Te3uchl l0puyaka o napagokce Jledgopa, cyuiecTBy-
I0leM B JIIOOOM, HE TOJIBKO COLMAJIMCTUYECKOM TOCY[apCTBe),
CKPbIBAIOLIY0 MHTEHIUIO 04Y>K/I€HUS], TOMCKA PA3JIhiMs, KOTOpoe
N03B0JISAJIO ObI 000CHOBATh He MPOCTO MHAKOBOCTD, HO Yy /[OCTh.

Camu mo cebe 3TM KapTUHKHU KakK OyATO HUYEro He TOBOPST.
Mo>KHO, KOHEYHO, BbIJIeJIUTh PsiJ, TEM, KOTOpPble OCBELIAeT ajlb-
O60M: peXHMMbl TeJIeCHOCTH (CIMOPT, TaHIlbl), cCUCTeMa 0Opa3oBa-
TeJIbHbIX U BOCIHUTATEJIbHBIX YYPEXK/JEHUN, CeJIbCKOE X0351MCTBO
Y BCSIKWE pa3Hble NPOMBICJIBI, JOCTUKEHUS HAYKU U TEXHUKH, Liep-
KOBb, MOJIOJI€2Kb, NIaMsATh 0 BeJIMKOMW 0Te4yeCTBEHHOM BOMHE, COLIU-
aJibHble pUTYyaJibl (CBaJbba, HAIPUMeD), )KUJIHULIA U pa3Hble TUIIbI
3aCTPOUMKHU, MacCOBble MEPONIPHUATHUSA U JOCYT, MyJIbTUHAMOHA/Ib-
Hasg cTpaHa. OHAaKO B CBeTe OMUCAHHOM BbIllle METO/0JIOTUH
MeHS BOJIHYEeT CKOpee NpUpo/ia B3IVIsA[a U CIOCOOBI MPOU3BO/CTBA
IPOTHUBOPEYHUH.

[Tockosibky Cosicoepy u CMOJIaH HACTAaUBaKOT HAa KOTKPBITOCTHU»
CCCP kak B cMbICJie TJIACHOCTH, TaK U B CMbICJIe NPeAbsSBJIEHHO-
CTU 060'b€KTUBY, HAa YPOBHE MPSIMOTo BbICKa3biBaHUSA «OAWH JIeHb
13 xu3HU CoBeTckoro Corw3a» NPOTUBOCTOUT JIOTUKE HIMUOHAXKa
Y NMoATsAbIBaHUsA. TeM He MeHee 3Ta «OTKPBITOCTbY», NOCTYJIUPY-

Olga Davydova 111



eMasl aMepuKaHllaMM, HaTaJIKMBAeTCs Ha HEKOTOPOe COMPOTHUB-
JIEHUEe CO CTOPOHbI NMpPUHUMAaWIel cTopoHbl. Haubosiee spkum
IpUMEPOM 3TOr0 COMPOTUBJIEHUS CTAHOBUTCS CIOXKET O CheMKax
B 3HAMEHUTOM BuiailuMHUpPCKOM LleHTpaJsie — TIOpbMe ropoja Bua-
AuMupa. [IpuMevaTesibHO, YTO TyJa OTHpaBuicA 44U AzaMmc,
jgaypeat IlynuTtuepoBckoid npemMuu no ¢otorpaduu. CHHUMOK
CO CTOSAIIMM Y CTaHKA 3aKJIIOYEHHBIM CONPOBOX/AET ONMCaHUEe
ChEMOYHOI0 Mpolecca, Ie HanpsMyK TOBOPUTCA O HEOOXOAH-
MOCTHU COIVIACOBBIBATb KaXK/IbIW »KECT CbeMKH C Ha/l3MpaTesIsiMHU.
«Bcakui pa3 Kk TOMy BpeMeHH, KaK pa3pelieHre OblI0 MOJYYeHO,
00'bEKT ChEMKHU CMEIAJICS WK Ucue3al, U KapTUHKA ponajaJia»
(Smolan, 1987, p. 139). llocne guasiora ¢ MECTHbIMHU BJIACTSIMHU
ApamMcy yaanochk cfies1aTb IOBTOPHYIO ChEMKY, Ha 3TOT pas - B LIEXE,
rje paboTaju 3aK/JIOUYEeHHble. JTO YKa3aHWe Ha UHCTAHLUI0 KOH-
TPOJis, BOIJIOLIEHHYI0 B QUType Ha/i3upaTeJis, OUeHb I0Ka3aTeJlb-
HO: B KAKOM-TO CMbICJIe HaJi3UupaTeJsb BO3BpalllaeT ce6e KOHTPOJIb
HaJ, CUTyalMel, He JaBasd KaMepe CTaTb OpyAueM HaOJII0JeHUs.
/lesio BOBCe He B TOM, YTO TIOpbMa HENPUIJISIHA; AE€JI0 B TOM, YTO
KaMepa BOCIIPUHUMAETCA KaK yrpo3a, Kak IMUOHCKUH Va3, KOTO-
pbIl YBUAHUT TO, YETO €My BU/J€Th He MOJIOXKEeHO ([10X0XKUe HabJIo-
nenus Pobeprta Kanbl pukcrupoBan [pkoH CTelHOEK Ha CTpaHULaX
«Pycckoro fHeBHHKa»). Mbl UMeeM Jiesio C KOHQPJIUKTOM MEXAY
>)KeJJaHHOM U (Bpoze Obl) MpPeAoCTaBJIsIEMONW «OTKPBITOCTbHIOY,
C OJJHOM CTOPOHBI, U OCYUIeCTBJISIEMbIM Ha MeCTaX NPOTUBOAEM-
CTBUEM 3TOM «OTKPBITOCTU», C APYTOM CTOPOHBI. ITOT KOHQJIUKT,
B YAaCTHOCTH, SIBJISIETCS OJJHUM W3 HauboJiee IPKUX MPOsSIBJEHUHN
POTUBOPEYUBOCTU HJeosiorndeckoro arckypca nosaHero CCCP,
CXBauyeHHbIM 00'bEKTHBOM A1 Alamca.

BMmecTo JiorMKK nyTellecTBUSA, KaK B TOM ke «PycckoMm JHeB-
Huke» CterH6eka W Kamnbl, «OquH aeHb K3 KU3HU COBETCKOIO
Corwsa» mpejjiaraeT HaM JIOTUKY CUMYJbTaHHOCTU BOCHPUSTHS.
OcHOBHas ujes ajbboMa — OKa3aTh, KaK OJlHA eAyHas 00JiblLIass
CTpaHa OJIHOBpeMeHHO mepexuBaeT 15 Masa 1987 roga. EnuH-
ctBo CCCP mporoBapuBaeTcs U Ha YPOBHe TEKCTa, U Ha YPOBHe
JIOTUKH caMoro mnpoekTa. Tak 06beKTOM pernpe3eHTaluu CTaHo-
BUTCSI He TOJIbKO (MJIM, MOXKET, He CTOJIbKO?) JlajieKasl U J[0JITO
BOCIIPUHUMABIIASACA YY»KOW U ONACHOW CTpaHa, HO U COOCTBEH-
Hble npejcTaBieHUus poTorpadoB o Hell (Kak CTepeoTUIIHbIE, TAK
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Y IOYepPIHYThle HEMOCPEACTBEHHO U3 CHUMKOB). B ciiydae «OHo-
ro AHs...» Mbl KaKk Oy/ITO UMeeM JieJio C JBYMs NapaJljieIbHbIMU
Y He BCeT/la COBNAIA0IMMU JIMHUSIMU penpe3eHTaluy U, BUJUMO,
C AByMsl BoKabyJsisipaMu. [IoBTOpIOCh: 0/HA JIMHUS — 06pa3 CTPaHBHI,
BTOpasl, He CTOJIbKO sIBHas M He 00s3aTeJIbHO OCO3HaBaeMas, —
06pa3 cOOCTBEHHbIX MPeACTAaBJIeHUN 0 HEW. ITa IBOMCTBEHHOCTh
0COOEHHO 3aMeTHa B UPOHUYHON MHTOHALMU, KOTOPYH MOXKHO
NpocJeJUTh KaK B paboTe peflakTopa, TaK U B CaMHUX CHHUMKaXx.
Onpepensas cyobekTa UpoHUH, Puuyaps PopTu omnucbiBaeT ero
COOTBETCTBUE TpeM ycCJ0BUAM. [lepBoe: Halmnu4yMe «paJrKaJbHBIX
Y MOCTOSSHHbIX COMHEHHUH OTHOCHUTEJbHO OKOHYATEJbHOIO CJO-
BapHOTrO 3anaca, KOTOpbIi OH [MPOHHUK]| UCMHOJIb3yeT B HACTOSLIEe
BpeMsi, IOTOMY YTO HaXOAWUTCS 0/, BIleYaTJIeHUeM OT [JpyTUX BOKa-
Oy/APOB — TE€X, YTO CUUTAJINUCH QUHATBHBIMU AJIs JIIOJEN UJIH KHHUT,
nonajaaBuuxcss upoHuky» (Rorty, 1989, p. 73). Bropoe ycyoBue:
VMPOHUK «...0CO3HAET, YTO apTyMeHTbhl, COOPMYJIUPOBAHHbIE B €TO
HbIHEIIHEM CJI0Bape, He MOTYT HU NOATBEPAUTb, HU PAaCTBOPUTH
3Ty comHeHus» (Rorty, 1989, p. 73). Y HakoHelLl, KAPOHUKH, CKJIOH-
Hble K GUI0COPCTBOBAHUIO, CYMTAIOT, UTO BbIOOP MEX/Ay CJOBa-
pSMU JieslaeTCs He B paMKax HEWTPaAJbHOTO U YHUBEPCAJbHOTO
CEeTEeBOTO CJ10Baps U He B pe3yJibTaTe NONbITKK NPOOUTHCA CKBO3b
BUJIUMOCTb K peasibHOCTH, a NPOCTO NMyTeM NPOTUBONOCTaBJIe-
HUS HOBOro ctapomy» (Rorty, 1989, p. 73). [[poTuBonocTaBieHUe
HOBOTO U CTapOr0o, HECOOTBETCTBUE OJHOTO BOKaOyJisipa ApPyroMy
Y OYEeBU/IHBIN 3a30p MEX/AY HUMU, HEBO3MOKHOCTb BbIOpPATh OJJUH
OKOHYaTeJIbHbIH fI3bIK — BCE 3TO BeCbMa TOUYHO ONUCHIBAET TO, KaK
BbIIAAUT «OMH ieHb U3 »kU3HU CoBeTckoro Coro3an.

MMeHHO JI0TMKAa HECOBNA/IEHUS TO U JieJI0 CTAHOBUTCS CBSI3Y-
IOLUM 3JIEMEHTOM MEXJAY ABYMS U300paKeHUSMH, KaK, HalpHU-
Mep, IPU CONMOCTaBJIEHNHU XKEHILUHBI HA Becax (OHA B3BEIIMBAETCS
Ha YJIMYHbIX BECAX U, KAXKETCS, HECKOJIbKO Y MBJIEHA OJY4YUBILEN-
cs 1udpou U, CyAs 1o BCeMy, e/1Ba JIU YAUBJIeHa MPUATHO) U 604po-
ro My>KYMHbI-BeTepaHa B 6acceliHe (Smolan, 1987, pp. 30-31). Ewe
OJIMH NIPUMeP — pa3BOPOT, e CJieBa MeZicecTpa POAUJIbHOTO loMa
CKJIOHWJIACh HaJ, CTOJIOM C [I0XKUHOM TYTO ClieJIeHaThIX MJaJieH-
1|eB, a ClIpaBa - Jipyrasi paboTHHLA, HO TOXe B 6eJ10M, pacKJajbl-
BaeT M0 MPOTHBHIO pOBHEHbKHE Tyrue 0yaku (Smolan, 1987, pp.
28-29). EaBa /11 MOXKHO TOBOPUTBH O HAacMeUIKe B 3TOM CJy4ae,
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CKOpee peub UJET O pa3pbiBe, IPOTUBOPEYHNH, HECOOTBETCTBUM.
[IpoTuBOMNOCTaBJIEHUE CTAPOr0O U HOBOTO JIETKO CYUTHIBAETCS
B CHMMKe JA44 AJlaMmca C U300paKeHueM JIByX MOJIOABIX JIIOJ el
Ha ¢poHe maakaTta (Smolan, 1987, p. 207). [lapeHb u geByuika -
O4YeBH/HbIE NPeJCTAaBUTENU aHAEerpPayHIHONW MOJIOLEXKHOU KYJb-
Typbl. OHa C cMurapeTol, KaCTETOM Ha PyKe, B UepHOU dyTOOJIKe
(c u3o6paxkeHreM 06JIOKKHU asibboMa KaHaAckou rpynnbl Rush)
u mxrHcax. OH - B Malike ¢ ©U300paKeHMeM aMepPUKaHCKOro ¢Jia-
ra (moAmuch coobIllaeT, YTO 3TO CUMBOJIMKA OJHOr0 U3 aabbo-
MoB bproca CnpuHrcTHHA), NTPUOOHAJ €e HEeCKOJbKO Pa3BA3HO,
0 4YeM-TO 3MOIIMOHAJIbHO TOBOpPUT. Ha 3a/jHeM IJiaHe - KHWHOa-
duma yepHo-6esi0ro coBeTckoro ¢pusbma. Ha aduiie aBa repos:
NO0KWUJIOM MY>KYMHA B KapTy3€e U KeHUIMHA B MJIaTKe, 00BA3aHHOM
BOKpYT IlIer. ITO IPKUM KOHTPACT KYJIbTyPHbBIX KOJ0B Ha HECKOJIb-
KUX YPOBHSIX Cpasy: OexXJa KUHOTepoeB U OJexJa MOJIOJEXH,
HOBasl My3blKa (POK-H-POJIJI) U CTapoe KUHO (roj, BbIX0Aa KapTH-
Hbl He Ba)KE€H, IePCOHAXKU BBITJIAAAT KaHOHUYHO [JI1 COBETCKUX
¢dunbmoB 1950-60-x ronoB), pa3Bsi3Hasl Mo3a MapHS M YJbIOKa
JIeBYLIKH — U TIpsSIMble, HEJIBHXKYIIMeCs B3IVISIbl KHHOTEPOEB, YbU
JIULA JIMLIEHbI KAKOTO ObI TO HU OBLJIO BbIpaXKEHUS.

O6'beKTUBBI aMepUKaHCKUX GoTorpadoB Ype3BbIYAWHO YYyTKHU
K 3ae4yaT/]IeHU0 TEKTOHUYECKUX CABUTOB, Pa3JIOMOB B U/1€0JI0TU-
YeCKOU CTPYKTYype cTosllero Ha nopore rubesnu Coetckoro Coto-
3a.0co6eHHO NprMMeyYyaTeJlbHbIMU IPE/CTABJSIOTCSA U300paKeH U],
cBsizaHHble ¢ JleHnHbIM. Ha 0HOM K3 HUX Mbl BUJIUM KEHLUHY,
3aHATYI0 MOJMBKON pacTeHUM B ¢poiie HaxMMOBCKOro MOpPCKOro
yuyuauuia B Jlenunrpaze (cHuMok /JIaBuga Xptoma Kennepau). OHa
CHATa COOKY, 32 HEH, JIMIOM K 3PUTEJI0 — CKYJbIITYpHbIA JIeHUH
(Smolan, 1987, p. 16). Ha cocenneit ctpanurie - pororpadus Jlap-
pu Cu llpa¥nica, caenanHas Ha KpacHou miomaayu B Mockse. Tem-
Hbl GOH CHUMKaA — BXOJ, U CTeHbl MaB3oJies. [loueTHbIN Kapay.
nepeJ ABEPbMU CTOUT IO CTOMKe CMUPHO. B KaZp nonazawT TpuU
OTPOMHBIX KpacHbIX 0YKBbI - «<EHU», dparmeHT pamMusinm BoxAs.
Bcd aTa cieHa co3paeT QoH AJiF LeHTPaJbHOU QUIYPHI — KEHUU-
HbI B CBETJION pyOalllKe, KOTOpasi OJMBaeT CTYIIeHU Nlepe/i MaB30-
JieeM U3 uiadra (Smolan, 1987, p. 17). ®parmMenTanus pamMuanu
MapKUpyeT pacnaji UuAeoJIOTU4eCKOro 3HauyeHUs], BCKPbIBAKO LN
onvcaHHbI# A. lOpyakom napagokc Jlepopa.
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JlJ11 TOro YTO6BI NPEeACTaBASATh CUCTEMY IOCYAAPCTBEHHOTO IPaB-
JIEHUsl KaK JIETUTUMHYIO, U/Ie0JI0rMYecKU AUCKYpC COBpEMEH-
HOTO T'OCYyZapCTBa BbIHYXk/,eH NOCTOSIHHO aNeJIJIMpOBaTh K HEKOU
«06'bEKTHBHONY», He MOAAAI0ILelCcsl COMHEHUIO UCTUHE. Ta UCTH-
Ha CyLeCTBYeT BHe M/Ie0JIOTMYECKOro JUCKypca, 3a ero npefe-
JIaMU. ITO O03HaYyaeT, YTO U/Ie0JIOTUUEeCKUH AUCKYPC rocyjapcTBa
He MOXeT IOCTaBUTb 3Ty MCTUHY IOJ BONPOC, HO NPHU 3TOM
U He UMeeT JI0CTaTOYHbIX CPEJICTB JJIsl TOTO, YTOOBI [J0Ka3aTh ee
BEPHOCTb. ...0lHAKO J10 MOPHI /10 BpEMEHH 3TOT NapaZoKC CKPbIT
rocrno/icTBylIlel ¢purypoit (master), - BCTpOEHHOU B U/I€0JIOTU-
YeCKUH JAUCKYPC, — MPaBsILero Cy6’beKTa, KOTOPbIA OT/INYAETCs
TeM, YTO OH NpeJjCcTaeT KaK 06J1ajlaTe/lb YHUKAJbHOI'O 3HAHUS
3TOU BHelIHel 06 beKTUBHOM UCTUHBL (Yurchak, 2014, p. 49)

Tenepp ke, B 1987 roay, Mecto rocnoAcTByWOIIed ¢QUry-
pbl BaKaHTHO. JTa MYyCTOTa CTAHOBUTCS 3aMETHOM B CHUMKaX.
Takoi1 2xe pa3pbIB MOXKHO 0OHApPYKUTh HA CHUMKaX, U300pakato-
mux MoJioZiexb 1987 roza: mapHU U [eByLIKU B KOXKaHbIX KOCY-
Xax, KJeNaHbIX JPKUHCOBBIX KYPTKax, C MPOKe3aMU U IBETHBIMU
BOJIOCAMM OY€BUJIHO MApPKUPYIOT COCTOSIHUE BHEHAXOJUMOCTH,
TOYHO onucaHHoe H0pyakoM U cxBaueHHOe 0O'beKTUBOM (POTO-
rpa¢dos.

Cob6cTBeHHO, Te3uchl JlepeBpa Kak pa3 U MO3BOJISAIOT YBUJETD,
YyTO TBOpUMOe @QoTorpapusaMyd NPOCTPAHCTBO OOOpaYMBaeT-
€l IPOCTPAHCTBOM MYCTOTbl U BHEHAXOJUMOCTH — U 3/IECh yXKe
CJIO’)KHO Pa3J/IMYUTh, SABJSAKOTCS JIA 3TU MOTHUBBI C/1€[CTBUEM CTe-
PEOTUNIOB B IV1a3aX CMOTPSAILET0 UJIU e TEPOU CHUMKOB — COBET-
CKHe JIIOJU — CaMM [leJIal0T MPOCTPAHCTBO TaKOBbIM. [lepBbIii
(mocse TUTYJIBHOTO) Pa3BOPOT ajbboMa NpejCcTaBJsieT CHUMOK
Kan-Ilbepa JlapdoHa, cieslaHHBI paHHUM YTPOM B AMa-AThbl.
KenujyHa noaMeTaeT cTyneHu Ha miollazy bpexxHesa (ceduac -
nJioiaab Pecny6sinku). OrpoMHOe NpOCTPaHCTBO, 6eJioe B Jiydax
paccBeTa, MycToe, IJlafiIkue KaMHU CTyleHel 6JIeCTAT OT yTpeH-
Hel pockl. PUrypka >KeHIIMHBI COBCeM HeOOJblIasi U BBIVIAAUAT
elie 6osiee MasieHbKOW Ha (oOHe ylleAllero B TEHb 00'b€MHOTO
bapesibeda — repo6a CCCP (Smolan, 1987, pp. 4-5). 3TOT CHUMOK
nepeKJIMKaeTcs C JPyryuM, cAieJlaHHbIM B XabapoBCKe KaHA/[CKUM
¢dororpadom [ununom Mexrta. 31ech Toxe KpolleyHass GUrypka
YyesI0BEKA JBMXKETCS M0 OMYCTeBLIEMY IPOCTPAHCTBY —3TO PaHHEE
yTPO B napke. YepHble CUIYIThI IEPEBBEB, YepHAsA PUTYPKA MYK-
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YHWHbI BU3yaJIbHO NMPOTHUBONOCTAaBJIE€Hbl I0OEJIEHHOMY MOHYMEH-
TY: CepIly ¥ MOJIOTY. B cBeTe paHHero yTpa BUJHO, YTO LITyKaTypKa
Ha MOHYMEHTe T/le-TO 3allayKaJjiach, a r/ie-To obBaauaack (Smolan,
1987, pp. 46-47). 3Tn ABa CHUMKA QUKCHUPYIOT OCHOBHbIE CUMBO-
JIbl COBETCKOM BJIaCTU (M MOTYIECTBA) B MPOCTPAHCTBE MYCTOThI
M oguHOo4YecTBa. JItoAM He 0OpallalOT Ha HUX BHUMaHHMS; OoJiee
TOTO, JIIOJlel pSAA0M C HUMHU HeT. ITH CUMBOJIbI 60JIbllle HUYETO
He 3aNOJIHAKT (M Kak OyATO He BBIMOJHSAKT 00Jibllle HUKAKUX
byHKILMI), a MyCTOe MPOCTPAHCTBO BOKPYT HUX TPebyeT HaloJIHe-
HuA. [loxanyi, riiaBHbIM JIEMNTMOTHUB 3THUX KaZ[pOB — OXKUJaHUe.

[Ipu 5TOM KpUTHKA aMePUKAHCKOTO U3JJaHUsI HUKOT/Ia He Kaca-
eTCsl COBETCKOTO CyO'beKTa. 34eCh, OXKaJIyH, Co34aTesu ajlbboMa
BEPHBbI COOCTBEHHOW HJiee TYMaHUCTHYECKOTO BbICKA3bIBaHMUS.
Bce, 4TO KacaeTcs yesJ0BeUYeCKUX KaueCTB, — JeTCKO-POAUTEbCKUE
OTHOIIEHMS, NMPOSABJIEHUS HEXHOCTU U JIOOBU, 3a60Ta O cTap-
IIMX, TOCTENPUHUMCTBO, CEMENHBIE 3aCTOJIbsl, J0OPO€e OTHOLIEHUE
K ’KMUBOTHBIM — BC€ 3TO UHTEHCHUBHO MPOrOBapUBAETCA B COZEP-
>KaHUW U UHTOHALMU GOTOCHUMKOB (TeIlJIble 1IBETA, JTUPUUECKUU
pacdokyc). Hanpumep, Mapu disieH Mapk cHUMaJsia KOy JJis
He3psAYHUX JleTel U 60JbHULY AJis1 BeTepaHoB. [[03:ke B UHTEPBbIO
«CoBeTckoMy GOTO» OHA OTMeyaJsia, YTO Oblia MIPUATHO yAUBJIEHA
BbICOKOTYMaHHbIM OTHOLIEHUEM U 0011ed aTMocpepor 3a60THI,
[JapUBILIEHN B 3TUX yYPEXKJEHUSIX.

BbIBOAbI

OTKa3aBIIMCbh OT CEMUOTUYECKOr0 aHa/Iu3a B I0JIb3Yy paccMo-
TpeHUsA poTorpaduu Kak 3JieMeHTa 3MUCTeMBbI, S MOCTapaJjach
PO/ EMOHCTPUPOBATh, KAK CHUMKU aMEPUKAHCKUX (M He TOJIb-
KO — HO BCe K€ B OCHOBHOM aMepHUKaHCKUX) ¢poTorpados., cAesiaH-
HbIX B CCCP B pamkax npoekTa «OgUH AeHb U3 :KU3HU COBETCKOTO
Coro3a», CTAaHOBATCH MHCTPyMEHTAaMHM NPOU3BOJCTBA MPOCTPaH-
CTBa 4y>K/JOCTM U NMpoTUBOpeuuid. Ha ypoBHe mporoBapuBaeMo-
ro CMbICJIA 3TOT aJb0OOM, Kak U «Pycckuii fHeBHUK» CTelHGeka
u Kanel nnu «Ilyremecrsue B Poccuro» Mak/layanna u KoHrepa,
yKa3bIBaeT Ha U/IEI0 OOLIHOCTU U NTOX0KECTH, MOCTY/IUPYET 00111e-
TYMaHUCTUYECKHUN KOHCEHCYC B JlyXe «OHU TaKHe Ke JIIAH, KaK
Mbl». OlHaKO caM c1oco6 opraHu3anuy Matepuana B «OfHOM JiHe
M3 KU3HHU...» I03BOJISIET YBUZETh, KaK 00'bEKTUBbBI aMEPHUKAHCKUX
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doTorpadoB 3amneyaT/ieBalOT TEKTOHUYECKHE CABUIH, Pa3JiOMbI
B U/I€0JIOTUYECKOU CTPYKTYpe CcTosA1ero Ha nopore rubesiu CoBeT-
ckoro Coro3a. PoTorpaduu B ajibboMax-Tp3Besorax CTaHOBSTCS
CpPeACTBOM O/JIHOBPEMEHHO MPUOJMKEHUSI U OYYK/JEeHUs 3a0Ke-
aHCKOM AepKaBbl. B 3TUX M300pa)keHUSAX NPOSABJSIOTCHA acleKThl
CUMBOJIMYECKOM IOJIUTUKH XOJIOJHOM BOMHBI, B HUX BOIJIOIIA-
eTCs AUCKYPC NPOTUBOCTOSIHUS U pa3JiIMueHHUs, HA KOTOPOM 3TO
NPOTUBOCTOSIHME 6a3upyeTcsd. TakoMy B3Iy — HE3aBUCUMO
OT TOTO, IBJIIETCA JIM OH OCO3HAaBaeMbIM — BIIOJIHE COOTBETCTBY-
eT MOo3UIMsA CyO'beKTa UPOHUH, AJis1 KOTOPOTO MUP B 1|€JIOM CYlile-
CTBYeT B paMKaX MHO>XECTBEHHOCTH SI3bIKOB, HY OJIUH U3 KOTOPbIX
He MOXeT ObITb pUHANBbHBIM, U MPOTUBONOCTABJIEHUN. [JIaBHBIM
JlJIsI UPOHUKA SIBJISIETCS JIOTUKA HECOOTBETCTBMUS, KECT YKa3aHUS
Ha 3a30p, pa3peiB, npoTuBopeuue. [IposBieHre 3TUX NPOTUBO-
pedri, HEKOTOpble U3 KOTOPbIX NpPEJCTABJSIOTCA aMepUKaHIaM
Hepa3peluuMbIMH, MTO3BOJISIIOT U aBTOpaM, U 3pUTeJsSIM ajbboMa
3aHATb KpUTHYECKYI0 1o oTHoweHU K CCCP mosuyuio, BMecTe
C TeM He OTKa3bIBasiICb OT I'YyMaHHWCTUYECKOTO MOChlJIa U CTAaBKHU
Ha OO bEKTUBHOCTbD.
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HYe MYCTBIHHOCTH [IPU 3TOM 3aKpEIJIEHO KaK 3a OTCYTCTBUEM JII/IEN B KaJipe,
TaK W 33 BU3yaJIbHO JIAHHOU MYCTOTOW — IMCTAHIMEH, KOTOpasi yCTaHABJIMBa-
eTcd MeX/ly 3puTeJieM U 00'beKTOM. HeycTolunBas UCTAaHIUS MEX/1Y 3pUTe-
JieM U 00 beKTOM (KaK MPOCTPAaHCTBEHHAs, TaK U BpeMeHHas1 ) 33/1aeT Pa3HUILY
B MO3UIIMU — 3pUTEJIb CIOCO6EH ObITh OJJHOBPEMEHHO KaK HabJito/laTesieM, Tak
Y CBHU/IETEJIEM, YTO MO3BOJISIET BBECTH B U300paKEHHE TEMY «COBETCKOIO»
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BETWEEN THE EYEWITNESS AND THE OBSERVER
(ON DISTANCE IN THE PHOTOGRAPHS
OF ANASTASIA TSAYDER)
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Using the example of modern Russian photography, the essay examines pho-
tographs that can be described as “deserted” or “empty”. The emptiness, at the
same time, is assigned both to the absence of people in the frame and to the
visually constructed distance between the viewer and the object. The unstable
distance between the viewer and the object (both spatial and temporal) shifts
the focus - the viewer is able to be both an observer and an eyewitness. That
could help to introduce the theme of the Soviet into the image on new grounds.

Key words: observer, viewer, eyewitness, distance, Soviet, desert, emptiness,
Arcadia, Anastasia Tsayder.

®oTorpaduu, 0 KOTOpPhIX MOUJET peub, Oe3yoaHbL. [[puMe-
yaTesJbHO, YTO XapaKTEPUCTHKU MNYCTbIHHOCTH, 3a0pOLIEHHO-
CTU CBAI3BIBAIOTCA Yallle BCETO UMEHHO C OTCYTCTBUEM JIIOJeH
B Kajpe. «IlycTbIHHble» CHUMKHU H3BECTHBI elle CO BpeMeH
paHHel ¢ororpadpun. HaBepHOe, OUH U3 CaMbIX HM3BECTHBIX
noJlo0HbIX KaZjpoB — doTorpadus Pomxkepa PeHToHa «/osrMHa
cMepTHOU TeHu» (1855)'. Takue ¢poTorpaduu, kak nucan Bab-
Tep beHbAMUH, UMed B BUJY U300pakeHU 06e3JII0JHbIX NapHkK-
CKUX yJIML, CAeJIaHHbIX JkeHOM ATe Ha pybexe XIX n XX BekoB,
«...BBICACBIBAIOT aypy U3 AeUCTBUTEJBHOCTH, KaK BOJa U3 TOHY-
mero kopa6Jsisi» (Benjamin, 1996, p. 81). BeHbsSIMUH BBOJUT U/ €10
«aypbl», KOTOpasg ONUCbIBAeTCA UM KaK «CTpPaHHOe CIlJIeTeHHhe

1 O6crosTeNbCTBA CO3/IAHNS ATOTO CHUMKA XOPOIIO M3II0KEHBI B cTarbe M. Kamuauna
«Ceacroronb B aBrycte 1855». MccnenoBarens 0TMe4aeT, 4YTO XOTS HCTOPUKH (hoTorpaduu
Ha3bIBAIOT 3TO «...IYCTBIHHOE T10Jie OMTBHI BHU3YyaJIbHBIM BBIPQKCHUEM CTpPajaHus
W paspylICHUI», KpoMe 3puTess Ha ATOW GoTorpaduu HUKTO HE CTPaZaeT U pa3pyliarhb
Ha ATOM I0Jie B OOILIEM-TO HEUYETO: «...4yBCTBO 3K3MCTEHIMAIBLHONW TPEBOTH OKa3bIBACTCS
a¢dexTom camoif mycTIHHOCTH. OTBIT CMEPTH, CTPATAHIA 1 O0IM BO3HUKAET HE KaK pe3yIsTaT
OMOIMOHAIBHOTO BOCIIPHUATHUSI U300PAKEHHOTO0, a KaK CJIeJCTBUE peIeKCHH HaJl TeM, 4TO
He u300pakeHo. [lapagokcaabHbIM 00pa3oM, BU3YalIbHOCTh 3/1€Ch NPEIBSIBISIET HE TO, YTO
n300pakeHo, a To, YTO OTCYTCTBYeT Ha n3o0paxkennn». (Kalinin, 2012)
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MeCcTa MU BpeMeHM: YHUKaJbHOe OllyllleHHue Aajv, Kak Obl 6J1u-
30K IIpY 3TOM npegMeT HU 6bL1» (Benjamin, 1996, p. 81). Unaue
roBoOps, aypa OllyllaeTcd UM KaK HempeoAoJuMas duCmaHyusl.
U nocnenHuii pybex, Ha KOTOPOM aypa 3aKpenuach, nepej TeM
KaK OKOHYaTeJIbHO UCYE3HYTh, — YeJIOBe4eCKOoe JIML0 Ha PaHHUX
doTorpadusx: «TaM ke, rjie 4eJ0BEK YXOAUT C poTorpaduu, sKc-
NOo3UILIMOHHAsA (QYHKIMS BIepBble MEPECUTUBAET KYJbTOBYIO»
(Benjamin, 1996, p. 33). be3sycioBHO, yTpaTa aypbl, 0 KOTOPOH
nuieT beHbAMUH, NpexJe BCErO0 TOBOPUT 00 yCJI0BUAX Cyllle-
CTBOBAHHWS YHUKAJIbHOTO B COBpeMeHHOM Mupe. /l1d Hac e Bax-
Ha CKOpee caMa NOCTaHOBKA BOMpPOCA, KOTOpasi HaMeyaeT CBS3b
MeX/1y MPUCYTCTBUEM UYesloBEeKa U HaJIMYUEM UM yTpaTOH 3pu-
TeJIbCKOU JUCTAHLMHU.

B paccMOTpeHHbIX B 3TOM 3CC€ CHUMKAax MYyCTbIHHOCTb BbIpa-
»KeHa, C OZJHOU CTOPOHBI, Yepe3 OTCYTCTBHUE JIIOJel (XOTs, KaK MbI
YBU/JIUM JlaJiblile, yMECTHeEe TOBOPUTH 06 0c060M popMe MpHUCYT-
ctBus). C APyro¥ CTOPOHBI, BU3yaIbHO NMPEACTABUTD MyCTOTY? CTa-
HOBUTCSI BO3MOXXHO Yepe3 AUCTAHLUI0 3PUTEJISI 10 OTHOLIEHUIO
K 00beKTy. U3MeHeHUe AUCTAaHIIMU NPOU3BOJUT ONpe/ie/IeHHble
3¢ deKThl B HACTPOMKe B3IJIS/la, KOTOPble Mbl ITOCTapaeMcs pac-
CMOTpeTb KaK OCHOBaHHUE JJi1 OCMbICJIEHUS] ABYX 3HAYUMBIX JJi
COBPEMEHHOCTH MO3ULUU (3PUTEJNIbCKUX, HCCIAeL0BaTENbCKUX):
HaOJII0aTesisl U CBUETeNs>,

) %k k

B 2023 ropgy B mpocTtpaHcTBe rajsepen ¢ponja «ExaTepuHa»
B MockBe npoxoauJa BbicTaBKa poTorpaduit AHactacuu lanaep

2 B HACTOSIIEM ICCE OTACIBHO HE OTOBAPUBACTCS PA3IHYNE MEXKIY IIYCTBIHHOCTBIO (KaK
ITyCTBIHEH) U ITyCTOTOM.

3 PasjienieHune Ha JiBa PeXXHMa B3MIIsIIA TPEOyeT OTACIBHOTO MPOsICHEHHUSL. TyT Cpein mpovero
MOJKHO YIOMSIHYTHh COBMeCTHBIN nokian A. [Tapamonosa n O. Aponcona «Habmromarens
VS. CBHJIETEIIb» B paMKaX Hay4HOTO ceMHHapa cekropa screTrku PAH o cpaBHeHHMH IBYX
HCCIIeI0BATEIbCKUX TO3UINN — HAOJIOIEHHSI M CBUCTENILCTBA — B COBPEMEHHOMN MPAKTHKE
TYMaHUTAPHOTO 3HAHUSI ¥ BO3MOXHOM MEPECMOTpPE MO3UIMK HabIo1aTeNs (CM. 3alKch
ot 14.02.2023 r.: https://iphras.ru/page24050962.htm).
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noJi Ha3BaHUeM «Apkausi»*. B cepuro Boiu pa6oTsi 2010-2020-x
ro/l0B Ha KOTOpPbIX Obl/1a Npe/cTaB/eHa uJias 3acTporKa, coxpa-
HUBIIASACA C COBETCKUX BpPeMeH: JBOPbl MUKPOPAaHMOHOB pPa3HbIX
ropozoB oT Puru o BnaguBOCTOKa, a TakXKe BIJIOTHYIO MOACTY-
NMBIIAA K HUM FOpPO/CKasg paCTUTEJNIbHOCTb.

Y>ke Ha 3TOM 3Talle, IpU NONbITKe CHGOPMYJIUPOBATH CAMOE OYe-
BUJIHOE — YTO, COOCTBEHHO, SIBJISIETCS [VIaBHBIM MPEAMETOM ChEM-
KU — IPUXOAUTCSA 3a/[yMaThCsl 0 COOTHOIIEHUU GOHA U PUTYPBI, YTO
3/1eCb BaXKHee: IoMa UJIM OKpY:Karolasa Ux 3esieHb? Ha nepesHem
IJIaHe 4aCTO OKa3bIBaeTCs MMEHHO OHA — XaOTHU4YHasd, pKas, IpHU-
4yy/IJIMBasi, pa3HOo006pa3Has, X0TsA BOCHPUSTHE, CJIe[ysI IPUBbIYHOU
aHTPONOLIEHTPUYHOU JIOTHKe, PUKCHUPYET B KaueCTBe 06'beKTa TO,
YTO UMeeT YeTKYI POpMy M Ha3HAYEeHHE — apXUTEKTypPHbIE COO-
pyxeHus. [lycTb Jaxke MaTepHUaJbHOCTbh UX (B OT/JIMUME OT SIPKO
BbIpa)KEHHOW BUTAJIbHOCTU PACTEHHWM) CTAHOBUTCS MPU3PAYHOH,
pacTBopsisicb Ha ¢poHe BbiCBeYueHHOro Heba. Ho Ha cHUMKax ¢oH
Y 00'bEKT OKa3bIBAKTCA PABHO3HAYHBIMHU, YTO YCUJIMBAET BI€YaT-
JIeHUe OT B3aUMOJeMCTBUS TUIIOBOTO — BU3yaJIbHO PUPMYIOLUX-
Csl IPSIMBIX YIVIOB 3/ITaHUM — U CJIy4alHOTO — IPUXOTIMBbIX Y30POB
fiepeBbeB. Tak, paCTUTENBHOCTb 00>KUBAeT, IpUCBauBaeT U JeJia-
eT HEMOBTOPHMMBIM PUCYHOK KaXJ0ro foma. Bcien 3a kamepou
3pUTeJIb HAaYMHAET CJeWThb 3a TpaHCcPOpMalUsAMU N0 Ced JeHb
HOBAaTOPCKUX HJEW COBETCKUX ApPXUTEKTOPOB MO O3eJIeHEHUIO
M YJYYLIEHUIO >KUJMIIHBIX YCJIOBHUU OOBIYHBIX I'pakJaH. BypHo
paspocuiasics pacTUTEJNbHOCTb OKa3bIBAETCS CJeJCTBUEM CMEHbI
MOJIMTUYECKUX U COLIMA/IbHBIX JIOTUK B TOPOACKOM NPOCTPAHCTBE:
OTCYTCTBHE (UHAHCUPOBAHUA U MOAJEPKKHU COBETCKUX MPOEK-
THUPOBILUKOB MPUBEJU K TOMY, YTO TOpPO/J| CTa/J NpeBpaliaThCcs
B Jiec. Ho pacTUTe/IbHOCTD — 3TO He TOJIBKO CJIe[ICTBUE COLlUAJIb-
HOW JJUCKOMMYHUKAIUHY, HO U BU3yaJIbHbIA 9KBUBaJIEHT BpEMEHU
Ha CHUMKax, «cJelnble NsTHa» Ha MOBEPXHOCTU COBETCKUX 3[JaHUH,
IOMEeXU B NaMSTH.

*TIpoexr Arcadia (16 deBpans — 14 mas 2023 1.) @ororpad: A. LHaiixep. Kyparop: I1. AHTOHOB.
Mecto mposenenus: @onnx xKynsTypsl «Exarepuna» http://www.ekaterina-fondation.ru/rus/
exhibitions/2023/tsayder/

Hexotopsie dhotorpadun cepun noctynHsl Ha caiite hororpada https://tsayder.com/arcadia
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Han. 1. A. latidep. U3 cepuu Arcadia (2016-2023)°

[lepeksoyeHre ¢okKyca Ha TO, YTO A0 3TOTO OKa3bIBAJIOCh
B 006/1acTU nepudepruiiHOr0 3peHusi — Ha pacTeHusi B TOpoJe, -
HAallOMHUHAET O TOM, YTO HallX CNOCOObI MPOXXUBAHUSA U OlLyle-
HUSI MPOCTPAHCTBA Cyryb6o HMHJAUBUYaJbHbl U (pparMeHTapHbI
(aHTpomoJIOrY Ha3bIBAIOT 3TO «MEHTAJIbHOW Tomorpadpuen»).
3eJieHb, OKpY»Kaloljasi IoMa, KaKeTcsl OJJHOBPEMEHHO 3HAKOMOM
Y Hey3HaBaeMOM, BBU/ly TOTO, UTO TOYKA 3peHUs], KOTOPYIO NpeJ-
JlaraeT 3aHATbh ¢oTorpad, HEMPUBBIYHA: B OOBIYHOM KHU3HU MbI
CKOopee BHUMAaTeJIbHbl K 3/1aHUSIM, a ABOPbl BOCIPUHHUMAIOTCA
Kak QYHKIIMOHA/IbHble NPOCTpaHCcTBa. Hall B3ris/], Kak mpaBuiio,
npeb6bIBaeT MO0 B peXUMe OMO3HAaBaHUS JJOMOB (TOrja 3eJjieHb
BOCIIPUMHUMAETCSl KaK IoMexa), IM60 B pexruMe MOIJIOIEHHOCTH
¥ JIIOOOBaHUs TNel3akeM (M TOrJa UTHOPUPYET BbINaJAloIIUeE
M3 HEro apXuTeKTypHbIe 3JIEMEHThI).

Yaep:kaTb 3TU peXUMbl BO3MOXKHO MOCPEJCTBOM pacCpesoTo-
YEeHHOr0 B3IVIfl/1a, OPOILLIEHHOT0 OTCTPaHEHHBIM HabJ0JaTeseM
6o/1epoBcKOro ¢pyiaHepa, KOTOPbIA CEro/iHsl, Kak U iBa CTOJIETUS
Has3a/], He YYBCTBYET cebs oMa TaM, IJie OH HaxoauTcsa. KomdopT-
HO€e MeCTO ero HaxX0XX/leHUsl — IPOCTPAHCTBO MEX/Y, «Ha IOpore».

5> dororpadun s MyONUKAINK TFOOE3HO MPEIOCTABICHBI ABTOPOM.
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dnaHep - uaeanbHasag MeTadopa JUCTAHIMH, BCe, UTO y HETO €CTh
- 3TO yCTpeMJIeHHbIH BJajib B3IV, U3 KOTOPOrO OH cOGUpaeT
dparMeHTbl MOBEPXHOCTEM, 0bOecrneyrBasi HEMPepPbIBHOCTb MPO-
CTPaHCTBA U BPEMEHHU.

Ho, B oT/inune ot pactBopeHHoro B ToJine ¢puaHepa XIX Beka
(«Tonmna, - numet Banbrep beHbsIMUH, — 3TO 8ya/b [KypCUB MOU
- H. K.], yepe3 KOTOpYy0 NpHUBbIYHAS TOPOJCKasl cpejia MOJAMUTU-
BaeT QJiaHepy Kak paHTacmaropus. B Tosne ropon — To nensax,
TO XWJasgd KoMHaTa» [Benjamin, 1996, p. 154]), coBpeMeHHbI!
XYL O)KHUK He CcO3eplaeT HW3MeH4YHWBble KOHQUrypalLUU Mac-
Chbl JIIOJel (XOTS1 ero CBsA3b C TOPOJIOM MO-NPEXHEMY Kpemnka),
a UMeeT JieJio € aOCOJIIOTHO MYCTBIHHBIM MPOCTPAaHCTBOM, OCBO-
00X/JIeHHbIM OT NMPHUCYTCTBHUSA 4esioBeKa®. HbiHemHWH ¢JiaHep
nepexojUT M3 OLHOTO JIOKyca NaMATHU B APYrol, CBO6GOAHO Npo-
HUKasA U3 Ny6GJIMYHOr0 MPOCTPAHCTBA B MPOCTPAHCTBO NpPUBAT-
HOTO, 3aKPbITOT0 OT NOCTOPOHHETO B3rsga. OH co3JaeT To, UTO
BeHbSAIMUH 0003HA4YUJ KaK «IOPUCTOCTb» TOPOLCKOTO MPOCTPAH-
CTBa: B3IJISI, OTCTPAaHEHHOTr 0 HabJIIo[aTe sl pa3/iBUraeT TeCHble
paMKU ropoZia U BblJieJIsIeT MeCTO JJis CLieHbl U 3pUTeJis, CO3/a-
eT AMCTaHIUIo, 3a30p (B KHUTe «bByayuiee HocTanbruu» C. boim
NUIIET B CBA3U C 3TUM 06 0C060H «ypOAHHUCTUYECKOW TeaTpasib-
HocTu» [Boym, 2019, p. 168]), 4T0 B c/iy4yae NJIOTHOCTH BKJIKOYE-
HUSI COBETCKOTO B TKaHb Hallell MOBCEJJHEBHOCTU OKa3bIBAETCS
0COOGEHHO CJI0KHBIM.

B HasBanuu npoekrta AHacrtacuu Llaingep - «Apkagusa» — npu-
CYTCTBYeT OTCbLJIKA K MHU(]HUUYECKOMY CIOKETY, BaKHOMY [Jisl
AHTHYHOCTH U, TO3/IHee, 1JI1s UCKYCCTBA 3M0XH PeHeccaHca v KJsac-
cunu3Ma. M3Haya/lbHO CKajJucTas U HeNpUBETIHUBas 006J1acThb
B LleHTpasbHOU ['penuu, Apkazus, BocneTas JJaTUHCKAUMU 103Ta-
MU, IOCTENEHHO 0OpeJsia 3HayeHUe UIUIJIMYEeCKON MeCTHOCTHU BHE
BpeMeHH U reorpapruueckoi NpUBSA3KHU C [IBETYIIEN PACTUTENbHO-
CTbIO U 6€33a00THBIMM NACTyXaMU U MACTYIIKAMHU.

6 dororpaduu cepuu CAeIaHbBl MPUMEPHO B OAHMX M TEX E CBETOBBIX YCIOBHSIX,
YTO BH3yalbHO CONMKAET CHUMKH MeXay coboi. Berbop Bpemenu Obur 00ycioBIeH
OTCYTCTBHEM CITy9alfHBIX MPOXOXKUX HA YIHILAX — IATh YTPa (YTO, OMATH XKE, HAITOMHHACT
pasmbiuieHus B. benbsimunaa 06 ncnonp3oBanuu L. bomiepom haHTacTHIECKUX 3JIEMEHTOB,
BO3HHUKAIOIINX MPH MPOOYKICHNHN, PABHO KaK M O TEXHHUKE POXKIACHUS CIOKETOB U3 3alHCH
CHOB y CIOPPEAJINCTOB).
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JdpBuH [laHodckul nUcal 0 NPUCYLLEM 3TOMYy TONOCY Napa-
JIOKCaJIbHOM XapaKTepe, KOTOPbI MOXXHO PacCKpbITh Ha MpU-
Mepe JIaTUHCKOTO BbipaxkeHus et in Arcadia ego’. B XVII Beke
OHO 4YacCTO BKJIIOYAJOCh B >XMBONMUCHbIA KaHOH U300paKeHUf
Apkaguu. OmnbKa B nepeBoJie YKa3aHHOM (pasbl He NPOCTO
CTaBUT MNpO6JIEMY MHTEPHpPETALUU, HO MAapPKUPYET peasibHble
M3MeHEeHHS B OTHOLIEHHWHU K 06pa3y 3TOro MUHUUECKOT0 MeCTa
B uctopuu KyabTyphbl (Panofsky, 1999). 1U3-3a ocobeHHOCTEN
JIJATUHCKOTO $13bIKa, KOTOPbIN JI0ONyCKaeT BO3MOXHOCTb MPOIMY-
CKa IjiaroJia B npeJJi0’)KeHMH, 3aKpeNnuJoch iBe paclpoCTpaHeH-
HbIX TpakTOBKU. OfHa chopMysiMpoBaHa B OO0JIbIIEN CTeNEeHU
10/ BJIMSIHUEM NAaCTOPaJbHbIX KAPTHUH ApKaauu: «H s 6bl1 podxc-
deH», Uiy «H s xcua 8 Apkaduu» (caoBa, IPOU3HOCUMBIE CMEPT-
HbIM, KOTOPbI€ BbIPA>KAKT HOCTAJbI'UI0 0 HECKA3aHHOM CYACThE,
NOTepsIHHOM pae). Bropoit nepeBoj rpaMMaTH4ecKu 60see ToU-
HbIU: «1 8 Apkaduu s ecmb» (3TH CJ0BA IPOU3HOCATCS OT JIMIA
caMoii CMepTH U SABJSIOTCSA CBOe0Opa3HOM BapUallMer Ha TEMY
memento mori). B KOHTeKcTe HalKX paccyXAeHUu o poTorpa-
$uu BaXKHO OTMETHUTD 3aJI0KeHHble B 06pa3e ApkaJuu HamJja-
CTOBAaHUSl BpEMEH, CJIOKHbIe OTHOIIEHUS MeXJy MNPOLIJIbIM,
HACTOAIIMM M OYyAyUUM, JIIOOONBITHBIM 06pa3oM 3adpUKCUpPO-
BaHHbIE U B fI3blKe, a TaK)Ke MPOsBJeHHAas B pe3yJibTaTe CBA3b
CO 3HAYEHHUSIMMU PaANCKOro caZla U OpPeHHOCTH 4YeJ0BEeYeCKOro
CylLleCTBOBaHMUS.

Pasbupas TpaHcpopmanuu obpasa Apkaauu y Bepru-
JIUA, I103Ta, BHECLIEro caMbld OOJIbIIOH BKJIQJ, B CO3JlaHHEe
3TOTO HWAWJIMYecKoro Tonoca, [laHopckulA oOTMedaeT, 4YTO
Beprusuii nepeBoAuUT Tpareiuto — CTpafaHus U cMmepTb [ad-
HUCA - «B Oyayllee, a elle 4alle B IMpoOLLIOe, Npeobpasys
TaKMM 00pa30oM UCTHHY MUa B ajiernueckoe 4yBcTBO» (Panofsky,
1999, p. 340). Tpareaus, o KOTOpOU NOBeCTBYeT Bepruini, okassl-
BaeTCs U300paXXKeHHOM B KayeCTBe y>Ke CBEPLIUBIIENCS JAHHOCTHU
- «MSITKO pacliBe4yeHHas JIbIMKa NpeIBOCXUIIEHUST U BOCIIOMU-
HaHUs OKyTbIBaeT ee» (Panofsky, 1999, p. 340). Haub6osiee ToyHO

7 Cama ¢pasa, kak ykaspiBaeT [laHO(GCKHIA, BEPOATHO, HMEET JOCTATOYHO MMO3THEE
npoucxoxieHre. Briepsoie oHa BcTpedaeTcs Ha kaptuHe J[. . ['BepunHo « CMepTh B ApKavm)
(mexmy 1621 n 1623 rr).

Nadezhda Krylova 125



BbIpa)KaeT B CTUXaX TaKOE OMCpO4YeHHOe Nosi8/eHuUe TParudecKo-
ro MOTUB NMaMATHUKA, HAATPOOUs], KOTOpOEe TOTOBATCS BO3/BUT-
HyTb JlapHuUCy ero mpexHWe CIYTHUKHU. BrnocnexnctBuu obpas
HaArpo6usi B ApKaiui CTAHOBUTCS NPAKTUYECKU HEOT'bEMJIEMOM
JleTaJiblo OoJiee MO3AHUX HU300paKeHUW ApKaJUU B HCKYCCTBE
(HauboJiee U3BECTHBIM U3 KOTOPBIX fABJsieTcsA KapTuHa H. [lyccena
«Apkaackue nactyxu», 1650).

[IpsiMoe n3zobpakeHre Tparuyeckoro B ApkaJiuu, TakuM obpa-
30M, HEBO3MOXXHO, TaK KaK OHO MPUBEJO Obl K MTHOBEHHOMY
paspyuieHUu0 UAUIKMU. YTOoObl M30eXaTh 3TOro KOHQJMKTA,
nuuiet [laHodckuii, Beprunuii ¢pakTuiecku M3obpeTaeT B MO3-
31U «CYMepKHU», BBOJA B IIJIaH ONMCAaHUSA BpeMs paHHEro Bevepa,
CTYILLeHUSl TEMHOTHI (MJIM ee IpeJloIyIeHus ). ITa «CyMepeyHas
cMechb nevanu u nokosi» (Panofsky, 1999, p. 340) - Busyanusu-
POBaHHbIM pe3yJbTaT CHATUS HECOOTBETCTBUA MEX/AY CBepXbe-
CTeCTBEHHO COBEPUIEHHOU Cpeaou ApKaJuu WU 4YeJOBeYeCKUMU
CTpajiaHheM U CMEPTHIO.

B npencraBiieHHbIX B cepuu A. llaiiiep cHUMKax MHUQOJIOTH-
YEeCKUW CHOKeT BBOJAMTCA Yepe3 XapaKTepHbIM KUBOMUCHBIN KOJ
(unn. 2) - n306pakeHUe PACTUTENBHOCTHU B JlyXe MacTOpaJabHbIX

Han. 2. A. Lalidep. U3 cepuu Arcadia (2016-2023)
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Han. 3. A. lJatidep. U3 cepuu Arcadia (2016-2023)

U Kaaccndeckux nensaxen XVII-XIX BekoB?®, — a Tak»Ke ¢ MOMOIbIO
CO3JIJaHUS OIpe/leJIeHHON TUI0JIOTUH, Habopa CXOXKUX CHKETOB,
BU3yaJIbHO COJIMKEHHBIX MeX/Jy COO0M U KaK OyATO JIMLIIEHHBIX
NPUBA3KM K KOHKPETHOMY MeCTY, ONO3HaBaeMbIX CKOpee Kak
«TUMUYHO» COBETCKHUE.

[lefi3zak¥ Ha 3TUX CHUMKAX BBIMJIAAAT CaMOAOCTATOUYHBIMU,
3aMKHYTBIMH CUCTEMAaMH, B KOTOPBIX IPUPOJA IpUpPyYeHa U MO/ -
YyrHeHa 3aKOHaM HCKYCCTBa. TakK, OJWHAKOBO pe3KOe Ha BCEM
NPOTSHKEHUU HM300pakeHUe, IUMPOKUN yroJ 0630pa, yAajeHHas
TOYKa 3peHHUs], yXoAdlas BJajlb U BbICTPOEHHAs IJIaHAMU Iep-
CreKTUBa, QpOHTAIbHASA KOMIIO3ULIMS U pOpMaT pabOT OTChLIAIOT
K CXeMe )XMBOMMCHOUN KapTHUHBI (TaKoe MOCTPOEHHEe MOXKHO BCTpe-
THUTb, HAIpUMeED, B PyCCKUX peaTnuCTUUeCKUX neisaxkax XIX Beka)
(nan. 3). [lpyuHUMNIHMAIBHO BaXXKHO, YTO MJiesl KapTUHbI MOJipas-
yMeBaeT COBEpPILEHHO ONpeJeIeHHOTO 3pUTes — Habardamesl.

8 Cwm., Harmpumep, kapTuHy «Apkaaus» Tomaca Koyna (1834).
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9. ToM6pux MUIleT 0 HEM Kak 00 «oueBH/le» (eyewitness)?, c yye-
TOM TOYHOI'O MeCTa U BpeMeHHU HaX0XJeHHsl KOTOPOTo pa3Bopa-
YHMBaeTCs CLleHU4YeCKoe IOCTPOEeHHe.

Ho 3HaueHuss mugosiocuyecko2o 0Ka3bIBAOTCS 3aKperie-
Hbl B pacCCMaTpUBAaeMOW CEPUU He TOJIBKO 32 KOMIO3ULMOHHOM
CTPYKTYpOH H >KAaHPOBbIMH OCOOEHHOCTSIMU KapTUHbL. OJHa
M3 TJIaBHbIX 33/jad MU(a 3aKJHYaeTcsl B CO3JaHUHU OILYLIeHUs
INPUCYTCTBHUS CAaKPaJbHOTO UJIU e «4yAeCHOTro», «paHTacTU4ye-
ckoro». Kak ormevaet KysbTypoJsior OkcaHa 'aBpullnHa, Beies
3a QpaHLy3CKUMM MnucaTeseM, KuHeMmaTtorpadpucrom Ilbepom
Mak-OpJsiaHoM, MU} - 4Ype3BbIYAaWHO 3HAUYKMMOE MOHSATHE MAJIS
ONKCaHUs ONbITA YeJIOBEKAa He TOJbKO AHTUYHOCTH, HO U COBpe-
MEeHHOCTHU: «“PaHTacTUyecKkoe” eCcTb HeNpeMeHHbIH aTpUOyT
“coBpeMeHHON” 3moxu, U ¢oTorpadus ecTb HauJyyllee Cpej-
CTBO [JIs1 pacKpbITUS “PaHTACTHUUYECKOT0”, MOCKOJIbKY ¢oTorpa-
busa aBasger coboit ¢urypy ceudemesasn (KypcuB Mo — H. K.)»
(Gavrishina, 2011, p. 88).

Tak, npucyTcTBMe MUda BO3HUKAET U 6sarogapsi BKJAYEHUIO
B CEpPUI0 APYroro TUma B3IJsJa, UM UHOM 3PUTEIbCKOU MO3U-
IIMU, BOCIIPOU3BO/IsAIEHN MO3ULHI0 cBUAeTe A %. Ha cCHUMKaX 3TOT
B3IJIs1/|, BCErJla HamnpaBJieH CO CTOPOHbI PAaCTUTEJNbHOCTH Ha 3/a-
HUe, IpeCTaBJseT CJOXKHBIM PaKypcC, yTpauuBaeT KOM(POPTHYIO
JIUCTAHIMIO IO OTHOIIEHUIO K 00'bEKTY (MJLI 4, 5, 6).

® Dpucr T'oMOpux Ha3Bal «IIPHHIMIIOM OYEBUALAY» OBITOBABIICE B Pa3HBIX KyJIbTypax
MPaBHUJIO, COINIACHO KOTOPOMY, HAYMHAS C IPEBHHUX I'PEKOB, XYAOKHHK He MOT H300pa3UTh
TOTO, Ye20 He Mo Obl BUACTH OYEBHJICI C ONPENCICHHON TOYKH 3pEHHS B OIpeIeICHHBIH
MOMEHT, He CABHHYBIIUCH ¢ MecTa (Gombrich, 1982, pp. 252-253). meHHO HeraTHBHAs
dopMmynupoBKa, cautaeT [oMOpUX, MO3BONISET aKIEHTHPOBATh PAKYPC U MEPCIIEKTUBY KaK
BeyII¥e MPUHIHITE n300paxeHus. JI. b. AnpOepTr TOBea STOT IPHHIIMII 10 COBEPILICHCTBA,
TIPE/ICTaBUB paMy KaK OKHO, 9epe3 KOTopoe HaOoaaTeIh CMOTPUT B MUp KapTHHBI (Gombrich,
1984, p. 123).

1% TToHsiTHE «CBHICTENBY UMEET Pa3HbIC TPAIUIINHA PACCMOTPECHHS U KOHTCKCTBI YIOTPEOICHHS.
OO0 M3MEHEHWH NMOHMMAaHHUS CTAaTyca CBUACTENHCTBA B (oTorpaduu u KHHEMarorpade
B XX Beke cM., Harpumep, ctatbio O. ApoHcoHa « MTHOBEHHE TOKyMEHTA U ITOJTHOTA MaMSTI
(Aronson, 2013).

128 ARS



Han. 4,5, 6. A. latidep. U3 cepuu Arcadia (2016-2023)

Ecnu B3rmisiag HabusroaTesss U3 JajJbHedl TOUYKM BOCHPUHUMa-
eTCsl KaK HeWTpasibHbIW, MPUBbIYHBIN, BbINIOJHEHHbIA B JIOTUKE
rOpPOJCKHUX BH/IOB, TO B3IVISIZ, CBUJETEJsI MPeACTaBIsSETCS Heve-
JIOBEUYECKHM, CTPaHHbIM. Ero nosiBjieHve - JleCcTabUIM3UpYIOIIEE,
BbI3bIBaloOIllee 3aMellaTeJbCTBO 3PUTEJIST KaK peaKI[Uulo Ha CMYT-
Hoe olyleHue 6ecghopmeHHo20' . Pacxozsimasics mo 3emJjie pacTu-
TeJIbHOCTb MPOTHBOIOCTABJISETCS 3/1eCh YCTOWYUBON BEepPTUKAIU
3/laHUM. 3pUTEJIb, HECIOCOOHBIA HAUTU 3aKOHOMEPHOCTH, Bbljle-
JIUTb CXOJCTBA U OTJINYHS, YIIOPSAA0UYUTb aMopdHOe 3esieHoe MST-
HO, UCIIBITBIBA€T CMyYTHOE 6ECIIOKONCTBO.

B kayecTBe mpuMepa JecTabUJAM3UPYIOLIel CTpaTeruu B pac-
cMaTpuBaeMbIX ¢oTorpadusix MOXKHO yKasaTb UTPy MaclITabOB.
Ha ¢oHe cTestomerocs no semJie Mirla aBTOMOOWIIH, MONABLINE
B Kajip, NPeACTaBJISIIOTCS HECONMOCTaBMMO MaJIeHbKUMHU, HUTpY-
IIeYHbIMH, A JIUCTbSI PACTEHHs], HAPOTUB, KAKYTCSA OTPOMHBIMH.
3a cYeT TaKHUX MCKaXKEHUU 3peHUe TepsieT ONopy — CIOCOO6HOCTh
OpHEeHTAIUX B NMPOCTPAHCTBE, 3aKOHBI MEPCIEKTHUBbI ePECTAT
pa6oratsb (1. 7).

1 BecopmenHoe kak moHsTHe, chopmynupoBannoe XK. Bataem u B manbHeimem
nepeocMeiciicHHOe B padotax P. Kpaycc (Bois & Krauss, 1997; Krauss, 2003), orceuiacT
HE CTOJIBKO K M300pakeHHIO M 3PEHHIO, CKOJIBKO K HEPETIPE3EHTaTHBHOMY, K OIPEIeICHHOMY
MPOCTPAHCTBEHHOMY M TUIACTHYECKOMY OIIBITY, K HHOMY THITY MPUCYTCTBHSI (KaK MUIIET
Kpaycc, «6e3M0IBHOMY TIPHCYTCTBHIO HEKOAMpPOBaHHOTO coObITus» [Krauss, 2003, p. 217]).
B Hacrosiiem acce pedb HJIET O MOMBITKE NPeCTaBUTh Oec(hOpMEHHOE KaK H300pa3nuTeNbHbIH
IpUeM, KOTOPBIH 3a CYET YCKOJIb3aHUS OT PEIPE3CHTALUH CTaBUT T10] BOIIPOC IIPUBBIYHBIC
3PUTEIBCKHE CTPATETHH M MPOU3BOAUT KOJIJIANC PAa3IMYUil, B TOM YWCJE IpPUIIANIaeT
K TIepecMOTpY IMO3ULIMH HaOIoaTeNs, H3HaualIbHasl 3a/1a4a KOTOPOTo — BEICTPAUBATh OOBEKT
MCXO/Is U3 MIPEAIIONOKEHUS O ero CyliecTBOBaHNH. MIHTepecHa Takxke CBsi3b OechopMeHHOTO
W MppeabHOro, (PaHTaCTUYECKOT0, B3AaUMOJICHCTBHE C KOTOPBHIM BO3MOYKHO B HOBOH JIOTHKE,
OTIIMYHOH OT (POPMUPYIOIIETo B3IIsiIa HaOIoares.
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Jlpyrox BaXHbIM 3JIEMEHT
B CHHMMKax Cepuu - 3TO BCe-
BO3MOXXHOTO  poJa IOMexH
BUJIUMOCTU: CBETOBOH 3 eKT
Jub0  OyKBaJIbHOE  TMPUCYT-
CTBUE JbIMa, TyMaHa, OTpaxe-
HUHM, (aKTyp, NOBEPXHOCTEH,
cTekoJs. CBOMCTBA TaKoro mnpo-
CTpaHCTBAa - OOMaHYMBOCTH
¥ WJUJIIO30PHOCTb, WUIpa CBeTa
u 3¢dekToB Mupaxka. besbie
paMbl M TOYe4yHas MO/ CBeTKa
paboT B 3KCHO3UIUM YCUJIHUBA-
I0T BOCIIPUSITUE OT OCBELEHHO-
CTH, KOTOpyK0 3adHUKCHUpOBaja
kaMmepa. Takue HCKaKeHHbIe
XapaKTEePUCTUKA  BUJAUMOCTHU
MO>XHO CPaBHUTb C CYMepPKaMH,

Han. 7. A. lJatidep. U3 cepuu Arcadia BBEZI€HHBIMH B I1033UI0 BepFH_

(2016-2023) JIueM B CBfI3U € obpa3oM Apka-

JIMY, UK C ByaJibl0, O KOTOPOH

nueT B. BeHbAMUH, IpeACcTaBJ/IsAsA TONY B IPOCTPAHCTBE rOpoja
pyb6erka BEKOB.

«Byasib» Ha CHUMKax He 3aTparuBaeT PacTUTEJbHOCTb, HO MST-
KO OKYTbIBaeT FOpPOJICKUEe COOpPYKeHHUsl. 3bIOKOCTb, CEPOCTh 3/a-
HUM %, UX reoMeTpuyecKass 060CO0JEHHOCTb OT OKPYKAKIIETro
nel3saxka OTCblJIAeT K 00pa3y HaArpobusa B ApKaJuu, B KayecTBe
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12 B 9TOl CBSI3M MHTEPECHBI PAa3MBIIIIEHUS O CEPOM LBETe B KapTuHax . Puxrepa. Cepbiii
MTO3BOJISIET XYAOKHUKY BH3YaJH3HPOBATh TUCTAHIINIO TT0 OTHOIICHHIO K TPOIIJIOMY, BEIPa3UTh
SMOIMOHAIBHYIO HEUTPATHHOCTh B MMPOTHBOBEC Oosiee KOHTPACTHOMY M JHHAMHYECKOMY
gepHo-6enomy m3o0paxenuro. «Cepsiit. O HUYero He cooduiaeT. OH He BBI3BIBACT HU YyBCTB,
HU acconuanuii. OH HE SABISETCS MO-HACTOSIIEMY HH BHINMBIM, HM HEBUAUMBIM. ETo
HE3aMETHOCTH MO3BOJIIECT €My MOCPETHIYATh, Je/IaTh BUAUMBIM, IIPUYEM B IOJIOKHUTEIHHO
WJUTIO3MOHUCTCKOM CMBICTIE, Kak Ha oTtorpaduu. Cepslil 001agaeT BO3MOKHOCTBIO, KOTOPOI
HEeT y APYTUX I[BETOB: OH “HHUYTO” nenaeT BUAUMBIM. Cephlil A7t MEHS — 3TO JKEIaHHBII
1 €IMHCTBEHHO BO3MOYKHBIN SKBUBAJICHT O€3pa3iudusi, CBOOOIBI OT 00s3aTENBCTB, OTCYTCTBUS
COOCTBEHHOTO MHEHHS, OTCyTCcTBUA popMbl» (Rethmann, 2010, p. 17).
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Han. 8, 9. A. [Jatidep. 13 cepuu «Arcadia» (2016-2023)

KOTOpPOT'0 3/leCh BBICTYNAIOT COBETCKHe MOCTpouku'®. B uTtore
ONTHUYECKOE HCKAaKeHHEe MPUBOAUT K TOMY, YTO MOHOXPOMHbIE
3/laHus Ha pOHe 3apocie lepeBbeB KaXKYTCS MPOJAYKTOM MOHTa-
Ka (ui. 8, 9).

JddeKT MOHTaXKa, B CBOIO 0OUepe/ib, CO3/IAET OlIYIlleHHe MHOTO-
CJIONHOCTH, KaK MPOCTPAaHCTBEHHOW, TaK U BpeMeHHOH'*: mpu-
3pavyHble 3/JaHUS HECYT HA ceOe OTYET/IUBbIE OTIIEYaTKH yIIe/[IeH
3M0XU, HO IPU 3TOM, OYEBUHO, IPOJIOKAT PYHKIUOHHUPOBATD,
He SIBJISISICh MaMSATHUKAMU B KJIACCUYECKOM CMbICIIE.

13 Hartomumm, uto 3. [TaHodCcKuii, OMICHIBas JIMTEpATypPHBIE U KUBOIMCHBIE BapHAIIUK 00pasa
HaArpoOuss ApKaanu, OTMEYAET, YTO TAKOH CIIOCOO BKIFOUECHUS MPOILIOTO B IUIAH HACTOSIIIETO
MOZPa3yMEBACT CHIDKEHHE IPaMaTHIECKOTO OTHOIIEHHS K IPOIIEIIEMY COOBITHIO, BBIPA)KEHHOTO
B XapaKTEPHOM 3MOIMOHAILHOW TMCTAaHLMPOBAaHHOCTH NEPCOHAXKEN K NPEACTAaBLUIEMY HEPEL
HIME TaMATHEKY. Ha monoraax X VII Beka repon kak ObI HAXOIATCSI B COCTOSHIH TTOTPYKEHHOCTH
B pasMBIIUICHHE, «MedTaTeapbHOH Menarxomum» (Panofsky, 1999, p. 348) B mpoTtuBoBec
BCTPEBOKEHHOCTH | YrKacy (Kak OBLITO B OoJiee paHHHUX TPAKTOBKAX CIOXKETA).

4 31ech MOYKHO BCIHOMHHTH Hjeto ®@. AHkepcMuTa 00 «0CO00M MOMEHTEY». PasMbliuiss
00 ucToprueckoM orbITe Beien 3a B. benbsmuHoM Ha ipuMepe Gotorpadmii D. ATxre, AHKEPCMHT
THCAJI, YTO «OHH Kak Oy/ITO U30JIMPYIOT HAC OT MUPA, B KOTOPOM MbI )KUBEM, CHIAIKUBAIONT HAC
€ peanbHOCmbIO 8 MOM 8Ude, KaKol OHA umeem 8 Haute omcymcmaue (Kypcus Mot — H. K.)»
(Ankersmit, 2007, p. 255). AHKEPCMHT OTMEUAET 0COObIL MOMEHM, B KOTOPBIA 3TH (oTorpadum
BOBJICKAIOT 3PUTEIIsl, MOMEHT, KOTOPBIH JIMIIAET IPOLILIOE €T0 «IIPOILIOCTHY U JIENAET €ro HAIIUM
COBPEMEHHUKOM. JTO CTAHOBHUTCSI BOSMOYKHBIM, B TOM YHCIIE Oaromapsi 0eCIoKOMCTBY, KOTOPOe
9TH CHUMKH B HAaC MPOOYKIAIOT U C KOTOPBIM MPUIVIAILAIOT BCTYIUThH BO B3aMMO/ICHCTBHE.
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UHTepecHO, TaKUM 00pa3oM, UTO B CEPUU YBUJETb COBETCKOE
CTAaHOBUTCS BO3MOXHBIM TOJIBKO Yepe3 HEKOTOPYI AWCTAaHLHUIO
(BbIpa>keHHY10 KaK OYKBaJIbHO BO BpeMeHU U MPOCTPAHCTBE, TaK
M yepe3 XapaKTepUCTHUKHU CBeTa U 1BeTa). B ToM 4ducie nepeco-
O6paTb COBETCKOE HAa HOBBIX OCHOBAHUAX MO3BOJIAET BOCHPUATHUE
ropo/iCKOro JyiaH/imadTa KakK }XMBOIIMCHON KapTUHBI. 3/1eCb *KUBO-
INMCHBIA KOJ, CTAHOBUTCS YCJIOBHMEM IPOSIBJIEHUS UCYE3al0IEero
Ha IJ1a3ax COBETCKOro .

OnurcaHHOeE BbIllIe COCTOSAHUE (He)ObITHA 0O0'EKTOB B IPOCTPAH-
CTBe HalOMHUHaeT 0 poTorpadpruyecKUx TUIOJOTUAX UHAYCTPUAIIb-
HbIX 00beKTOB b. 1 X. bexepoB, B KOTOpPbIX TeMa 3a0POLIEHHOCTHU
Y MYCTbIHHOCTHU B 60JIbLIEN CTENEeHU CBSI3aHA C KOHTEKCTOM Che-
MOK, YeM C peasibHbIMU QU3UYECKUMHU Pa3PyILIEHUSIMHU 00'bEKTOB.
B 3TOU CBfI3M MHTEPECHO PAacCMOTPEeThb NMOMeLleHHWe COBETCKOIO
B paMKU M300pakeHUsl yepe3 MOHSAATUE KCOBPEMEHHOW PYHUHBI»,
KOTOpO€E B TOM 4HCJie pa3pabaTblBaeT aMePUKAHCKUNA TepMaHUCT
Anppeac Xerccen?®.

O6pa3 noJsiypa3pyuieHHbIX aHTUYHBIX PYUH, ONyTaHHbIX pac-
TEHHUSIMH, — YaCTbIM CIOKET POMAaHTHUYECKUX KapTUH. B ciydae xe
«COBpPEMEHHBIX» PYUH U3 6€TOHA, CTAJIM U CTeKJIa pacna/i Ha CHUM-
KaX MOXeT MPOUCXOAUTb OINOCPEeJJ0BAaHHO: 4Yepe3 CBETOBbIE
3¢ deKThl, NOCPeACTBOM CKJIAZOK, OTpaxkeHHMM B Boze. OTpaxe-
HUSI 9TU UPPEAJIbHBI U HECYT PYHKIMIO «yIBOEHUI», KIIPOOETIOBY,
0 KOTOpbIX pa3MbllLisaa P. Kpaycc B cBSi3U ¢ croppeancTUUECKON
dotorpadueit (Krauss, 2003, pp. 111-121). Takue npobesibl mpo-
6/1eMaTU3UPYIOT IPUCYTCTBUE, IPEBpallas ero B 0OTCyTCcTBUE (Cp.,
Harnpumep, Wi 3, . 10).

B coBpeMeHHbIX pyuHax, oTMevaeT A. XelCCeH, «IPOCTPAaHCTBO
M BpeMs CKMMAalTCS, HaKJIaJblBasCh Apyr Ha JApyra Hamogobue
MaJIMMIICECTa», CO3JaBasi «YTPOXKAKIILYI OJHOBPEMEHHOCTbY
(Huyssen, 2010, p. 26), Jiokaiu3ys NpoILLJIOe He B MOMEHTE Bpe-
MeHHM, a B KOHKpeTHOM o00bekTe (Gavrishina, 2018). «Hacto-
sdl[ie PYUHbl pPa3HbIX BUJOB QYHKIMOHUPYIOT KaK IKPAHbI
(kypcuBMou - H. K.),HaKOTOpble COBPEMEHHOCTh IPOELUPYET CBOIO

15 BpIpaxkaro CBOIO TPH3HATENBHOCTh EieHe ITeTpOBCKOM, BBICKA3aBIIeH 3TO IEHHOE
HAOJTIONCHNE B TIPOIEcCe 00CYKACHUS HACTOSIIIETO TEKCTA.

16 Cwm. crarsio O. Fapurmnoii «Dortorpadus kak pyuna» (Gavrishina, 2018).
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Han. 10. A. latidep. H3 cepuu Arcadia (2016-2023)

ACUHXPOHHOCTb, CBOM CTpax U OJePKMMOCTb TE€YeHUEM BpeMe-
Hu» (Huyssen, 2010, p. 19). CoeguHeHHe MPOLIJIOTO U HACTOS-
mero pakTUYyecKd co3AalT 3PPeKT A00aBOYHOTO U3MeEpeHUs,
YTO HEBO3MOXXHO B JIOTHKe «IIPUHIMIIA OYeBH/IIa», OMMHUCAHHOTO
J.ToMm6puxoM U mojpa3yMeBaloIllero, YTO 3pUTeJb HENMO/BUXKEH
Y BOCIIPUHUMAaET BpeMs IMHEHHO .

HeycToliuuBas rpaHuiia MeX/Ay NMPOIJIbIM U HACTOSIUM, CHOM
Y SIBbIO, HAOJIIOZleHWEeM U JielcTBUeM (06 beKTUBAlMeN) HAallOMU-
HaeT ¥ O BaXKHOM JIJisi COBpEMEHHOW HCTOPUYECKON HAYKU HJiee
aHaxpOHM3Ma, B TOM YUCJIE O CJI0KHOM CTaTyCe COBETCKOI'0 HacJie-
JlUsl, KOTOpOe CerofilHsi HEBO3MOXXHO NPOCTO MpPeACTaBUTh KakK
«4YXKYI0 CTpaHy» 8.

KoHnctpyupyemass B cepuu A.laiijiep mnosuuus npepsaraet
YCTAaHOBUTb HOBBIM THUI CBSI3U C COBETCKUM, JIMIIEHHBIH 3MO-
IIMOHAJIbHOTO HaKaJla HeNoCpe/[CTBEHHOT0 O4YeBH/IlA IPOU30-

17 Tak, J. [oMOpHX OIKCHIBAET CUTYALHUIO, IPH KOTOPOIl MBI HE JOJDKHBI BHIACTH 3aTBHUIOK
cKkynsnTypHl Ha (hoTorpaduu (Gombrich, 1982, p. 253). AHanorndHo B peaquCTHIECKOI
KapTHHE HEBO3MOXKHO YBUJIETh OOBEKT Cpa3y B HECKOJIBKUX BPEMEHHBIX IIAHAX.

18 06 anaxpoHM3MeE CM. cTathio A. ONeiiHIKOBA « AHAXPOHU3M 1 rpanuipl ncropum» (Oleynikov,
2018). O 3amage HCTOPHKA MTPEICTABUTH MPOIILIOE KaK UYXKyI0 CTpaHy cM. KHury [Tutepa bepka
Eyewitnessing: The Uses of Images as Historical Evidence (Burke, 2001, p. 161).
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mezuero coobiTrs. [1006HO apKaJACKUM MacTyxaM, Halle/ UM
B 3apOC/IsAX TAUHCTBEHHBIH MOHYMEHT C 3araJloYHOM HaJAIHChIO,
COBpEeMEHHbIN 3pUTeb OOHApY>KUBaeT Ha QOHE OKPYKaAIOIEro
nei3a)ka MPU3pavyHy0 MaTepPUAJbHOCTD 3/IaHUS, BCTPeda C KOTO-
pbIM He IOBEPraeT ero B y?Kac WU JjpaMaTH4YecKUe NepeXKuBaHusl,
HO BBOJIUT B COCTOSIHME MeUYTaTeJbHOW MeJAaHXOJUH U 3ayMYH-
BOCTH.

% %k %k

YToO6bI NPOSICHUTH 0COOEHHOCTD B3IVIsIZa CBU/IETEJIS, 0OpATHUM-
cqa K Jpyrou cepuu portorpaduit Anacracuu Lanaep «MueHck»,
cHATOU B Kypckoil 06/1aCTU M TaK»Ke MOCBSAIEHHONW 6e3JII0JHbIM
NpocCTpaHCcTBaM. lleHTpasibHasA TeMa 3/1eCh — YaCTHbI€ UHTEPbePbHI
JlepeBeHCKUx foMoB. CbeMKa npoucxoauaa B 2013-2014-m rogax,
HO Ha JieJie B KaJipe OKa3bIBAIOTCA IMPEUMYLIECTBEHHO IOBCEJ-
HEeBHbIe COBETCKHME BellU U MpeJMeThl JIeBAHOCTbIX. OO bEKTOM
BHUMMaHUA CEPUM CTAHOBUTCA 3peHHE, ero OrPaHUYEeHHOCTb
Y 3aTPYAHEHHOCTb, a TaKXe BO3MOKHOCTHU €ro MnepuernTUBHOrO
pacuIMpeHus: oCcsI3aHHe U MaTepPUaIbHOCTh B pa3HbIX ee BUax '’

Han. 11,12, 13. A. laiidep. U3 cepuu «Myenck» (2013-2014)

19 BuuMaHue K MAaTEPUAbHOCTH cOmmKaeT nmpoekt A. Llaiinep ¢ COBpeMEHHBIMHU ITOMCKAMHU
B PaMKax COIMO-TYMaHUTAPHOTO 3HAHUS, TJ€ COBETCKUN KOHTEKCT IIEPEOCMBICIISIETCS Yepe3
pOJb BEIIM U MPAKTUK MOTpebIeHus B ((OPMHUPOBAHUHU COBETCKOM MACHTHYHOCTH. Bempb
MPEACTABIACTCS HE MPOU3BOIHBIM, HO TOJTHONPABHBIM CYOBEKTOM HMCTOPHH, HE MEHEE
Ba)XKHBIM, 4eM OQHIIHATbHAS HICONOTHSA, NSHCTBHUS YNHOBHUKOB 1 BracTeil. «Bemu crnocoOHbI
OPTaHU30BBIBAaTh OOMIECTBO M OOIIHOCTH, YEIOBEUECKOE TEJIO M WHAMBUIYAIbHOCTH
B KOHKPETHOM coItiaibHOM KoHTekcTe» (Golubev, 2022, p. 21).
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[IpuMeyaTenbHO, 4TO poTOrpaduu cAesaHbl C UCIOJIb30BAHU-
eM [OPTPeTHOro o6’beKkTrBa. OJHAKO HAa MeCTe NOPTPETUPYEMOTO
TYT OKa3bIBaeTCs APKO-KpacHas nepesiMB4yaTasg TKaHb HACTEHHO-
ro KOBpa, CTapoe MYTHOE 3epKaJio, y30p U CKJIA[KH 3aJlepPHYTOU
3aHaBeCKH, TOHKas ByaJlb TIOJI€BOW HAaKU/KH, IJITHLeBas NOBEpPX-
HOCTb KJieeH4YaToH ckaTepTH (K. 11, 12, 13). B3ris1 nocTOSIHHO
OCTaHaBJIMBAETCS, HATAJIKWBasICh HA 00MJIME YeXJIOB, pa3HOO6pa3s-
HbIX NOKPBITUH, IITOP, CKaTePTEN, MOKPbIBAJ, OJIMKOB, «IyCThIX»
3epKaJIbHbIX TOBEPXHOCTEMN .

HexomdopTHO 60/1M3Kasg [AUCTAHLUS He MOMOTaeT pasrjd-
/IbIBaTh, a, HANPOTUB, YCJA0KHSET CHUTyallMl0 3peHMs, CO3JaeT
dparMeHTHpPOBaHHOE MPOCTPAHCTBO, HEOJHOPOAHOE KaK MO Mpo-
HUIL[aeMOCTH /3aKPbITOCTH, TaK U MO Ka4eCTBY CbeMKH (poTorpa-
¢duu caesaHbl Ha aHAJIOTOBYIO KaMepy, CO CJI0’KHO YN paBJisieMbIMU
s¢pdeKkTaMu UCKaKeHUs BO3YIIHOrO NMPOCTPAHCTBA, 30H pacdo-
KYCUPOBKH U 3aCBe4eHHOCTH). CJIOKHbIE PAKYpPChl, HE B MOCJE]-
HIOIO o4yepe/lb 0OYCJIOBJIEHHble TECHOTOM NMOMeELleHWH, He AAKT
npejicTaBJieHHEe 00 001I[eM BU/Jle KOMHAThI, HO 3aCTaBJISIIOT coCpe-
Jl0TAaYUBAaTbhCS HA [leTaJIsIX U YaCTHBIX NOAPOOHOCTSX, )KECTKO PUK-
CUPYIOT B3TJIA[.

Ha oAHOM M3 CHUMKOB NPOTHUBOIOJIOXKHAS CT€HA KOMHAThI
OTpaXkaeTc BO BBIKJIYEHHOM 3KpaHe TeJIeBU30pa, NMPU 3TOM
paMKa 3KpaHa B TOYHOCTH MOBTOPSET CAEAYILIUNA Kazap, C OL4HON
CTOPOHBI, OTChL/IAs K ONBITY TeJIe3pUTeJid, a C PYTrOi, BHOBb CTaBs
nepeJi HAMHY BONPOC 06 OrpaHUYEHHOCTHU 3peHHs], HECIOCOOHOCTHU
3aIVIIHYTh 32 paMKU CepUH WU Kazpa (ni. 14).

20 B. Jlybun oTMeuar, 4To B IPOCTPAHCTBE COBPEMEHHOTO TOPO/Ia BCEBO3MOKHBIC BUTPHHBI,
3epKajia, 3aHABECH M CKIIAJKH YKa3bIBalOT Ha (UTYPY OTCYTCTBYIOIIErO, HO 3HAYNMOTO
npyroro. Tak, MOXHO CKa3aThk, YTO PAaCCMAaTPUBAEMBIC 37IECh «ITYCTBIHHBICY, OC3IIIOMHBIC
CHFMKH B ICHCTBUTEIBHOCTH OKa3bIBAIOTCS HAMTOJTHEHHBIMH «...BOOOpaKaeMbIMU (PUTYpaMHU
Pa3NUYHBIX IPYTUX, YIPESKIAIONINX W OCBEIIAIOIINX CBOMM “TIPHCYTCTBHEM B OTCYTCTBUH »
(Dubin, 2005, p. 325).
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Han. 14. A. laiidep. U3 cepuu «MyeHck» (2013-2014)

BHHMaHMe K MaTepUaAJbHOCTH U MePEKI0YeHHEe 3pEeHHs Ha 0CS-
3aTeJibHble PELENTOPbl NO-APYrOMy BbICTPAUBAIOT OTHOILEHUE
co 3puTeJsieM. B oTyinyre oT oOTCTpaHEeHHOT0 HabJiroAaTe) s, mpe6bl-
BAIOLIEr0 B ONpeJieJIEHHON TOYKe MepeJ; KapTUHOU, Ha KOMQOPT-
HOW JJUCTAHLMK COOMpAIOLIEro B3IJIsIZ0M 1[eJIOCTHOCTD MOJIOTHA,
3pUTeNb 3/1eCb OKa3blBaeTCs CBUJETeJeM, KOTOPOMY JOCTYIHO
JIUlIb pparMeHTUPOBAHHOE 3HaHUe. Ero co6cTBEHHbIE TeJleCHble
XapaKTEePUCTUKHU CTaHOBATCS NMpeaMeToM pedJiekcun’l. Matepu-
aJIbHOCTb 33/]aeT HOBbIM pU3UYeCcKUU MaciiTab B3aMMOOTHOIIIe-
HUS CO 3pUTEJIEM — NPUKOCHOBEHUE, 06ellaHue OIbITa, KOTOPbIH
JIOMaeT KaK IPOCTPaHCTBEHHYIO, TAK U BpEMEHHYI0 JUCTAaHIUIO0.

21 B kuure «Texankn Habmomarens» Jx. Kpapu ykassiBaer Ha TO, 9TO (UTypa KIACCHIECKOTO
HaOMroaTeNs MpencTaBiIsieT co00i AeMaTepuaIn30BaHHOTO CBUICTENS, YbH TEICCHBIC
XapaKTEePUCTUKU HE YIUTHIBAIOTCS, a TO3HABATEIbHAs aKTHBHOCTH CBOIUTCS K PabOTe 3pEHUS
(Crary, 2014, p. 62).
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[IlpegMeTOM BHHMMaHHUSA CTAaHOBUTCS TO, YTO YBUJETb HEJIb3sl
(enBa IPUOTKpPBITAsA 3aHABECKA ), 3a4aCTYI0 HaM JI0CTYIHbI TOJIbKO
NOBEPXHOCTH, QAKTYPHhI CTEH, TEHH, OTOJIECKH, TPELIUHBI, MyTHOE
3epkaJsio. Takas cuTyalusi OCTAaHOBJIEHHOTO B3IJisi/la, HEBO3MOX-
HOCTH KOHTAaKTa NPUOTKPbIBAET W€K BU3yaJbHOCTU B YHMCTOM
BHU/Jie - TO eCTb 6ecpOpMeHHOrO.

Bacce «Ilpuspaku JoKyMeHTaabHOCTU» J. CostOMOH-T'0[0 ULLIeT
0 pa3MbIBaHUU TpaHUL, Mexay poTorpadrer Kak UCTOPUIECKUM
CBUJETENBCTBOM U poTorpaduei Kak MCKYCCTBOM, «CO6JIa3HOM
HM300pakeHUsl B KauecTBe U306 paxkeHus» (Solomon-Godeau, 2016,
p- 174). 3cTeTU3anys NOBEPXHOCTHU BBICTYNAET LIATOM HaBCTPeYy
«pacToBapUBaHUs» BelllU (6aHA/IbHBIN KOBEP Ha CTEHE IlepecTaeT
ObITh MPU3HAKOM «MEIaHCKOW» POCKOUIM U OKa3bIBAETCS CJIOXK-
HbIM [|BETOBBIM U GaKTYpPHBIM NAATHOM). [Ipy 3TOM 3pesuie 37echb
(ecsii NOHMMATH B IAHHOM CJIy4yae MaTepUaJIbHOCTD KaK 3peJiulie)
He NPOTHBOPEYUT 3HAYEHUIO JJIOKyMeHTa. HanpoTus, 0HO cTaHo-
BUTCS KaK Obl IONIOJIHUTEJbHBIM IPU3HAKOM JJOKYMEHTAJIbHOCTH,
6/1arofaps TOMY, YTO 3allyCKaeT MeXaHW3M Y3HaBaHMUs, BbI3bIBAIO-
11ero y 3puTeJisi «BCIbIIKY naMaTu» (Petrovskaya, 2012).

Emie 6osibuie 3TOT 3pPeKT ycuauBaeTcsl B HeJlaBHEW CepUU
¢doTorpacda, NoCBAIMEHHON 3aKPBITBIM IPOCTPAHCTBAM COBETCKO-
ro Hay4YHO-MCCJIeJ0BATENbCKOI0 HHCTUTYTa??, rae cama ¢pakTypa
neyaTyd CHUMKOB NpPUOOpEeTaeT CTAaTyC CBUAETENbCTBA, OTChbLIAsA
TAaKTUJIbHO K 6apXaTHUCTbIM HUHTepbepaM COBETCKUX ayJUTOPUMN
C KpaCHbIMHM KpecJiaMU U TSKeJbIMU JpalipOBKaMHU.

%k 3k 3k

JIUCTaHIIUSI MEXAY 3pUTeJieM U 00'bEeKTOM, 3a/I0’KEHHAsI B pac-
CMOTpPEHHBIX cepusax poTorpaduu, HeyctonyrBa. OHa KOJIeOIeTCS
MEeX/y ABYyMsl JIOTUKAMH, BJIEKYLUIMMH 32 COO0M pa3Hble CIIOCOOEI
BOBJIEYEHUSI 3PUTEJISI: CKOJIb3S LUK CO3epLal0IMM B3IV HA0JI0-
JlaTesisl U B3IJIs1]| CYO'beKTUBHbBIHN, 3aTPYJHEHHbIN, 060raleHHbIH
0Csi3aTeJIbHbIM OMBITOM CBU/JIETEJIS.

22 BpicraBka noj HazBarneM « HA» npoxommiaa nerom 2023 1. B Mockse B ranepee Pennlab
Ha tepputopuu LICU «Bunzasom». @otorpadun cepuu TOCTYIHBI Ha caiite GoTtorpada:
https://tsayder.com/nii.
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Ecaiun  HabJsogaTesib, Kak
Mbl BHJIeJIM BbIllle, MOJYHUHEH
JIOTUKe XYZ10)KeCTBEHHOTO MpOo-
u3BeZleHHus1 ¢ KOMQOpPTHOM
JIMCTaHLIMEN U peyKLIMEeH Tele-
CHOTO OIIbITa, TO CBHUJETEJb
C ero BHHMaHHEM K JeTaJifM,
dbparMeHTUPOBAHHBIM OIBITOM

BJIeYeT 32 COOO0M JIOTUKY JOKY-
y AOKY Han. 15. Heuzsecmmublil pomozpagh. Pomo

23
MEHTa, apxruBa“, peFHCTPJaU'HH' u3 apxuea /lenapmamenma noauyuu.
OTJIMYHYIO OT OTHOIIEHWH 3PHU- Domoepagus komHameol, 20e 6bi1 youm
TeJIH/BpeJH/IU_[a B HpI/IBquHOM zeHepa/l-a(%}omaHm Caxapoe. 1905 2.
K B TocydapcmeenHblii apxus Pocculickotl
IIOHHUMAaHWU. RaK MUIMET Dallb-  gogenqyuy (TAP®) . 1742. 0n. 7. . 1464-1
Tep beHbsiMuH, B poTorpadpusax
6e3 JIroleH, MoJ0OHBIX CHUMKaM
MeCT NpPeCTyIJIEHWH, HeT MeCTa
CKOJIb3SILEMY co3epuarolie-
My B3MISAAY, 3TU ¢oTorpaduu
«BBIBOJAT 3pUTEJIA U3 PaBHO-
BeCUS; OH YYBCTBYET: K HUM
HY?KHO HAWTH oOIpe/eseHHbIN
nogxoa» (Benjamin, 1996, p.
33).
[loTepss paBHOBecusi, CMYT-
HOe 4YyBCTBO ©6eCloKOWCTBa
- BQXHBIM I[PU3HAK Iepexo-

Haan. 16. A. latidep. H3 cepuu «MyeHck»
Ja U3 pexurMa Ha6mo,qe1-n/m (2013-2014)

B COCTOSIHHME CBMJIETEJbCTBA,

3aBOpPOXKeHHOT0 B3misAAa. To ke 4yBCTBO (B TOM CJiy4ae, eCJd Mbl
BCTyIMaeM C HUM BO B3aUMO/IeMCTBUE) CBSI3bIBaeTCsl B puocobuu
HMCTOPUHU C BXOXKJEHUEM B «0COOBIA MOMEHT», KOT/a MPOIIJIoe CTa-
HOBUTCSI HEHAJl0JIr0 HAallUM coBpeMeHHUKOM (Ankersmit, 2007,

23 B 1aHHOM CIlyJae MO apXHBOM YMECTHO MOHUMAaTh TO, 4To P. Kpaycc 06o3Haumma kak
MPUHLHAI, YUIH CUCTeMy Katanora. [loHarne «poTtorpadmuyecKkoro apxmBa» MO3BOJISICT
paccMmarpuBath GoTorpaduio HE B KaTETOPHUAX MCTOPHUHM MCKYCCTBA (C MPHUCYLIEH eMy
TEPMUHOJOTHEH aBTOPCTBA, TBOPUECTBA MU XKAHPA), a KaK MPOIYKT HHCTUTYIIHOHAIEHOTO
peXrMa M OTIPEeNIeIeHHBIX BIACTHBIX OTHOIICHHUH, YTO 0OHAPYKHUBAeT poAcTBO (hoTtorpadun
1 OMOIMOTEYHOTO KaTayiora win Tornorpapudeckoi komwteknuu (Krauss, 2003, pp. 735-752).
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pp. 257-258). CmyTHOoe O6ecnokoicTBo (inquiétude) sBiseTcs
Y IPU3HAKOM «(paHTaCTUYECKOTO», ONABILEr0 B Hallle MoJie 3pe-
Hus 6J1arogaps ¢ororpaduu (Gavrishina, 2011, p. 88).

Tak, owyiieHue aypbl, 0 KOTOpOM nucasj B. beHbaMUH, - fany,
Kak Obl OJIM30K NpejMeT HU OblI, — MPUBOAUT HAC K Jpyro-
My MOHUMAHHUIO AWCTAHIIMH, KOTOpAsi CBSI3bIBAETCS HE CTOJIBKO
C KOJIMYECTBOM MYCTOTr0 MpPOCTpaHCTBa (Ppu3uyeckoro paccro-
SHUA [0 00beKTa), CKOJIbKO, KaK Obl 6aHa/IbHO 3TO HU 3By4a-
JIo, C ero KayecTBoM. B ciyyae ¢ortorpaduin A. llaiiiep 4yBCTBO
HENpeoJoJIMMOCTHU JUCTAaHLMM BO3HUKAET B pe3yJ/ibTaTe HUCIOJIb-
30BaHUSI >KUBOMKCHOTO KOJA, CO3/[aHUSI BCEBO3MOXKHBIX IMOMEX
BUJIMMOCTH, 3aTpyJHEHHOCTel B3risja, 3¢QPeKTOB MOHTaXa,
BBeJleHUs] B U300pakeHHWe 3HaueHUW MaTepuasibHOCTU. Co3/aH-
Hasi TAaKMMH BHU3YaJbHbBIMU CpeJICTBAMH JMUCTAHIUS MO3BOJISI-
eT MPOSIBUTb YCKOJIb3allllee COBETCKOE U3 «BPEMEHU IOCJe»
¥ B TO JXe BpeMsl M0-CBOEMY CTPYKTYPHUPYET 3PUTENbCKUNA OIbIT
CBUJETEJISl, HA KPaTKUM MUT MPUOTKPbIBAasi IPUCYTCTBUE MUPa —
daHTacCTUYECKOT0, CaKpaJibHOTO B OObIJIEHHOM, B MPOCTPAHCTBE
MOCTCOBETCKOTO IOpo/ia, /la/IeKOW JepeBHU, 3aKPbITOTO HAY4YHO-
MCCIeJOBAaTEbCKOI0 UHCTUTYTA.

REFERENCES
Ankersmit, F. R. (2007). Sublime historical experience (A. Oleynikov, Trans.).
Evropa. (In Russian)

Aronson, O. (2013). The instant of a document and the completeness of mem-
ory. In L. Kaspe (Ed.), Document status: Final piece of paper or alienated
certificate? (pp. 218-244). Novoe Literaturnoe Obozrenie. (In Russian)

Benjamin, W. (1996). The work of art in the age of mechanical reproduction (S.
Romashko, Trans.). Medium. (In Russian)

Bois, Y-A.,, & Krauss, R. (1997). Formless: A user’s guide. Zone books.

Boym, S. (2019). The future of nostalgia (A. Strugach, Trans.). Novoe Literaturn-
oe Obozrenie. (In Russian)

Burke, P. (2001). Eyewitnessing: The uses of images as historical evidence. Reak-
tion books.

Crary, |. (2014). Techniques of the observer: On vision and modernity in the nine-
teenth century (D. Potemkin, Trans.). V-A-C Press. (In Russian)

Nadezhda Krylova 139



Dubin, B. (2005). On the margins of a letter. Notes on strategies of thought and
speech in the 20th century. Emergency Exit. (In Russian)

Gavrishina, O. (2011). The empire of light: Photography as a visual practice of
modernity. Novoe Literaturnoe Obozrenie. (In Russian)

Gavrishina, 0. (2018). The photography as ruin. Shagi/Steps, 4(3), 59-67.
(In Russian)

Golubev, A. (2022). The things of life: Materiality in late Soviet Russia (T. Piruss-
kaya, Trans.). Novoe Literaturnoe Obozrenie. (In Russian)

Gombrich, E. (1982). The image and the eye: Further studies in the psychology of
pictorial representation. Cornell University Press.

Gombrich, E. (1984). Art and illusion. A study in the psychology of pictorial
representation. Phaidon Press.

Huyssen, A. (2010). Authentic ruins: Products of modernity. In J. Hell & A. Schon-
le (Eds.), Ruins of modernity (pp. 17-28). Duke University Press.

Kalinin, I. (2012). Sevastopol in August of 1855. War, photography, and
surgery: The birth of modernity poetics. NLO, 116(4), 32-74. https://
www.nlobooks.ru/magazines/novoe_literaturnoe_obozrenie/116_
nlo_4_2012/article/18872/ (In Russian)

Krauss, R. (2003). The originality of the avant-garde and other modernist myths.
(A. Matveeva, K. Kistyakovskaya, & A. Obukhova, Trans.).
Khudozhestvennyy zhurnal. (In Russian)

Oleynikov, A. (2018). Anachronism and the limits of history. Shagi/Steps, 3(4),
9-25. (In Russian)

Panofsky, E. (1999). Meaning of the visual arts. Papers in and on art history
(V. Simonov, Trans.). Akademicheskiy proekt. (In Russian)

Petrovskaya, H. (2012). Matter and memory in photography. Boris Mikhailov’s
new documentality. Novoe Literaturnoe Obozrenie, 117(5), 186-203.
Rethmann, P. (2010). A ghostly memory. Commentary on Gerhard Richter’s

series “October 18, 1977” (Trans.). Siniy divan, 15, 61-75. (In Russian)

Solomon-Godeau, A. (2016). Ghosts of documentary (D. Aronson, Trans.). Siniy
divan, 21, 150-177. (In Russian)

140 ARS



PRAXIS



TERRA AESTHETICAE 2 (12) 2023 : PRAXIS
Friedrich Tietjen : pp. 142-155

BECHYLWKHN U NOTEPA KOHTPOJ11. ®OTOIr PA®UA
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JlaHHBIN TEKCT nocBslleH peHoMeHy mocTobpaboTku poTorpaduil. TepMuH
«MOCTOOPabOTKa» WM «MOCTHPOAAKIIH» MO/pa3yMeBaeT BMeNIaTelbCTBO
B rotoByto ¢poTorpaduto. OgHako 3tamnbl GoTorpadpuuecKkoro npouecca Caox-
HO OTZeJIUTh APYT OT APYra, I03TOMY 'PaHHULy MEX/AY «TOTOBOI» poTorpadu-
el 1 ocTo6PaboTKOM JJ0BOJIbHO CJI0XKHO OIpeeIUTh, €CJIM ONMpPaThCs JULIb
Ha TeXHUYECKHEe XapaKTEePUCTUKHU 3TAnoB co3faHus ¢otorpaduit. Portorpa-
duyeckre n306pakeHrs1 06513aHbI CBOUM CyllleCTBOBAHUEM YAaCTUYHOM MOTe-
pe KOHTpPOJIsI co CTOPOHBI poTorpadoB, HanpUMep, KOHTPOJIS HAZ AeTalsIMU
Y X 06u/MeM B u3o6paxkeHUU. PeTylub, leHTpasbHasA Npoueypa nocrtobpa-
00TKH, MPUMeHsEeTC JM60 C Lesblo ycuaeHUsa 3ddekTa peaquCTUYHOCTH
IIOCPe/ICTBOM CIVIQXKMBAHHUS TEXHUYECKHUX OLIMOOK, JIMO6O [ NMpHBeJeHUs
M300paXkeHHUs B COOTBETCTBUE C NMPeANOYTEHUSAMU ayAUTOPUHU UM 3aKa3uU-
KOB — KaK 4aCTo CJIy4yaeTcs C TOpTpeTaMu. B TekcTe HccaeyoTCst BO3MOXHO-
CTH KOHTpoOJs HaJ poTorpadpryeckuM M306pakeHHEM M COOTBETCTBYIOLIUE
HNPaKTHKW BMeLIaTeJbCTBA B HETO He TOJIbKO Ha Pa3J/IMYHbIX 3TAllax CO3JaHUs
doTorpaduii, HO U Ha 3Tane UX MPOCMOTPA, KOTOPBIX MOJpa3yMeBaeT PEHH-
TeprnpeTanuio Gpotorpaduil B pa3iMdHbIX KOHTEKCTAX.

Kawuesslie caosa: GoTorpadus, peTylib, MIOCTIPOJAKIIH, TOCTOOPaboTKa.
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LOSS OF CONTROL AND FRECKLES.
THE RELATIONSHIP BETWEEN PRODUCTION AND
POSTPRODUCTION IN PHOTOGRAPHY

Friedrich Tietjen

Jewish Museum,
Frankfurt am Main, Germany
E-mail: friedrich.tietjen@stadt-frankfurt.de

The text is dedicated to the phenomenon of photographic postproduction.
The term “postproduction” suggests interventions into the photograph after
it has been taken. However, the stages of photographic processes are hard
to separate from each other, and thus the division between photographic
production and postproduction cannot be defined solely by addressing the
technical side of the processes. Photographic images owe their existence to
a partial loss of control on the part of the photographers, such as control over
the details of the resulting image and their abundance. Retouching, a central
aspect of postproduction, has been applied to either enhance the captured
reality effect by reducing technical errors or to shape the image according
to audience preferences - in particular in case of portraits. Exploring the
possibilities of control over the photographic image and the corresponding
practices of intervention into the image at various stages of photography
production, this text finishes with discussing the viewing of photographs
as a stage of “paraproduction”, i.e. the adjustment and re-interpretation of
photographs in different contexts.

Keywords: photography, retouching, postproduction.

YTo Takoe MOCTHNPOAAKIIH, UK TocTo6paboTka? CaMo MOHSATHE,
Ka)KeTCs, COEPKUT B cebe OTBET Ha 3TOT BOIMPOC: 3TO TO, YTO MPO-
UCXOAWT TOCJe 3aBeplleHUs1 npousBoAacTBa (production), koraa
NpPOX3BeEeHHbIN MPOAYKT CYIIECTBYET CaM 10 cebe U MOXKET CTaTh
00beKTOM MnoCcTO6pPaboTKU (postproduction). [IpuMeHUTENTBHO
K poTorpaduu 3TO 03HAYaAeT CaeAylollee: NOCTIPOJAKIIH — MPO-
11eCC, KOTOPBIA OTZeJieH OT PpaKTUYeCKOro Npou3BoAcCTBa POTO-
rpa¢un. OH HactymnaeT, korga ¢oTorpapuieckoe U300paKeHUe
rOTOBO, OHO YK€ CYILeCTBYeT U Tellepb MOXET ObITb HEKHUM CII0-
co60M /I0TOJIHUTENBbHO 06paboTaHo. Ho B Kakoil MOMEHT (MU
C Kakoro MomeHTa) ¢oTorpadus — CyuecTByeT?

Friedrich Tietjen 143


mailto:friedrich.tietjen@stadt-frankfurt.de

HaliTu yioBJIeTBOPUTE/NIbHBIA OTBET HA 3TOT BONPOC YAUBH-
TeJIbHO CJ0XHO. PoTorpaduueckue mNpouLeccbl 04YeHb Pa3HOO-
Opa3Hbl ¥ Pa3UTEJNbHO OTJIMYAOTCS JIPYT OT APYra, IpU 3TOM OHHU
B3aHMMOCBSI3aHbI, TAK YTO TOYHO OMNpeieJIJUTh MOMEHT ($a30BOro
nepexojia MeXJy HUMU ObIBAeT OYE€Hb CJOXKHO — XOTsSl Obl MOTO-
MY, YTO HET SICHOCTH B TOM, KAKMM KPUTEPHUSIM JOHKHO OTBEYATh
M300pakeHHe, YTOObl UMEThb MPABO Ha3blBaTbCsA ¢oTorpadpue.
Jlaxke ecsiM OCTaBUTb 3a CKOOKaMU COOCTBEHHO POTOOTIEYaTKHU
U BCe Te U300pakeHUs, KOTOpble MOTYT ObITh MOJIy4eHbI C TOMO-
b0 poTorpadpryuecKux NpoLeccoB, HO MPU 3TOM PoTorpadPprusaMHU
He SBJIAIOTCS (HanmpuMep, CBETOKOIMHU), U JaXKe eCJIU paccMaTpHu-
BaTb TOJIbKO HM300pakeHUs, MOJIydYeHHble C NMOMOUIbI KaMephl,
TO BCE PAaBHO HESCHO, B KAKOW MOMeHT ¢dpoTorpadpuieckoe U30-
OpakeHUEe MOXXHO CYUTAThb FOTOBbIM. MOXHO JIM CUMTATh OKOH-
YaHHEeM MPOU3BO/ICTBA MOMEHT, KOI/la CHUMOK Y»e caesad? Eciu
/la, TO B TAKOM CJiy4ae B aHaJI0roBoM ¢otorpaduur noctobpabor-
Ka OyZeT HAauMHATbhCA YKe C MPOSIBJIEHUSI CKPbITOrO0 U306pae-
HUS, Be/lb HEMOCPEACTBEHHO B MOMEHT ChEeMKH, KaK MpPaBuUJIO,
ellle HUKAKOro M300pakeHus1 HeT'. MoXeT ObITh, MPOU3BO/CTBO
3aKaHYMBAeTCsl B MOMEHT IMOSIBJIeHUS BUAMMOTO H3006paxe-
HUS1, OyAb TO OTNEYaTOK Ha OGymare WU JaHHble, BbIBeJeHHbIE
Ha 3KpaH? B TakoM cjiyyae NporU3BO/ACTBO 3aBepIlaeTcsl K MOMEH-
TY MOSIBJIEHUS] BUJJUMOTO IJ1a3y U300paXKeHUs1, U Toraa [udpoBas
doTorpaduss oCHUUIUPYET MEXAY ObITUEM U HEOBbITHEM, a JiMa-
MO3UTHBbBI BOOOILE OKA3bIBAIOTCS B HESCHOM I0JIOXKEHUHU, BeJb
OHU CYILEeCTBYIOT KaK pU3UYECKH OCsi3aeMble 00'bEKThI, HO CaMO
M300paXKeHHe BU/IHO TOJIbKO MPU MPOoelMpoBaHUU. MOXKeT ObITh,
doTorpaduio MOXKHO CYATATh CYIIECTBYIOUIEN Y>KE B TOT CKOPO-
TE€YHbI MOMEHT, KOTJla UJeT NOATOTOBKA K CbhbeMKeE, OpraHu3y-
eTcs KaJip, BOT-BOT OyJeT cZeslaH CHUMOK? MOXHO JIM CYUTATh
yke ¢oTorpadureid usobpakeHre Ha 3KpaHe MpeaBapPUTETbHOTO
npocMoTpa UUPPOBON KaMephl — KAPTUHKY, KOTOpasi He COXpaHs-
eTcsl U He 3anucbiBaeTcsa? [Ipo6eMbl U NPOTUBOPEUHS, KOTOpPbIE

1 OtHAKO 3aBHUCHT 3TO U OT POAOIDKUTEIBHOCTH dkcrornpoBanust: XKozed Heeric u JIyn Jlarep
1o 1839 roma paboTanu co CKPBHITBIMA U300paXESHHUSIMHU, B TO BpeMsl Kak YuibsiM Taas00T
M3HAYAJIBHO SKCIIOHUPOBAJ OyMa)KHBIE HETaTHUBHI A0 TEX IOP, TIOKa HA HUX HE HAYMHAIIO
MIPOSIBIIATHCS N300pakeHIEe, KOTOPOE My OCTaBaJIOCh TONBKO 3aKPEIHTh.
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POXK/JAIOTCS M3 MOJL00HBIX BONPOCOB, YKa3bIBAIOT HA TO, YTO B3aU-
MOCBsI3b IPOU3BO/ICTBA U NMOCTOOPAOOTKU Heobs13aTeJbHO ONpe-
JleJisieTCcs yepe3 TEMIOPaJbHOCTb TEXHUYECKUX MPOLECCOB; OHU
(aTu po6JiIeMbl U TPOTHUBOPEYHS) 3aCTABJSIOT HAC COMHEBAThCS
B TOM, YTO ONpeJie/IAI0LUM 3TaloM NpPOU3BOACTBA ¢poTtorpadpuun
SIBJIIETCS CbeMKa. B CBSI3W € 3THUM MpeJCTaBJsAETCA JOTUYHBIM
3a/1aThCsl BOMPOCOM 00 YCJI0BUSX, ONpelessoLUUX NIPOU3BOJCTBO
Y IOCTOOPabOTKY, a TaK»Ke BOIPOCOM 00 UX OTHOIIEHHH K penpe-
3eHTal WU JeNCTBUTEIbHOCTH.

doTonzobpaxkeHUs (C y4eTOM OTOBOPEHHBIX BhIlIe OrpaHUYe-
HUI) Hepa3pbIBHO CBA3aHbl C yTPaTOW KOHTpoJis poTorpadupy-
I0LUUM cy6'beKTOM. To, 4TO M03BOJISAET YBUAETh poTorpadus, yxe
Ha 3Talne NPOXU3BO/ICTBA NPOLLJIO Yepe3 PUABTPbI 3peHuUs1, Boobpa-
»KeHUs, aHTa3UuM — UHbIMH CJIOBAMH, Yepe3 TeJIECHY0 MHCTAHLUIO,
NOCpeHUYAKOILIYI0 MeX/JAy H300pakaeMblM U H300paKeHHUEM,
KOTOpasi CoBeplIaeT OTOOP, OTCEB, Ka/[pUpOBaHUE, pacCTaBJISIET
aKLeHThI, He 3aMe4yaeT U B UTOTe NMpeBpaliaeT YBUJEHHOE, BOOO-
paxkeHHOe — B u300pakeHUe. BJj06aBOK HEKOTOpbIE U3 3TUX JAEU-
CTBUM M QYHKLUH [leJIerUPYIOTCS annapary, a TOuHee, afnapaTtam
M TakuM 00pa3oM CTaHAAPTU3UPYIOTCId U aBTOMATU3UPYIOT-
€Sl — Ha KaXkKJ|OM JTale CyllecTBOBaHUs GpoTorpaduu no-pasHoMmy.
Hanpumep, B paHHUMe roZbl CyleCTBOBAaHUA MeAUyMa NOCJeno-
BaTeJIbHO CTAaH/AAPTHU3UPOBAJIUCh pa3MepPbl U COOTHOIIEHHUS CTO-
pPOH HM300paXKeHUH, a B HEKOTOPbIX COBpeMeHHbIX poToannapaTax
HAaCTPOMKHU MO3BOJIAIOT CAHXPOHU3UPOBATh Chb€MKY C MOMEHTOM,
KOT/la YeJI0BeK B KaJipe y/blbaeTcs. TexHuueckoe Uiy MeXaHU3U-
pPOBaHHOE 3peHUe, BOCIPUATHE alllapaTa U ero JIOTUKa CO3JjaHus
M300paKeHUN OmNpeJiesIIloTC WHbIMU YCJIO0BUSIMU, 4eM paboTa
yesi0Be4YeCcKoro riasa. OHH, C OJHOM CTOPOHBI, 3aBUCAT OT BpeMe-
HU 3KCIO3ULIMH, AuaPpparMbl, GOKYCHOTO PacCTOSIHUSI 00'beKTHBA
Y YYBCTBUTEJIbHOCTHU MCII0JIb3yEMOW 3MYJbCUU. A C Jpyroil CTO-
POHBI, 3T TeXHUYECKHe YCI0BUS, KaK IPaBUJIO, EAUHBI JJI1 BCETO
3a/IaHHOTO y4acTKa U300paXkeHUs, TaK YTO BCe Ha 3TOM y4yacTKe
perucTpupyeTcs M 3alUCbIBAeTCAd Ha MOBEPXHOCTU H300paxe-
HUS OJJMHAKOBO. JTO OTJIMYHE TEXHUUYECKOTO 3PEHUS OT 4YeJioBe-
YeCKOro M COMYyTCTBYyIOLlAas €My yTpaTa KOHTpoJis (aBTOpoM)
MOTYT pacleHUBAaTbCs KaK /[IONOJHUTEJbHOE NPEUMYILIECTBO.
Tak, ynuBieHUe U BOCXHIeHUE OOUJINEM WJIM JaXe U30bITOYHO-
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CTbIO JleTaj/lell — MOBTOPSAIOUIANCH TONOC Y>Ke B PAaHHUX TEKCTaX
o ¢oTorpaduu, korga coBpeMeHHUKHU Hbernca, [larepa u Tan6oTta
NbITAJIMCh 06JieYb B CJI0BA TO, YTO OHU BUJZEJU HAa GPOTOCHUMKAX:
JleTaJiki, KOTOpble Obl, BO3MOXHO, YCKOJIb3HYJIU OT HEONOCPEeo-
BaHHOTO ¢oTorpaduen rjaasa.

«'ociogun /[larep cH4s1 BUJ Ha MoOCT MCKyccTB M 3aKJio-
YUJ 1eJbli psiJ; BEJIMYECTBEHHBIX MaMSATHUKOB, HAXOAAIIMUXCS
Ha nipaBoM 6epery CeHbl, [...] B HeOO0JIbIIME pPaMKHU POTOCHUMKAY,
coobuiaeT HeMellKUH xypHaJs Kunstblatt B 1839 roay, u gasee:
«Kaxpasa nuHus, Kaxzaaa To4Ka, Kax/Jas MaJieriias HepOBHOCTb
Ha 3eMJie ¥ Ha 3/IaHUSX, HarPOMOX/IeHHbIe HAa HabepeXXHOU TOBa-
pbl, TOHYAMIIKe peiMeThl, KAMYIIKH, JieXKalljhe Y peKH, U pa3Ho-
06pa3Hble COCTOSIHUSI BOJIbI — BCE 3TO MEepPeJjaHO C HEBEPOSTHOU
TOYHOCTbIO M OTYeTJMBOCTbIO» (Schorn & Koloff, 1839, nur.
no Kemp, 1999, p. 57).

TouHyto nepeayy 6ecUrcAeHHbIX CYYaUHbBIX JleTaJled IPHUBO-
JAT KaK Jlo0Ka3aTeJbCTBO NPSAMOU CBA3U M300paKeHUs C BUJU-
MOH JelCTBUTEJNbHOCTbIO, MO0, MO BbIpaKeHUIO AJieKcaHapa
['ym60abATa, «HemoApakaemass BepHOCTb» (unnachahmliche
Treue)? poTorpadudeckoro n3obpakeHus IBJAsAET ce6s1 UMEHHO
B /leTaJIfIX, UX CKOIJIEHUSX. BMecTe ¢ TeM 3TU TEKCThl UMIIJIUIUAT-
HO yKa3bIBAlOT U HA TO, YTO JleTaId BO BCEM CBOEM MHOT006pa3nu
IIpYU CbeMKe OCTAlTCsl He3aMeTHbIMM JJis caMoro ¢oTorpada:
doTorpad He MOXKET B [TOJIHOU Mepe KOHTPOJIUPOBATH, YTO OyAeT
CHATO U 4TO OyzAeT Mmo3xe BUAHO Ha ¢oTtorpaduu. CTosib 4acTo
BOCIIEBAEMOE CXO/ICTBO MEX/JY 3peHueM U poTorpadprupoBaHUEM,
IJ1a30M M KaMepOW HaXOAWUTCS B ONNO3ULMU C IPUHLMIIAATbHbIM
pasjnyreM Mex/ly HUMH — pa3JiIMiueM, KOTOpPOe NpPOosiBJsieT cebs
B 3epKaJIbHbIX POTOKaMepax U KaMepax MOOUJIbHBIX YCTPOMCTB
Y KOTOPOE 3aKJ/I04YaeTCs B TOM, YTO CBSI3b KaMephl U IJia3a Hapy-
IIaeTCs UMEHHO B MOMEHT CheMKHU: 3epKaJio MOJAHUMAETCs, 9KpaH
TEMHEET, IVIa3 He BUJUT TOTrO0, YTO 3alledyaTyeBaeT Kamepa®. Ita

2 Anekcauap ¢on ['ymGonsar B michMe k reprorune Opeaepuke Gpor Anranst-Jeccay,
beBpann 18]3)9 rona (uuT. o Baier, 1977, p. 1{)6)

% B onpeeieHHOM CTEMEHH 3TO OTHOCHTCS M K KaMepaM C BUIOUCKATENIEM: 31eCh H300paKeHHEe
HE UCKa)KaeTCsl BO BPEMs CheMKH, HO BUIOMCKATENIb UMEET OTIIMYHYIO OT 00BEKTHBA KAMEPBI
Tpaekropuio Jyda. [lonyueHHoe n3o0pakeHne He COOTBETCTBYET TOMY, YTO BHJHO uyepe3
Buaouckarenb. OnbITHBIE (HOTOrpadbl MOTYT KOMIICHCHPOBATH 3TO CMEIIICHHE.
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yTpaTa KOHTPOJISI CTAHOBUTCS OCOGEHHO OYE€BUJHOW MPHU MpHU-
CTaJIbHOM PAcCMOTPEHUH CTOJIb BOCXBAJIIEMOr0 KayecTBa Iepe-
Jlauu peasibHOCTH, KOTJla OKa3blBaeTcs, 4To Ha ¢oTtorpadpuu
peasibHOCTb MpeACTaeT COBCEM He TAKOM, KAKOW ee BOCIIPUHHUMA-
eT YeJIOBeYEeCKHUH IJ1as:

Korzma mMbl cMOTpuUM Ha Hero [GOTOCHHMMOK]|, CHHHUM Ka)keTcsl HaM
6oJiee CBETJIbIM, a KpaCHbIH U KeJITbIM — 60Jiee HaCbIIlEHHbIMH,
YyeM B peasibHOM KU3HHU. [...] [IToMHUMO 3TUX UCKaKeHUH, UMEIOIUX
XUMUYECKYI0 TPHUPOAY, MPUCYTCTBYeT 4Ype3MepHass WHTEHCUB-
HOCTb IIpH nepejjadye GesblXx 06'bEKTOB, CAMbBIX CBETJIBIX YIAaCTKOB
06'bEKTOB U ITPU 3TOM HeJIOCTAaTOUHAsI MPOpaboTKa TEMHBIX y4acT-
KOB, TeHeH... (Schultz-Hencke, 1905, p. 2)

Tak nuwet /lankmap llynbi-XeHnke B IpeAyCJI0BUM K U3AHHO-
My B 1905 roay «BBesieHuio B peTylib ¢poTorpadpuii». B kauecTBe
OIHOTO U3 MPUMEPOB B KHUTE NMPHUBEJEH MOPTPET MOJIOO0H KEeH-
IIIMHbI: HETATUB B JIByX COCTOSIHUSAX U JIBA OTNeYaTKa C Hero (MJI.
11 2). HaHeoTpeTylIMpoOBaHHOM U300paXKeHHUH Ha JIUIE [ €BYIIKH
BUJIHO MHO>KECTBO YEPHBIX MATHBIIIEK: 3TO BECHYLIKU, KOTOpPbIE
B peaJIbHOM KU3HU He TaK IPKH, HO KaK pa3 B CUJIy 0COOeHHOCTeN
$oTOXUMUH, 0 KOTOPBIX aBTOP MUCAJ Bblllle, HA CHUMKE OHU Ipe-
BpalalOTCAd B TeMHble TOYKU. Ha oTpeTylinpoBaHHBIX U3006pa-
YKEHUSIX TEMHbIX MSATEH HET, JINI0 MOJIOA0M KEHILUHBI BbITJISIUT
YUCTBIM U IVIaJIKUM.

[lynp1-XeHKe CYMTAET, YTO 3a/4a4a peTyud (a B JAHHOM cJy4ae
peTyllb — 3TO NPUMep NOCTOO6PAbOTKU) 3aKJIH0YAETCS B TOM, YTO-
6Bl yOpaTh MOMeXU NMOJ0O0HOT0 po/ia, HO C COOJI0AeHUEM OLHOTO
Ba)KHOT'O yCJOBUsS: «PeTyllb HU B KOEM CJydae He J0JKHA cebs
0OHApYXUThb, B IPOTUBHOM CJiy4yae Oy/leT HapylleHa TapMOHUS»
(Schultz-Hencke, 1905, p. 4). UMeeTcs B BUy rapMOHUS HE TOJIbKO
KaK 3cTeTu4yeckasd QyHKLHs, KOTOpas onpejessieT B3aMMOOTHO-
IIeHUS OT/eJIbHBIX YacTel n3o06pakeHust. He MeHee BaXkHO, UTOOBI
u300paxkeHHe ObLJIO y3HaBaeMo Kak ¢oTorpadpuyeckoe, TO eCTb
YTOOBI, HECMOTPS Ha Py4YHOe, BbBIDOPOYHOE, B OCHOBHOM I'paduye-
CKOe BMeUIaTeJbCTBO, Er0 XapaKTep KaK TEXHUUECKOT0 U306pake-
HUSI peaibHOCTH OCTaBaJICSl HEU3MEHHBIM.
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Kopie vom unretuschierten Negativ Kopie vom retuschierten Negativ

Unretuschiertes Negativ Retuschiertes Negativ

Vergleichende Tafel der Negativ-Retusche.

Aufnahme aus der Photographischen Lehranstalt des Lette-Vereins, Berlin.

Han. 1 u 2. Heompemywupo8aHHbLil U 0mpemywupo8aHHtblil He2amuasl U 0mne4amku ¢ 060ux
sapuarmos. D. Schultz-Hencke. Anleitung zur photographischen Retusche und zum Ubermalen
von Photographien, 1905. Uaarocmpayuu 1 u 2, koaromunus
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B naHHOM ciy4yae u3zobpakeHue, co3gaBaeMoe GpoToanmnapaTom,
CyTb MaTepHaJl, U3 KOTOPOTo A0JKHA ObITh NoJ1y4eHa ¢poTorpadpus
NOCpPeiICTBOM yZaJieHUs OIMOOK, TO eCTh TOTO, YTO B U300paxe-
HUH OTJIMYAETCS OT BOCPUHMMAEMOM IV1a30M e UICTBUTETbHOCTH.
[1a3 no ymMoJYaHUIO HaJieI1eTCs CIOCOOHOCThIO HENOCpe/CTBEH-
HO BOCIPUHHUMATb peaJbHOCTb, HECMOTPS Ha TO, YTO 3HAHHUA
O HEeCOBEPLIEHCTBAaX 3TOW CIOCOOHOCTU OBbLIU BbISIBJIEHBI ellle
B XIX Beke 'epMaHoM ¢oH l'enbMrosabieM. OgHako lynbl-XeHke
C CO’KaJIeHMEeM OTMeYaeT, UYTO peTylIb U300paXKeHH I MOXKeT UMeTh
Y Ipyryue MOTHBBI, He UMeILIMe HUYero 0011ero ¢ )KeJaHueM Ipu-
6JIM3UTh U300paKeHHW e K BOCIIPUHUMAEMOMH IJ1a30M JIeUCTBUTEb-
HocTU: «K coxxa/leHH10, Heslb351 OTPULIATh TOTO, YTO 60JIbIIAs YaCTh
o6111ecTBa 3aMHTepPeCOBaHa HE CTOJIbKO B MOJIyYeHUU UCTUHHOTO
obpasa cebs, CKOJIbKO B BO3MOXXHOCTHU NpeACTaBUTb CBOUM 3Ha-
KOMBIM M XOPOULIMM APY3bSIM U300pakeHue, KaK 4acTo JleJIMKaTHO
BbIpaXKalTCs, MakcuMasibHO “yiecTHOe”» (Schultz-Hencke, 1905,
p. 3). ABTOpBI Jipyroro noco6us no petyuiu ¢pororpaduii, Boliiies-
1Iero NpakTHUYeCKU OJHOBpeMeHHO c mocobuem llynbiia-XeHKe,
elie 60Jiee pa3BEPHYTO TOBOPSAT 00 3TOU NnpobJieme:

Jlroiy 3a0bIJIM O TOM, YTO PETYIIb, IO CYTH, IOAPA3yMEBAET JIHUIIb
O4YeHb OCTOPOXKHOE CMSITYEHHE WJIM YCTpaHEHHe OrpeXoB, BHe-
CEeHHbIX B HEraTHB WJIM MO3UTHUB B CUJIy 0COOeHHOCTEN ¢oTorpa-
¢duyeckoro mpoiiecca, BOIPeKH CaMOMy MPHUPOJHOMY sIBJIEHHIO.
Jlroau noTepsiyiv 6JlaroroBeHye Nepej; HaTYpoH, KOTopas sIBJIsA-
€TCs1 HaJIeXKHbIM SIKOpeM JJIsl JIDGOT0 KUBOMKMCHOTO HU306pake-
HUsI, U CMeJIO CTaJIM TOBCEMECTHO U OecliepeMOHHO UCI0JIb30BaTh
peTyllb JIJIsl TOTO, YTOOBI «IIPUYKPALINBATb» YeJ0BEeYECKHE JINLIA.
[Tpu 3ToM poTorpadbl-MOPTPETUCTHI OTYACTH CJIEJOBAJIU CBOUM
COOCTBEHHBIM Y6€XKAeHUSIM, a 0TYACTH MO3BOJISJIM HECMBIIILJIEHON
ny6JIMKe MOMbBIKaTh COO0W M MOTaKau ee )KeJaHUsAM. PeTyiiep
He OCTaHaBJIMBAETCs HU NepeJ YeM: Jjaxke MOPIHUHbBI U CKJIaZ04-
KM, KOTOpbIe KM3Hb OCTAaBWJIA HA JIMIE CTapelollero 4eJoBeKa,
KaK CBsillleHHbI€ PaHbl, KOTOpPbIE COCTABJISJIM €ro 60raTcTBo, BO3-
BbILIAJIM €r0, YKpallald U JieJlaJid ero TPoraTeJbHbIM, JaXe 3TH
JIOCTOMHBIE N0YecTed 10Ka3aTe/bCTBA )KU3HU U TPYAOB YHHUYTO-
’KAIOTCS PETYLIEPOM C HOXKOM U KapaHJAlloM B pyKax. M TOT, KTo
BXOJIMJI B pOTOATE/IbE MY>KYHUHOH C JINLOM CEpPbe3HbIM U MOJHBIM
JIOCTOMHCTBA, BHIXOAUT U3 HETO C IVIJIKUM MaJIbuMILIeCKUM JINLOM
Anonuca. (Grasshoff, 1903, p. 2f)
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Kopie des Kopie des Kopie des
unretouchierten Negativs normal retouchierten Negativs itberretouchierten Negativs

Ausgefihrt im Atelier Joh. Hiilsen in Berlin
Grasshoff-Loescher, Die Retouche = Verlag von Gustav Schmidt
von Photographien. 9. Aufl. o0 o o in Berlin. c 600000006

Haa. 3. Omneuamku ¢ HeOmMpemywupo8aHHO20, 8 Mepy 0OMpPemyuupo8aHHO20 U YPE3IMEPHO
ompemywupo8aHHozo Hezamusa. J. Grasshoff, Die Retouche von Photographien, 1903.
Hanrocmpayus 1, koaromunust

B kauecTBe WJJIIOCTpPALlMU K 3TOU MOJIEMUKe B KHUTe Npej-
CTaBJIeH >XeHCKHWH NOpTpeT B TpeX BapHaHTax: OTIedYaTOK
C HeraTuBa 6e3 peTylLIH, C HEraTUBa C HOPMaJIbHOM PeTYIIbIO
M C HeraTHUBa C Ype3MepHOU peTyubio (uia. 3). Ha ypeamepHo
OTPETYLIMPOBAHHOM CHHMKE JIMLO >XEHIIMHbl BBIMVIALUT TakK,
KakK 6y/JTO OHO BbINOJHEHO M3 MOJUpoBaHHOTO dapdopa, npu
3TOM M Ha B Mepy OTPeTYLIMPOBAHHOM NMOPTpPETE «CBSALEHHbIE
CTUTMaThl» — MOPILUHBI U CKJALOYKU — CMATYEHBDI, CIJIaXKEHHBI,
a HEKOTOpble U BOBCe yAaJjieHbl. Tak e 06CTOUT Jies10 U C NpU-
MepaMu ¢oTtorpaduii, npuBeseHHbIX B KHUre lllynbna-XeHke:
SPKO NPOsIBUBIIMECS BECHYUIKH He NPOCTO CIJIaXKEeHBbI, JIMLO
MOJIOZIOW >KEHIUHBbl IO0CJe PeTYLH BBIVIAAUT 6e3ynpedyHo
YHCTBIM U IVIaJJKUM.

TakuMm 06pas3oM, peTyllb N03BOJIAET YCTPAHUTh TEeXHHUYECKHe
Oorpexy, HalpuMep BeCHYLIKH, CTaBlIMe 4Ype3MEepPHO 3aMeTHbI-
MU H3-3a GOTOXUMHUYECKUX CBOMCTB 3MYJbCUH, a TaKXe JeTally,
KOTOpble He HPAaBATCS NOPTPETUPYEMBIM Ha U300paKEHUAX UX
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COOCTBEHHOTO TeJsia, HAaIpUMep, MelIKHU Mo/, IJla3aMU UJIU MUMU-
YyeCcKHe MOPUIWHBI, KOTOpble Ka)KyTCSl CJMILKOM CHJIBHO BbIpa-
KEHHbIMM Ha CHUMKe. OJJHAaKO B JIMTepaType OTMeYaeTcs, YTO
rpaHUlla MeX/Jy AOCTAaTOYHOW PeTYIIbI U Ype3MepHOU NOCTO-
SIHHO NepecMaTpPUBAeTCs, 3aBUCUT OT BKYCOBBIX MpPeJNOYTEHUH,
Y OJJHO3HAYHBIX KPUTEPUEB 3/1€Ch HET:

Eciu koppekius [06ycI0BIeHHBIX POTOXUMHUYECKUMU PeAKIIUS-
MU] orpexoB B ¢poTorpaduu, 6e3ycsoBHO, OpaBJaHa [...], TO OTBET
Ha BONPOC, HACKOJIbKO poTorpadui ¢ MOMOLIbIO MOCHAEAYIOIUX
MaHUMYJISALUN MOXKHO U JOJDKHO YAy4YIIaTh UM OYUILATH OT U3'b-
SIHOB, NOJIYYEeHHBIX HU3-3a MeXaHUYeCKHX MPOLLECCOB, NOJTHOCThIO
OCTaeTCsl Ha YCMOTpPEeHHEe KaXKJO0T0o OTJeJbHOro 4ejioBeka. Mbl
CUUTaeM, YTO JlaXKe eCJH Obl ¥ HAc ObLI H/lea/lbHbI HEraTus,
[OJTHOCTBIO NepeJlalolliuil peasbHOCTb, HEKOTOPbIE YMeJblibl BCe
PaBHO YYBCTBOBaJ/IM Obl HEOGXOAUMOCTDb CO BCEW aKKypPaTHOCTBIO
BPYYHYI0 HNOYUCTHUTbH CBOM TIIATeJbHO cJelaHHble ¢poTorpaduu
OT MelIalLMX CIy4YalHbIX sIBJEHUH, KOTOPblE BCEra IPUBHOCUT
MexaHU4ecKuu mporiecc. (Grasshoff, 1903, p. 5)

B 3Tux paccyx/JieHUsX 0 peTylIx NPOosABJASETCS ABOMHOMN XapaK-
Tep poTorpaduu, KOTopasi OJHOBPEMEHHO SIBJISIETCS U U300parke-
HHUEM peaJbHOCTH, U U300pakeHUeM KeJlaeMOoU peasibHOCTU. Besib
Jla’Ke Ype3MepHO OTpeTyLIMpPOBaHHbIM ¢oTorpadusM, Ha KOTO-
pble ¢ TakuM ckenTuuaMoM cMoTpAT Ulyabi-Xenke u 'paccxodd
u Jleuiep, HeJib3s MOJHOCTbIO OTKa3aThb B MPaBJUBOCTHU: HECMO-
Tpsl HAa BHeCEHHble W3MeHeHUs, 3TU ¢oTorpadur co3JaHbl Kak
HENPOTHUBOpPEYHBbIE U TADMOHUYHbIE; TAKUMU UX 3aKa3aJiu, TAKU-
MU cJies1aJIi U TAKUMU UX MOT YBU/IETh 3pUTeJb. HecooTBeTcTBUE
MEeX/1y JIbCTUBBIM U306pakKeHHEM U peasibHOW BHEIIHOCTBIO pe/l-
KO MeIllaeT XOTsl 6bl MOTOMY, YTO 3TU U300pa*KeHUsSI PeKO MOXK-
HO CPaBHHUTb C OpUTHMHAJIOM - chpoTorpadupoBaHHbIE JIOJU PEAKO
OKa3bIBAIOTCS PSAZOM C IOPTPETOM.

PeTy1ib - He eIMHCTBEHHOE BMELIATEJNbCTBO B doTorpaduye-
CKOe M300pakeHUe, KOTOPOe MOXKeT HapYyUIUTh ero MHUMYI0 BO3-
MOXXHOCTb NIPaBJUBO Nepe/jlaBaTh peajbHOCTb. Beib peasibHOCTB,
WCTUHHBIM OTOOpa)keHHueM KOTOpPOH JloJ’KHA CTaThb poTorpadus,
KOHCTPYHUpYyeTCs ellle 10 CbeMKH, 0COGEHHO B CTYAWNHON NMpakK-
THUKe, U MOXET He COOTHOCUTBHCS C peasibHbIMU OOCTOSTEJb-
CTBaM >XM3HU CHHUMaeMoro. Y 3THUX U300paKeHUU U He ObLIO
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3a/layyd TepeaaTb peasbHble
00CTOATE/NIbCTBA, BeJb Yalle
BCEro OHU CTAaHOBUJIMCb BOOO-
pakaeMbIM NPOCTPAHCTBOM
COLIMAJIbHOTO  NPOJBUXKEHHUS.
Hanpumep, Ha nmopTpeTe >XeH-
I[MHbI, OTBJIEKLIEHCSA OT 4YTe-
HUA (W1 4 U 5), ¢ TOMOILIbIO
a6/JOHHOW I03bl HAM IIbITa-
I0TCl T0Kas3aTb H3BECTHYIO
CTeneHb CBOOOABI W HaJU-
yue CBOOOHOTO BpeMe-
HU, XOTSl HH TO HU JApyroe
He SIBJISJIOCh 006s13aTeJbHBIM
aTpubyTOM Jla’ke B CeMbSX
cpegnero  kJjacca (Tietjen,
Saciall &) 2011).3Tu M nof06HbBIE GOPMBI
BERLINN. peTylMu COLMaJbHOIO MPOMC-
XO0XKJEeHHUsI BeCbMa OYEBM/IHBI
M HEeNpPUKPBITHL: MacTopasib-
Han. 4. Ameave Makca Quwepa (bepauH). HbIE HEI‘/JISEDKI/I, NbIIIIHBIE CaAbl
Tlopmpem sceHWUHbL C HCYPHAOM. U POCKOLIHbIE UHTEPbEPHI,
enamuHogasi 6ymaza Ha KAPMOHHOM GAAHKe
¢opmama Pokorny (y3xuii eapuanm 61aHKa KOTOpbl€ CTAHOBATCA (1)0HaMI/I
carte-de-visite), okos0 1910, apxue asmopa AJid TNOPTpPEeTOB, KAK IIPpaBH-
Jio, Tpy60 HamucaHbl Ha XpyI-
KHX OT BpEMEHH XO0JICTaX U JIOMOJIHEHbl KOJIOHHAMU U3 JlepeBa
Y TUIICA, U3 Yero CJeAYyeT, YTO 3TU GOTOHU300paKeHUs He NpeJ-
noJiaraeTcsl YUTATh KaK JOKYMeEHTaJ/IbHble, CKOpee — KaK aJlJIero-
pUuyeckue.
TakuM 06pa3oM, BMelIaTeJbCTBO B OTHOIIeHUs ¢poTorpadpuu
C PeaJIbHOCTbI0 MOXKeT MPOUCXOAUTh U MOCJe CbeMKH, KaK B CJy-
yae C peTyllblo, U [0 Hee, U BO BpeMs: HaIpuMep, koraa ¢ororpad
obellaeT HenoceJIMBOMYy pebeHKy, 4YTO U3 OObeKTHBA KaMephl
BOT-BOT BbIJIETUT NTHUYKA, U TEM CAaMbIM 3aCTaBJISIET peOeHKa CMO-
TpeThb B 00'beKTUB. Pa3dHulla 3ak/l04aeTcs B TOM, YTO B OZJHOM CJIy-
yae U3MEeHEeHUsI BHOCSTCS B PeasibHOCTh, @ B [JPyrOM y>Ke B CaMO
M300pakeHWe, HO TPHU 3TOM KOHEYHbIM 3PPeKT MoKeT MOUYTHU
He OTJIMYaThCs: TaK, JEBYILIKA MOIJa Obl MPUNYAPUTH BECHYIIKH

152 PRAXIS



{
3
|

 fir modeme /%ofographle

e,

X
S
S
3
8
S
3
N
§

Atels
7

Han. 5. Ameave Kypma llipedepa ([Je6esnvH). [lopmpem dceHWUHb! ¢ JcypHaiom. XKeasamunosas
6yMmaza Ha KApMOHHOM 6aaHKe popmama carte-de-visite, okos0 1910, apxue asmopa

nepeJsi CbéMKOU, U CHUMOK, CKOpee BCEro, BbITJISALe Obl TaK Ke,
KaK ¥ OTPeTYIIHMPOBAHHBIU.

PeTymip ¥ Apyrue npakTHUKHA BbIOOPOYHOI'O PYYHOrO BMeUIa-
TeJIbCTBAa B M300pakeHWe BO3MOXKHbl HE TOJIbKO B MOPTPETHBIX
dororpadusx, caenaHHbix B ¢oroaTesbe. OHU BCTpeYarTCs
Y B JIIOOUTENBCKOU poTOorpadpuu, HanpuMep, ecJiv NpsIMO MOBEPX
M300paXkeHUs UYTO-TO HaMaJIeBaHO MJIU U3 poTorpaduu Bolpe3aiu
roJIOBy HeJIlOOMMOro pOoACTBEHHMKA; U B Hay4YHOU doTorpaduy,
KOT/ia [JI1 HarJIAAHOCTH NpU NMyOJIMKal UM B MeHee pa3/InuuMble
y4aCTKHA PEHTT€HOBCKUX CHUMKOB CIeLiMaJIbHO 00aBJIAIOT 11BET;
M B MOJHOU poTorpaduu, Korja uierm U HOTU MoAesied YAJIUHSA-
0T Y JeJIaloT UX 60Jiee CTPOWHBIMU (He TOBOpS O TLIATEJbHOM
MaKusKe INepeJ, CbeMKOW). BcTpevaroTcss nofoOHble MPaKTUKH
U B poToKypHanuctuke. Hanpumep, B punbme Kpructuana @peit-
ca «BoenHnnsiii poTorpad» (IllBernapus, 2001) potorpad Jxermc
HaxTBel, cTos mepej cOOCTBEHHbIM CHHMKOM, roBopuT: «Hebo
MeHsIeT BCe», a ero KoJljlera C HUM CorJialiaeTcs. A 103e Mbl BU UM
ero B $OT0/1ab0paTOPUH, OCBET/SAIOIIUM HEOO HAa CHUMKE IpPHU
noMouiy TpadapeToB U BaTHBIX NaJ04YeK, B TO BpeMs Kak Apyrue
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4acTH U300paKeHHs1 CTAaHOBSTCS BCce TeMHee. Peuyb B TaKUX C/y4a-
SIX UJIeT He 06 MICTUHHOM OTOOpaXKEHUU PeaibHOCTH, a 0 epejjaye
npe/CcTaBJeHUsl O TOM, KaKOW peasibHOCTb SIBJISIETCS WJIM JJOJIPKHA
ObITh. [l0 cyTH, 3TO M306paXKEHUE TOTO, YTO YBHUJET U JIU XOTEJ
yBUZEeTb ¢poTorpad, HO 4YTO MOXKeT ObITh MepeAaHo Ha goTorpa-
buU TOJIBKO C TOMOIbI0 06PAOOTKH.

Jleso B ToM, 4yTo Ha poTorpaduu U306paXKEHO TO, UYTO AOJHKHO
ObITh YBUAeHO. Pelaroniyuii MoMeHT B ¢poTorpadpuu — 3TO He TOJIb-
KO MOMEHT CbEMKU. JTO MU MOMEHT CO3epLaHUs POTOCHUMKA,
KOTOPBIM NMpeJBKYyIIAeTcsl U BO BpeMsl Cb€MKH, U BO BpeMs BceX
OCYyIIeCTBJISIEMbIX B HM300pa’KeHHEe BMeLIAaTeJbCTB — BO3MOXKHO,
K HUM NpaBUJIbHEE BCEr0 MPUMEHUTb TEPMUH «IapanpoAaKIIH».
JdTan co3epliaHus 06JiaZlaeT ropasZi0 MeHblIel ompee/eHHO-
CTbI0, YEM 3Tall CbEMKHU — HEBO3MOXXHO ONpeEeNUTb, KOIZa, Kak
4acTo, KaK JI0JIT0, AJis Yero, B KAaKUX ycao0BUsAX poTorpaduio 6yayT
paccMaTpuBaTh. CUTyalusi yTpaTbhl KOHTpoJsA Haf dotorpadu-
el B0306HOBJsIeTCcs. HO TOYHO Tak »Ke, Kak JJisl NapanpojakiiHa
BO3MOXXHO BMEILATEJbCTBO B TO, YTO MOKA3bIBAET U300paKEHUE,
JUIS1 HErO BO3MOKHO M BO3/IEMCTBHE Ha €ro Co3epLiaHue — [0 Kpau-
Hell Mepe, MOTEeHIMAJbHO Ha NMPoYTeHHe u300pakeHus. Kak KoH-
KpPeTHO 3TO JI0OCTUTaeTcs, kKakue popMbl 06pabOTKU BbIOUPAIOTCS
Y Kako¥ 3¢ eKT OHU 0Ka3bIBAIOT, 3aBHUCUT, B YACTHOCTH, OT UCTO-
pPHUUYECKOr0, COLIMAJbHOTO U TEXHUYECKOT'0 KOHTEKCTOB, B KOTOPbBIX
ObITYyeT M300pakeHUe: JareppoTUIl KOHKYPUPOBaJ Mpex/e Bce-
ro ¢ rpapuyecKUMU U3006paKEHUSIMU MaCCOBOTO MPOU3BO/ICTBA
Y ObLJ IPUBJIEKaTeJleH UMEHHO TeM, YTO BU3yaJIbHO SIBHO OT HUX
ominyascs. B $oToXypHa/IMCTHKe CHUMOK J10/DKEH BblIEPKHUBATD
KOHKYPEHLIMI0 C MHOXECTBOM JIPYyTUX MOJ0OHBIX U300paKeHHUH,
M OH MOXXET IpHBJIeYb BHUMaHUe, TOJIbKO €CJU He MPOCTO peru-
CTPUPYeT COOBITHE, HO M COJEPKUT HMHOCKa3aTeJIbHOe cooblie-
HUe 0 4YeM-TO 6oJibliieM. MosiHasa ¢poTorpadus Ao/KHA HE TOJTBKO
JIeMOHCTPHUPOBATh TOBAP, HO U CYJIUTH OIYLIeHHE CYACTbS, T03TO-
My 4Yallle BCero MoJieJid Ha Takux poTorpadpusax BeIIAAAT Kpacu-
BbIMU U CYACTIMBBIMHU (MJIU YBEPEHHBIMU B CBOEM HEOTPA3UMOCTH,
HO 3TO, CKOpee, HAPOYHUTOE CYACThe, KOTOPOE 3PUTEJISIM MOXKET
ObITb JOCTYIHO TOJIbKO €CJAM OHH KYNST KOHKPETHBIA TOBap).
Takum o6pasom, ¢poTorpadust - 3T0O He TOJIbKO 3ameyaTIeHHbIH
06pa3 COOBITUM MNPOILJIOro, KOTOPbIA pacCMaTpPUBAKOT CIYCTS
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BpeMs. OHa, cKopee, POsIBJsIET cebsi B TOM MOMEHTE HacToslle-
ro, Korjga usobpakeHue pacCMaTpPUBAKOT. JTO TaKXXe O3HayaerT,
YTO MapanpojaKiIH He OrpaHUYMBAETCs BMellaTeJbCTBaMHU, OCY-
IIeCTBJIIEMbIMH HEMOCPEJCTBEHHO Mocyie cheMKU. CKkopee, 3TOT
NpOLeCC KX bl pa3 BO30OHOBJISIETCS, KOT,a U3006pakeHue MOoJIy-
YaeT HOBBIA KOHTEKCT. [Ipy TaKOM MOHMMaHUU CaMO Pa3TJisi/ibIBa-
HUe M300parkeHUsI KaK/bli pa3 CTAaHOBUTCS O4YepeJHbIM BUTKOM
ero o6paboTKH.
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JlaHHas cTaThsl MOCBsIIEHAa HUCCIeA0BaHUI0 GOTOANIBO0MA KAaK KOMILIEKC-
HOTO MaTepHaJbHOr0 0O'bEKTA, KyJbTYPHbIe 3HAYEHHUS KOTOPOTrO IIHMpe YeM
3Ha4YeHHUs1 TOJIbKO JiMIb poTorpadpuil. PoToasb60M paccMaTpUBAETCA KaK
¢dbeHOMEH, CylLeCTBOBAaHHE KOTOPOTO COMPSI?KEHO C OMBITOM MepeXUBAHHUS
ero Kak pu3nyeckoro 06'beKTa, BOCIPUHHMAEMOr0o YyBCTBEHHO BO BpeMe-
HU U TIpOCTpaHCTBe. MccnenoBaTebHUIIA 33/]aeTCS BOIPOCOM O crielidpuke
3TOr0 OTBITA, BOSHUKAIOIIETO HA NlepeceueHn MaTepuaJbHOMN XXU3HU PU3U-
YeCcKUX 00'beKTOB (BKJIIOYasl YeJI0BeUeCKre TeJa) U COIUaJbHbIX B3aUMO/IeH-
cTBUii. Ha MmaTepuase no3gHecoBeTCKUX GOTOATHLOOMOB U3 YAaCTHBIX aPXHUBOB
B paboTe paccMaTpuBaeTCs TO, KAKUM 06paszoM poTorpadpuyeckrue 06 beKThbI
CTAHOBSATCS MaTepPUAJIbHBIMHU CJIENKAMH YeJIOBEYeCKOTO ONbITa U KaK MaTe-
puasbHOCTh GOTOATL60MA MPOXKUBAETCA B X0O/I€ CO3/JAHUS U UCI0JIb30BaHUS
3TOr0 CJI0KHOT0 0O'bEKTA.

Kamwuesvle csaoea: dacTHass ¢otorpadus, BepHaKyJsspHasa doTorpadus,
doToabO0OM, MaTEPUATBHOCTD, new materialism.
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TO SEE AND TO TOUCH:
PRIVATE PHOTOGRAPHY ALBUM AS MATERIAL OBJECT
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This article is dedicated to researching the photographic album as a complex
material phenomenon, whose existence is connected to sensory experiencing it
as a physical object in time and space. The author is interested in the specifics of
this experience at the intersection of the material life of physical bodies (includ-
ing those of humans) and social interactions. Using as examples late Soviet pho-
tographic albums from private archives, this text explores how photographic
objects become material imprints of human experience and how the materiality
of a photo album is experienced during the production and use of this sort of
object.

Keywords: private photography, vernacular photography, photo album, mate-
riality, new materialism.

®oTtorpaduu - cy0KHbIE /1 U3y4eHUs 00 beKThL. byayuun o cytu
BelllaMU, CYLIeCTBYIOIMMU B MaTepUaJbHOM MUPE, OHU TPaAULIU-
OHHO yYallle IPUBJIEKAlOT BHUMaHUe HcCiejoBaTesled He K MaTepu-
aJIbHOM, a K BUPTyaJIbHOW CBOEM COCTaBJISIOIIEN — K MHPOpPMALUH,
KOTOPYI0 OHM HEeCyT, K 3HaKaM W CMbICJIaM, KOTOpble CYHUTHIBAET
(nnu He cyuTbIBaeT) 3puTesib. O poTorpadusax Kak o mpeaMeTax,
Bellax, apTedakTax MNPUHATO TOBOPHUTb rOpPa3/fio MeHble, YeM
0 COGCTBEHHO U300paXKEHHUSAX, HOCUTEJIIMU KOTOPbIX OHU SIBJISIOT-
csa. Tem He MeHee, cyniecTBoBaHUe poTorpaduii B Mupe 00ycCiOB-
JIEHO U obecreyeHO MaTepHa/ibHbIMU NMPUYWHAMU. Jlaxke B 3moxy
IUQPPOBBIX TEXHOJIOTUM MbI MO-TPEXXHEMY BOCHPUHHUMAeM BHU3Y-
aJibHble PoTorpaduyeckue ob6pasbl NPy MOMOIIM MaTepUATbHBIX
HOCHTeJIEH, Yallle BCEro IKPaHOB — a CJIe/I0BaTeJIbHO, Hallla BCTpeya
c 06pa3oM U B 3TOM CJiy4yae ONOCpe/loBaHa BelllblO, XOTS B IIOBCE/-
HEBHOM JIMCKYpCe «BELHOCTb» GpoTorpadpuu yalie acColuupyeTcs
¢ ouupoOBbIMHU TEXHOJIOTUSAMU. B Moel rcciienoBaTeIbCKOH, Npe-
No/laBaTe/IbCKOM U KYpaTOPCKOW MpaKTHKe sl PEeryJsipHO CTaJKU-
BAIOCh C TE€M, UTO CMbICJI, 3HAYUMOCTb U BO3JeCcTBUE poTOorpadui,
peakuM Ha HUX, BO3MOXXHO, HeoTpedJieKCUPOBaHHbIE, CBSI3aHbI
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C MepeXMBAaHUEM HX KaK MaTepUa/IbHbIX 0O'bEKTOB, a HE TOJIBKO
C cofepKaHUeM caMUX U300paxkeHU M. [10 0T3bIBaM CTYAEHTOB MOUX
TEOPETUYECKUX KypcoB 0 ¢oTorpaduu, nepeauctbiBaHue PoTo-
aJIbbOMOB, IPUKOCHOBEHUS K GOTOOTIeYaTKaM, MPOsIBKA U NevyaThb
doTorpaduii BJ1abOpaTOPUH NPEACTABJISIOT COO0M OMbIT IO3HAHUS
doTorpaduu, OTVIMYHBIA OT OMbITA MPOCTAYUIMBAHUS JIEKLIUH, YTe-
HUS U 00CYXKJIeHUS] TeOpeTUYECKUX TEKCTOB. B MOBCeJHEBHOM 3Ke
MCNOJIb30BaHUM ¢oTorpaduy, B 0COOEHHOCTH B IPOCTPAHCTBE
yacTHOU ¢oTorpaduu, «BEUHOCTb» CTAHOBUTCS BaXKHOW COCTaB-
JISIIOLIEN MepeXKMBAaeMOro omnbiTa poTorpadpuruyueckoro: Gpororpadu-
yecKre 00'beKThbl TPEOYIOT B3aUMOAENUCTBUSA (HallpUMep, CHUMKHY,
pa3MelllaeMble B UHTEPbEpPE, pacneyaTbIBAlOTC, 0OpPaMJISIOTCS,
MM MOJOUpPAeTCs MECTO B MPOCTPAHCTBE) U 0COOOM 3a60THI (KOT-
Jla 6epeXHO XpPaHUTCA eJUHCTBEHHas ocTaBluascs ¢oTtorpadpus
KOTr'0-TO U3 POACTBEHHUKOB). Ciiy4aeTcsi, OHU MPUBOJSAT 110J1b30Ba-
TeJIsS B 3aMellaTe/IbCTBO: HAaPUMep, KOTZja MPUHUMAETCSI pellieHne
YAQJIUTh U3 CEMENHOro apxMBa GOTOOTIEYATKH, YTPATUBLLIHE CBOIO
3HAYMMOCTb JIJIS1 CEMbH B €€ HbIHEIIHEM COCTaBe, U YHUUTOKEHUE
aHAJIOTOBBIX CHUMKOB BHE3alHO OKa3bIBAETCSH 3TUYECKHU CJI0XKHOMN
3ajjaueid. B apyrux caydasx ¢ortorpadpudeckue o6be€KTbl MOTYT
BbI3bIBAaTh YYBCTBA HEXHOCTU W HOCTAJbCUU - Mpo2amesbHOe
B IEPEHOCHOM CMbICJIE OKa3blBAaeTCsl CBSI3aHHbIM OYKBaJIbHO C BO3-
MO>KHOCTBI TPUKOCHY ThCS.

B nomaiiHeM apxuBe M B YaCTHOM NpoCTpaHCTBe ¢poTorpadus
3a4acCTyl0 — He OT/eJIbHbI OTIEeYaTOK, a YaCTb MHOI'OCOCTABHO-
ro 06'beKTa, BK/IYAKIILEro B ce06s1 HOCUTeNIb POTOU300paKEHUS:
Oyab TO oOpaMJieHHble yBeJUYeHHble W OTPEeTyILIMpPOBaHHbIE
doTomopTpeThl, CyBEHUPbI-UACKOIIBI C 3aMassHHbBIMU B HUX H30-
OpaXkeHUSIMM Ha cali-TJIeHKe, POT0a/IbOOMBbI, 00YBHbIE KOPOOKHU
WM IJIaCTUKOBBbIE NaKeTbl, HAOUTble poTorpadusiMu, OTKPHIT-
KaMH, MUCbMaMU U KaTylUIKaMU HeMNposiBJieHHOW mieHKU. Korpa
doTon306parkeHUs1 CO3/J]al0TCS MPU MOMOILU LUPPOBBIX TEXHO-
JIOTUH, UX NOTpebJIeHre CBA3aHO C MCI0JIb30BaHUEM YCTPOUCTB,
MO3BOJISIIOIIUX YBU/ETh KAPTUHKY: 9KpaHOB (TesiepOoHa, KOMIIbIO-
Tepa, MPpoBoi GOTOpPAaMKU) WK MOBEPXHOCTEN, HA KOTOPBIX
pacnedaTbiBaloTcsl poTorpaduu. Bo Bcex aTUX cayyasix BO3MOXK-
HOCTH YU OTPAaHUYEHUSI MaTepHaIoB, PU3NYECKUX 06'bEKTOB U MPO-
CTPAHCTB /eJ1Ial0T BO3MOXXHbIMHU UJIM HEBO3MOXKHBIMU T€ UJIU UHbIE

158 PRAXIS



NPAaKTUKH, CBSI3aHHbIE C MMPOU3BO/CTBOM, XpaHEHHUEM, UCIOJb30-
BaHUeM QoTorpaduil. MaTepuasbl, 06’bEKTBI, MIPOCTPAHCTBA COe-
JUHSIOT WM, HA060POT, pa3esisiioT Jito/led, B3auMO/1ei CTBYIOIUX
¢ ¢ororpadusamu. MaTepuasibHble ycjaoBUS poTorpadpuyieckoro
Y UX NepecevyeHusi C COllMabHbIMU NMPAKTUKAMU, OKPYKalIUMHU
doTorpaduto, U ABAAIOTCA 06 EKTOM 3TOI'0 UCCAe0BaHUs. MeHs
MHTepecyeT TO, Kak (uU3WYecKoe, MaTepuasJbHOe oOmpefesseT
YyeJsioBeYeCKUH OoNbIT GpoTorpadruyueckoro, a TakKe KakK Mepexu-
BaHUe poTorpaduu Kak MaTepuaJbHOro GeHOMeHa BJIUSET Ha ee
collMasibHble M KYyJbTypHble cMbIC/Ibl. B pokyce Moero ucciesno-
BaHUs - yacTHas ¢oTorpadus. [log 3TUM TEPMUHOM S TOHUMAIO
doTorpaduto, IeHTPaJbHbIM CIO’)KETOM KOTOPOM — a TaKKe Mpo-
CTPAHCTBOM CO3J]JaHHSI M MCIOJIb30BAaHUSI — SIBJISIETCS YacTHas
’KU3Hb ee M0JIb30BaTeJledl U UX OJIMKaHMLIero Kpyra oOILeHHUs
(pOACTBEHHUKOB U Aipy3€en).

MaTepuasioM /il HCCJAe0BAaHUSI CTAHYT TIO3JHECOBETCKHE
dotoanbb6oMbl (1950-1980-€). PoToaILOOMBI — HE €/JTUHCTBEHHas],
HO OJIHA M3 HauboJiee pacpoCcTpPaHeHHbIX GOPM CYIleCTBOBAHUS
¢doTorpaduii B yacTHbIX GOTOAPXUBAX ITOr0 epro/a. I Hazierch,
YTO UMEHHO obpallleHrue K ¢OToasbbOMYy KaK CJI0XKHOMY 00BEKTY
NOMOXKeT 6oJiee BBINYKJIO U OLUYTUMO NpPeACTaBUTh MaTepuasb-
HOCTb ¢poTorpaduu, KOTOPY ObIBAET CJ0XKHO HAIyNaTb Teope-
THUYECKHU — 0 METO/I0JIOTUUYECKHUX CIO)KHOCTSIX UCC/IeJOBAHUS 3TOTO
acnekTa ¢potorpaduii g 6yly rOBOPUTH Jlasbliie’.

MamepuaavHocmb omoepaguyeckozo (memodoso0zuye-
CKUe 0CHO8AHUs1)

B konHue 1990-x - Hayasie 2000-x uccienoBatenu ¢poTtorpapuu
00HApYKMBAKT MHTEpPEC K MaTEpPUAJbHOCTU POTOrpadpuveckoro,
KOTOPBIA MO/ICTErMBAETCS HEOOXOJUMOCTbIO OCMBICIMBATDH MpPHU-
X0, UUPPOBBIX TEXHOJIOTUN U MEpPEeMeHbBI, CBSI3aHHbIE C UCIOJb30-
BaHUEM JJUTUTAJIbHbIX KAMep U C pa3pacTaHueM UHPOPMaIMOHHOU
OHJIalH-cpeabl. OnHO U3 BbicKa3biBaHuW Ppesa PuTumHa, aBTOpa

1 4] 6maromapro 3a MOMOIs B paboTe Haa 3TUM TekcToM Apkaans barombayma, Baguma
Bacca, yuacTHnkoB kpymioro ctona «Kak m3ydars yactayro ¢ororpaduio?» B EBponetickom
yauBepcurete oceHpio 2023 ., Upuny KanntonoBy, ['anury Oprosy, Onsry boiitiosy. Crares
HamMcaHa rpu noaaepkke rpanra ¢ponma V-A-C.
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MPOTrPaMMHOTO Jis 3TOH IUCKycCUU TekcTa After Photography, npo-
TUBOIOCTaBJsAeT LUpPOBYI0 poTOrpaduio, KOTopas OCHOBBIBAETCS
Ha «3aKO/IMPOBAHHbIX 03HAYAIOLUX, JAHHbIX, KOTOPbIE JIETKO OT/ie-
JISIIOTCSI OT CBOEro MCTOYHUKA U U3MEHSIIOTCSI», aHAJIOroBON GoTo-
rpaduu, KOTopasi «KIIPOUCXOJUT OT BETpPa, JPEBECHHBI U JIePEBbEB,
13 Mupa ocsizaemoro» (Ritchin, 2009, p. 17). [IpeacrasisieTcs, 4To
B TeKcTe PUTYMHA MaTepuaJbHOCTb UCIOJIb3YeTCs B MIEPBYIO OYe-
peZib Kak MeTadopa, a He Kak peHOMeH, caM 10 cebe BbI3bIBAIOLUMI
UCCie[0BaTebCKUM MHTepec. B npoTuBonocTraBieHn LUppOBOM
doTorpaduy, CylecTByw0Iel B BHUAE KOJIa, KOTOPbIM CO3/1aeTcs
¥ pacmrdpoBbIBAETCS MTPOTPAaMMHBIM 06ecriedyeHUeM, U aHaAJIOTO-
BoM QoTorpaduu, cocToslield U3 CJIeI0B CBeTa Ha CBETOYYBCTBU-
TeJIbHBIX TOBEPXHOCTSIX, MaTEPHUAJIbHOCTh CTAHOBUTCSI MeTadopoi
B MEPBYI0 o4yepelb CBSA3U Mexay ¢dororpadueil u pedpepeHTOM,
a BMeCTe C 3TUM — Y JIOCTYITHOCTH aHAJIOTOBOM TEXHOJIOT'MHU YesloBe-
YeCKOMY MIOHMMAaHUI0, MOKOHTPOJbHOCTH 06PA30B.

[locTeneHHO MaTepPUaIbHOCTb aHAJIOTOBOM poTorpaduu, 6osiee
OCTpO ollyTHMast Ha GpoHe pacnpocTpaHeHHus poTorpadpuu nud-
poBoil ¢oTorpaduy, CTaHOBUTCS MpeJMeTOM BHUMAHUS MUCCe-
noBateJield. [lo Mepe o6palijeHus K ee UCC/IeIOBAHUI0 CTAHOBUTCS
OLLyTUMOU HEeJJ0CTAaTOYHOCTb TEOPETUYECKOT0 MHCTPyMeHTapus,
NOCKOJIbKy Teopusi ¢ororpaduu XX Beka OblIa cocpefoToye-
Ha B OCHOBHOM Ha HCCJIe[JOBaHUM 00Pa30B, CMbICJIOB, 3HAYEHUH,
BU3yaJibHOCTU. OHOM K3 NepBbIX MONBITOK HallyNnaTb HOBbIE
MeTO/0JI0TUYeCKHUe PAaMKHU /151 UccyiejoBaHus poTorpadpuieckoi
MaTepUaJbHOCTU MOXKHO cYUTaTh COOpHUK 2004 rona Photographs
Objects Histories. On the Materiality of Images. Bo BCTynuTe/JbHOU
CTaTbe K CO0pHUKY Jiu3abeT IaBap/c u JxkeHuc XapT coBeplIalOT
MNONBITKY ONUCAaTb MaTepPUAJbHOCTb POTOrpadpUyecKoro, Bblje-
Jisis IBA ee TUIIA: MaTepUaJibl, 331eICTBOBAaHHbIE B TPOU3BO/CTBE
doTorpaduii, To ecTb Cyrybo TEeXHOJIOTUYECKH 00YCJI0BJIEHHbBIN
MaTepHuaJibHbIK UX COCTaB, U popMbl U popMaThl poTorpadpuii Kak
du3nveckux 06’bEKTOB, TO eCTh MaTepUasibHass ¢popMa apTedax-
ToB (Edwards & Hart, 2004)>2.

2 Bornee mo3gHM 0630p TOAXOM0B K M3YUCHHUIO MaTCPHAIBHOCTH (oTOrpaduyueckoro
3a apropcTtBoM O. DuBaprc: E. Edwards. Objects of Affect: Photography Beyond the Image
(Edwards, 2012).
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Emie ogvH vcciieioBaTe b, KOTOPbIA HAYMHAET paboTaTh C TEMOU
MarepuajbHOCTU ¢ortorpad¢uu B Havase 2000-x roxos, — [xed-
¢bpu baTyeH. baTyeH M3BeCTeH KaKk aBTOP TEPMUHA 8EPHAKY/ASPHAS
(vernacular) pomoepaghusi. ITO NOHATHE OH MpeAJaraeT JJd yKasa-
HUSA Ha Te 06J1acTH poTorpaduu, KOTOpbIe He CTa/IM IPeMeTOM UHTe-
peca cl10oKuBLIEeNCcs K cepeiHe XX BeKa TPaAULIUMU UCTOpUorpadpuu
doTorpaduu. BaTom cMbicie BepHaKyisspHasi poTorpadusi - TEpMHUH,
OXBaTbIBAIOLMM T0JIE TOPa3/0 OoJjiee MIMPOKOe, YeM TOJIBKO JIMIIb
yacTHasi poTorpadus, ofHaKO BHUMaHKe baTyeHa B 0CHOBHOM QOKY-
CUpYyeTCs UMEHHO Ha YaCTHOM, CEMEWHOH, JloMalllHeW poTorpaduu.
Hanpuwmep, B nepBoM ab63ate cBoero 3cce Vernacular Photographies
BaTyeH omnpefesseT BepHaky/aspHyr ¢ortorpaduio Tak: «To, 4yTo
BCer/ia 0CTaBaJIoCh 3a MpejesiaMyu UCTOPUU poTorpadpuu: 06bIYHBIE
doTorpaduuy, Te, YTO Jies1ad WM MIOKYTaIU (UM IOKYaJId U 3aTeEM
JlofieJibIBaJIM ) OObIUHBIE JIIOAX HaurHas ¢ 1839 roja, Te poTorpadum,
KOTOpbIe XPaHATCA JIOMa U JIOPOTU Cep/illy, HO Pe/IKO UHTEPEeCYIOT
My3el uau ucciefoBatesisi» (Batchen, 2002, p. 57). OnpeaeneHus
BEPHAKYJIApHOU poTorpaduu B CTaThbe PA3HATCA U CKOpee MOXOXKHU
Ha ONMCAHUA U CIIUCKU OOBEKTOB, YTO OOHAPYKMBAET CJIOKHOCTb
¥ MHOTOIJIAHOBOCTb O0ObeKTa per se. baTueH xapakTepusyeT Bep-
HaKy/IsIpHYy10 poTorpadpuio Kak KOMIJIEKC IPOAYKTOB TPy/Zia HENPO-
dbeccrOHaNBbHBIX WJM MNOJYNpPOo(ecCHOHANbHBIX aBTOPOB, MoAYaAC
3a KOJIJIEKTMBHbBIM UJIM aHOHUMHBIM aBTOPCTBOM, IPUYEM CaMU 3TU
NPOJYKTbl HE MMEIT BBICOKOW LIEHHOCTH WM UHTEJJIEKTYaJbHO-
ro cofiepKaHusi, a uX GU3nUecKoe BOIJIOIEHHEe MOXKET IPOTHUBOPe-
YUTb YCTOSABIIUMCS NIPE/ICTaBJIEHUSIM O CMEHE TEXHOJIOTUH U CTUJIEN
(Batchen, 2002, p. 57). batuen obpaljaeT oco6eHHOe BHHMaHHE
Ha MaTepualibHble XapaKTEPUCTHUKU PoTorpadpruiecKkux 00bEKTOB,
Ha TAaKTWJIbHbBIM U KWHECTEeTUYECKUM OIBIT MO0JIb30BaTeJie 3THX
00bEKTOB, Ha CBSI3b 3THUX MaTepUa/ibHbIX KayecTB C adpPeKTHB-
HbIM BO3/IEMICTBUEM U C MEMOPHUAJIbHOU QyHKIIMEN 3TUX 0O bEKTOB.
CaM TepMuUH vernacular batyeH GepeT u3 TpynoB /xoHa Kysnxo-
¢deHa, NOCBALIEHHBIX BEPHAKYJISPHOMY HUCKYCCTBY (vernacular art).
B Hecko/sbKMX TpyAax, HanucaHHbIX Mexay 1941 u 1982 roppbl
KysHnxodeH pa3BuBaeT ujiel0 U yTOYHSET MOHSATHE BEPHAKY/ISIPHO-
ro UCKYCCTBA KaK KOMILJIEKCA «06'beKTOB, 3IMIIMPHUYECKH CO3JJaHHBIX
O0OBIYHBIMU JIIOJbMU B KaueCTBe HEOCMBICJIMBAEMOTO Y He onpejeJis-
€MOr0 IPaBUJIaMH OTBETA HAa TPEOOBaHNSI HOBOU KYJIBTYPHOU Cpe/ibl»
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(uuT. o Batchen, 2002, p. 199). CornacHo KyanxodeHy, BepHaKyJIsIp-
HO€ UCKYCCTBO — 3TO «...apTedaKThl, Ybsd PaKkTypa, popMa U [mpouune
IPY3HAKM | pa3BUBAJIMCh B [IPSIMOM, HE OIIOCPEJOBAHHOM 00y4eHUEM
B3aUMOJIEMCTBUM C MaTepyualaMy, NOTPeOHOCTSIMU, OTHOLIEHUSIMU
Y 3aHATHUAMU 0011lecTBa, OPMUPYIOLIETOCA 10/, BO3/IeMCTBHEM JBYX
CHJI — IEMOKPATHH U TEXHOJIOTHW» (IIUT. o Batchen, 2002, p. 199).
[TapasiiesibHO cO CKJIabiBatolelcs B moJsie photography studies
JIUCKYyCCe O MaTepUuaJbHOCTHU QOTOrpapruyueckoro BaKHBIM
HAay4YHbIM M aKaJ[EMUYECKUM KOHTEKCTOM /[IJi MOero obbekTa
MCCJIeJOBaHUA CTAaHOBUTCA NodABJeHHe B Hadasle 2000-x TeopeTu-
4YeCKOTr0 HalpaBJieHUs BTYMaHHUTaPHbBIX UCCJIe[J0BAHUSX, TIOJYYUB-
nero Ha3paHue new materialism. OfiMH U3 TPOBO3BECTHHUKOB 3TOTO
HanpasJsieHus, busn BpayH, nuiieT B cBoeM NpOrpaMMHOM TEKCTe
Thing Theory: «Mpl CMOTPUM CKBO3b OKpYXKarolllue Hac mpejMe-
Thbl (UTOOBI MOHSATb, YTO OHU PACKPBIBAKOT 006 UCTOPUH, OOLIECTBE,
OpUpPOJie UIH KYJbTYpPE...), HO Mbl JIMIIb MeJbKOM BUJUM CaMH
Bewu» (Brown, 2001, p. 4). BpayH npoaoJ/nkaeT: «... 1oA “Belibio”
MMeeTCs B BUJly He TOJIbKO OOBEKT, HO U 0COOble OTHOIIEHUS
MeXxJy 06beKTOM U cyobekToM» (Brown, 2001, p. 4).Kputukys
CJI0’KMBIIYIOCSI B TEOPETUYECKOW TPaJULUU IPUBBIYKY 00pallaTh
BHUMaHMUe Ha CJ0BO, HA 06pa3, Ha cyobekTa, bpayH mpusbiBa-
eT HaBeCcTU (QOKYyC Ha caMy MaTepua/IbHOCTb Bellel. B kayecTBe
O/IHOT0 U3 MyTeMu /ISl pellieHus 3TOW 3a/1a4H OH Npe/ijiaraeT nome-
HSTb MECTaMH 3JIEMEHTbI MIPUUUHHO-CJIe[ICTBEHHOU CBA3U MEXY
UJlesIMU /UJI€0JIOTUSIMU U MaTepUaJIbHbIM, TO €CTh NOMNbITATHCS
paccMaTpuBaTh MaTepUaJbHOE He KaK CJeCTBUE U BOIJIOLEHUE
UJled U Ue0JIOTUH, HO KaK YCJIOBHE BOSHUKHOBEHUS UEU U Uje-
onoruit (Brown, 2001, p. 7). Kak HanpaBJjieHHMe MBICJU «HOBbIN
MaTepuasu3M» MpeCcTaBasieT cO60M MONbITKUA (BecbMa pa3HOO-
O6pasHble) paccMaTpUBaTh MaTEPUAJIbHOCTb 0O'bEKTOB, HE 3aC/I0-
HEHHYI0 UX CUMBOJIMYECKUMHU QYHKIUSMU, 0O6pallaTh BHUMaHUE
Ha MaTepHa/IbHOe KaK yCJIOBHe AJs1 coluasbHOro®. Hampumep,
uccaegoBatenb Asekceit [onyb6eB B KHuUre «BelHasi »KH3Hb.

3 B KaueCTBE MPUMEPOB PYCCKOSI3BIYHBIX TEKCTOB HAMpPABICHUSA new materialism MOXHO
MIPUBECTH KOJUICKIIMIO 3CCE O] PEAaKIUel 1 ¢ BCTYMUTEIbHBIM ciioBoM Ceprest YinakuHa
B 120 m 121 Bemyckax xypHamra HJIO 3a 2013 rox (Oushakine, 2013), kaury Anexces
TommyGeBa o coerckoii marepuansHOCTH (Golubev, 2002), kaury Oneru [Ipenna «Ilomsckas
xoHTONOTHs» (Drenda, 2018).
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MaTepurabHOCTb MO34HETr0 CcolMaJu3Ma» obpallaeTcs K pa3Ho-
00pa3HbIM 00'bEKTaM, COCTABJISABIIUM MaTepUaJbHbIA MUP MO3/[-
Hero colyasii3dMa: OT MacIITabHbIX MoZieJiell BOEHHOU TeXHUKHU
U JlepeBSIHHBIX 00'bEKTOB JPEBHEPYCCKOTO 3074€CTBa /0 MOIb-
€3/10B U TeJIeBU30POB. ABTOD JleKJapupyeT ONpeesssoluM AJs
cBoero noaxoza GpoKyc Ha «CUTyallMsIX, KOT/la COBETCKHEe MaTe-
puasibHble MpeAMEThbl U NMPOCTPAHCTBA 6pasiu Ha cebs QYHKIUIO
0a30BbIX 3JIEMEHTOB o001IecTBeHHOM >uU3HU» (Golubev, 2022,
p. 20), u npejsaraeT, aHaJIU3UPys B3aUMOJENCTBUE COBETCKO-
ro yesJoBeKa C BelllaMM, UCCJIe[0BaTh, «kKaK MaTepHUaJbHbI MUD
M03/JHECOBETCKOT0 NMepHo/ia 06yCI0BIUBAJ U ONIpeieisiJ TOBCe/]-
HEBHbIN BbIOOD, COLlMA/IbHbIE TPAEKTOPUH, GaHTA3UU U YCTPeMJIe-
HUS )KHUBIIKX B 3TOT nepuo/ Jwgei» (Golubev, 2022, p. 20).
Onupasicb Ha UEe NepBOCTENEHHOCTU MaTEPUATbHOTO U ero
BJIMSIHUSI Ha COLMaJIbHOE, 1 Ucciaeaylo ¢goTorpaduyeckue o06b-
eKThl KaK Belly, BCTYNawIl[ie BO B3aUMO/IEHCTBHE C YEJOBEKOM.
A onpepensito MaTtepuasbHOCTb (QoTorpadpuyeckoro CcJjaeayro-
MM 06pa30M: BO-NIEPBbIX, 3TO MaTepUabHble XapaKTEPHUCTHUKHU
dotorpaduit u pororpadpuyeckux o6beKTOB (pasmep, Bec, IBET,
CTPYKTypa, ¢akTypa, 3amax U T.J.). Bo-BTOphiX, 3TO PuU3UYe-
CKHMe BO3MOXXHOCTU M OrpaHUYEHUs] MaTepPUaJOB U TEXHOJIO-
T, UCMOJIb3yEMbIX B CO3JJaHUU 3TUX 0O'bEKTOB: peYb HE TOJIbKO
o ¢ororpadpuyeckol TEXHOJIOTUM C COOTBETCTBYHOUIUMU BO3-
MOXXHOCTSIMM W OrpaHUMYeHUsIMU OToanmnapaToB, 060'bEKTHBOB,
IJIEHOK, OyMar ¥ T.J., HO Y, HallpuMep, 0 TEXHOJOTUAX KOJLJIAXa,
anmJKalyM, CKpelJieHUsI CTpaHUl], KOTOpble HCIOJb3YIOTCA
npu co3aHur $oToaNbO60MOB. B-TpeTbux, 3TO TesiecHOe (KHHe-
CTETUYECKOe, TaKTUJIbHOE) B3aUMOJeiCTBUE 4YesioBeKa ¢ $OTo-
rpadpuyecKUMU 06'b€KTaMH U C JPYTUMHU JIIOJbMU B KOHTEKCTE
NPAKTUK CO3/aHUs], XpaHEHUs, pasriasjbiBaHus ¢oTorpadpuye-
CKUX 00'beKTOB. B-ueTBepThIX, GU3UYECKOe MPOCTPAHCTBO U Bpe-
Msl 3TOTr0 ONbITa. XOTSI pa3roBOp 0 MaTepuaJbHOCTH poTorpaduu
CIpaBe/IJIMBO BECTU U B OTHOLIEHUH OT/eJbHbIX GOTOCHUMKOB,
B JJAHHOW CTaTbe peub nougeT o ¢oToasbbomMax. OHU UHTEpe-
CYIOT MeHsI KaK KOMILJIEKCHbIEe 06'beKThI, KOTOpbIe 32 CYeT CBOEH
CJI0’KHOCTH M HAChIIIEHHOCTH /IeJIal0T BUAMMbIM MaTEepPUaIbHOCTb
doTorpadpudeckoro, ero Tpeb6OBaHHUS U €ro BJUsSHHUE HA COLU-
asibHOe. MeHs1 MHTepecyeT TO, KakK prU3uYecKre XapaKTePUCTUKHU
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¥ BO3MOXXHOCTU 0O'bEKTOB U MaTepHUaJIoB MeperneTatoTCs C COLH-
aJIbHbIMKM MpPaKTUKaMH, OIpeJiesisii TeJecHOe MpOoKHBaHUE
doToanbb0MOB Kak Belled. UHBIMU C/10BaMHM, KaKMM 00pa3oM
doToanbboM Kak PU3UUYECKHUH OO'BEKT, TPeOYIIUN Hemocpe-
CTBEHHOr0 (QU3UYECKOr0 B3aMMOJIEHMCTBUS C HUM BO BpPEMEHHU
M NPOCTPAHCTBE, JIUKTYET YeJOBEKY TO WM HUHOE COIUAJIbHOE,
3KOHOMMUYECKOE, IMOIIMOHa/IbHOE NOBeJIeHUEe, B3bIBasl K 1€UCTBU-
sIM U BbI3bIBasi YyBCTBA U NepexuBaHUs. fl HaYHy ¢ XapaKTepu-
CTUKH MaTepUasIbHbIX YCJIOBUU MPOU3BO/ICTBA U HUCIOJb30BaHUS
dboToanbO0MOB M MX QYHKUMUU, Aajee Neperly K 3KOHOMHKeE
MaTepHaJIOB, TeJla U MPOCTPAHCTBA U 3aBepIlly TEKCT Pa3roBOpoM
06 addekTUBHOU paboTe GPOTO0ATLOOMOB.

DPYyHKYUA u hopma yacmHoz20 ghomoarv6oma

®0T0a/bOOM - 3TO CJ0KHBIK OOBEKT, COEAUHAIOUUNA B PHU3U-
YeCKHUX TpaHMIAX OJHOTO apTedaKTa Pa3HOPOAHbIE 3JE€MEHTHI
¥ MaTepuasibl. B 103/1HeCOBETCKOU MPaKTHKe U3TOTOBJIEHUS GOTO-
aJIbOOMOB, KaK U B MPAaKTHKe 00IleMHUPOBOM, HauboJiee MOCTOSH-
HOW COCTaBJISAOLIEN aibboMa ABAAITCA poTorpadpuu 1 caMm 6J1aHK
dbopmMaTa «KOAEKC» — CKpelJieHHbIe JIMCThI eJUHOr0 dopMaTa Moz
o61ed 06/10KKOH. K 2TON HeM3aMeHHONW KOMOWHALMH A06aBJis-
I0TCS pa3HOOOpa3Hble 3JIeMeHTbl: HauMHasi OT 6oJiee MPOCThIX
¥ pacnpoCTpPaHEHHbIX, TAKUX KaK MOAIHCH, pUCOBAaHHbIE PAMOYKH
BOKpyT poTorpaduii, anmamkandu U3 pa3HoobpasHeHInX MaTe-
pyasioB — LBeTHOU (oJsibry, 3acyllleHHbIX 1IBETOB, OPHAMEHTOB,
BbIp€3aHHbIX M3 XYPHaJ/IOB, OTKPBITOK WUJIM KOHQETHBIX KOpO-
60K, ra3eTHbIX TEKCTOB U 3aroJIOBKOB — 3aKaHYMBas, KaK B c/y4yae
C AeMO0e/NbCKUMH alb0OOMaMH, MbIIIHBIM 0GOpPMJIEeHUEM KpbIl-
KU 00JIOKKH, NepeKpallMBaHWeM LiBeTa CTPaHHUL, U PUCYHKAMHU
Ha KaJibKaX, KOTOPbIMH MepeJsioKeHbl CTpaHUIlbl aJibboMa. Popma
$oTOOTHEYaTKOB CTAaHAAPTHO MPSIMOYroJbHasi, HO BCTPEYarTCs
POX3BOJIbHbIE POPMBI, NOJTYYEHHbIE MyTEeM 06PAabOTKH UX HOX-
HUILIAMU: OBaJibl, KPyry, BbIpe3aHHble U3 ¢ororpadpuil ouryp-
KM JItoJled. 3aKkpemnisiioTcsd GOTOOTNEeYaTKH Yallle BCero Ha KJIeH,
Ha CcrielhaibHble 6YMaXKHbI€e YT'OJIKH UJIU BCTABJISIOTCS B IPOPE3H.

CoBeTckuil ¢oToaIbLOOM M0 GOpPME U TEXHOJOTHUU MPOU3BO/-
CTBa MPOJIO/PKAET TPAAULIMU CKPANOyKa, MaMsATHbIX U JeBUUYbUX
asbboMOB. B KauecTBe 0COGEHHOCTEH, OTIMYAOIUX POTOANBLOO-
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Mbl OT YKa3aHHbIX GOpM, BaXKHO YKa3aTh CJeyI0lIHe: BO-NEPBHIX,
006513aTe/IbHbIM 3/1eEMEHTOM POTOaTIbO0MA ABJIAKTCS, KaK yKe CKa-
3aHO Bbllle, poTorpadpuu. Bo-BTOphIX, $OTOAILOOM B 0O0JIBILIOM
KOJIMYECTBE cJiy4aeB (aBTO)6uorpadpuyeH: B HeM KOHCTPYUPYETCS
HUCTOPUS IUOO UHJUBHUAA, MO0 I'PyNIbl (CeMbH, py3el, paboyero
KOoJIJIeKTHUBA). B 3TOM cMbIc/ie 10 GYHKLMSAM OH OJIMKE K ITHEBHUKY
¥ aBTOO6MOrpaduu, 4eM K yIOMSHYTHIM Bblllle CKPaNOyKy U J€BU-
YbeMY aJibOOMY. B-TpeTbux, 06'beKThI, MOAXOASIINE [0, oNpe/e-
JieHue ¢$oToasnbb0oMa, BecbMa pa3HOOOpa3Hbl MO HCIOJHEHHUIO
U TeMaTuKe. TeM He MeHee, MOXXHO NMPEJIOJI0XKUTh CylleCTBOBaA-
HUe Kak GopMasibHbIX MPaBUJ 0pOpMJIeHHUS, TaK U OTPaHUYEHHO-
ro psjia ClokeToB GpoToasbb0Ma, TPYNNUPYIOLIMXCS B TUIIbL Tak,
B CBOoel paboTe o JyitobuTenbckor ¢otorpaduun Oabra boiioBa
NPUBOAUT NpeJIoKeHHY0 YokepoM U MyJITOH (Ha aMepUKaHCKOM
MaTepuaJie) KJaacCuPUKaAIUI0 aibOOMOB, B KOTOPOH BbIJIEJISIFOTCS
aJibbOMBbI CEMelHbIE, aBTOOUOrpadUYecKue, NOCBsILeHHbIE My Te-
HIeCTBUSIM M NOCBsleHHble X066u (Walker & Moulton, 1989).
BoiijoBa npeaJiaraeT nepeMMeHOBaTh KaTEropui «aBTo6HOTpa-
duueckux» GpoToaILOOMOB B «6HOrpadUvecKre», KOTOpble OYAYT
BKJIIOYATh B ceOs1 a/bOOMBI, C/leJIaHHbIe B MOJAAPOK POAUTENSIMHU
pebeHKy, COTpyAHUKaMHU - KoJiiere U T.A. (Boytsova, 2013, p. 237).
MHe kakeTcsl MpaBOMEpPHbIM [JJ00aBUTb B 3Ty KJaCCUPHUKALHIO
B KauecCTBe OT/JeJIbHON KaTeropuu aJjb0b0MbI, OTMevamwlie oopsi-
Jibl mepexoja (cBajeOHble, BBINYCKHbIE, AeMbesbckue). UHTe-
pPECHO, UYTO UMEHHO B 3TOH KaTeropuu $poToasb60MOB HauboJiee
CTPOro oIpejiesieH OCHOBHOM CHOKeT, HappaTUBHasA CTPYKTYpa,
dopMasibHbIE U CTUIMCTUYECKHE PEllleHUS.

B mpoTuBOBeC CylecTBYHOUMM MHEHUSIM® O TOM, YTO YacT-
HbId $OTOa/ILOOM MOXHO CYUTATh XYA0KECTBEHHOU (GOPMOH,
s MpejJiaral0 oOmpenesisiTb €ro KakK BepHAKYJISPHBbIA OOBEKT,
MHTEHLMEeN K IPOU3BO/ICTBY KOTOPOTO SIBJISIETCS HE CO3/1aHUeE NPO-
M3Be/IeHUsI UCKYCCTBA, a MPeX/ie BCEro OTpaXkeHue U 3aKpeIlieHHe

* Ha Taxue 3aK/I04EHHUsI HABOJIST, B YaCTHOCTH, TIBIIHOE O(GOPMIICHHE AeMOCITBCKHIX aIb00MOB
1 OYEBUIHBIE IEKOPATOPCKHUE YCHJINS MX aBTOPOB: B KAaTaJlOTe K BBICTABKE AEMOEIBCKUX
anp0omoB [71e6 EpmioB onpeaerseT ux Kak sSBIEHHE UCKyccTBa ap-OpioT, a Muxawmn Kapacuk
Ha3bIBACT X KHUTON XyAOKHHKA. CM. KaTaJior BBICTaBKH «/leMOeIbCcKuit anbOoM — pyCCKHi
Art Brut mexnay cyOKynbTypoit n kauroi xynokauka» (Karasik et al., 2001).
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NpPON/IEHHOTO >XW3HEHHOI'0 OMNbITa B CUMBOJIMYECKOH QopMe.
B moBceiHEBHOM JUCKypce MOTHB [JJil CO3JaHUsA $OTOAIbOO-
Ma omnpejessieTcsl KaK CoOXpaHeHHe NaMSTU O COOBbITUSAX, JIIOASX
M MecCTaX. ITH YassHUs BbIPAXKAIOT CJI0BA LILJIsArepa B UCIOJHEHUHU
apTucTKU IAUThI [Ibexu «CeMenHbIN albo0M»:

CKOJIbKO BCAKOTO MbI [103a0bLIH,
CKOJIbKO CHOBA 3a0y/IEM MOTOM.
YT06BI BCIOMHHUTD, KAKUMH MbI ObLJIH,
3arIsHUTEe B CEMEeMHbIN aJlb60oM®.

C/0Ba mecHU TPAHCAUPYIOT pPaCHpPOCTPaHEHHOe TMpeJicTaBJe-
HUe 0 $OTOoaIbOOME KaK O CpPe/iICTBe KOHCTPYUPOBAHUS U COXpa-
HEeHHUS YaCTHOU WUCTOPUM UHJUBU/IA WU TPYINIbI (CEMbH, APY3ei).
BricTpavBass HappaTuB ajbb0OMa, €ro co3jaTeslb KOHCTPYUPYeT
COOCTBEHHYI0 UJIEHTUYHOCTb (CXOJHBIM 00pPa3oM 3TO NPOUCXOAUT
Y IPU HalMCaHUU BOCIIOMUHAHUM), IPUYEM JeJlaeT 3TO OyKBaJib-
HO — NOCPeJCTBOM MOHTaxa (ororpaduid U JApPyrux 3JIeMEeHTOB
Ha IJIOCKOCTU cTpaHull. HcciegoBaTesb B. KypeHHOU, onupasich
Ha TpyAbl A. XaHa v H. dnnaca, pa3zensieT 6uorpadpuieckyro uieH-
TUYHOCTb Y MAapTULUNATUBHYIO, ONpeJeiss MepPBYI0 KakK CBS3aH-
HYI0 C BbICTpavBaHUeM 6MorpadpuyecKoro HappaTrBa, a BTOPYIO KaKk
YKa3bIBaKUIY0 HAa COLMa/IbHYI0 poJib UHAUBHKAA (Kurennoy, 2013).
®oTo0anbb0M MOXKET OO0BEAUHATH 3TH JBa TUINA UJEHTUYHOCTEH,
KaK 3TO MPOMCXOUT B CJIeAYIOLEM OTPbIBKE U3 OMYyOJIMKOBAHHOIO
B 1961 roay pomaHa «3Be3jHbIM OUieT» Bacuavsa AkceHoBa:

Y meda xy/ible pyKd U JHUI0, HO BOOOIE-TO OH IPy3HOTO CJI0XKe-
Hus. llled - yesmoBek moTpsicarolle UHTepecHOH cyabObl. Te, KTO
He 3HAeT 3TOro, BUAAT B HEM 006bIYHYI0 QUTypy: nmpodeccop Kak
npodeccop. Ho 1 BXok K HeMy B JI0M U BHUjea $OTOATbOOMBI.
CepHI0 CTpaHHBIX IOHOIIEH, C Yy60M U3-110/, Nanaxyd U € XyJIUraH-
CKUM U3ru60oM ry6; Bellly4eHHbIE IJ1a3a re0prueBCKOro KaBaJiepa;
JINXOU U JIeJIeHS UK MPUIIY P U3-TI0J KO3bIPbKa, a HOr'a Ha OITHOX-
Ke 6pOHEeBUKA; IIMPOKOTPYAbIH, BEChb B NATPOHHBIX JIEHTAX; U €llle
O/IVH, B CTPAHHOM LIMPOKOTOJION LLISIE, BUJUMO, 3aXBa4YEHHOU

> Beictyrutenne Dauthl [Isexu ¢ mecuei «Cemeiinpiii anms6om» JI. TyxmaHoBa Ha cioBa
M. Tanuya BOIIO B IPOrpaMMy HOBOrofHero «l omy0oro oronska» tenectyauu « OCTaHKHHOY
B 1989 roxy.
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B TeaTpe, - U Bce 3TO Hal 1ed. Korja s cMoTpio Ha TemnepelHe-
ro meda, MHe KaXKeTCs, YTO BCe 3TH JIKJU: J[PAryH, PEBOJIIOIHO-
Hep, KpacHbIM NMapTHU3aH, roJoAHbINA pabdakoBel — pa3dbeKanauch
Y GPOCUJINCH B OZIHY KY4y C IeJIbI0 CJEUTh U3 CBOUX TeJl MOHY-
MEeHT TaKUM, KaKOB OH eCTb ceildac: Tpy3HblH, OTPOMHBIH, 6esio-
BOJIOCHIM U CIIOKOWHBIN, B XOPOLLIO OTIJIAXKEHHBIX CEPBLIX OpIOKaX.
(Aksyonov, 2006, p. 148)

Kak MarepuanbHasg ¢opMa, MNO3BOJAKLASA PACHOJIOKUTH
pPAZOM U CJIOXKHUTBH B ONpeJie/IeHHOW M0CcJe[0BaTeJbHOCTH $OTO-
rpapuyeckre obpasbl UHAUBH/JAA B pa3Hble NMEPUOABI €ro Kus-
HU (buorpaduyeckasi UIEHTUYHOCTb) U B pa3HbIX COILiMAJIbHbIX
poJisix (MapTULMNAaTUBHASA UJEHTUYHOCTh), GOT0a/bO0M Jles1aeT
BO3MOXXHBIM CIPECCOBATH BpeMsl U NPeJICTaBUTh UCTOPUIO repos
KaK CepUI0 CMEHSIUIMX JpyT Apyra nepcoHa)kell U3 pa3HbIX JIeT
Y 00CTOATEeNbCTB. B JaHHOM OTpBIBKe CITIOCOOGHOCTh $poTOaBOOMA
BMECTUTb BCEX ITUX EPCOHAXKEHN U MPOKUTHIN UMHU OMBIT IEPEHO-
CUTCS B UTOTE U HA ero IJIaBHOTO repos: OH MpeJCTaBAAETCA KaK
BMECTUBIIMU BCE 3TO B HbIHEIIHUW 00'b€M CBOEM JIMUHOCTH.

B kauecTBe mnpuMmepa Ouorpaduyueckoro ajabboma NpuBeRy
doToanbboM Mwuxauna MuxansoBuua KossnoBckoro (¢ortorpa-
¢uum patupoBaHbl 1952-1976 romaMu) M3 JAOMallHEro apxuBa
Bepn1 KoznoBckol (CankT-IleTepbypr). Ab60M NOCBSLIEH X000U
aBTOpa - pblbaJike U TPUOHON 0XOTe- U KOHCTPYUPYeT UJIEHTUY-
HOCTb aBTOpa (M I[JIaBHOTO reposi) Uepes pacckas 0 ero yBJe4eHUH.
YepHo-6enble ¢QoToOoTnEeUyaTKH, H30060paxkatoimue Ko3ssoBckoro
Ha MPHUPO/JIE, C YJIOBOM, B KOMIAHUHU APYTUX PbIOOJOBOB HakKJie-
eHbl Ha CTPaHMULbl ajlbboMa /Jil PUCOBAHUS TOPU3OHTAJbHOTO
dopmaTa A4, cHabG>keHbl JaKOHUYHbBIMA HAapPHUCOBAaHHBIMHU IIBET-
HbIM (QJIOMAcTepoM paMKaMH U MOANUCAMH IIAPUKOBOM Py4YKOHU
OT PyKHU. AIbOOM 3amnoJIHEeH MOJHOCTbIO, M3 MOAINUCEN K poTorpa-
busAM cnesyeT, YTO OHU pacnoJIoKeHbl B XPOHOJIO0TUYECKOM MOPs /-
Ke, a eAMHOo0Opasue OQPOpMJIeHUS MO3BOJIIET MPEAINOJIOXKUTD,
YTO OH Jies1aJiCs B KOHIe MJIM NOC/e OKOHYaHUSA 3TOro nepuoja
(06 3TOM KOCBEHHO CBU/ETENBCTBYET U UCIO0JIb30BaHHE HIAPUKO-
BOM py4yKU U (pJIOMACTEPOB, KOTOPbIE BOULIU B LIKPOKOE pPacmipo-
ctpaHeHue B CCCP B 1970-e roael). B noanucsax k pororpadpusam
3aUKCUPOBAHbl MeCTa W TO/bl MOE3/|0K, a TaKXe pe3yJbTaThbl
CIIOPTUBHBIX COPEBHOBAHUM IO JIOOWTENBCKONM pPbIOHOM JIOBIJIE.
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/IBe Bblpe3aHHbIe U3 ra3eT CTaThH — OJIHA O M0Jib3€ PbIO0JIOBHOIO
OTZbIXa B 1|€JIOM, BTOpPasi O JIIOOUTENbCKUX PbIO0JIOBHBIX Bble3/iaX,
B YaCTHOCTHM KOJIJIEKTMBA aBTOOYCHOrO Mapka, rjae pabotan Kos-
JIOBCKUU, — BKJIeeHbI B $OT0a/IbO0M BIlepeMeEKKY ¢ GoTorpadpUsiMu.
TBopueckoe coejuHEHNE 3TUX 3JIEMEHTOB B OJJHOM 0O'bEKTE, TAKUM
006pa3oM, NMPOUCXOJUT 4yepe3 oT60p PoTorpadpryeckux U Myo6Jiu-
KalMOHHBIX (raseTHas CTaTbsl) C/le[0B COOBITUH, pa3bpOCaHHBIX
10 BpEMEHHOMY NPOMEXYTKY B 25 JIeT, U B3aUMHO€e pacIoJioxe-
HUe UX B PUKCUPOBAHHOM MOC/Ie/j0BaTebHOCTH. [Ipeobpa3zoBaHue
MaTepUuaIbHOU peasibHOCTH (POTOOTIEUATKOB, Fa3€THBIX BbIPE3OK,
aJbboMa JJ1s1 pucoBaHUs, ¢pyioMacTepa U PydyKH) B MpolLecce Ipo-
M3BO/ICTBA 3TOro apredakra PpU3WYeCKH BOIJIOLIAET COOOM mpe-
o6pa3oBaHUe PA3PO3HEHHBIX €IUHUYHBIX COOBITUM, pacCessHHBIX
10 JINHHOMY BpEMEHHOMY NIepUO/LY, B eJUHbI HAppaTHUB, MaTePH-
aJIM30BaHHbIN B pusnueckor ¢popme poToasboboMa.

IKoHOMUKa mamepuu, npocmpaHcmeda u mejaa

dusryeckre CBOMCTBA U CTPyKTypa $oToasbboMa Onpe/esssioT
€ro BO3MO>KHOCTH U OTPaHUYeHHs [IPY UCM0JIb30BaHUU. B oTiinume oT,
HaInpuMep, cJ1al10B (JUano3uTUBOB), [IJisl KOTOPbIX BO3MOXHbI Oec-
KOHEeYHble BapUalUU COeJUMHEHHUS IUCKPETHbIX eJUHUI-HOCUTEEeN
M300pakeHUs (BCTaBJIeHHbIX B pAMKHU KaJIpOB C/Ial/i-TIJIEHKH ) B ITPO-
M3BOJIbHbIE TOCAEJ0BATEIBHOCTH, (OTOANLOOM MpeACcTaBsieT
co00M 6oJiee }KeCTKYI0 CTPYKTYpPY C HauyasloM, KOHLIOM U 3aKpeIJieH-
HOM IM0CJ/IeI0BaTE/IbHOCTBIO Pa3BOPOTOB (MpeAJiararoliei nocaezno-
BaTeJIbHOCTb HUX NpPOCMOTpa). MaTepuanbHass ¢opma mpejJiaraeT
Y NIpe/iNoJIaraeT PeXUM UCI0/Ib30BaHUS U BOCIIPUSITHS.

B camom akTe co3zaHusl 4acTHOro ¢otoaibboMa 6e3yCcJI0BHO
3aJ10’KEH 3JIEMEHT TBOPUYECKOTr0 peoOpa3oBaHUs pealbHOCTH aBTO-
pOM, He SIBJISIIOIIMMCS MPU 3TOM NMPodeCcCHOHATBHBIM Xy 0)KHUKOM
WU Au3aiiHepoM. 3/leCb BUAUTCS MepCNeKTUBHbIM MpPUMEHEeHUe
y>Ke MPUBEJEHHOr0 BhIllIe onpeesneHust KysnxodeHna - seprakysp-
HOe OH 3asIBJISIET KaK MPOAYKT HEMOCPeICTBEHHOM, TO eCTh He OIOC-
pe/lOBaHHOM clleliMa/IbHbIM MPOdEeCCHOHANBbHBIM MPAKTUYECKUM
WM TEOPEeTUYECKUM 3HAaHUEM WJIM 00y4YeHHeM, BCTpeYHr desoBeKa
C MaTepuel U SMIIMPUYECKOT0 ee Ipeobpa3oBaHus. Kak nmpoucxogut
3TO npeobpa3oBaHUE B JAHHOM ciy4dae? /Ijisl MpOU3BOACTBA YaCTHO-
ro ¢oroanbb6oMa coBeTckoMy vesioBeky 1950-1980-x gocTaTodHO
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ObLIO 00J/1aIaTh YMEHUSIMH, MOJIYYEHHbIMH B JIeTCTBE Ha YpOKax
OOLIECTBEHHO M0JIE3HOI0 TPYy/ia: BbIpe3aTh, paclosaraTb U HaKJieu-
BaThb IJIOCKHE 3JIEMEHTbI, B OCHOBHOM U3 OyMary, AieJiaTh MOAIUCH
Y HeCJIO’KHbIe pUCYHKU. be3yc/10BHO BaXKHBIMU MPAKTUYECKUMH KOH-
TEKCTaMHU JJ1s1 CO3/1aHusI GOTOIbOOMOB B 3TOT IIEPHUO/L, CTAHOBSITCS
M KyJIbTYpa CaMo/ieJIbHOW HaIJIIAHOM aruTaiuu (K mpumepy, CTeH-
raseT), ¥ UMIEpPaTUB TBOPYECKOTO NpeoOpa30BaHUs PeabHOCTH,
BOIJIOLLIEHHBIN B KYJIbTYypeE «CAeJlail caM» U ee MHCTUTYTax — paccyu-
TaHHbIX HA IIMPOKYIO MyOJIUKY U300peTaTeNbCKUX KPYKKaX, KOHKYP-
cax, KypHaJlax U pyKoBo/cTBax®. OJHOBPEMEHHO C 3TUM CO3/]aTeJU
$0T0a/Ib60MOB OBLJIU OrpaHUYEHbl COOCTBEHHBIMH 3KOHOMUYECKU-
MU BO3MOXXHOCTSIMU U HAabOpOM JOCTYIHBIX B MPOJaXKe MaTepua-
JIOB, @ TAKXK€ CBOUMH COOCTBEHHBIMU TBOPYECKUMHU CIIOCOOHOCTSIMHU.
B HEKOTOPBIX C/Ty4asix STU NPENSTCTBUSA BOCIPUHUMAJIUCh KaK TBOP-
yeckasi 33/1a4a, KoTopasi peliaach yepes CJI0XKHYH0 CETh B3aUMO/le M-
CTBUM CyO'BEKTOB JIPYT C APYTOM U C 00'bEKTaMHU. ITO XapaAKTEPHO JIJIsI
M03/[HECOBETCKUX J1eMOETbCKUX aIbOOMOB, 0COOEHHO BbIJEJISIOIINX-
Csl TBIIIHOCTbIO 0QOpPMJIEHHS], U300UIMEM MATEPHUAJIOB U TEXHHUK.
Hanpumep, npu HU3roToBJeHUH JeMOesbCKoro asibboma Basnepus
BosikoBa’ (oTcayxuBiiero Ha ¢uiote B 1985-1988 rr.) B KauecTBe
6J1aHKa ObLT MCII0J1b30BaH GOTOAIBLO0OM GabpPHUYHOTO NPOM3BO/CTRA,
KOTOPBIN ObLJI Pa3HAT Ha CTPAHUIbI U CyllleCTBEHHO MTPeobpa30BaH:
KaK/Jlasl CTPaHUIA OblIa MOKPBITA YEPHBIM JIAKOM, TOBEPX KOTOPO-
ro HaOpbI3roM C 3yOHOM IIETKM HaHeCeH y30p U3 Kalesb KPacKy,
1ocJie Yero Mo Kpar CTpaHuI] JobaBjieHa KaiMa 30J10TOM KPaCKOW.
AnbO6OM OTKpBIBAETCS CTPaHUIAMHM, YKpalleHHbIMHU aMllJUKalu-
sIMMU W3 OapxaTHOW OyMaru. Ha ofHOM U3 CTpaHHUL, CMOHTHPOBAHBI
boTOMOPTPETHI IJIABHOTO Teposi B HavyaJle, cepe/IMHE U KOHIIE CJIYXK-
Obl, HA BTOPOM — HAOpPaHHbIM Ha MeYaTHOW MalllMHKe TeKCT MpUKas3a
0 MOGWJIM3AIMK B 0OpaMJIeHUM OpHAMEHTA M3 Meua, IKOpsl U JIEHT
0T 6eCcKO3bIPKH (BCe U3 GapXaTHOU byMaru).

¢ IHTepecHo, 4To pacCYnTaHHbIH Ha (GoTomoduTenei xypHan « CoBeTckoe (HoTo» myOIrMKoBa
MHOTO COBETOB MPAaKTUYECKOTO Xapakrepa, HO (oToasb00MaM He y/ielsij BHHUMaHHS,
BO3MOYKHO, ITOCKOJIBKY 1IEJIBIO €r0 ObLIO BOCIIUTHIBATH B PsiJlaX COBETCKHUX IPaXJIaH Oy IyIIuX
¢doroxypHanucToB. [TogpobHee 06 M300peTaTeILCKOM UMIIEPATHBE T03/HECOBETCKOTO
YeJloBeKa CM. cTaTbio [ amiubel OprioBoil «ATONOTHS CTPAaHHOM BELH: “MaJeHbKUE XUTPOCTH
coserckoro uenoBeka» (Orlova, 2004) u kuury Anexces ['onybGeBa «BemiHasi »U3Hb.
MarepuaabHOCTh mo3aHero couuanuzMay (Golubev, 2022).

7 dotoanpbom 1988 roaa, gomarnHuii apxus cembr BosikoBbix, Cankt-IleTepOypr.
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Haa. 3, uaa. 4. CmpaHuybsl uz dembebckozo aavboma B. Boakosa, 1988 200, domawHuil apxue
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[Ipoueaypy U3roToBJeHHUs AeMOeJbCKOro aabboMa, CA0KHYIO
M MHOTOCTYIEHYaTY0, ObIBIIME MPU3bIBHUKU BCIIOMUHAKOT CJie-
JYIOUIUM 00pa3oM:

[Ipexxsie Bcero, nokymnaeTcsi 60J1bIIOr0 pa3Mepa ajbb6oM A5 GoTo-
rpa¢uil. 06bIYHO a/1bOOMBI IPUCHLIAKT POLUTENU U POACTBEH-
HUKHU 110 1oYTe [...] JIMCThI U3 abb0oMa aKKypaTHO BbIHUMAKOTCS
U «TywywTcsa». HykHo focTaTh 4epe3 XyZOKHUKOB WJM IITA6-
HbIX HECKOJIbKO NY3bIpbKOB YepHOU Tywd. CieuaibHON KUCTOY-
KOH, WM MPOCTO KYCKOM BaThbl, Tylllb PaBHOMEPHO HaHOCHUTCHA
Ha 06e cTopoHbl JiMcTa. Oco6oe yMmeHUe TpebyeTcs IPU MPOCYLIKe
JINCTOB — YTOObI OHU He IOKOPOOUIIUCH, U TYLIb C HUX He MTOoChINa-
Jlacb. O6J10KKY Ke YIPOYHSIOT U YTOJILIAIT NPU MOMOLIY MJIOT-
HOI'0 KapTOHA. 3aTeM OOTArMBAIOT TKAaHbIO — IJIIOLIEM KPaCHOTO,
CUHEro WJHU 3eseHoro nBeTa. Ero o6bIYHO WM NOKyNAKOT, WU
0Tpe3aroT OT KJyOHBIX WITOP. Tak KakK IITOP Ha BCeX He XBaTaer,
TO MMeeTcs JAPYyrodl BapHUaHT — LIMHeJbHOe CYKHO. CMOTpUTCA
acKeTU4Hee, HO UMeeT CBOM OpyTa/bHbIM WIHK. He Be3eT JiMlb
TeM, OT I0JIbl Ybel IINHEJU HOYbK OTXBAThIBAIOT HEOOXOLHUMOE
kosndecTBo. Korza JIMCTBI BBICOX/IM, HayMHAaeTCs HUX XyZoxe-
cTBeHHOe opopMJieHUe. HaHeceHHe TEKCTOB, pPUCYHKOB U NPOCTO
«3a06phI3ra» [IBETHOH I'yallbo ¢ 3y6HOU 1eTKH] [...] Ceayromuii
3Tal — PUCYHKHU U TeKCThI. Yallle BCero XyZ0o)KHUK He JIoMaeT cebe
roJIOBY, a IEPEBOJUT PUCYHOK C UMeLerocsl y Hero o6pasua |[...]
O6BIYHO 3TO BCEBO3MOKHbBIE Op/leHa, FeOpPTUeBCKUE JIEHThI, PO3bl,
«KaJIallHUKOBBI», TepajibJAU4yecKye LIUThl U BCe B TAaKOM poO/Je.
Bb1/jaB/ieHHBINA Ha YepHbIA BATMAHCKUU JIMCT PUCYHOK pacKpalliu-
BaeTcs 3aTeM ryaliblo [...] B ce3oHbI MaccoBoro opopm/ieHus1 geM-
6e/IbCKHX aJIbOOMOB 0COOEHHO CTPaAaloT 3aCTaBCKHe U OTps/Has
6ubsroTeku. Bee xKypHabl [...] U KHUTH NepesonadyruBaoTcs |...]
3anHTepecoBaBllIve 4YUTaTess1 KapTUHKU BbIAUPAIOTCA U OTHO-
CAATCS HAa KOHCYJIbTALMIO K XyZ,0’)KHUKY. Korzia c pucyHKaMu OKOH-
YeHo, MPUXOAUT uepe] kasaurpaduu. (Ivannikov, 2011)

B mpuBeJleHHOM CBHUETEJNbCTBE He yIOMHHaTcsA ¢oTorpa-
buu - Bce omucaHHble MNPOIEAYPbl MPOUCXOAAT A0 TOro, Kak
CHUMKH HaKJIeMBalTCAd B a/ibboM. Mbl BUJUM, HAaCKOJIbKO Mac-
mTabHa 23Ta MpeJBapuTesbHasg MOATCOTOBKA: JeMOeNbCKUN
aJbboM TpebyeT He TOJbKO TBOPYECKOM CHOPOBKM W HaBbI-
KOB HCHOJIb30BaHUSA MOJIPYYHBbIX MaTepuasoB (3yOHas LieTKa),
HO M aBaHTIOPHOCTH M PUCKA, HEOOXOAUMBbIX JIJIS1 TOT0, YTOObI pa3 10-
O6bITbMaTepHUasbI (IJIIOIIL, CYKHO ), He HAXOASA LU EeCS BIPSIMOM J10CTY-
ne. [I[pu3bIBHUKAM, HE UMEIOIUM Xy/10’)KECTBEHHBIX CIOCOOHOCTEH,
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NPUXOJIUJIOCH AOTOBAPUBATHCS C TBOPYECKH OJlapeHHbIMH TOBa-
pUlllaMy MO0 Cay»6e, 4TOObI Te MOy4aCTBOBAJU B U3rOTOBJIEHUU
ux aab6oma. [lockosibKy ¢poToannapaTt ecTb He Y KaKA0T0 Cay:Ka-
I1lero, ToO He06X0IMMO HAJIAJAUTDh COTPYJAHHUYECTBO U C TEMH, KTO
doTorpadupoBasu U neyaTasud. B HEKOTOPBIX BOEHHBIX YaCTAX
W3rOTOBJIEHUE JAeMOesbCKUX aJbboMOB U ¢doTorpapupoBaHUeE
OblIM 3anpelleHbl - HeOOX0UMble JJIS1 UX CO3JaHUsl MaTepUaJbl,
MEeCTO Y BpeMsl Hy>KHO ObLJIO JlepKaTb B CEKpeTe, ycTpauBasi Tak-
HUKHU B BOEHHOU 4aCTH U CKpbIBas paboTy HaJ, aab00MOM (Hamnpu-
Mep, 3aHMMasiCb UM Ha HOYHOM JiexXypcTBe). PoToanbboM Kak
Belllb CTAHOBUTCS L[EHTPOM CJIO’)KHOW 3KOHOMHKH BpeMeHH, Mpo-
CTPAaHCTBa, MAaTEpPUAJIOB, COLMAIbHBIX B3aUMOJEUCTBUN U yMe-
HUH. ITOT OMNBIT «XIMIUPHUYECKOT0 TPeobpa3oBaHUS PeabHOCTHY»
CTAaHOBUTCS YACThIO MlepeKuBaHus GpOToabO0Ma KaK MaTepra/b-
HOr'0 00'beKTa: B BOCMOMMHAHUSAX OBIBIIMX CJAYXKALUX PacCKa3bl
O TEepUIEeTUSIX U3TOTOBJIEHHS albbOMa BCTPEYaAlOTCs HapaBHE
C ONMCAHUSIMU CIOKETOB caMux ¢poTorpaduii, a To U yalie.

Apgpekmuenas paboma ghomoase6oma

Cospmanue ¢oToasbb0OMa, KOrZA OHO CONPSDKEHO C TaKUMHU
CJIO)KHOCTSIMU, KaK B CJydae C AeMbOeJbCKUMU albb0MaMU, UMeeT
OTYET/IMBYI0 3MOLMOHAJBbHYI0 COCTaBJsOLYI0. BocrnoMuHaHus
0 CO3,aHUU aJibOOMa Ha GpopyMax ObIBIIMX COBETCKUX MPU3bIBHU-
KOB CBHU/IETEJILCTBYIOT O CIIEKTPE 3MOIMK UX aBTOPOB: OT J0CAbI
¥ rops M0 MOBOAY aJIbOOMa, YHUYTOKEHHOT'0 Ha4aJIbCTBOM, /10 YZ0B-
JIETBOPEHHS U a3apTa PpacCKa3yuKa Kypbe3HbIX U 3apsKeHHbBIX IMO-
[[MOHAJILHO UCTOPUM NOKCKa MaTeprasoB. Hanpumep:

..bapxaTHble Ky/JuChbl ajoro ILBeTa ob6pe3aHbl Ha YPOBHE JBYX
MeTpOB [6apxaT uies Ha oOGOpayMBaHHe aTbOOMHON OOGJIOXKKHU]
U GOJITAIOTCS JKaJKKe orpbisku! Haukiy6a M3 moXkapHoro siiuka
CXBATHJI TOIOP U J0JITO, C JUKUMHU BOIJISIMU, TOHSJ JHEBATIBHOTO,
6006pHHY MOJIOZOTO, IO KaY6Y... (Anonym, 2006)

YacTo 3MOUMOHAJIbHO 3aps?KEHHBIM CTAaHOBUTCS MOTHUB Iepe-
JIUCTBIBAHUSA Yy»Ke ToToBOro ajbboMma. [losb3oBaTenb ¢opyma,
oTCaAy>UMBIIMU B 1982-1984 rogax, nuuieT o TOM, Kak Nepesu-
CTbIBaHHWE aJIbOOMHBIX CTPaHUI] BbI3bIBaeT YYBCTBA HOCTAJIbIU-
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4YeCKOro IepeXWBaHUSA Mpollejlled I0OHOCTH U HAaBOAUT aBTOpa
Ha JIMpUYecKre pa3MbllLLJIeHUs 0 CyAbOe ero 6bIBLIINX TOBAPHULEM:

«1, mepesIMCcThIBas CTPAHUILbI AJ1bOOMA, C YYBCTBOM HaXJIbIHYBILIEH
IPYCTH HECHEeNIHO BCMAaTPUBAKOCh B CBOK apMENCKYI0 HOHOCTb.
Ha 4yTh MmoXKeJTEBUIMX CHUMKAax HaM BCEM IO JeBSATHAZAIATh-
JIBa/IaTh JIET, @ BBIIVIUM Mbl Ha HUX ellle MoJioxe. MbI pucsra-
JIM CTpaHe, KOTOpas McYe3sia, Kak ATiaHTH/a. [ie BbI Bce Teneps,
JIpy3bsi-OAHOTONYaHe, 0 KaKUM NapaJijiesissM-MepuauaHaM pas-
Opocasa Bac HemnpejcKadyeMasl XHM3Hb? fl HeCHelrHo JIMCTalo
CTpaHHUIbl asb6oMa. [lepeBopayrBasi CTPaHMIYY 3a CTPaHUIEH,
s HOCTAJIbI'MYeCKU BCMAaTPUBAKOCh B JIUIIA TApHEH U3 MOel apMeii-
CKO¥ IOHOCTH, JIUIIa TapHeH, MPUCATaBLUIUX CTPaHe, KOTOPOH /aB-
HO Y’Ke HeT, KaK JJaBHO y’Ke HeT TeX MapHeH, YTO 3aCThbIU-3aMepPJIH
Ha 4yThb noxeaTeBIIKNX Gpororpadusax» (Ivannikov, 2011).

IMOIMOHa/bHbIE IEPEXXUBAHUSA MOTYT ObITh CBI3aHbI HE TOJIb-
KO CO CBOUM, HO U C Yy:KUM $OTOa/bO0MOM: B MoBecTU Bacuiusa
AkcenoBa «Kousiseru» (omy6simkoBaH B 1959 1.) ecTb 3mu3so[,
B KOTOPOM repOMHSI NepeXUBaeT 0KHUAAEMYI BCTpedy € POTo-
aJIbbOMOM KaK BO3MOXKHOCTb BbISICHEHHUS BXKHbIX OJPOOHOCTEN
0 XapaKTepe HMHTEPeCYwllero ee mnepcoHaxa. BoobGpakaeMbii
aJbb0M (KOTOpBIM B UTOre HE HAaXOAUTCH) CTAHOBUTCH LEHTPOM
nepeXWBaHUU TrepOMHU. IMOLMOHAJNbHAs JAPaMaTU4YHOCTb 3TOM
CUTyallUd MepefaeTcs IJlarojaMu JelCTBUS, BOCKJULAHUSIMH,
MCII0JIb30BaHUEM NPSIMOU peyu:

BApyr oH ycTOH U X0JIOAHBIN, Kak 3Ta KBapTupa? Bapyr oH ckyd-
HbIH, cyxapb? OHa 6pocusiach B KOMHATY, IZie CTOs1J1a KpOBaTh, MO/ -
6exxajla K 3aBaJIeHHOMY KHUTaMHU CTOJIy U OTKpblJa BCe SLIUKH.
K 4epty nepemonuu! OHa J0/KHA YBUZETh €r0 CUIO K€ MUHYTY!
Jlo/xeH e y Hero ObIThb KaKou-HUOYAb poToanbboM! (Aksyonov,
2006, 219)

Bo3MoxxHO npeacTaBuTh apPeKTUBHYO paboTy dpoToasibboMa
M C JIpyroro pakypca: Kak nepeXMBaHUs aBTopa ¢oToasibboMa
MOTYT OBbITh BbIpaKeHbl B pHU3HUUeCKOU popMe caMoro apTedakrTa.
3aMeyaTe/IbHbIMA IPUMeEP TOMY — OAMH U3 GOT0aTbOOMOB B UG-
poBoM apxuBe 1eHTpa «[IpokuTo». AHOHUMHBIA aBTOGUOTrpadU-
yeckui anbb6oM 1952-1953 rr., mocBslleHHbIM JBYM MOe3[KaM
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aBTopa B KpbIM?, o6paijaeTcsi K HpUBBIYHOMY CIOXKETY, HO UCIIOJIb-
3yeT HeTpaAuLMOHHYIO popmy. [loBTOpsAOMUYA 0 dopme U dop-
MaTy HeOOJIbLUIYI0 KHUIY, CLUIUTbIA K3 JIMCTOB MAIIMHOMMCHOM
oymMaru B caMoOJieJIbHOM MeperJieTe ajbb0M BKJKO4YaeT B cebs
BCET0 HeCKOJIbKO poTooTnedyaTKoB. PoTorpaduu caesaHbl MOIy-
npodeccruoHalbHbIMU poTorpadamu, NpeaoCTaBASBIIMMU CBOU
YCJIAYTU TYPUCTAM: Ha 3TO YKa3blBAlOT CTAHAAPTHble UKOHOTrpa-
duyeckre cxeMbl, CIOXKETbl CHUMKOB U CIOCOOBI PaCHoJIOKeHUs
NO3UPYIOLIUX, BblllapalaHHble MO0 HEraTUBY MOAMNUCHA C MECTOM
Y JaToM, GUrypHbIA 00pe3 no Kpaw oTnedyaTka. OHU BCTpevyaroT-
Cs1 Ha HECKOJIBKUX CTPaHMIaX aJibO0Ma, 3aMpaBJ/ieHHbIe YyTOJTKaMHU
B npope3u B cTpaHulle. OCHOBHbBIM Ke MeJJMyMOM B ajibboMe CTa-
HOBSITCS HabpaHHbIe HAa TeYaTHON MallIMHKE CTUXU: 3TO U 3MTU30/1bI
Y3 KM3HU NMAaHCMOHATA WU OT/bIXaIOU[UX, U HIYTJIUBble CTUXOTBOP-
Hbl€e MOPTPETHI, U IMPUYECKHE BIIeYaTIeHUs, U 9poTUYecKue dpaH-
Ta3ud. CoueTaHue TOHKOU O6ymaru, ¢popmaTa, 006JI0KKH, peIKUX
$OTOMIIIOCTPALMKA U TOHA CTUXOTBOPEHUU JieslaeT 3TOT aJlbOoM
60J1blIIe TOX0XKHUM HAa COOPHUK CTUXOTBOPEHHUM, KOTOPBIN He JIOKY-
MEHTHUPYET peabHOCTb OT/[bIXa B COBETCKOM [IAHCUOHATE, a MpeJi-
CTaBJISIET €ro TO B UPOHHUYECKOM, TO B JIMPUKO-PaHTACTUUECKOM
k/tove. [lepenvcToiBanve cTpaHul ¢oToasbboMa B 3TOM Cayvae
npeBpallaeTcsi B YTeHUe COOPHUKA JIMPUKH.

8 Kuura co ctuxamu u ¢pororpadusmMu, mocesnieHHas otasixy B Omecce u Kpbimy.
1952-1953 ron // JomamHee cobpanre Muxanina MenbHUYEHKO[ DINeKTPOHHBIN JOKYMEHT].
Pesxxnm noctyna: Ludpooit apxuB neHTpa n3ydeHus 3ro-10KyMeHToB «lIpoxuro» EYCIIO.
Id 6711.

Maria Gourieva 175



G 86MJI6D CONHKEKO NMpOCTHIOCH,
il MPia BHesamHas CNYCTHIACK,
TPeBOKHO 0epFLe BYDYT 8a0HIOCH ...

Hacrana HOYb...
U MOpe uywHOe rpeMayo,
7 BcA nmpupova sacunana
JiyHa BonmeCHas cHsia

¥ reana npous!..
llpous 0TO Beex Tyra, TeJeKo,

Tre 3Beawn sipkue ancaxo
T'7e He BUTATH JOTCKOTO OKa.

Yunn BvsoemM! ..

¥ 3BE3TH NMyTh HaM OCBE maJH
KycTH voBepuuBO Tpemauy,
I BBTAAYH MHOTO OGemain

CsomM orHem! ..

Kpum, DxHes HOYb

B mpruyrauso#t Cape
EvuncreenHoft mape
N mans# ® crapuit —
3aBuvynT Bee! -

Hy, kax He ¥EBHTCH!
Hy, Kak He cepruTcs! -
Yepropra-resmia

JMeeT yomex!

UHa mormemmia,
OHe. YKpOTHIA
OHA. TIOYYMENNA
TMoryuaTs - koro?! -

' ¥ Hac - Kpem-remmHN!
Y Hao - fatt-vemuun!
CaTeHa apmMHN —

¥ HeT HEKOTO!

A mapa cmeercs,
HuEkak He yruercﬁ!
¥ mecHe® nbeTCH

Fx cMex zonoToft -

Han. 5, uan. 6. CmpaHuysl u3 kHU2u co cmuxamu u gomozpagusamu, nocesiuyeHHoll omowvlxy
8 Odecce u Kpvimy. 1952-1953 200, domawHee cobpanue Muxauna MeabHu4eHkKo.
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AddekTuBHYIO paboTy poTorpadpuiyecKkux 06’b€KTOB aHAJIU3U-
pOBaTh, MOXKaJIYH, CI0KHEe BCETO: MOJAXOAAIMN JIJIl 3TOr0 Hay4-
HbIM MHCTPYMEHTApUM NOKa CUJIbHO OTPaHUYEH, a CBU/IETEJIbCTBA
noJib30BaTeJsell YacTHOU ¢poTorpaduu 3a4acTylo JiMillb KOCBEHHO
rOBOPAT 00 UCNBIThIBaeMbIX apdeKTax Ui aMouusx. bosee yBe-
PEHHO MOXXHO TOBOPUTH O TOM, KaKk MaTepHaJibHasg ¢popma poTo-
asibboMa CTaHOBUTCA (GOpPMOM BOIJIOIEHUS WHAUBUYyaJIbHOU
WJIM KOJIJIEKTUBHOW UAEHTUYHOCTH, UJIM O TOM, KaK pOTOa/IbO0M
TpebyeT OT CBOEro co3/aTesis pa3HOOOpa3HbIX JeHCTBUU U B3au-
MOJIeMICTBMU C IDYTUMU KaK Ha 3Talle CO3/aHHus, TaK U Ha dTane
HCIOJIb30BaHUSA. ITa HACBIIEHHOCTb JAeHCTBUSIMU U B3aUMO/ieH-
CTBUSIMHU N103BOJISIET HAM JIy4llle Ol TUTh MaTepHUabHY0 COCTaB-
JISIIOILYI0 )XKM3HU $OoToaIbOOMa.

O6pauiaTb BHUMaHUe Ha MaTepruaibHOe B poTorpadpuu He O3Ha-
YyaeT UCKJ/II0YaTh BU3ya/IbHBIN ONBIT U3 [10J11 BHUMaHUSA UCC/Ie/[0Ba-
HUS, 2 CKOpee — pacClIUPUTh 3TOT POKYC BHUMAHUS 10 YYBCTBEHHOTO
Y COLIMaJIbHOTO OMbITA. JTA NepPCHeKTHUBA JaeT HaM BO3MOXKHOCTb
6oJiee MOJIHO MUCCIeJOBAaTh YacTHYI poTorpaduio — u pororpaduio
BOOOGII€e — KaK KOHCTEeJUIAIMIO MPAKTHK U 06'beKTOB, MPOXKUBAEMbIX
He TOJIbKO MHTEeJIJIEKTYa/IbHO, HO MYJIbTUCEHCOPHO U 3MOILMOHAJIb-
HO, B IPOCTPAHCTBE U BpEMEHH.
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B cTaThe mpakTUKK GeCKaMEPHOU CheMKH MepBOU MoJioBUHbI XX B. CpaB-
HUBAIOTCSl C COBPEMEHHBIMU NPAaKTHKaMH KOMIIbIOTEPHOU reHepayuu Gpoto-
n306pakeHU. XyIO’)KHUKH TepBOro aBaHrapga - Jlacio Moxoi-Hagb, Maun
P3ii - ucnosib3yoT GpoTorpaMmy Kak CHocob, C OJJHOM CTOPOHBI, OCTPAHUTH
peasbHOCTh, BbIPBAB MpeAMET M3 NMPUBBIYHOTO KOHTEKCTA U MEpPCIEeKTHUBBI,
C pyroi — BBINTH Ha YPOBEHb aOCTPAaKLMH, He 3aHUMasACh QUKCcalMel pealb-
HOCTH (3TOT Ipo1iecc ocTaBJieH GoTorpadpuu), Ho TBOPS HEKOTOPYIO HAZ,CTPOM-
Ky HaJi Hel. /[UXOTOMHUSA WIIJII03UU U peaIbHOCTH B 6eckamMmepHo# ¢oTorpadpuu
IlepeocMBbIC/IsAeTC B 3py noctdororpadpuu. B XymokecTBeHHOM NpaKTUKe
2Koana ®oHTKyb6epTHI - BEJIMKOT0 MUCTUGUKATOPa MUpa poTorpadpru — NoMHu-
MO $OTOM306paKEHNH PeaJTUCTUYHBIX, HO HECYL|eCTBYIOIIUX IPeIMETOB, eCTh
npoekT «[leiizaxku 6e3 mamsaTu» (2002-2004), B koTopoM poTopeasucTUYHbIE
neisaxu co6GpaHbl KOMIBIOTEPHOU NMPOTrPaMMOU U3 KaPTUH KJIACCUKOB MUPO-
BOM >KMBONUCH. [IpakTMKa KOMIBIOTEPHON reHepalMU U3006pakeHUsl, Kasa-
JIOCh Obl, HE MOXeT ObITh CONOCTaBJIeHA C IPAaKTHUKON GOTOrpaMMbl, KOTOpast
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NpeACcTaBJsieT cO60M OYKBaJbHO aNesIsAII[MI0 K HEMOCPEJACTBEHHOMY ONBITY
BOCIPUSATHUS 00'bEKTA — KaK Obl «BO3BPAT K caMUM BeliaM». OJlHAKO 3TH NpPo-
1[eCChl MOTYT OBITh COOTHECEHBI HE C MO3ULUU BOCTPUHHUMAIOIIET0 UJINU CO3U-
JlaeMOT0, HO C IO3ULIUU CO3UJIaTeIsI UJIN «CO3UAAIOILEN TEXHOJOTHU Y.

Knarouesvlie ciosa: PouTky6epTa, noctdororpadus, pororpamma, neisax,
CIOppeau3M.
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In the article, the practices of cameraless photography of the first half of the
XX century are compared with modern practices of generating photographic
images using a computer program. The artists of the first avant-garde - Laszlo
Moholy-Nagy, Man Ray - use the photogram as a way, on the one hand, to detach
reality, taking the subject out of the usual context and perspective, on the oth-
er - to reach the level of abstraction, not fixing reality (this process is left to pho-
tography), but creating some kind of superstructure over it. The illusion/reality
dichotomy in cameraless photography is being reinterpreted in the post-photo-
graphic era. In the artistic practice of Joan Fontcuberta - the great hoaxer of the
world of photography - in addition to creating photographic images of realistic
but non-existent objects there is a project called “Landscapes without memory”
(2002-2004), in which photorealistic landscapes are collected by a computer
program from pieces of classic world painting. The practice of computer gen-
eration and imaging, it would seem, cannot be compared with the practice of
a photogram, which is literally an appeal to the direct experience of perceiving
an object - as if “returning to the things themselves”. However, these processes
can be correlated not from the position of the perceiver or the created, but from
the position of the creator or “creative technology”.

Key words: Fontcuberta, post-photography, photogram, landscape, surreal-
ism.
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BBeneHue

B nepsoi nosioBrHe XX B. XyZ0:KHUKHW-aBaHTapAUCThI, BO3POXK-
Jlasi B paMKaxX CBOMX 9KCIIEpUMEHTOB 6beckaMepHble poTorpadpuye-
CKMe NMPAKTUKU Npouuioro (Hanpumep, GOTOreHUYHble PUCYHKHU
[ @. TanboTa, caenaHHble B KoHIle 1830-X), mepecobpasiu 3cTe-
THYeCKyl Mozeab poTorpaduu Kak MCKYCCTBA, peJlyliMpOBaB ee,
Ka3aJ1oCh Obl, HEOT'bEMJIEMYIO COCTaBJIAKLIYI0. B antoxy noctdoTo-
rpaduu OTKa3 OT UCHOJIb30BAHUSA KaMephl B CO3JJaHUH POTOU30-
OpakeHusi IpUOOpeTaeT HOBBIYM CMbICJL. B 3TOM cTaThe Ha IPOBEPKY
BBIHOCUTCS MPEANOJIOKEHHWE O TOM, YTO MPAKTUKUA GeCKaMepHOH
ChEMKHU MOTYT ObITh COOTHECEHBI C HEKOTOPBIMU COBPEMEHHBIMHU
NpaKTUKaMU reHepanuu ¢oTonusoopakeHu. B anoxy, korja Takas
HOBalMfl, KaK reHepayusi QpoTopeasuCTUYEeCKUX H300parkeHUHn
C MOMOIIbI0 HEUPOCETEU CTAHOBUTCS MOBCEJHEBHOU NPAKTUKOH,
BAKHO MOMHHUTH O MpeAIeCTBYIOLIeN el NpaKTHUKe UCIO0Jb30Ba-
HUSI MAaUIMHHBIX aJITOPUTMOB — ellle He obyvatolierocs Al, Ho yxe
CIIOCOOHOTrO Ha co3JaHue u3obpaxkeHUM. fl mpejJsararw comnocra-
BUTb NpPOEKThI (KaK UX MaHUPecTalMI0, TaK U pe3ysabTaT) Jlacio
Moxoit-Hazgs 1 Man Pas, Xy0:xxHUKOB-GOTOrpadoB KOHCTPYKTH-
BM3Ma U ClOppeaini3Ma COOTBETCTBEHHO, C IPOEKTOM COBpPEMEH-
HOTO KaTaJIOHCKOTO Xy/o>kHHKa KoaHa @oHTKyb6epThI «llelizaxu
6e3 mamaTu» (Landscapes without memory, 2002-2005) .

Jlacno Moxoi-Hagb 1 MaH Pail (151 KpaTKOCTH OTpaHHUYMMCS
JIUIIb STUMU UMeHaMHy, He yrioMuHas Kpuctuana lllazga, Anekcas-
Zipa PofiueHKO M MHOTHX JIpyrUX 3HAYUMbIX POTOrPaMMMCTORB)
CTOSAT Y UCTOKOB MOJIEPHUCTCKHUX 3KCIIEPUMEHTOB ¢ poTorpadu-
el 6e3 KaMephbl, C OJJHOM CTOPOHBI, JieJiasi CTaBKy Ha pacliMpeHue
BU3yaJIbHOT'0 BOKabOyJisipa ¢poTorpaduu, pasBUTHE KHOBOTO BU/l€e-
HUSA», KOHCTPYHPOBAaHME peaJbHOCTHM B3aMeH pelpe3eHTaluH,
C /Ipyrov — Ha pa3pylieHrWe KaTeropur CMbICJIAa U CO3HATEJbHO-
ro JelcTBUA XyJOXKHUKA, YTO OTBeYaeT JIOTUKe Clppean3Ma.
B xypoxecTtBeHHOU npakTuke POHTKYOepThl — BEJIMKOTO MUCTHU-
¢ukaTtopa mupa ¢ororpaduu - 4acTO MOKHO BCTPETUTb POTO-
M300pakeH!s1 pealMCTUYHbIX, HO HeCYLeCTBYIOIIUX PeJAMeTOB.

1 Cwm. Joan Fontcuberta. Orogenesis — Landscapes without memory. https://www.artsy.net/
show/photo-edition-berlin-joan-fontcuberta-orogenesis-landscapes-without-memory
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Hamnpumep, B cepun «l'epbapuiin? 3K30THYECKHUE IIBEThI COOPAHBI
13 POMBILIJIEHHbIX 06JI0MKOB U cpoTorpadrpoBansl, a «PayHar»?
npezcraBJisgeT OTOMOHTAXXU BbIMbIIIJIEHHBIX ?KUBOTHBIX.

Tak u B ero «lIleiizaxxax 6e3 mamMaTtu» (Uan MHavye «OporeHe-
3uce») GoTOpeasUCTUUHbIe BeJIMYeCTBEHHblE MeN3aKU TOPHbIX
1enel, KAHbOHOB U MOPCKHX OeperoB COOpaHbl KOMIIbIOTEPHOU
nporpaMmoH. [IporpamMma Terragen, KOTOpPYO UCIOJIB3yeT XYL 0¥K-
HUK, - 3TO NIPOrpaMMHOe obecrneyeHUe il BOEHHBIX U Hay4YHbIX
eJsiel, npeiHa3Ha4YeHHOe JIJ11 BU3ya/Iu3allii TPeXMEePHbIX BUPTY-
aJIbHBIX JIAHAWAPTOB HA OCHOBE KapT MeCTHOCTHU. TOJIbKO BMeCTO
kapT ®oHTKyOepTa 3arpy3uJi B Terragen HeCKOJIbKO KapTHUH KJiac-
CUKOB MUPOBOM XUBONUCH (He TOJIbKO nei3axxu Ce3aHHa u Tep-
Hepa, HO U, HanpuMep, abcTpakiuu Mapka PoTko, HexKMBONUCHbBIE
paboTel MaH Pasg, [omana v llturnnna). KpoMe Toro, XxyA0XHUK
CreHEpUPOBaJl HECKOJIbKO TaKUX (POTOpPEeasMCTUYHBIX Nerl3aken
Ha ocHOBe ¢poTorpaduil yactet cobcTBeHHOro Tesa (bodyscapes).

[lepes TeM Kak neperMTH K KaTeropuajbHOMY COMOCTABJIEHUIO,
XOTEeJIOCh ObI MPOSICHUTD, 3a4eM BOOOIIe COOTHOCUTb UMEHHO POTO-
rpaMMy U CreHepHpOBaHHble U300pakeHUsl. Ha mepBbId B3I,
MeX/y 3TUMHU IPaKTUKaMU MaJio YTO 0OLIero Kak C 3CTETUYECKOH,
TaK U C TEXHOJIOTUYECKOU ToueK 3peHUsl. ECTb coBpeMeHHble IpU-
Mepbl 6eckaMepHbIX GOTOPAOOT, 3HAUMUTEJNbHO 00JIbIIE MOX0XKHUX
Ha TO, 4TO Aesaau MaH Pau u Moxou-Hazab, - Hanpumep, Npous-
BeZleHUs QoToxynoxkHULbl Chio3aH Jlepiaxecc, KOTopasi TaKKe
He UCIO0JIb3yeT KaMepy, paboTaeT C HEMoCpeJCTBEHHOU MPOSIBKOM
n3006pakeHUs1 Ha GOTOYYBCTBUTENbHON MOBEPXHOCTH, 3aleyaT-
JieBas Jlaxke psiOb Ha BOJHOMW IIafjd U TeHU BeTBell. HecmoTps
Ha MPUBJIEKATEJbHOCTb 3TOTO U APYTUX NOJ0OHBIX IPOEKTOB, MHE
KaXKeTCs, YTO NPOAYKTHBHeE ObLJIO Obl NMPOCAEAUTH 3BOJIIOLUI0
TOW HWJeH, KOTopas CIOJBUIJIA XY[O0KHUKOB MEepPBOrO aBaHrap-
Jla 0O6paTUThCca K OeckaMepHOW TexHoJsioruu. Jlep/xkecc, Banuz
Bemitu ¥ MHoOruve Jpyrue coBpeMeHHble POTOTPAaMMUCTBI CKO-
pee pa3BUBAIOT TEXHUYECKYI CTOPOHY TOTO >Xe mpolecca, QpuK-
CUpysl BHUMaHHUe Ha CaMOM MeJWdyMe, pOMaHTHU3Upys 3a0bITble

2 Cwm. Joan Fontcuberta. Herbarium. https://www.juanmagonzalez.com/fontcuberta/herbarium.
html

3 Cwm. Joan Fontcuberta. Fauna. https://www.juanmagonzalez.com/fontcuberta/fauna.html
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NPaKTUKU MPOILJIOr0 U MIPUBHOCSA B HUX COBPEMEHHbIE MaTepua-
Jibl. DOHTKYy6epTa 2Ke, 6€3 NPSAMbIX aNleJUISLUMN K aBaHrapAucTam
(xoT MHOTHE ero NpoeKTbl MPOHUKHYThI AYXOM CHOppeairn3Ma,
B MEPBYI0 O4Yepe/ib, €ro MCIMAaHCKOU BETBM), HA MOM B3IJIs[, MPO-
Jflomkaet fesio MaH Past u Moxo-Hazs ¢ TeopeTHUecKUX NO3ULMH,
npeJiCTaBJisisl CKOpee KOHLeNTYaJlbHbIM U PUI0COPCKU OPUEHTHU-
POBAHHBIX MIPOEKT.

Al ycioBHO pa3fiesto KaTeropuu, KOTOpble MHe INpeJCcTaBJIs-
I0TCA OOIIMM 3HAaMeHaTeJleM [Jisi pacCMaTPUBAeMbIX MPAKTHUK,
Ha TpU 06JiacTU: nepBas OyZeT CBSI3aHA C MEXaHUKOM NPOU3BOJ-
cTBa obpasa OeckaMepHON TeXHOJIOTHEeW, ObITOBAHUEM I3TOTO
o6pasa B MPOCTPAHCTBe Mexy «PpoTorpapuuyecKuM» U <«KUBO-
MUCHBIM», MEX/1y «KKOHCTPYKIIMEN» U «penpe3eHTalMe»; BTopas
4YacTb O6yAeT NOCBsIeHa aclleKTaM BOCIPUSTHSA peajibHOTO U U30-
OpakeHHOTO, CBSI3Y BUJIeHUS Y IAMSATH; B TPEThEN, 3aBepLIaloL el
4YacTH, NMOCBSALEHHON peJlyKLIIMU KaK TBOPYECKOMY METOJY, peyb
NOWJEeT 0 3HAYMMOM OTCYTCTBHUM (POTOKaMephl B CO3aHUU $OTO-
rpaMM M «mei3axkei 6e3 namsThu».

#landscape

B 3TOM 4acTu pasroBop MOUJET He TOJbKO O CAMOM IMOHATHUH
«nensaxk» WM landscape (Ha HeCKOJIBKMX BbICTaBKax MCIOJb30-
BaJIOCh CJIOBO datascape, mogdyepKuBaroliee IUPPOBYIO TPUPOIY
3TUX HU300pakeHUH). 3[eCb s NMOCTApPalChb OXBATHUTb ACIEKTHI,
Kacawlnuecss AUXOTOMUMU «doTorpadus/>)KUBONUCH», «doTorpa-
$us/MCKyCcCTBO» B KOHTEKCTE OeCKaMepHbIX CHUMKOB aBaHTapAu-
cToB U POHTKYOEPTHI.

Jlacno Moxoii-Haab, nepedurcisiss BoceMb TUIIOB ¢poTorpadpuye-
CKOT'0 BU/JIEHUS1, HEOOXOJUMOTO /Il BbISIBJIEHUS «CYTHU U 3HAYEHUS
doTorpaduun», nepBbIM BblJIe/IsSI€T «a6CTPAKTHOE BUIEHHE» — KITPSI-
Myt ¢ukcanui ¢popwm, co3gaHHbix cBeToM»(Moholy-Nagy, 2003,
p. 93), - noapa3syMeBasi NpakTUKy doTorpammbl. Ee oH cuuTaeT
«peaJibHbIM KJIO4YOM K poTorpaduu», «JeMaTepuaju30BaHHBIM,
Npo3payHbIM HOCUTeJeM HHPOpPMAlLUM, KOTOPbIH oOmpenessieT
HOoBoe BuzeHue» (Moholy-Nagy, 2003, p. 92). Uck/toueHre KaMme-
pbl M3 Mmpoliecca Npou3BoACTBa POTOU300paKEHHST B KOHCTPYK-
TUBUCTCKOU Jioruke Moxoi-Hazas siBjisieTcs cieAymwoIiuM mocsie
3KCIIEPUMEHTOB C HEOOBIYHBIMM paKypcaMU CbeMKU 3TaloM,
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3HAMEHYIIIMM NOTPEOHOCTh U30aBUTh ¢oTorpadrio OT MaTpo-
HaTa »XMBOMHUCH, 10/, KOTOPbIM OHA, 110 €ro Npe/CcTaBJeHHUI0, HAX0-
Aunack. bopbba c TMKTOPUAJIM3MOM U IPOUYEH «(KUBOMUCHOCTBIO»
B ¢poTorpaduu AOXOJUT A0 TOTO, YTO UCKJIOYAETCS Y3HaBaeMmasi
peasibHOCTb, KOTOPas MOKET OBITh YAeJIOM NUKTOPUAJIUCTOB UJIN
npeACTaBUTEJIEM «KHOBOU BellleCTBEHHOCTHU». MeToa Moxon-Haasa
onuchbiBaeT A.Xayc: «JTO YUCTble CBETOBbIE IepeX0/bl, KOTOpbIEe
CO3/,al0T BepPTUKaJIbHble 3aTEHEHUS] MacChl U OLLylLleHHe IJaBa-
ouero npocrpaHcTtsa. s Moxou-Haznsa BakHOe 3HaueHHe UMe-
eT CO3/aHue abCTPAaKTHOrO MPOCTPAHCTBEHHOTO BIleYaT/IEHUS
nocpeJICTBOM 0e300beKTHbIX CBeTOBbIX ¢opm»(Haus, 1980, p.
16). PaboTbl MaH Pasi, kKoTOpble OH HasbIBaJ «p3avorpadusMu»,
NpeACTaBJSIOT CXOJHOE [JIEKOHCTPYMpPOBaHUE pelpe3eHTalrHu.
Heb6osibiiasi pa3Huiia 3aK/aH04aeTcss B TOM, YTO B OCHOBHOM MaH
P3il He CTpeMUTCS K YMCTOU CBETO-TEHEBOW abOCTPAKUUU: CIeAysI
CKOpee 3a a/IauCTCKUMU KOJIJIQXKHBIMM OTNBbITAMH, OH He JIMIIaeT
00'bEeKTbl BO3MOXXHOCTHU ObITh paclio3HaHHbIMU. Pakiorpadpum —

...9TO 3aHUMaTeJIbHbIM paccka3 O »KHW3HU Bellei, 0CBOO0XK-
JIEHHBIX OT CBOUX YTUJWTApPHbIX (QYHKLUH, CHOCOOHBIX
JIIDOWTH, MeuTaThb, BUJleThb CHbL. Belu obperaroT <...> 3cTe-
THUYECKYI0 CaMOJI0CTaTOYHOCTb, 00 beJUHSASCh M0 NPUHLIUITY
«CJy4YaMHOM BCTPEYM LIBEMHOM MallWHbI U 30HTHKA Ha aHa-
TOMHYECKOM CToJie». PaliorpadamM CBOWCTBEHHA MHOTO-
3HAaYHOCTb, TpaHCPOpMaLUs 3HAYEHUN NPU PACCMOTPEHUU
C pa3/IMYHbIX TOYEK 3peHHUs, aKTUBHOe oOpallleHue K BO0O-
paxkeHuto 3puteid. (Shik, 2019, p. 47)

[lo mHenuto P.Kpaycc, paniorpadus «HeceT B cebGe /JOBOJIb-
HO SICHYIO0 OTCbLJIKY K UPPALMOHAJIbHOMY OIBITY, POKJIaMHUpYye-
MOMY CHOppeaJMCTaMH, — OHA MPOCJIeKUBAETCA B IPapUIHOCTH,
PYKOIMCHOCTH M300pa)keHHs Ha YIJIOLIEHHOM, abCTparupoBaH-
HOM QOHE, a TaKXXe B HEKOM OZylIeBJIE€HHOCTH, KOTOpasi CKBO3UT
B 3TUX NpeameTax-npuspakax»(Krauss, 2003, p. 103). Ona xe,
MeX/ly IPOYUM, OTMedaeT, UTO GOTOorpaMMa «BCero JMIb Hof4ep-
KMBAeT, BBIHOCUT Ha MOBEPXHOCTb TO, YTO fABJAETCA MPUYUHOMN
Jn0601 ¢potorpaduu. Beskas dotorpadus ectb pesyabraT GuU3U-
YeCKOro BO3/eUCTBUS, OKa3aHHOI'0 OTpPa)KeHHbIM CBETOM Ha CBe-
TOYYBCTBUTEJbHYIO MOBepxHOCTb» (Krauss, 2003, pp. 207-208).
Takum o6pasoM, ¢oTorpaMMbl  XyAOXKHUKOB-MOJIEPHUCTOB

184 PRAXIS



CIOCOOCTBOBA/IM TMEPECMOTPY MpPeACTaBJI€HUH O POJIA KUBO-
nucu u ¢ororpaduu B Jlesie penpe3eHTAlUUM H/WUJU KOH-
CTpyupoBaHHs o06pa3a peasbHOCTU. C OJHOM CTOPOHBI, OHHU
JIEMOHCTPUPOBAJIU YXO/J OT peasucTU4eckor portorpaduu, ocra-
101 e}Ccd 0, TaTPOHATOM >KUBOIIUCH, C APYTOU e — b6eCKaMepHble
TE€XHOJIOTUH OOHaXXWUJIU caMy cyTb ¢oTorpadpudeckoro. Ho nepe-
naeM oT poTorpaMm-HaATIOPMOPTOB K datascapes-neizaxam.

UccnepgoBaTtenb ¢ortorpaduu /xkedbdpu bsaTyeH BbICKaA3bI-
BaJICA O JeATeJbHOCTU KaTaJIOHCKOTO XyZOXHHUKa: «B pykax
®oHTKYyb6epThl poTorpadus ctasa puaocoPpcKor aKTUBHOCTDIO,
a He U300pa3uTesibHON. OH MPOCUT HAC AyMaTh HE MEHBIIE,
yeM cMmoTpeTb»(Batchen, 2005, p. 7). CpaBHUM 3TO C BbICKa-
3piBaHueM 0. ABepbssiHOBOW 0 paboTax Moxou-Hags: «Moxoii-
Hazpb 3acTaBsisieT Hac U3MEHUTb 3PEHUI0 paJiu yMa, pa3pyluas
npejacTaBjeHue o pororpadpuieckord oHTos0orUnU»(Averyanova,
2019, p. 282). ’Koan ®oHTKybEpTa MHOTHE T0O/ibl 3aHUMAETCS
UCKycCcTBOM (¢oTorpaduu, B NepBYK oO4YepeAb KOHLENTyaJb-
HbIM, U B 0OJIbIIEH CTENEeHU CHOJBUTraeT BOCIHPUHUMAIOILETO
K pa3MblILJIEHUI0, HEXeJIHU K co3eplaHrio. OTHOCUTEbHO CBOE-
ro NpoeKTa OH OTMeYaeT, YTO «Iel3axK cTaJl CaMOCTOSATE bHbIM
KaHPOM Jla)Ke B >XKMBOIIMCHU He TaK JJaBHO, eCTECTBEHHOE Ipo-
CTPAHCTBO OBIJIO JIULIb BTOPOCTENEHHBIM GOHOM /1JII NIOPTPETOB
WJIM UCTOPUYECKHUX CLleH», 00aBJIssl, YTO «IPUCYTCTBUE YeJsI0-
BEKa yXKe JleslaeT NPUPOAYy UCKyccTBeHHOW» (Batchen, 2005, p.
10) (BO3MOKHO, ellle ¥ C 3TUM CBSI3aHA UHTEHIUS YCTPAHUTHCS
U3 Mpolecca COTBOPEHUS NPOU3BeZleHUs — 06 3TOM B TpeThbeH
yacTu). CHMBOJIMUECKU OH OTKpbIBaeT cepuw «lleisaxxu 6e3
naMsTU» NepepaboTaHHBIM M300pakeHHeM KapTUHbI Kacnapa
JaBuga @puppuxa «CTpaHHUK HAJZL MOpeM TyMaHa». ITO caMmasd
y3HaBaeMasi paboTa Xy[0>XHHKA, KOTOPbIA COBEpPUIUJ HACTO-
ALY PEBOJIIOLMI0 B NMEN3aXKHOW KUBOIKCH, OLHUM U3 Iep-
BbIX BBISIBUB B JaHAmadTe 5MOLUOHAJIbHO-CUMBOJIAYECKUN
noTteHuuas. Pe3ynbTaT: CXO4HBI C OPUTHHAJIOM [0 OTTEHKAM
M KOMIIO3ULIMM abCTPaKTHO-BeJMYECTBEHHBINM NeW3ax Juuia-
eTcs 4eJloBeuyeCKoM QUTypbl Ha NepeiHEM IJlaHEe U KaKUX Obl
TO HU ObLJIO BbIpa3UTeJNbHbIX 0coOOeHHOCTel. [loka He aHa/Iu-
3Upys 3TO 3HAYUMOE OTCYTCTBUE, 0OpaTUM BHUMaHHUE Ha CaMy
MeXaHUKY CO3/laHUs U300parkeHus.
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Kak u B ciyyae ¢ ¢poTorpaMmmoin, 06’beKTbl KOTOPOW CEMUOTH-
YeCKHU paBHO3HA4HBbI, IBYMEPHbIE CUJIY3Thl, 00'bEKTHI, CAyXKalllue
s co3panus «Ileizaxke 6e3 mnamMATU», Oy4b TO KApTUHA UMIIPEC-
CUOHMCTA WM abcTpakiusd, s Terragen siBJASIIOTCS TPOCTO [IBY-
MEPHOU MOJeJIbI0 NOBEPXHOCTHU, OCHOBOU /I MOJeJIMPOBaHUA
TpexMepHOU KapThl. Pacnpenensisi npejMeThl 10 CBETOYYBCTBU-
TeJIbHOW MOBEPXHOCTH, XY[0KHUK, KOHEYHO, MOXKET U HaJ|eJIUTh
oaHU GyHKUMSAMU cTtaddaxka, Apyrue — ¢oHa. MaH Paii, k npume-
Py, MOT' COOpYy»aTb KOHCTPYKLHH, He MNbITAasCb 3aMacCKUPOBATb
00'bEKTBHl M COBEPLIEHHO JIMUIATb UX BO3MOXXHOCTH OBITH pac-
no3HaHHbIMU. B 1iesjoMm 1 PoHTKYyOepTe 3TO He HYKHO — B KaTa-
Jiore UCXOJHUKU NpPHUBEJEHbI PAAOM C MOJy4YeHHbIM OT Terragen
M300pakeHWEM, KOTOpOe Ha3BaHO HMMEHEM aBTOpAa HCXOJHU-
Ka — HanpuMep, Orogenesis: Turner, Orogenesis: Friedrich. Tak BoT,
PaBHO3HAYHBIMU 00'bEKTHI CTAHOBATCA C IO3ULIMUA M8opsiujell mex-
Hos102uu. B oTHOLIEHUH POTOrpaMMbl ITOU TEXHOJIOTUEN SIBJISIET-
csl caMa pupo/a — B PU3UKO-XUMUYECKOM CMBICJIE, U BEILIHBI MU
JlJ1s1 Hee NoJ,00eH MUPY LIMPPOBBIX PENPOAYKLMN JJ1s1 IPOTPaMMbl
Terragen.

Ecin ke aHanu3upoBaTb pUTOPUKY POHTKYOEPTHI, TO OTYACTH
OHa CXOAHWTCSA C PUTOPUKOM MOJIEPHUCTOB, HO KPUTHUKYETCH YKe
He TOJIbKO >KMUBONUCHBIN, HO U poTorpadpudeckuit oopas. doro-
rpamma 1920-1930-x ewie He 3acTaBJiieT YCOMHUTLCA B peaJib-
HOCTHU M300pakaeMoro, HO y>ke CHUMaeT c¢ ¢poTtorpadpuu spJiblKU
«0O'BEKTUBHOM» U «IIPABJAUBON» U OCBOOOXK/AET €€ OT MyT KUBO-
NYMCcHOM nkoHorpadpuu. PoHTKybepTa Kak MPaKTUK JPyroro Beka
OTHOCHUTCS K 00pa3sy elje 6osiee ckenTU4YHO: «[locTMozepHHU3M,
0011eCTBO CIEKTAaKJIfl, KAMUTAJU3M XY 0KECTBEHHOU JIUTepaTy-
PbI ¥ HbIHELIHAA 3110Xa MeJIaHX0JMU 00 beJUHUJIUCh, YTOOBI YKpe-
nuTh GUI0COPHUIO NOJ03PUTENBHOCTH, HEJIOBEPHUS K PEATIbBHOCTH,
COCTOfIILlEN U3 CUMYJALMH, NPOABJSAOLIENCcS B JIlaBUHE €06J1a3-
HUTEJIbHBIX, CJalllaBblX 00pa30B, HA KOTOpble HaM KpailHe BaX-
HO pearupoBaTb Kputuyecku» (Keller, 2011, p. 148). [leiizax a4
@®OHTKYyO6EepPThl — 3TO COLMAJIbHbIM CUMBOJIMYECKUN KOHCTPYKT,
CYLECTBYIOIMA Ha OJHUX U TeX e YCJOBUAX B doTorpadpuu
Y )KUBONUCH. XYA0XKHUK yKe paboTaJsl Cc ner3akeM B CXOJHOM KJIIO-
ye: B IpoeKTe Securitas OH 6paJl KJIO4YM y JIIoJel U NpoeupoBal
X Ha ¢oTobymary. B pesysbraTe mosiydyajsacb TOpU30HTaJIbHas
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JIUHUS, UMUTHUPYIOLIAass TOPHbIM XpebeT. DTO MHUHUMAJIUCTCKAs
ujies1, KOTopasl BOIJIOLAET CyThb JlaHAWAPTA, CBA3aHHOIO C 6e3-
ONACHOCTBIO U COOCTBEHHOCTbI. TakuM 06pa3oM, JiaHAWAPT
MOXET ONpeJeNAThCA UJEe0J0TUUECKHUMU U MOJUTHYECKUMU MO/ -
X0ZlaMH, a He 3CTeTUYeCKUMHU, OCHOBAHHBIMM Ha CXO/CTBE C MpHU-
posoii. «OporeHesrucom» ®oHTKybepTa KOMMEHTHPYET TO, YTO
ucciaegoBatead pororpaduu >koan M. llIBapu u Jxkerimc P. Paii-
aH omucaJu Obl Kak «reorpadpuyeckoe BOOOpa)KeHHE» U YCBO-
€HHbIH, KYJbTYPHO CKOHCTPYUMPOBAHHBIM CHOCOO BHUAEHUS:
«CbeMKa ¥ npocMoTp poTorpadpuil 6bIJIM HEOTHEMJIEMOM, aKTUB-
HOW U BJIUSITEJbHOW YacTbI0 B3aMMOJENCTBUS C MaTepUaJbHOU
peasbHOCTbIO, TIOMOrasl Co3/iaBaThb BooOpaXkaeMble reorpaduye-
ckue kapTbi»(Schwartz & Ryan, 2003, p. 18). 2Koan ®oHTKybepTa
ucnoJsib3yeT «OporeHe3nc», YTOObl OJJHOBPEMEHHO MOAYEPKHYTh
Y OIPOBEPTHYTH TO, KAK MECTO CYILLeCTBYeT BO BpEMEHU M MaMsi-
T (B TOM 4YUC/Je U KyJbTypHOW). Mcnosb3yss moMuUMO HNpoYyero
«JJaHA WA ThI TeJIa», TO eCTb 03HAYMBasi COOCTBEHHYIO KOXY JIMILb
KaK «IO0BepXHOCTb», POHTKyOepTa OKOHYATEJbHO CTHPAET BCE
pasinuus, 1EMOHCTPUPYS, YTO AJisl TBOPSAIEN TEXHOJOTHUU ITUX
M300pakeHUH, TO ecThb Terragen, KOHIENTYaJbHO HE UMEET 3Have-
HUSf, 4YTO U3006paxaeT o6pabaTbiBaeMbld UM ¢ait. /i MalluHBI,
MMeIIlel OrpaHUYeHHbIM BOKaOyJisip, Npe/lHAa3HAYeHHbIN AJIs
00pabOTKHU KapT, Mer3aky JIMIIATCS OJHON U3 BaXKHEUILIUX JJIs
Teopur poTorpaduu KaTeropuu — yeJloBe4eCKor MaMsTH.

#memory
[IpuBesly 06beMHYyI0 LUTATy HU3 paboTbl «MallvHa 3peHUsI»
(1988) llosast Bupunibo:

CeroziHsi, Ha MOpore aBTOMAaTH3alMU BOCHPHUSTHS, paclnpocTpa-
HEHHUsI HCKYCCTBEHHOTO 3PEHMsI — BO3JIOXKEHUS 3aJadd aHa/u-
3a 00'beKTHBHOW peajibHOCTH Ha IJIeYHd MalIMHbl — HE06XO0AUMO
BEPHYTbCS K BOIIPOCY O MPUPOZE BUPTYaJbHOr0 06pa3a, u3obpa-
’KeHHUs 6e3 OCHOBBI, He COXpaHsaWe20cs Huzde, 3a UCKAI0YeHUEeM
MeHMA/IbHOU UAU UHCMPYMEHMAIbHOU 3pume/1bHol hamsamu [Kyp-
cuB MoH]. B caMoM Jiesie, roBOpsi 06 3BOJIIOLIMH ayAH0BU3YaJbHbIX
CPeJCTB, Mbl HE MOXX€M He 3aTPOHYThb OJJHOBPEMEHHO TEMY 3BO-
JIIOIIMHA BUPTYaJbHOH 0OGPa3HOCTU U ee BJUSHUSA Ha MOBEJEHHE,
He MOKEM He KOHCTaTUPOBaTh MHAYCTPUAIU3AlUI0 BUEHHSA, BO3-
HUKHOBEHHE 11€JIOTO PbIHKA CUHTETHUYECKOT'0 BOCIPHUSTHS, KOTO-

Vladislav Rumyantsev 187



poe MoJAHMMaeT KOMILJIEKC BOIIPOCOB 3TUYECKOI'0 CBOMCTBA, <...>
npexse Bcero ¢puaocopcKUil BONpoc 0 pas3iBOEHUU TOYKHU 3pe-
HUA, 0 pa3Zie/lIeHUU 3a/iay [0 BOCIPUATHIO OKPYXKaIoLIero MUpa
MeX/y *KUBbIM, O/IyLIeBJIeHHBIM CyO'bEKTOM U HeoAylleBJeHHbIM
00'beKTOM, MallMHOM 3peHus. (Virilio, 2004, pp. 106-107)

CornacHo Bupusibo, 3aneuyaTsieHHble B BOCHOMMHAHUSAX 3pU-
TeJIbHble 00pa3bl 0Ka3bIBAlOT CYLIeCTBEHHOE BJIMSIHUE HA Jla/ib-
HellllMe CTpaTerdu peuenyud peanabHocTH. DPoOHTKybepTa
He pa3/iesisieT, Kak npejJsaraetT BUpuibo, a coeJUHAET pelennuu
peaJbHOCTU KOMIbIOTEpPA U XYAO0KHUKA. Teopsawas mexHo/a02usl,
JIULIIeHHas BOCIOMMWHAHUM, CO3JjlaHHAs /[Jisl CXBAaTbIBaHUSl 00b-
eKTHBHOW peasibHOCTH, CTOJIKHYBIIMCh C }KUBOIUCHBIMU CyObeK-
TUBHBIMU MeW3aXaMU CO03/JjaeT HM300pakeHUe MapaJ0KCaJbHOU
NpUpoOAbl — BUPTYaJbHbI 06pa3 3a mnpejiejlaMU 06'beKTUBHOTO
U CyO'beKTUBHOTO, O/JTHOBPEMEHHO CyMMY XPaHSUIMXCA B NaMSATH
NpeACTaBJIEHUM O Mer3axke U UX aHHUTUaau0. OJHAKO BOMpPOC
KaTeropuu MNaMATU KaK NPensATCTBUA 8udeHusl OblI IOCTaB-
JieH ¢oTorpadpamMu-sKcriepuMeHTaTopaMyd 3aJI0JIr0 [0 KOM-
NbIOTEPHbIX MPOTrPaMM reHepaluu U 06pabOTKU H300paKEeHUS.
Tak, kaTeropus namMsiTU y aBaHrapAUCTOB BO3HUKAET B IUCKypCe
0 BUJleHUU. AHanu3upysa potorpadpudeckre NpakTUKU U MaHUPe-
CThbI croppeanucToB, Pozannnaa Kpaycc nunier:

BocnpusiTue siydlie, ICTUHHee, K60 OHO eCTb HENOCPECTBEHHbIN
OMBIT, @ BOCIIPOU3BE/leHUE BCEr/la MOJ03PUTENBHO, TaK KaK OHO
BCer/la eCTb He YTO MHOE, KaK KOIHUs, 80c-co3daHue pyroi pop-
Mbl, HA60p 3HAKOB ONbITA. BocnpusaTHe BeJleT HeNmocpeCTBEHHO
B peaJbHOCTh, 2 BOCHPOU3Be/IeHUEe HAXOJUTCS OT Hee Ha Helpe-
OJlOJTUMOM JMCTAHLHUH, I/le PUCYTCTBUE PeasbHOCTH BO3MOXKHO
JUub B GopMe CyGCTUTYTOB, TO €CTh Yepe3 NOCPEeJ[CTBO 3HAKOB.
(Krauss, 2003, p. 98)

«BupeTb» npegMeT B 3HAUEHUU «KMOMEHTAJIbHO MPUIIOMHUHATh
ero Ha OCHOBaHHWM MpeJlLIeCTBYIOLLEro ONbITa» B JIOTUKE CIOppe-
ajJii3Ma 3HAaYUT BUJIETH €r0 JIOXKHO, HENPAaBUJIbHO UJIM, BO BCAKOM
ciay4dae, HecoBpeMeHHO. [[09TOMy aBaHrapAuCTbl U NMPUMEHSIOT
OCTpaHsALMe NPUEMb] — HEOObIYHbIE PAKYPChl, UTPY C CUJYITA-
MU, CTUpaHM e 3HaUYeHHUs U300pakeHus. Bce 3To - U36eraHue namsi-
TH, 0CBOOOX/€eHHE PeaJibHOCTH OT y3HABaHHs, OT IPUIIOMUHAHUS,
MHaye roBopsi, BbIBO/, BOCHPUHUMAIOIIETO (1, YTO TOXKE BEPOSITHO,
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Xy[,0’KHUKA) U3 aBTOMaTU3Ma BocnpuaTus. Ho aBTomaTusmM, Kpo-
Me BCero Npo4vero, HeceT U MOJIOXKUTEJbHYI0 KOHHOTALUIO: aBTO-
MaTUYeCKOe NUCbMO 03HadyaeT 6ecco3HaTeJIbHOE TBOPYECTBO BHE
3CTeTUYECKUX U HPABCTBEHHBIX COOOpakKeHUH, OCBOOOXKJEeHHe
NpOU3BEeEHUA OT SICHO 3alpOrpaMMHPOBAHHOrO0, OXXUJAEMOTO
pe3ysibTaTa. MaH Pali, Hanpumep, co3gaeT pariorpaduu U3 caydam-
HO BbIOpPAHHBIX C 3aKPbIThIMU IV1a3aMU IPEAMETOB (JaXke eCJIv 3TO
Ha caMOM /JieJie ObLJIO He TaK, 3TO MOCTY/JIUPYeTCs B HA3BaHUU KOM-
no3unuu). Jla 1 BooGuIe 10 KOHI[a HUKOI/Ia HE U3BECTHO, KaKOM
nosiydyutcsa ¢ororpamma. Kpome Toro, oHa nosiyyaeTcs aBToOMa-
THUYECKU — 6e3 y4yacTus CyO'beKTa, 10 KpallHEW Mepe, OH HE UMEET
IOJIHOTO KOHTPOJISl HaJ, CUTyalHeu.

Kak ke 3BoJIIOIMOHUpPYET 3Ta Ujesd B npakTuke PoHTKybOep-
Thl, YTO B Hee AobOaBJsseTcsA? Ero datascapes TBOpUT He Hekas
peasibHoCMb WU Npupodd B CO03e C 6eCCO3HATebHbIM, HO Malllu-
Ha, KOTOPYI0 YeJIOBEK HaJiesJiMj MNaMsTbio, OOy4YWJ paclno3Ha-
BAaHMIO M BOCIHPOU3BEJEHUID OTPAaHWYEHHOr0 4ucJa 00pas3oB
B COlO3€ C >KMBONMHUCLLAMU M UX NPOU3BEJEHUSIMU - 0Opaslnamu
CyO'beKTUBHOCTU. TO €CThb MPOUCXOAUT TO CaMO€ «CHMBOJIMYeE-
CKOe BTOpXKeHHE, HaJIMYeCTBYOLIee B rpadpuiecKor penpeseHTa-
UM OOJIBIIMHCTBA XUBONUCHBIX paboT»(Krauss, 2003, p. 208).
EmMy, cornacHo Posanunzge Kpaycc, 0ObIKHOBEHHO MpPENSATCTBYET
siBHOe pU3HNYecKoe NMpoucxoxgeHue pororpaduu. B nmpoekre ke
@oHTKYbepTbl 3Ta CUTyalldsl IepeBOpAuyMBaAEeTCs: Ha BbIXO-
Jle moJsy4yarTcsa (oTomnensaxud, C OJHOM CTOPOHBI, CBOOOJHBIE
OT 4YeJIOBEYECKOI0 ONbITA, OT YeJIOBeYEeCKOM MaMATH (MX HUKOI/a
He CyIeCTBOBAJIO U UX He C 4YeM COOTHecTH). C Apyrou CTOpPOHBHI,
OHU HECYT Ha cebe 0TIevyaToK OMbITa (€C/IU MOXKHO TaK BbIPa3UTh-
csl) mporpaMMHoro obecrneyeHus - Terragen. B untepBbto ®oHT-
KybepTa ToBOpUT: «MbI C03/jJaeM KOMIBIOTEPHI /I CO3/AHUS
raJUTIOIMHALIMK, Mbl Pa3BMBAeM TEXHOJIOTUH, YTOObI MO3BOJIUTH
NPOSIBUTbCS COOCTBEHHOMY bOecco3HaTesibHOMY» (Feustel, 2011)
(cHOBa MOXXHO OTMETUTb pPa3BUTHE PUTOPHUKU CHOPPEATUCTOB).
[Tonyyarouecss B UTOTe «CBEpXUeaJbHble» Mel3aXu Mapajiok-
CaJIbHO JIEKOHCTPYUPYIOT CaM KOHLENT u/jieasia. Y MOJEPHUCTOB
no/i06Hasi MpaKTUKa CO3/JJaHUSI «KCBEPXPeasIbHOCTH» Obljia MOCTPO-
eHa Ha CXOAHbIX NpUHUMMNAX (cp. MaH Pait: «f He poTorpadupyro
npupoay, 1 pororpadpupyro cBoe BoobpakeHue. <...> BmecTo Toro
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YTO6bI CO3/]aBaTh OOBIYHbBIN Nel3ax, 1 NpeAnoYynTar 6paTb CBON
HOCOBOMW IJIATOK, BEPTETH €ro, Kak 3axouy, 1 ¢poTorpadupoBars,
KaK MHe HpaBUTCSI»[UUT. o Averyanova, 2017, p. 211]). l'oBops
00 aToM npoekTe, @. bos1 BcnoMuHaeT 06 U300pa*keHUSIX KOCMMU-
YeCKHUX JIaHAWAaPTOB B HAYYHO-MONY/SPHBIX KypHaJsiaX, KOTOpble
NO/BEPralTCsl AOINOJHUTEJbHOW 00pabOTKe JUIlIb JJs TOro,
YTOObl COOTBETCTBOBATb 0€CCO3HATEJIbHBIM OXXUJAHUSAM 3pUTe-
Jish oT BU0B KocMmoca (uuT. o Keller, 2011, p. 146). YTto kacaeT-
c MeTo/i0B co3faHus «llelizaxxeld 6e3 MaMATU», TO OH CUMTAET,
YTO OHU «ObLIM MPONUTAHbI TE€M, UTO, BEPOSITHO, B 3HAYUTEJIb-
HOW CTemeHW sBJIAeTCs 0eCcco3HATeJbHbIM MpeaybexaeHueM
OTHOCUTEJIbHO TOT0, KaK J0JDKEH BbIMJISAEeThb neisax» (Tam ke).
Cam QoHTKYyOGepTa TOBOPUT, YTO 3TH MEU3aKH «COCTABJSAIOT CBO-
ero pojia MOCTMOJEPHUCTCKOE yTBEPKJEeHHe: OHU MOKa3bIBaIOT,
YTO penpe3eHTalUsl NIPUPOAbl 3aBUCUT 6O0JIbIlIE HE OT HEMOCPE/-
CTBEHHOTI'0 IlepeXMBAHUSI Pea/IbHOCTH, A OT UHTepIpeTaluu mpe/i-
ILIECTBYIOUIMX 06pa30B, OT Y»Ke CYLleCTBYIOIUX penpe3eHTaluu.
PeasIbHOCTB He Npe/lIIeCTBYEeT HAllleMY OTIBITY, a IBJISIETCS Pe3yJib-
TaTOM MHTeJJIEKTYa/IbHOU KOHCTpyKuuu» (Feustel, 2011). To ecTb
nepejJ, HUM CTOUT Ta >Xe 3ajlaya, YTO W INepej croppeasuctamu/
aBaHrapJUCTaMH — OCTPAaHUTb pPeasbHOCTb, 3aK0JI10BATh €€, YTO-
O6bl yBUJIETb CHOBA, MOABEPIrHYTb KPUTHYECKOMY OCMBICJIEHUIO
COOCTBEHHBIA ONBIT, MAMATh U OXKUJAHUs, MPOSIBUB MepPBO3/aH-
HOe JIDOONBITCTBO K 3pUMOMY MUPY (UTO-TO NOA0O6HOE MPOC/IEKH-
BaeTcsl B )KMBOMHUCHOM Jiorvke Ce3aHHa). MauuHa, obJsajarolas
COOCTBEHHOM MaMATbI0 — HAO0OPOM JAaHHBIX JJisl paclo3HaBaHUS
JlaH/wadTa, CONOCTaBJSETCS C YeJIOBEKOM, UMEIOUIUM KYJIbTYPHO
ONOCpes0BaHHYIO (B TOM 4HcJe U poTorpadpruieckoi MpaKTHUKOMN)
naMsTb O TOM, YTO Takoe neisax. PegynupoBanue namMatu PoHT-
KybGepTa oCylecTBJsIET Yepe3 obpallleHre K MporpaMMe reHepa-
[IMU U300paKeHUN U 0TKase OT POTOTEXHUKHU JJis IPOU3BO/CTBA
doTorpadun.

#without

Bcaepn 3a uccnenoBatesieM portorpaduu Il. Kesnep 3agaaumcs
BonpocoM: «He memaeT siv poTorpadusi BUAETh UIU JaXKe TPOCTO
NOHSTH, YTO Takoe uzobpaxxeHue?» (Keller, 2011, p. 146). [locmo-
TPUM, YTO UMEHHO MOIJIEXKUT PeAYKIUHU B paboTax aBaHTapAHCTOB-
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¢dotorpammuctoB 1 ’KoaHa PoHTKYyO6epThI B MONBITKAX OTBETUTH
Ha 3TOT BOIpPOC.

OTpunanve ¢QoTorsasa sBJSIeTCHd, KOHEYHO, JIMIIb OJHOM
YacTblO0 IKCIEPUMEHTA MO pacliIUPeHUI0 BUJEHUS — IJ1a3, BOOpY-
»KEHHBIA OTPOMHBIM KOJIMYECTBOM BapUAaHTOB (POTOONTUKH, Oe3-
YCJIOBHO, MO3HAEeT CKPbIThble IpaHu peasbHOCTU. Ho Ha camom
poOCTOM, OLITOBOM YPOBHE, He 6eps B pacyeT popMasibHble IKCIIe-
PUMEHTHI, BOCIPUSATHE 3alleyaT/IeHHOTO KaMepou o6pasa [oJroe
BpeMd (B LUQPOBYIO 3Py 3TO y>Ke He BIOJIHE peJIeBaHTHO) CBO-
JIJIOCh K OTOX/€eCTBJIEeHUI0 PoTOorpadpruu 06’beKTa C CAaMUM 00b-
eKTOM, OJsiarofjapsd MHTYUTHUBHO OCO3HAaBaeMOW HWH/IEKCAJbHOU
cBa3U MexAy HUMU. Kak nucan AHzpe bazen: «®oTousobpaxe-
HUE - 3TO caM NpeJIMeT, IpeJMeT, OCBOO0XK/IEHHbIHN OT JJOBJIEIOIIUX
HaJi HUM YCJIOBUMU BpeMeHHU M npocTpaHcTBa»(Bazin, 1967, p. 14).
HouToecau poTtorpadpuyueckuririasoyaetpeaynupoBan? YTo ecau
00'bEKTHB, O3BOJISIBUIMM BOCIPUHUMATh BelU «TaKUMHU-KaKue-
OHU-eCTb», OyJleT He NMPOCTO HEKOTOPbIM 06pa3oM TpaHcdop-
MHUPOBaH, a BOOOIle OTBEPrHyT? Yke PpoTorpadbi-MoAepHUCTHI,
MCIIPOOOBAB BCEBO3MOXKHbIE MAHMUIYJSIUU /IS paciliaTbIBaHUS
KOHBEHLIMOHAJIbHOM PeaJMCTUYHOCTHU (POTOMOHTAXK, HEOObIYHbIE
PaKypChl, KOPPEKIMS Ha ITalle eYyaTH), epelid B UTOre Ha IJy-
OoKoOe ucciej0BaHe MaTEPUATIbHOCTHY B3aMeH BUAMMOCTU. A MaH
Pau u Jlacsio Moxon-Haab, oTKa3biBasiCb OT KaMepbl U MPOU3BO-
Js1 GoTorpaMMbl, UCCAEIOBAJIM €elle U HeMaTepUalbHYI0 OCHOBY
(cBeT U TeHb), CTOAILLYI0 3a NMPOU3BO/JCTBOM HM300pakeHUsI-KaK-
TAaKOBOT'0, COOTBETCTBEHHO, PelyLIUPYs €ro 03HaYaeMoe.

CMbica doTOrpaMM He B TOM, YTOOBI OTraZaTh, YEM SBJISIOTCS
X 00beKThbl. CMbIC/ MpoeKkTa «lleli3aku 6e3 MaMsTH» HE B TOM,
YTOOBI 33lyMaThCsl, KAKOM OO'BEKT CTaJl UX INEePBOOCHOBOM: 3TO,
KaK 1 y>Ke 0TMeuaJl, U3BeCTHO. B HeM Mo/{uepKrBaeTCss UMEHHO TO,
HACKOJIBKO JlaJIeKO TMOJIyYMBlIeecsl U300paKeHHe OT UCXOJHOTO,
HO YTO IPX 3TOM 6e3 Hero OHO He MOTIJIO OblI cyliecTBOBaTh. udpo-
Bble N10,00Us Nei3axHbIX ¢poTorpaduil CBOMM CylleCTBOBAaHUEM
HallOMUHAKT O eMHCTBE POTOrpadru U )KUBOIKCH B Jiesie COTBO-
peHuUs1 obpasza: o6pas B noctdpoTorpadpuyecKyro snoxy — B IEPBYIO
ouepe/b, data.

JIt060MBITHO, YTO MpeBpallleHHue pa3HbIX KapTUH B HEYETKUE,
HO 3aMeTHO MOX0XKHe BUPTyaJibHble U300parKeHUs1 NoJ4epKrBa-
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eT CBOEero pojia «JJBOMHOE OTCYTCTBUE — OTCYTCTBUE OPUTHHAJIb-
HOT'O IPOU3BeE/IEHUS UCKYCCTBA B Mei3aXKe U OTCYTCTBUE Nel3axka
B peaJIbHOCTH, KOTOpOe <...> Nnapa0KcaJbHbIM 00pa3oM IMpeBpa-
lIaeT Npou3BeZileHHe UCKYCCTBA B peasibHYI0 KapTy HeCylLeCTBY-
IOLIero MecTa, CTUpas NpU 3TOM Bce ciefbl opuruHaiax(Keller,
2011, p. 143). OuuleHre U300paKeHUH OT MaMSTH, OT YyesJoBeue-
CKOTO OIbITA — 0OTYACTU 3TA UHTEHIUSA CBOMCTBEHHA U, HAIPUMED,
cloppeasivcTaM (0TCo/a B MPUHLIUIIE XKeJITaHHE CO3/1aBaTh U300pa-
>KeHUsI CTPaHHbIE, 3aTENU/IMBbIE, HEIPUBbIUHbIE), TOJBKO B IPOEK-
Te QOHTKyOepThl 3Ta NPAKTUKA BbIABJISAET He TOJbKO MOTEeHIHaJ
K BCIIOMWHAHMIO, HO U K 3a0BEHHI0 pPeaJibHOCTU. YNPOIEHHBIE,
MaKCUMaJIbHO abCcTparupoBaHHbIe, NepeKoJUPOBaHHbIe U300pa-
YKeHUd Merl3aKen — YTO-TO BpOJie TEHEU Ha CTeHe IJIaTOHOBCKOU
nelepbl WK MOJYNPO3PaYHbIX CUIYITOB parorpaduu — ¢ OJHON
CTOPOHBI, PUKCUPYIOT CUTYAlUI0 3a0BEHHS pPa3JIUYMM U 0COOEH-
HOCTEMH, HO C Jpyro¥ — BOMJIOUIAIOT TO, 6€3 4ero HU OfjJMH U3006pa-
>KEHHBIN Mel3aXk He MOT ObI CylI[eCTBOBATh (CBOE0Opa3HbIN 3U0C
neisaxa). To, 4TO ocTaeTcs nocje 3a6BeHUs], U TO, YTO Tpe/jliie-
CTBYeT NaMsTH, - BOT UTO yAaeTcs yXxBaTUTh KoaHy PoHTKy6epTe.
Eme ogHa peayKunus cBfi3aHa C CaMOyCTPaHEHUEM OT IMPOU3-
BegeHusi. Eciu Moxoii-Haab u B ocobenHocTr MaH Paii nogyep-
KUBAlOT TOTaJbHYI CYObeKTUBHOCTb (POTOrpaMMbl, ee CB3b
C TBOPYECKHUM NOTEHIMAJNIOM, BO3MOKHOCTb IMOCPEACTBOM Hee
BbISIBUTb HEKOTOPYIO CKpbIMyH peasibHOCTb, TO 2KoaH ®oHTKyOep-
Ta, HAPOTUB, OCTABJISIET Cebe CKPOMHYIO POJIb MOJlepaTopa, IULIb
OCYLIeCTBJISIIOUIETO OTOOP MCXOAHUKOB JJil 06pabOTKH HACTOS-
1M aBTOopoM — Terragen. B ero TBopuyecTBe npocyiexxuBaeTcs, Kak
MHe KaXKeTCsl, Ta e TsAra K 0cjJabJeHHu0 aBTOPCKOTO KOHTPOJIS
Ha/J, TpOM3BeJleHUEeM, YTO U BOOOIE B COBPEMEHHOM MCKYCCTBE
HOBbIX MeJua uau deep media, npejcTaBUTEIM KOTOPOrO 4acTo
HAYUHAIOT /leJIErTMPOBATh aBTOPCKHE MOJTHOMOYMS HEXKUBBIM 00'b-
eKTaM WUJIY KOJIJIEKTUBHOMY 6ecCcO3HaTeJbHOMY (4TO, 6€CCIOpHO,
SIBJISIETCS JIOTUUHBIM PO 0PKEHUEM MMPAKTUK CHOPPEATUCTOB).
Takum o6paszoM, npoekT «Ilerizaxku 6e3 namsaTu» KoaHa PoHT-
KybepTbl BO MHOIOM HacjeAyeT TeHAeHIUsIM OecKaMepHOU
¢dotorpadpun 1920-1930-x rofoB: OTKa3bIBasiCh OT QoToanmna-
paTa, peAyuupys poJib NaMATH U CyO'b€KTHBHOI'O BOCHPUSATHS,
XYLO’)KHUK FreHepUpyeT Takue LUPpPoBble U300paKEHUSs1, KOTOPbIe
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3aCTaBJISIIOT MO-HOBOMY B3IVIIHYTb Ha MPOILlECC NMPOU3BOACTBA
o6pasa B [UuPOBYIO 3MOXY, NIEPECMOTPETh AUXOTOMHUIO «doTOrpa-
budeckoe» U «KUBOMUCHOE», KAHTPOIIOTEHHOE» U «TEXHOTEHHOE.
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T. Smirnov’s monograph examines the genesis, features and current state
of such an artistic phenomenon as domestic photorealism, which experienced
its heyday in the 1970s and 1990s. The reviewer places special emphasis on
the theory of the stylistic phenomenon of photorealism and also discusses its
development in the traditions of Soviet art.

Keywords: photorealism, style direction, pop art, screen era, mass culture.

Knura Tumodes CmupnHoBa «Potopeanusm B Poccuu. Cmo-
TpeTb U BUAeTb» (2019) nocesieHa Xy 0’)keCTBEHHOMY HalpaB-
JIEHUI0, KOTOPOE CEro/iHsI peKO MOXXHO YBUJEeTh Ha BbICTABKaX.
B 4uciie ee JOCTOUMHCTB — He TOJIbKO BbIOOP TEMbI, HO U IVIYOUHA,
BAYMYHBOCTb, CACTEMHOCTb UCCJIe0BATEJbCKOW PabOThl, a TaK-
>Ke OPUTHHAJIbHOCTb U CBOeOOpasve MoAXoAa: aBTOpP — He TOJIb-
KO MCKYCCTBOBEJl, HO U OJHOBPEMEHHO XY/ 0KHUK-(POTOpPEATUCT.
JTo PyH/laMeHTa/IbHOE HCCe/lOBaHUE, CHAOKeHHOe MOAPOOHOM
oubsnorpaduren, LJOKyMEHTAJIbHbIMU PUJIOKEHHUSIMU U CIIPABOY-
HbIMHM MaTepHajiaMu. ABTOP U3YUMJI KaK 0COOeHHOCTU puocopuu
doTopeasn3Ma, Tak U ero BU3yaJibHble U BUI0BbIE COCTABJISIIOIHE.
Eme ofHO GeccnopHOe JOCTOMHCTBO MOHOTrpaduu — TO, UTO MPHU
BCEM 3TOM I'POMO3/IKOM alnapaTe U HayKoOOpa3uu TEKCT MPOBO-
LUPYeT Ha pacCy>/JleHNs U BJJOXHOBJIIET I0JIEMU3UPOBATh C HUM.

KHura oTKpbiBaeTcsl pa3BepHYThIM MPEeJUCIOBHEM, B KOTOPOM
aBTOp JIEJIUTCS CBOUMHM PACCYKAEHHUSIMU O NPUPOJe MCKYCCTBA
Y 0 COOCTBEHHBIX Xy/1,0’KECTBEHHbIX IOUCKAX, MPUBELINX K POTO-
peasiu3My: OH COXpPaHSET BEPY B MOHYMEHTA/IbHYIO )KMBOMUCHYIO
dbopMy U ucnosb3yeT GOTOpeasUuCTUYECKHE 3JIEMEHTHI, YTOObI
OTpa3uTh clneuudUKy COBpeMeHHOW BU3yaJIbHOU Cpe/ibl, HAChI-
IIEHHOW penpoAyLUpPOBAaHHBIMU OOpa3aMu. Kak XyJOKHUK OH
CUMTAET, UTO, BIUTbIBas B cebs Jpyrve u300pa3uTesibHbIE S3bIKH,
MOCTOSTHHO MYTHUPYS, »KUBOMKUCh COXpaHseT CBOK aKTYyaJbHOCTb
M cracaeTtcsi OT «cMepTu». MHTepec k poTopeasusmMy U MoHUMa-
HUe 3Toro ¢peHomeHa Jiyisi CMUPHOBA HENOCPEICTBEHHO CBsI3aHbl
C 0C000¥, TOHKOU XyZ,05KECTBEHHOU YyBCTBUTEJLHOCTBIO K peasib-
HOCTH. Tak, HalpuMep, OH NulleT: «/[Ji1 MeHda peaJIbHOCTb Cyle-
CTBYeT TOJIbKO 4Yepe3 MPU3My MapaZioKkca, KOTOPbI BO3MOXKHO
peooieTh HCKJIIUYUTENbHO CpeJCTBAMU U300pa3UTEIbHOTO
UCKycCTBa...» (Smirnov, 2019, p. 9) Ilopo6bHbIA moAX0[ cracaeT
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ero OT O4YeHb pPacHpOCTPAaHEHHOTO, K COXaJIeHUIo, peaybexe-
HUS O MOBEPXHOCTHOCTU poTopeasn3aMa. U B To e BpeMsd moJie-
MHUYECKH OKpallMBaeT BeCb TEKCT: Koe-TZe Ka)eTcd, YTO aBTOpP
nbITaeTcs yoeAuTh HEBUAMMOIO ONIMOHEHTA B COCTOATEIbHOCTH
doTopeasusMa. U faxxe yTBepxJaeT NPeBOCXOLCTBO POCCUHCKO-
ro ¢goropeasnsMa HaJ, 3alaJHbIM. 3a TaKMMHU yTBEPXJEHUIMU
0COGEHHO OCTPO YUTAETCS OLLyIeHUE JIUUHON OTBETCTBEHHOCTH,
JINYHOM 3aUHTEPECOBAaHHOCTH aBTOpA — HO f JaJieKa OT TOro, 4To-
Obl Ha3BaTb 3TO NPE/B3ATOCTbIO, IPUCTPACTHOCTHIO. OT COGCTBEH-
HOM 6ruorpaduu He y6exkaTh, 3TO U HE HYXKHO.

B T0 e BpeMsl, aHaJIM3UPYys CBOM ONBIT B 60Jiee UPOKOM KYJIb-
TYpPHOM KOHTeKcTe poccumcknux 2000-x romos, Korjga OH TOJBKO
HayKWHa/1 Kapbepy, CMUDHOB BCTaeT Ha MO3UIMI0 UCKYCCTBOBeJA
Y NbITAaeTCs BbISIBUTb, KAKUM 06pa3oM UHPopMalus o poTopea-
JIU3Me [JOCTUraJla pOCCUMCKOTO 3pUTeis, 0OTpedIeKCUpoBaTh CO0-
CTBEHHOE MEeCTO B 3TOU O0JIbLIOW KapTHHE U ClIeUPUKY YCBOEHHUS
3TOro TedyeHusd. K npuMepy, oH 04eHb TOYHO OTMeYaeT pa3ndyusa
B BOCHPUATHUU KJIUIIMPOBAHHOCTH, 6aHAJIBHOCTH, B 3aBUCUMOCTH
OT HOJIMTUYECKOTO U KYJIbTYPHOI'0O KOHTEKCTOB, XY/ 03KECTBEHHbBIX
TPaJUL MU Y XyJLOXKHUKOB 110 pa3Hble CTOPOHBI >KeJIe3HOTO 3aHa-
Beca:

..Eci B 3amaiHON TpaAULUHU 3TU CTEPEOTUIIBI HOCAT XapaKTep
KJulIle o6liecTBAa MOTPeOJEHUs, B TPAAULUH, UAYILEHd OT MOI-
apTa, TO OTeYeCTBEHHbIE CTEPEOTHUIIBI IVTy0Ke U CJIOKHEE, TaK KaK
OPUEHTHPOBaHbl KaK Ha OTEYECTBEHHYIO XY[0’KECTBEHHYIO, TaK
Y Ha JINTePATYPHYIO Tpaauuuu. (Smirnov, 2019, p. 9)

MbI uMeeM Jiesio ¢ MpodecCHOHANbHBIM XYA0KHHUKOM, KOTO-
pbI¥ NpHUllles B UCKYCCTBOBEEHUE U UMEET CBOM OpUTHMHAJbHbBIN
B3IJIsI/, HA TEOPHI0 UCKycCTBA. llesiikoM pasaesnsiss MHeHUe CMUp-
HOBAa O TOM, YTO OTKa3 OT aBTOPCKOW NMO3ULUU HEBO3MOXEH U UTO
JI06asi aBTOpPCKas MO3UIUST HEU3MEHHO OTpaXKaeT 4YepThl CBO-
el 3M0XU U ee CTepPeOoTHUIIb], 1 Obl XOTesla U CBOU OT3bIB HA KHUTY
npeJiBapUTh pedJieKcruer COOCTBEHHOTO OMbITA.

Tumodeit CMUPHOB CMOTPHUT Ha siBjieHHe oTopeasn3dMa Kak
Xy/IO’)KHUK U pacCMaTpUBaeT ero U3HyTpH. f ke cMoTpesia Ha 3TO
TedeHUe CHAPYXXH, KaK CTOPOHHUH HabJto/aTe b, U He IJIaHU-
poBaJia caMa co3/aBaThb QpoTOopeasnCcTUYEeCKHe mosoTHA. Ho Moe
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3HAKOMCTBO C 3TUM XY/|0’)KECTBEHHBIM TeUEHHMEM HOCUT HE MeHee
JINYHBIY XapaKTep: YCJ0KHEHHe pealu3Ma — B YaCTHOCTH, [10ABJIe-
HUe poTopeasn3Ma — 1 OTMeTUJIa U BOCIPUHSAJA SMOLMOHATBHO.
A xopo1io NOMHI0O HEKOTOpbIE U3 MPOU3BEJEHUH, ONMYOJIMKOBAH-
HbIX B ucciaenoBaHuM T. CMUpHOBA, C paHHEW IOHOCTU (Hadaso
80-x). Ux nmybsMKoBa/siM B He6e3bI3BECTHOM >KypHasie «OroHeK»,
KOTOPBIX ObLJI AJisI COBETCKOTO YUTATE/IsI YEM-TO BpPOJe J0peBO-
JonuoHHOU «HuBbI». He ckpoto, 111 MeHsl caMbIM UHTEpPECHBIM
B )KypHaJie ObLJIM PeNnpoAyKLUHU paboT Xy 0)KHUKOB Pa3HbIX 3M0X
Y BpeMeH, TaK s BIepBble N03HaBaJla UCTOPHIO UCKYCCTBaA OT Bo3-
pOXKJIEHUsI /10 COBETCKOM BJsacTU. Bo BkJagkax mpeob6Jsajzalio,
KOHEYHO >e, COBPEMEHHOe COBETCKOe HCKYCCTBO, JOCTAaTO4YHO
0/IHOOOpa3HOe, HO B HOpMaJIbHOM TUIlOrpadckoM KadecTBe. U BOT
cpefyd 3TOM THUILM Ja IVIaJJU WHOTJAA NMPOCKaJb3bIBaJd PabOTHI
doTopeanucToB (runeppeanuctoB). CkazaThk, YTO UX pabOThbI MPO-
M3BeJIM Ha MeHs1 CUJIbHelWIIee BlieYyaT/IeHUe, — HUUEero He CKa3aTh.
Sl MOMHI0 UX CHYCTS1 HECKOJIBKO JIeCATUIETHUN (M Jlaxke COXpaHU-
Jia penpoaykiuu)! OT HUX BesiJio 4eM-TO o4yeHb (!) COBpeMeHHbIM,
HeCTaHAApTHBIM, OYeHb 3ala/iHbIM, KaK OT HEBECTb OTKy/a 3aJie-
TeBLIET0 aMePUKAHCKOTr0, aHIVIMMCKOr0 WU QPaHIy3CKOTO XKyp-
HaJla. A MMs OJJHOTO U3 XY/,0)KHUKOB — PeliH TaMMUK - 6b1J10 TAKUM
He3/|ellIHUM, YTO MOHATHO JIErKoe MOTPsICEHUE 3TOU 3CTEeTUKOM:
ThI KaK OYATO 3ar/isi/iblBaelllb BO YTO-TO MOJIY3alpPETHOE, HO TAKOE
IpPUTAraTeJNbHOE, 3arpaHUYHOE, HEpeaJbHO KpacHMBOe U IJISHIle-
Boe. Mory cpasy ckasaTh, UYTO 60JIbIIMHCTBO PabOT U Xy/I0’)KHUKOB
IpOLIJIM MUMO MeHd, a CaMO 3TO fIBJIeHHE, 0 KOTOPOM £, KOHe4-
HO ’Ke, 10Ta/|blBaJIach, 1 CMOIJIa 0-HACTOSALEMY OLleHUTb TOJbKO
Ha GJiecTslel BbicTaBKe Kupuiia CBeTasskoBa v F0simu BopoThiH-
neBou «I'mneppeannsM. Korza peasbHOCTb CTaHOBUTCS HJIJIIO-
s3uei» B 2015 roay B l'ocynapcTBeHHON TpeThbsiKOBCKOM rajsepee
Ha KpbIMCKOM BaJy.

O coBpeMeHHOM MCKycCTBe 1 Mojo3peBajia (Kak U MHO-
rue B CCCP, xTto caywanu paauo BBC, BbImUCBIBAIU KypHAJIbI
«Kypbep OHECKO», «Anrnus», «<AMmepuka»). PoTopeasnsm cooT-
BETCTBOBaJI TOMY MpPEeACTAaBJEHUIO, KOTOPOe y HAC CJA0XKHUJIOCh
Y [IPU 3TOM My6JIUKOBAJIOCh B 0QUIIMAIbHOM KypHasie «OroHeK»,
a 3HAYMUT, KaKHMe-TO KayeCTBa MO3BOJIMJIM €My NPOUTHU LieH3ypY.
Jla noyemy 6b1 1 HeT? Hanpumep, pa6ota H. MemkoBa «OsbcTep.
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Hukakux 6ecrnopsikoB» (1981): yeM He KapTHHA HA TOTAAIIHIOKO
37100y AHA? Ho Bce e 4T0-TO HHTpUroBasio. Kak Ha ¢oHe becko-
HEeYHbIX 0/JHO0OPAa3HbIX KAPTHUH MOTJIa MOABJIATHCA U TaKas *KUBO-
nucb? 3To - peasu3m? Ceriyac MHOTHUE MPOLECCHI CTAJIU TOHSTHEE.
Ho ¢oTopeanusm ocrtajica Bce TAKUM Ke He BIOJIHE NMOHATHBIM:
a 4To Ke 3TO ObL10?

[lo mpomecTBUM MHOTHUX JIET, yKe OYAYyYU HCKYCCTBOBEJOM,
g MoHsAa, 4TO B 1980-e rofbl Xy0KHUKHU XUJIH B KeCTOoYaulleM
AedunyTe 3HAaHUM 0 COBPEMEHHOM MUPOBOM UCKYCCTBE, @ Pa3HO-
00pa3uJI UX NAJUTPYy UCTOPU3M (0coOeHHO paHHee Bo3poxkaeHue),
BIIOJIHE JOCTYIHBIM MO ajJbboOMaM, a TaKXe HMIPECCUOHHUCTHI
Y MOCTUMIPECCHUOHUCTBI. YIUBUTEJNbHO, YTO UX TBOPYECTBO CTa-
Jio JierayibHbIM B COBETCKOU cTpaHe. BO3M0OXHO, UCKYCCTBO KOH-
na XIX Beka TepsJio CBOU peBOJIIOLMOHHBIA nadoc Ha PpoHe elle
6osiee paZjuKaJbHBIX «-U3MOB» XX BeKa, KOTOpbIe MO-MPEeXHEMY
BHyIIa/IM cTpax GyHKIHOHEepaM. Bo3M0KHO, cka3asicsi aBTOPUTET
3amnaJHbIX Xy[02KHUKOB, KOTOpbIe UCIIOBEL0BAJIU KOMMYyHU3M UJIA
couMaau3M: B nepByto ouepeb [1absio [ukacco, PepHan v Hazs
Jlexxe, AHTOH Pedpexne, Penato I'yrTy3o, AHpu MaTucc u ero
pycckas nogapyra Jluaua Jlenektopckas u gpyrue. baarogaps ux
B3IJIslaM COBPEMEHHOE HCKYCCTBO B HEKOTOPBIX €ro MIOCTACAX
cTaHoBUJI0Ch JierasibHbIM B CCCP. Ho poTopeannsm? Kak ata fuko-
BUHHas NTHILA [oNaJia B Kpay, IJie ToOCHoACTBOBaJ Coljpeasn3m?
Yto poTopeanr3aM 3HaAYUI AJIs1 IEPUO/iA 3aCTOS, KOT/1a, COOCTBEH-
HO, HauboJiee apko nposiBuJ ce6s? Korga BrnepBbie ¢poTopeasnsm
CTa/lM BBIJENATb MUCKYCCTBOBeJbl? McCTOpUS H3y4eHUs ITOro
BHU/la peasu3Ma B Poccuu oueHb KOpPOTKasi, HO 04eBU/HO, YTO OHA
HAUMHAETCs C MepPecTPOUMKH, Korja ObLIU NpeANPUHSAThI IepBble
NONBITKK CAeJlaThb BbICTaBKM ¢PoTopeasnsMa (rumeppeanusma),
OnpeJieIUTh ero TEPMUHOJIOTHIO U XPOHOJIOTHIO.

O ¢oTopeanusme nucanu uckycctBoBezbl B. Typuun (Turchin,
1974, 1993), A.Kamenckuir (Kamensky, 1982), A.Mopo3oB
(Morozov, 2000) u apyrue (1970-2000), nepByto MoHOTpaduio
Beinyctusa 0. Kossosa (Kozlova, 1994). B 1990-2010-e rr. cocTo-
SJINCb HEMHOTOYMCJIEHHbIE BbICTAaBKH, MOCJAEAHSS U3 KOTOPBIX
npouwia B TpeTbsakoBckol rajnepee (2015, kypatops! K. CBeTss-
k0B, 0. BopoThiHII€eBa; KOHCY/JIbTAHTOM BbICTaBKU ObL1 T. CMUD-
HoB). OfHaKoO, KaK cnpaBeAJiMBO oTMevyaeT TuModeit CMUPHOB,
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M300pa3uTeIbHOE UCKYCCTBO BTOPOU MoJyioBUHBI XX Beka B Poc-
cud, 1 ¢oTopeasusM B TOM UYMUCJE, O CUX MOP HELOCTATOYHO
M3y4eHO Y He cucTeMaTu3upoBaHo. [loaToMy f0 cero BpeMeHU
OCTAlOTCS HepelleHHbIMA MHOTHE BOIMPOCHI, CBSI3aHHbIE C 3TUM
Xy[,0°KECTBEHHBIM HalpaBJjieHWeM. Tpu IJIaBHBIX BOIPOCA, KOTO-
pble MOXXHO BbIJIEJIUTh HA OCHOBAaHMU MoHorpa¢un CMHUPHOBA,
TakKoBbl. YTO cTOUT 3a 3TUM TepMUHOM? Kak oH noasuica? Yrto
npezcTaBJiseT COO0M CTUAMCTHKA poTopeannsMa? OCTaHOBUMCS
noApoOHee HAa KaX/j0M M3 BOIIPOCOB.

1.YTo Takoe potopeannsmM? HecMoTps Ha paclIpOCTPAaHEHHOCTh
Y HaJIMYMe HEKOTOPOTO KOJIMY€eCTBA UCCIe[J0BaHU M, pOTopean3M
BCe K€ He MOJY4YMUJ OJHO3HAYHOr0 ToJIKOBaHUA. CrpaBeJJiMBO
OyZeT cKa3aThb, YTO B OCHOBe pOTOpear3Ma JIeXKUT CBoeobpa3Has
TPAaKTOBKA TPaAUIIMOHHBIX KAHPOB HATIOPMOPTA, Nek3axa, nop-
TpeTa C y4eToM onbiTa poTorpaduu M Jpyrux TUIIOB penpoyLU-
pOBaHHUA M MacCMe/iua, TAKUX KaK TeJIeBUJIEHUE, PaJih0, Npecca.
B nosib3y Takoro omnpezesieHUs TOBOPUT TO, YTO IJIaBHbIE MacTe-
pa 3TOro TeuyeHUs OCTAIOTCS B TPAHUIIAX CBOETrO0 KaHpa UJIX TEMBI,
ucciaenys vMx OecuyucieHHble TpaHCPOpPMaUUM U MpPeoMJeHUs
o6pasa. Co3HaBas, YTO TaKUX NpeJIOMJIeHUN OECKOHEYHOE MHOXe-
cTBO, CMMpPHOB OTKa3blBaeTCs CYUTATh GOTOpeasu3M KpPU3UCOM
WJIM KOHLIOM »XUBOIIKCH, BU/JSl B HEU pecypc AJisd pa3BUTHUS BU3Y-
aJIbHOTO S13bIKa.

Ho Takoe omnpeneseHve o4eBUJHO He A0CTaTOYHO. B ocHOBY
doTopeasnCTUYECKUX CIOKETOB JIOXKUTCS He TOJIbKO caMo U3006pa-
)KeHHWe TeXHU4YeCKUX HOBLIeCTB XX BeKa, HO U MOIbITKA BOCIPO-
M3BECTHU UX BU3yasibHble 3pdeKThl. B aTOM ciydae poTorpadus
IOHUMAaeTCs 04YeHb I'Py60 U 06006111eHHO, KaK HeKasl e[JuHasi CTU/IHU-
CTUKa (TOr/a Kak HaM NpeKpacHO U3BECTHO, KAKOW pa3HO06pa3HOM
MOXeT ObITh ¢poTorpadpuueckass BU3yaJbHOCTb: OT JlareppoTuIia
M LMaHOTUNHMU A0 LudpoBod Pororpaduu). Y CMuUpHOBA Mpo-
CTOe NnoJipakaHWe TaKOW CTUJIMCTUKe POoTOrpadpuiecKkoro CHUMKa
onpezesisieTcsl Kak «KHaTypaIru3M» U OLleHUBAETCSl HETaTUBHO, KaK
«OTCYTCTBUE UCKyccTBa». A poTopeasnsM NPOTHUBOINOCTABJSAET-
Cd HaTypa/iu3My KaK MpaBWJIbHAsl, Xy[0KECTBEHHasi TPAaKTOBKa
doTorpadudeckort 06pa3HOCTH.

doTopeanucTruyeckas })KMBOIUCh «KMBOIIUCHA», TO €CTb OTHO-
cuTca K chepe HACTOSALIETO UCKYCCTBa, MO0 MHeHHWI0 CMHUPHOBA,

200 RECENSIO



He TOJIbKO OTOMY, YTO UCNI0JIb3yeT TEXHUYECKHE CPEJICTBA, IPUCY-
1iMe 3TOMy MeJJUyMy, U COITIOCTaBMMa ¢ HUM 1o ¢popmary. Ho B nep-
BYI0 OoYepe/ib MOTOMY, YTO 3a CYET ITHUX TEXHHUYECKHUX CpeJiCTB
¥ 6osibuioro ¢popmaTa C03/laeT HOBBIM CMbIC/A: MPU UMUTALUU
doTorpadpuu xyJ0KeCTBEHHOCTb MPUOOpETAeTCs «B pe3yJbTaTe
He HOBOUW popMasibHON 000JIOUKH — PENPOAYIIMPOBAHHOU penpo-
AYKIMY, — a2 B pe3yJibTaTe HOBOM ceMaHTHUKU. CBepXpeasibHOCTb
HM300pakeHUsI COeUHSETCs C “OCTpaHeHHOCTbI". B 3TOM U Kpo-
eTcs peHoMeH poTopeannsma» (Smirnov, 2019, p. 46). C »xuBonu-
CbI0 TAKYI0 PabOTY POAHUT 60JIbLION GpOpPMAT KaPTUHBI, KOTOPBIU
noMoraeT el ob6pecTH HOBBIK CMbICJ, MOATEKCT. PoTopeasnsm
OCMBICJISIET CAMHY MEXaHU3Mbl 3aXBaTa BHUMaHUSI, KOTOPbIe MPHUCY-
1M HOBBIM Me/iha: KaK MUILET aBTOP, UCKYCCTBO BTOPOU MOJIOBU-
Hbl XX BeKa «CBA3aHO He TOJIBKO C 3KCIIEPUMEHTOM, pacllMpeHueM
rpaHUL, 3CTETUYECKOTO, TepeocMbIicieHueM GOpM U 3a4a4 CaMOTro
VCKYCCTBA U POJIM XYA,0’KHUKA, HO U C 60pb0O0U 3a BHUMaHHUE 3pU-
TeJisl, a 3a4acTy0 U 60pbOOM C ero KOCHOCTBIO (He UCKJIoYasi TaKue
CpeJACTBa, KaK MOMyJU3M U 3aUrpbiBaHUe C My6JHKo#H)» (Smirnov,
2019, p. 49). B Takoii opuruHaJbHOU WHTepHnpeTanuu GoTopea-
JIU3M NpUuoOpeTaeT Aake BOCHUTATEJNbHYIO, 03[0PaBJIMBAIOLLYIO
byHKLUIO.

KopeHb «doTo-» B TakoM cjydae obGeclieuuMBaeT Ha/eXHYIO
ONOpY, TOT/IA KaK KOPEHb «peain3M» BbI3bIBA€ET KyZa 60JbllIe MPOo-
6/1eM TepMHHOJIorhHdeckoro nopszaka. Kak ormedaer CMHUpPHOB,
eCTb TePMHUHbI ONHKCaTeJIbHble (TO e€CThb ONHUCBhIBAKOUIAE METO[
paboThl) U KUAeosoruYecKkre (TO eCThb QUKCHUPYIOLHE aMOULMI0
M300pakeHUs BbICLIEN NPaB/bl Xy 0KECTBEHHbIMU CpeiICTBAMH ).
B nepByto rpynny BXOJST, HanpyUMep, 0KyMeHTaINU3M, CIalUu3M
(konmupoBaHMe CIIPOEMPOBAHHOTrO Ha XOJICT c/1aiza), pOoTOXKHUBO-
NUCh (KOMUpoBaHUe Mo poTorpadru) U Apyrue, BO BTOPYIO — CIOP-
peanvsM, runeppeajusM, paJiUKaJbHbIA peajnsM U Tak Jaliee.
doTopeasn3M yCcKoJIb3aeT OT YETKOTr0 ONpeJie/ieHUs], IOTOMY YTO
KoJIebJieTCA MeX/y IByMs TUIIAMU TEPMUHOJIOTHH.

doTopeasn3aM BUAUTCA MNONBITKOM aZeKBAaTHO 3amnedyaTyeThb
06pa3HOCTb U BU3YaJIbHOCTh 3MO0XU, NPOBO3IJ/IAlllaBIIEN «CMEPTh
MCKYCCTBa», 3MOXU IMOCTMOJEPHU3Ma, 3MOXH, KOTOpas Mojapu-
Jla HaM 0O pUKSIPOBCKYI0 KOHLIENIAI CUMYJSIKpa. ABTOP TOYHO
noAMeYaeT, YTO JI60M MOTHUB Ha GOTOpeaMCTUYECKON KapTH-
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He — IBOMHAs penpoAyKLUs, U YBA3bIBAET 3TO Xy/L0XKECTBEHHOE
TeYeHHWe C COLIMOJIOTUYECKOM KOHIeNLUuerd «BpeMs 3peJiulie-
LeHTpHU3Ma» U C «COCTOSIHUEM “CUMYJAKpbI’» (sic) mo Bogpuui-
dapy (Smirnov, 2019, p. 42). B aToM ciy4dae, 4TOObl KPUTUYECKU
OTHECTHUCh K XapaKTepy «peaJMCTUYeCKON» 006pa3sHOCTU (POTO-
peasin3Ma, BaXKHO COOTHOCUTb €ro He C peajiu3MOM, a C JpyrUMU
XyZ10°KECTBEHHBIMU T€UEHUSMHU JIBA/IIIaTOr0 BEKA.

2. KakoB reHe3uc ¢ortopeanusMma? IIpoucxoxaeHuve ¢dportope-
aJiu3Ma KOppeKTHee OyZeT BO3BOAUThL He K peanusmy XIX Beka,
ak>xuBonucu B 1960-xrogax B CIIIA. ®oTopeasn3m BO3HUK B AMe-
puke u EBpornie B 1960-e rozs! U cylecTBOBaj HapAAy C LPYTUMU
«-nu3Mamu». Kak ormeyaer T. CMUpPHOB, «MX pa3BUTHE XapaKTe-
pU3yeTcs Kak OJHOBPEMEHHOE B3aHMMOOTPHUIIAHHWE U B3aUMOIPO-
HUKHOBEHME Y B3aUMOBBITEKaHUe ApyT U3 Jpyra» (Smirnov, 2019,
p. 46). ®oTopeasn3am uMeeT OoJiee IIy6OKHME KOPHU B BO3Bpallle-
HUHU K QUTypPaTUBHOCTHU NOCJe GecipeMETHOIO U KOHIENTYa b-
HOTO MCKYCCTBa BTOpPOU MOJIOBMHBI XX BeKa, HO BO3BpalLleHUU
He K 6aHaJIbHOMY TPaJWIIMOHHOMY peaiu3My, a K 0OHOBJIEHHOMY
M COOTBETCTBYIOILEMY HOBOU peaibHOCTH, HOBOMY BpEMEHH.

ABTOp cTaTbu JieT [JecAThb Ha3aJ Hamnucajga MOHoOrpaduio,
MNOCBSALIEHHYI0 CTUJIEBOMY MHOTO0OPa3ui0 B COBPEMEHHOM CUTY-
anuu (Akhmetova, 2014). Bpimsia oHa O4YeHb OrpaHUYEHHBIM
THPAXKOM, U 51 Obl He BCIIOMMHAJIA O HeW celyac, ecjiu 6bl He pabo-
Ta T. CMUpHOBA. MeHs1 mpuBJieKJia 3Ta TeMa B ero paboTe B 4aCTH,
rJle OH NbITAaeTCcA UAeHTUPULHUPOBATh «POTOpeasn3M Kak CTUJIb»
(Smirnov, 2019, pp. 41-56) v onpeneauTb «0CO6€HHOCTHU doTOpeE-
asnu3Ma B Poccun» (Smirnov, 2019, pp. 56-60). [loaToMy n03B0JI10
cebe 0CTaHOBUThCS 3/1eCh MMOAPOOHEeE.

CTuip B COBpPEMEHHYK0 310Xy — OYEHb pa3MbITOe IOHATHE,
B YUCTOM BU/Je BCTpevyaeTcs peiko. [OBOPUTH MOXXKHO B OCHOBHOM
O CTUJIEBBIX 3JIEMEHTAX B MpoOU3BeJleHUU. UTO Ke HOBOTO MpPH-
Hec ¢oTOpeasn3M B IVI0OATbHYIO CUCTEMY UCKYCCTBA U B POCCUM-
CKYI0 CUCTeMy MCKyccTBa KoHLa XX Beka? /la, TEepMUH B NEepPBYIO
odyepe/ib Mojpa3yMeBaeT «paboTy mno ¢ortorpadpumu». Ho pabo-
TaJIM TI0 HEH y»Ke C caMOTro MOMeHTa ee uU3obpeTeHus. Pycckue
XYA0’)KHUKHU M03aMpPOoLLJIOro BeKa 6bLIM 3HaKOMbI ¢ poTorpaduen,
a Iopou Y N0JIb30Ba/IUCh ee focTxKeHUsAMU. Hanpumep, llluikun
BeJl KJIacC pucoBaHUsA no gororpaduu B AKaZleMUU Xy[l0XKECTB,
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a Kpamcko¥i HaunHaJ cBOW Kapbepy Kak ¢poTopeTyliep (yepes 3Ty
IIKOJIy MPOULJIXM MHOTHE XYJIO)KHHUKH, a MpU POoTocaJoHax BCer-
Jla COCTOSIJIM Ha Cay»xb6e XxyaoxxHUKH ). Ho ecain peannsm XIX Beka
rcnoJsb3yeT GpoTorpaduio, YTo6 bl yCUIUTD ULJIFO30PHOCTb U300pa-
KeHUs, To ¢poTopeasusMm XX Beka MOLYepPKHUBAET MJOCKOCTHOCTD
o6pa3a, ucnoJsb3yeT ¢oTtorpadrio Kak CBOero poja IpOCJOHKY,
06e3BpeKeHHYI0 0O0MaHKY — TaKOU, MOXKHO CKa3aTb, CEAHC Maruu
C nocjaeAywumyM pasobsadyeHreM. OJHAKO 3TOro poja peajusM
He BbITEKaeT U3 peasn3Ma poTorpadpuu, 3TO ABJIEHUE ONIPOBepra-
eT peaJucTHUYeCKUu MeTo/, (Smirnov, 2019, p. 42). Eciu cuuTaTh,
YTO B HAaTypa/Iu3Me WUJIJII030PHOCTD KUBOIMKUCHU JOCTUTAET Npe/Jie-
Jla 4 laXke KpU3uca, To GoTopeann3M AaeT BOSMOKHOCTb €ro Mpeo-
Jl0JIETh, IOMECTUTb CUTYallMI0 BOCIIPUATHSA UIJIFD30PHOT0 0Opasa
B aHAJIMTUYECKYIO PAMKY.

Jlpyroy Ba)KHbIM KOHTEKCT JJi1 NOHMMaHus poTopeasu3Ma —
3TO BO3BpaT K QUIYPaTUBHOCTH NOCJe abCTPAKTHOrO UCKYCCTBaA.
Bo BTOpo¥ nosoBuHe XX BeKa XyJOXKHUKHU 00palaloTca K QUry-
PAaTUBHOW CHKETHOW KapTHUHE, HO MCHOJIb3YIOT TOT MaTepual,
KOTOPBIM OKpY»aeT COBPEMEHHOI'0 4YesJI0BeKa: COBETCKHUM 4eJio-
BEK He 3HaJl ellle [UPPOBBIX TEXHOJIOTUH, HO TeJIEBUIEHUE, KHHO,
paziuno, MaccoBas NeyaThb — CJIOBOM, BCE, HA YeM CTPOUTCA GeHOMeH
NONYJISPHOM KYJIbTYPBbI, y2Ke ObLJIO eMy JJOCTYIHO.

Camoe rs1aBHOe: GOTOpeasn3M sSIBUJICS MpeATeder NoCTMoiep-
HM3Ma B KUBOIIMCHU U CKYJbIType. UMeHHO 3TOT paKTop JesiaeT
doTopeasnaM TaKUM aKTyaJbHbIM JJisl HU3ydeHUs. T. CMUpDHOB
OTMeYaeT, YTO «psJ ero NpueMoB CTaJl OPraHUYeCKOW YacThblo
MOCTMOJEPHUCTCKOTO Xy 0’KECTBEHHOTO si3bIKa» (Smirnov, 2019,
p- 45), B paMKax KOTOPOT0 HaTypaJIMCTUYECKash TEXHHUKA COYeTa-
eTcsl C IprheMaMy BO3/1eMCTBUSA TEXHUYEeCKUX CPeICTB, 3pPpeKTamMu
BUPTyaJibHOM peasbHOCTU. PoTOpeasrsM CTaHOBUTCS CBOEO-
O6pa3HbIM OTBETOM Ha BbI3OB COBPEMEHHOCTU: pa3BHUTHUE MaACCO-
BOM KYJIbTypbl, KOTOpasi OKa3blBaeTCsd HEKUM WHAYCTPHUAJIbHBIM
GOJIbKIOPOM B YC/IOBUSX HHU30BOM KYJIbTYpbl, KaK, HalpUMeD,
B HCKycCTBe mnom-apta. PoropeasnsMm 3amajiHble HCKYCCTBOBe-
/bl Ha3bIBAIOT MOCT-MOM-apTOM, YTO J€MOHCTPUPYET CIJIaB KOH-
KPETHOCTU U PEAJITMCTUYHOCTHU ITOTO UCKYCCTBA CO CTPeEMJIEHUEM
K OTpaK€HHI0 BHYTPEHHUX acCOLMAILMM U aJIJIF03UN COBpEMEHHO-
ro yes0BeKa.
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B CCCP Bu3yanbHOCTb poTOpeasn3Ma Oblia BOCIPUHATA U YCBO-
eHa: Kak yTBepxaeT CMUpHOB, poTOpeaucThyecKass CTUIUCTH-
Ka [pex/ie BCero BOCIIPUHUMAJIACh KaK pa3HOBUHOCTD I10M-apTa,
XOTS1 pa3JjiMyue KyJbTYPHOrO KOHTEKCTa, 6eCcCropHO, 00yCa0BU-
JIO CriellMPUKY COBETCKOIO M pOCCUUCKOro ¢oropeanusMma. Tak,
Hanpumep, B CIIIA He 6bLIO TpaauL MU akajgeMusma. A B Poccun
He ObLJI0 TPAJULUU MAaCCOBOU KOMMepPYeCKOH KyaAbTypbl. [loaToMy
doTopeanusM, npuiiesunii B Poccuio pakTudecku ofHOBpEMeH-
HO C MacCOBbIMH 00pas3aMM, MapKUpOBaJICA TaK K€ HEeraTHBHO,
KaK M BCS KOMMep4YecKas arpecCuBHas KyJIbTypa C ee II0NyJIM3MOM
Y HAallOPUCTOCTBIO, @ BOBCE He KaK pedJieKCUs U MONbITKA NPUCBO-
UTb Y IEPEKOIMPOBATH 3TH BEILU.

B camoM Hauyajsie aBTOp KOHCTAaTUpyeT KJIIOYEBOE pasjinyue
MeX/y 3alaJHbIM U PyCCKUM (HOTOpeasu3MOM U He yJiep:KUBaeT-
€A OT TOT'0, YTOOBI NOJAYEPKHYTh IPEBOCXOACTBO MOCJIe/JHEro:

..eCJIU B 3alaZlHOM TpaJULMU 3TU CTEPEeOTHUIbl [IOJ «CTepeo-
TUIIAMU» aBTOP MOHHUMaeT 06pa3bl MacCOBOM KyJbTYphl, Harpy-
>)KeHHble HJIe0JIOTUYEeCKUM coJiepKaHUeM| HOCAT XapakTep
KJMlIe 06lecTBa NOTpeb/ieHUus], B TpajULUKM, UAyLled OT IOoI-
apTa, TO OTeuyeCTBEHHbIe CTEPEOTHUIIbI [VIy0Ke U CI0XKHEee, TaK KaK
OpPUEHTHPOBaHbl KaK Ha OTeYeCTBEHHYIO Xy/l0’KeCTBEHHYIO, TaK
Y Ha JINTepaTypHyo Tpaguuuu. (Smirnov, 2019, p. 9)

YTBepKJeHHEe O JIUTEepPaTypOLEHTPUYHOCTH ¢QoTopeannsma,
€C/I1 BCIIOMHUTb O NMPOYHOU IeHETUYECKOW CBSI3U MEXAY JOKY-
MeHTaJIbHOU ¢poTorpadueld U pealMCTUUECKUM POMAaHOM, KaXKeT-
Cc1 HEMHOIr'0 TaBTOJIOTMYHbIM. Ho mo MHeHuio CMHpPHOBA, 3TO
baKTUYeCKH eJUHCTBEHHAs CTUJIHUCTUYECKas XapaKTePHUCTHKQ,
KoTopasi CBSI3bIBaeT PycCKUM ¢oTopeanu3M C TpajULUed pyc-
CKOM >KHMBOIKCH — BEPOSITHO, B 3TOM aBTOp Hac/JeAyeT KPUTHUKE
PYCCKOTO peanr3Ma, JUTepPaTyPOLEHTPUYHOCTb KOTOPOTO TaKXe
NPUHSTO NOAYEePKUBATh. B ocTaibHOM CMHUPHOB, MOXKHO CKa3aTh,
IpU3HAET NMEePBOCTENEHHOCTh aMePUKAHCKOro (3amnaJjHOro) KOH-
TeKCTa B GOPMUPOBAHHUU 3TOTO CTUJISA. BbIpHCOBBIBaeTCs OYeHb
YyeTKasi U OHSTHAsA KapTHUHA: COBETCKUE XYA0)KHUKU NTepeHUMaTH
3aMOPCKYI0, YyK/IyI0 BU3yaJIbHOCTb GOTOpeaTn3Ma, UHTEPIPETH-
pysl C ee NMOMOILbIO TVIy60KO GUI0COPCKUE U MO-TUTEPATYPHOMY
CJIOXKHBIE CHOKETBI.
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OrpaHuyuBas reHesuc ¢oropeasusMa 3amnaJHbIM NON-apTOM
Y OTZeJIbHBIMU YepTaMHU )KUBOIIMCHOr0 peasusma XIX Beka, CMUp-
HOB KaTeropu4yHO OTPHUILAET CaMy BO3MOXXHOCTb TOTO, YTO INpPO-
V3BeJleHUSA COLMAJUCTUYEeCKOTO peasrM3Ma MOILYT CYUTAThCA
npeaTedyaMy GpoTopeasMsma.

BylacTh cTepeoTuna B BOCHPHUSTHH Chirpasia HeJOGpPYIO LIYTKY
C 0Te4yeCTBEHHbIM HOTOpPEaTM3MOM: OT/Ie/IbHble WJIJIF03UOHUCTH-
yecKue MpOou3BeJleHHs colipeasn3Ma (Mbl HAMEPEHHO He NMPUBO-
JIUM OII€eHOYHBIX XapaKTEPUCTUK U ATTUTETOB) HE MOTYT CUUTATbHCS
MPOBO3BECTHUKAMU T'MIleppeasn3Ma, He MOTYT CYUTAThCA U GOTO-
peanusmoM. U y>xk HUKaK He TIOJIXO/AT MO/ ONlpe/ie/ieHue Mon-apTa.
B ocHoBe colpeasin3Ma JIeXKUT NPUHIUI H/lean3aluu JelCTBU-
TEJIbHOCTH C UCII0JIb30BAaHUEM aKaJIEMUUYECKOU TPaJMIINY, a 3Ha-
YUT, OHO alleJUTUPYeT K WHBIM OCHOBOIOJIATAKIIUM «BKYCOBBIM
penentopam». (Smirnov, 2019, p. 55)

Tem caMbIM OH paKTHUYECKU OTpbIBaeT poTopeasu3M OT KOH-
KpPeTHOW COBeTCKOM 3M0XHU. B ero npezcrasieHun GpoTopeannsm
npruobpeTaeT KaKyl0-TO repMeTUYHYI0, U30JIMPOBAHHYIO IPUPOAY.

[To3BoJt0 cebe C HUM He COIIaCUThCA. A, COGCTBEHHO, IOYEMY
B doTOpeasnu3Me He YBUZETh U CJIelOB colipeasu3Ma? [IoHATHO,4To
peyb UAeT, HallpuMep, 0 XyLoxXHUKax U. BpoackoM U ero yueHuke
A. JlakTHOHOBE, OHU NIepBble, KTO NPUXOAAT HA YM. MOXXKHO BCIIOM-
HUTb U OTAeJibHble paboTbl U. MamikoBa («CoBeTckue XJsieObl»)
u b. flkoBsieBa («CoBeTckue KoHCepBbI»). Uaeosorua? Jla, u ogHo-
BpeMeHHO napadpasbl € KJACCUYECKUMHU HATypaJIUCTUYECKUMHU
€BpPONEeNCKMMHU HAaTIPMOPTAaMH, MNPOCJAABISLIMMUA HU300UIHE
’KU3HU (HaTIOPMOPTHI-00MaHKH, ObLIM Takue U B Poccuu, Hanpu-
Mep, y ®. Tosictoro). He cTouT Bce CBOJUTH TOJIBKO K UJIE0JIOTHUH.
PasBe «CoBeTckue xyie6b1» MalllKoBa — 3TO TOJIBKO IIPO U306UIMe
B cTpaHe CoBeTOB? Y MOTMBa U300MJIUSA €CTh BIIOJIHE KOHKPETHbIE
reHeTu4ecKre KOpHU B MUPOBOM UCKyccTBe. Ho TaM MblI Obl He CKa-
3aJI4, YTO 3TO UE0JIOTUS, ITO — [I0JIHOTA KU3HU. A pa3dBe MalkoB
He BOCIIeBaJl BCIO )KU3Hb ee I0JIHOKpoBHe? Heokaccuysm, akaze-
MH3M, TPaHUYaALHUH C UIJIIO30PHOCTBIO, ObIJ BIIOJIHE BOCTPeOOBaH
Ha pa3HbIX KOHTUHEHTAax elle [0 BOMHBI, He r0BOpPA O I0OCJEeBO-
eHHOoU 3mnoxe. Ero ucnoBesoBasu Kak pycCcKue XyJOXKHUKH, TaK
Y 3amnajiHble, B TOM YHCJIe, aMepUKaHCKUe (IpaBJa, Cpeu HUX
/10 BOWHBI MHOTO ObLJIO Xy/1I0’)KHUKOB-3MUTPAHTOB, KOTOPbIE MOHS-
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JIU, KaK OblJ1 BOCTpeboBaH akageMu3M B CIIIA, He MMeBIINX TaKOU
KoJibl). Tak, 60JIbIIYI0 MONY/IAPHOCTb NPHUOOPEH Ha 3anaHOM
nobepexxbe, HApUMEpP, POCCUUCKHE 3MHUTPAHTBl XYA0KHUKH-
noptpetuctsl H. ®emnn u I UnbuH (kcTaTH, 06a u3 Kasanuy, yye-
HUkU W. PenuHa B akageMuu xyjoxects), ®. 3axapoB (mUcaBLINM
rUneppeasMCTU4YHble HATIOPMOPTHI, IOMUMO CaJIOHHBIX NOPTpe-
TOB) U Jipyrue. Ux akajieMu3M IrpaHAYMJI C CAJIOHHOCTbIO, HO 3TOT
WJIJIIO30PHBIN CTUJIb uMeJ MecTo. A 3. CepebpsikoBa? JTO He MOI-
apT, 3TO — Jipyrasi ONTHKA B UCKYCCTBE U )KU3HHU.

Hazo ormeTuTs, 4TO, 6eps Ha cebd 3ajady MO ONpefeseHUI0
INOHATHS], BOCCO3JAHUIO TeHe3uWca U Nepuoau3aluu (oTopea-
qu3Ma, T. CMUpHOB Tak)Xe TOBOPUT U O COBPEMEHHBIX MpeJCTa-
BUTEJISIX TE€YEeHUs], OCTAaBasiCh HEY/IOBJIETBOPEHHbIM MUMHU. YacTo
OH KPUTHUKYyeT COBPEMEHHYI0 (POTOPeaTUCTUYECKYI0 >KUBOIUCH
3a MO/ pakaTeJIbHOCTb, IOBEPXHOCTHOCTb M Ha3bIBAaeT «IICEBJO-
dboTopeanuaMoM»:

B... 4epesie >KMBONMUCHBIX MPHUEMOB, OCHOBAHHBIX Ha «UMHUTAI[UU
penpoAyLpOBaHHOH peasbHOCTH», BCTPedYarTcs HHble ¢op-
Mbl, HO U OHU MOJIEMHU3UPYIOT C penpoAyKiuei. MckaxaroT ee,
JI06aBJIsAsT 3KCIPECCUI0 Ma3Ka, CAYYaWHOTO JBMXKEHHS KPACKH,
baKTyphl, WM HUMUTHPYIOT >KUBONHCHbIE MPHUEMbI CTHJIMCTUK
HPOLLJIOr0, [UTHPYIOT U HUCKAKAIT TOT Xe WHGOPMALMOHHBIHA
MOTOK, HO TOJIBKO C 6OJIbIIUM NPUMEHEHUEM KUBOTTMUCHBIX «CIeL]-
a¢dekToBy». (Smirnov, 2019, p. 277)

TpyznHo He noAyMaTh B STOT MOMEHT O JINUHOW 3aMHTEPECOBAH-
HOCTH aBTOpa, KOTOPbIM caM 3aHHUMaeTcsl GOTOpeasuCTUIECKON
*KUBOIIHCHIO.

Henb3ss He OTMETUTb, UTO NOMMMO CTOJIMYHBIX MacCTEPOB
CYylLL,eCTBOBAJIM PeruoHa/IbHble XyJOXXHUKH, pabOTaBIIKE B 3TOM
HanpaBJieHWH Kak B 1970-1980-x rr., Tak 1 cerogHs. Ho aBTop ymo-
MHHaeT TOJIbKO OJHOr0 TAKOro XyAoXHUKa u3 Omcka - [. Kuyu-
rMHa. A BeJlb OHU ObLJIM U B APYTrux peruoHax. B 1920-1940-e rr.
B kuTakckoMm lllanxae moJsiydyus 60JbIIYI0 U3BECTHOCTb COBET-
ckuil xygoxkHuk B.Iloarypckui, yyuBmuiicsa y B.H. MemkoBa,
A.E. ApxumnoBa, A. M. BacHenoBa, H. A. KacatkuHa u gpyrux. Bot
YTO MUIIET 0 HeM UcciaesoBaTesb T. Jlebenena:
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Hatypanu3aMm B MaHepe MHCIOJIHEHMsS IpHJaBajl ero paboram
xapakTep poTorpadpuieckux penopraxei (40 TakoH CTENeHHU, YTO
P BOCIIPOM3BE/IeHUHN B KHUTe UX JIETKO cyTaThb ¢ poTorpadus-
Mu). KoMnosuuyuy nocTpoeHsl Mo NPUHLUIY CJAYy4YalHOro KaJpa,
BbIXBAU€HHOTO U3 peaJIbHOCTH U HEOXKUAHHO pexylero u3oopa-
»KeHre. MaHepa pUCyHKa TIjaTebHas1. Bce HEpOBHOCTH cryiaXkeHbl
OCBellleHHEM B BU/le IPKOT'0 IHEBHOT'O UJIM HCKYCCTBEHHOI'O CBETA
C KOHTPACTHbIMU TeHsAMU. TOHKas U I/1a/iKasi 10 BCel TOBEPXHOCTHU
xoJicta (Uau jucta) ¢pakTypa BUPTYO3HO CKPbIBAe€T TBOPYECKUH
npolecc, ynofo6Jis4 a3 XyA0KHUKa 6ecCTpacTHOMY 06'bEKTHUBY,
a caMo npousBezeHue - poTocHUMKY. (Lebedeva, 2014, p. 393)

B koH1e 1940-X Kak penaTpuaHT OH nonaJ B Poccuio, B Ka3aHb,
NpOBeJI 3/leCb HECKOJIbKO JIET B KaueCTBe NpernojaBaTesis J0IoJI-
HUTEJIbHBIX JJUCHUIIVH U yexas B 1956 1. B TaumikeHT. EMy MblI 00641-
3aHbl GOPMHUPOBAHUEM TAKHUX XYAO)KHUKOB-HOHKOH(QOPMUCTOB,
KaK 3KCIPeCCUOHUCT A. AHMKeeHOK M abcTpakyuoHucT U. Bysox.
Pa6ot Iloarypckoro B Poccuu npaktuyecku HeT. TeM He MeHee
OTpULlaHUE BJIUSAHUSA TPAJULUI UIJIIO30PHOT0 akajieMu3sMa (Heo-
KJlacculM3Ma) Ha UckKyccTBo 60-80-x IT. He coBceM BepHO. JTa
TpPaZuLus B CAMOM JieJie OKa3asach JOBOJIBHO CTOMKOM, @ B OTCYT-
CTBUM MHPOpPMALMM O 3alaZJHOM HUCKYCCTBE W BIIOJIHE KHUBYYEH.
BcrioMHUMM MHOXeCTBO BU3yaJIbHbIX LIUTAT B UCKyccTBe 60-70-x
rT. T. CMUpHOB B CTPYKType HCCJeJOBaHUS Jaxke caM BblJeJiseT
TaKhe TEeMbl, KaK «3Ha4eHHEe LUTAThbl B pOTOpeasnsMe», «4eso-
BEK U HATIOPMOPT B poTopeasn3Me», «ropoj U HUYTO B POTO-
peasusMe» U T.J. Mbl BCTPETUM TaM MHOXECTBO OTCbIJIOK Kak
K MHUPOBOMY UCKYCCTBY, TaK U K oTedyecTBeHHOMY. CoBeTCKUe
XY[,0KHUKH-POTOPEATMCThI ObLJIU IeTbMHY CBOET0 BPEMEHH, U B UX
TBOPYECTBE JIOTUYHO OTpa3uiack TeMa kocMoca, HTP, conpaibHbIX
doTopenopTaxeH, a TaK:Ke TEKTOHUYECKHAH [TepPesIOM 30X MeXAY
3acToeM U nepectporkor. Kak akaileMUYHO JIJaAKOHUYHbI KOMIIO-
3unu pa6bot A0 1985 roaa, M Kak HapacTaeT CBOOOJia BbIpake-
HUS TIOCJIe 3TOro BoAopaszesa. Hacko/bKo cuibHee CTaHOBUTCA
BJIMSIHHE 3alla/JHOTO UCKYCCTBA B IIePeCTPOEYHYIO 3I0XY, U MOTO-
My BbI3bIBaeT COXKaJ/IeHHEe, YTO OJlHA M3 JIMHUMN BJIMSHUA Tpaju-
UM 0Te4eCTBEHHOr0 MCKYCCTBA HAa CTaHOBJIeHUe poTOopeasn3Ma
(a umMeHHO BU3yasibHas!) Bce e ynyuieHa. Potopeanusm B Poc-
CUU aBTOPOM NPHUNKChIBAETCH UCKJIIOUYUTENbHO 3aMaiHOMY BJIUS-
HUIO (a elle BeJib €CTb U PYCCKUM aBaHTrap/ C ero MOHTAXXHOCTBIO
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Y paKypCcaMH, U ero HeJib35l UCKJIIYUTh U3 CUCTEMOOOPA3YIOLIEro
dakTopa poTopeasnsma).

CTOUT /M TNOCTOAHHO CONOCTaBJSATb BU3YaJbHOCTb COBET-
ckoro ¢goTopeasnsMa C aMepukaHCKUM? Hesib3sl M CpaBHUTH
oTeyeCTBEHHbIM ¢oTopeansM C TpapuKOU, HJIOCTPALUSAMU
K Hay4YHO-MOMNYJISIPHBIM KypHaJiaM, a TaK»Ke KOCMUY€eCKOM TeMaTH-
KOM, paHTACTUKOM, KOTOpas MoJy4Yusa B Te 3aCTOMHbIe BpeMeHa
60/1b11YI0 TONYyAAPHOCTh? [loNy/ISpHOCTh KOCMUYECKOW TeMaTH-
KM Oblia 00yCJIOBJIEHA TeM, YTO KOCMOC KakK Obl OblI NmapaJHOU
JIOCKOW JIOCTMXKEHUM COBETCKOM CTpaHbl. Bce, KTO 3aHMMaJuCh
KOCMHYECKOW, TEXHUYECKOU TeMAaTUKOUN UJIU PAaHTACTHUKOM, MOTJIU
6oJiee cBOGOJHO BbIpaXKaThbCsl B TBOPUECKOM IlJIaHE. B KOHeYHOM
UTOre 3TO 0YeHb Pa3BUBaAJIO HENO/LLEH3YPHbIN BU3YyabHbIH S3bIK.
WUmenHo B Te BpeMeHa (1960-1970-e) nosaBuirch 6patbsi CTpy-
raikue, 6bIH CHATHI «CTaskep» U «Consgpuc» A. TapkoBCKOro -
MuUpoBas kJaccuka! M3HadyasibHO U PoTopeanucTsl (K nNpumepy,
O.TpeunHa, A. JleoHoB u A. COKOJIOB) TSIHYJIMCh K TEMaM KOCMOCA,
TEeXHUKH, MeTaPpU3UKU. X n3060pa3nuTesibHbIM A3bIK 04€Hb OT/a-
BaJl TEXHUILIM3MOM.

Hesib3s1 He OTMETUTD U ellle O HO sIBJIEHUE: CTOJIMYHbIE pOTOpe-
anuctbl 70-80-x BbINOJIHSAIN 3aKa3bl HA MOHYMEHTaJibHble pabo-
Thl B peTMOHAX. A 3Ha4UT, B OllpeJileJIeHHOM Mepe, HECJIU Ty/ia CBOe
MCKYCCTBO, 3HAaKOMsI C HAM MECTHbIX Xy/JOXXHUKOB. Hampumep,
HECKOJIbKO MOHYMEHTaJ/IbHBIX IAHHO, CO3/IaHHBIX IPYINON Xy10XK-
HUKOB — P. Tammukowm, C. basuseBsiM, H. benssHOBBIM, A. [leTpoBbIM
U JpyTUMU - AJis ObiBlIero JleHMHCKoro MeMopuasa B KasaHu
(BnocneactBuu HanuoHanbHOTO KyJbTYpHOro neHTpa «KasaHby,
ceriyac HantnonanbHou 6ub6anoTeku Pecniy6sinku TaTtapctaH). 3To
ObLI CBOero poja nocjaefHuu npuBeT u3 80-x IT. B JMIle CaMbIX
NPOJBUHYTBIX Xy/IO)KHUKOB, CO3/JaBIINX B O0JbLINX POpPMax OpH-
TMHaJIbHOE BU3yaJIbHOe NoBecTBOBaHUMe 0 COBETCKOM rocyzaap-
CTBe BILJIOTH /IO NlepecTpOorKU. Takue GpaKTbl 0 MOHYMEHTAJIbHBIX
3aKa3HbIX paboTax B CTUJIe pOoTOopearu3Ma MOIJIU Obl CylleCTBEH-
HO ZIONOJIHUTb 6Morpaduu U3BeCTHBIX GOTOPEaNTUCTOB.

Onath ke BcnoMHI0O KasaHb, Obl1 y HAac TaKOM XYJ0XKHUK-
npoeKTUpoBUIMK Biaaaumup Hectepenko (1947-2022), BbINycCK-
HUK CcTyauu «CeHexk», yueHUK E. Po3zeH6stoMa. Ero runeppeanunsm
(boTopeanusM) To4yHO He ob6ouies cTtopoHou. K coxaseHuro,
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pervoHaJjibHasi ClieHa MpPaKTUYeCKd HeU3BeCTHa CTOJMYHBIM
UccefloBaTesIIM, XOT MMEHHO OTTYZAA 3a4acTyl BJIMBAIOTCA
B 60JIbLIIO€ UCKYCCTBO MHOTHE XY 0XKHUKH.

Hanpumep, Mosi00M BOpoHeXCKUU aBTOp Kupwusn lapuiuH,
KOTOpbIY MOSIBUJICA Ha XyJl0’)KECTBEHHOM CIieHe 4yThb boJjiee Jiecs-
TH JIeT Ha3aj. VICTOKU ero BJOXHOBEHUS JiexKaJud B >KUBOIMUCH
ceBepHOro Bo3poxzeHusa U B OKpYyXalollled AeUCTBUTEJbHOCTH,
amnoToM - B poTorpaduu, B4aCTHOCTHU B pabOTaX BOPOHENKCKOTO XKe
aBTopa Kupuia CaBesibeBa, 6s1aroaps yeMy nosiBU1acb U3BeCT-
Has cepud lapmuna «Ilpasgueie aau» (2014). Janpuwe FapuuvH
yriayouscs B TeMy ¢poTorpaduu U HavyaJl CHUMATh CaM, HE CKPBI-
Basl, YTO UCMOJb3yeT JJs1 KapTUH POTO, OAHAKO Hebe3yCIellHo
TpaHchopMupys ¢potorpaduio B I3bIK KUBONUCHU («AMETPONUS,
2014; «ITonapoun 3000», 2015) (Bykova, 2015). MoJiofioi1 Xy10-
HUK BCIIOMUHAET Cpe/iy JIIDOUMBIX pexxuccepoB U A. TapKOBCKOTO.
U xoT4 NaplliMH Ha3bIBAET CBOW CTUJIb KTPEBOXXHBIM pPeaJu3MOM,
IOHSATHO, YTO OH paboTaeT B moJie ¢poTopeasusMa (B OTIMYHE
OT COBETCKUX (POTOpPeasuCTOB MOJIOJON XY[0KHUK COBEPUIEHHO
TOYHO 3HAKOM C IOM-apTOM, OJJHAKO ero reHe3UC U/IET He OT HEro).

Cpeayd coBpeMeHHBIX XYJO)KHMKOB HeMaJso TeX, YTO MULIYT
WJIJIID3MOHUCTCKUE HATIPMOPTHI HA OCHOBe poTorpaduu, Hanpu-
Mep, Urope IlectoB, Muxaun XasvH, U CHOKeTHble KapTUHBI:
Kepum ParumoB u fpyrue. Bo3aM0XKHO, TYT U eCTb WIJIO3US pagu
WJII03UU. MacTepcKy BBINOJIHEHHOE, 3TO TBOPYECTBO B HEKO-
TOPOM pOJie YTPAaTUJIO COJEPXKATEJNbHOCTb MpeAbIAYLIel 3MOXH.
Ayt BuHorpazgosa u Jly6ocapckoro, A. CaBKo U Apyrue, Kak npej-
CTaBJIsSI€TCS, CO3HATEJIbHO OPUEHTUPYIOTCSA Ha on-apT. BeposTHO,
MMEHHO NpPOelMPOBAaHMEM COBPEMEHHBIX BHYTPUILEXOBBIX MpeJ-
CTaBJIeHUH 0 poTOpeasM3Me Ha HeJlaBHee NPOLIJIOe — MOCAeJHUe
JleCITUJIETUS] COBETCKOU 3MOXU — U MOXKHO OO'BSICHUTDH TOT TeHe-
3UC IBJIEHUA, KOTOpbIY npeasaraeT T. CMUPHOB, CJIMIIKOM, Ha HAalll
B3IJISiJl, OTPAaHUY€EHHBIN.

B nesom kaxetcd, 4yTo T.CMUpPHOB yIyCKaeT BO3MOXHOCTb
NpoOBeCcTU OoJiee AJWHHYK TeHETHYeCKYH LeNo4yKy (BCTaBUTh
B Hee HECKOJIbKO 3BEHbEB) OT Mpe/IeCTBOBABILEN 3MOXU COLpe-
asim3Ma (peasivsama) B pOoTOpeasrn3My U OT HEro — K COBpeMEeHHOM
CUTyallUH, KOT/la TEXHUYEeCKHEe CpeJiCTBa BOCHPOU3BOACTBA CTa-
J1 60Jsiee coBeplleHHbIMU. [0BOPUTH O siBJieHUM poTopeasn3Ma
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ropaszio mupe MOXXHO, €CJIM PaCIIMPUTh reorpadurio Hcciel0Ba-
HUS. f Ha/IerChb, YTO UCCIeJ0BATEJH NPOIO/KAT 3HAKOMHUTD Ce6s
C KPYIHBbIMHU peruoHaJbHbIMU COOPAHUSIMHU, U NPEO/I0JIEHHE I'pa-
HUI PETHOHOB MO3BOJIUT CIPABUTHCS C 3aTPYJHEHUSIMH METO/I0-
JIOTUYECKOI'0 TOJIKA.
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JTa cTaTbs-pelleH3us] NpPeJACTaBJseT Co60W KPUTHUYECKUH 0630p cepuu
KHUT, BBIMYIIEHHON U3aTeJbCTBOM MOCKOBCKOTO doH/a Still Art B COTpyAHU-
yecTBe C «['asepeelt JItoMbep», KaXKAbI TOM KOTOPOM MOCBALIEH TBOPYECTBY
o/ilHOro 3HaKoBoro ¢ororpada coBeTCKON 3noxu. B cepuu Ha MOMeHT Hanuca-
HUS peleH3UH BbILUIM KHUTH, TOCBSIILeHHbIe TBop4yecTBY Hayma ['paHoBckoro
(2020), Bragumupa Jlarpanxa (2021), Anekcangpa Poguenko (2021), Aufpes
KuszeBa (2022) u Binagumupa Ctenanoa (2023). [lo MHeHHIO aBTOpa peleH-
3UH, COCTaBUTEJISIM CepHUU — KypaTopy npoekrta H. ['puropreBoi-/INTBUHCKOH,
E. KapucasoBoii, A. AHUCUMOBOH W JAPYTUM - yAQJIOCh OPraHW4YHO MpeJcTa-
BUTb B paMKaxX €JJMHOW BH3yaJIbHOM U CMBICJIOBOW KOHLEMNLHUU TBOPYECTBO
COBEPILEHHO HENOX0XUX APyl Ha Jpyra aBTOPOB, pabOTaBLIMX B pa3/IMYHbIX
’KaHpax U B pasHble UCTOPUYECKHe Mepuo/bl Ha NPOTS:KEHUN BCEH WCTOpPUHU
CCCP. B utore ynTaTe/sb CepUrd UMeET BO3MOKHOCTb O3HAKOMHUTBLCS C UCTO-
pUerd COBETCKOM U MOCTCOBETCKOU MoBcefHeBHOCTU ¢ 1920-x mo 1990-e rr.
Ha npuMepe potorpadpuii, coueTawlUX B cebe TUIMYHOE, OTBevarliee HjesaM
Y BU3yaJIbHbIM NpaBUJIaM CBOEH 3MOXH, U WHAUBUAyaTbHOE, GOopMUpYIOLlee
YHHUKAJIbHOCTb XYZ,0’)KECTBEHHOTO B3IJIs1la KOHKPETHOro aBTopa. B To e Bpe-
Ms 3asiBJIEHHAsl COCTABUTEJISIMH 33Jlaya CEepPUHU — CO3JaHHe «HA30BOr0 BU3Y-
aJIbHOTO Y4eOHHMKa» COBETCKOM UCTOPHUU U UCTOPUU COBETCKOM poTorpadpuu -
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Ha B3IVIA[ aBTOpad peleH3nH, HECKOJIbKO OTCTYyIIdeT Ha 3a,£[HPII>1 IJIaH B CpaBHEe-
HHH C TE€M, KaKad OIITUKA IIpeAJsiaraeTCd YUTATEJ0 U HA YTO IpeX e BCero o6pa-
AT BHHUMaHHUE COMMPOBOAWTEJ/IbHbIE TEKCTbl K CHUMKaM W BCTYIIMTEJIbHbIE
CTATbH, TO €CTb UCTOPHUA NAMATHU U IOCTIIAMATH.

Kawuesvle csaosa: coBeTckass ¢otorpadus, COBeTCKass BHU3YyaJbHOCTD,
uctopus ¢ororpaduu, Anekcanap Poguenko, Haym 'panoBckuit, Baagumup
Jlarpanx, Auzpeit Kuases, Baragumup CtenaHos.

REVIEW OF A SERIES OF PHOTO BOOKS BY THE SOVIET
AUTHORS (STILL ART FOUNDATION, 2020-2023)

Ksenia Kuznetcova

European University in Saint Petersburg
Saint Petersburg, Russia

E-mail: Kkuznetcova@eu.spb.ru

This article is a critical review of a series of books published by the Moscow-
based Still Art Foundation in cooperation with the Lumiere Gallery. Each vol-
ume of the series is dedicated to the work of one iconic photographer of the
Soviet era. At the time of writing this review, the series includes books dedicat-
ed to the work of Naum Granovsky (2020), Vladimir Lagrange (2021), Alexan-
der Rodchenko (2021), Andrey Knyazev (2022), and Vladimir Stepanov (2023).
In the opinion of the author of the review, the compilers of the series (project
curator N. Grigorieva-Litvinskaya, E. Karisalova, A. Anisimova and others) have
managed to present in a consistent way the photography of completely different
authors worked in different genres and historical periods of the USSR within
a single visual and semantic concept. As a result, the reader of the series gets an
opportunity to learn the history of Soviet and post-Soviet everyday life from the
1920s to the 1990s through the photographs combining the typical, associated
with the ideas and visual rules of its era, and the individual, forming the unique-
ness of a particular author’s artistic vision. At the same time, as the author of the
review concludes, the aim of the series stated by its compilers (to create a “basic
visual textbook” of Soviet history and the history of Soviet photography) re-
cedes into the background in comparison with the optics offered to the reader
and what the texts accompanying the photographs and introductory articles
primarily draw attention to, that is the history of memory and postmemory.

Keywords: Soviet photography, Soviet visuality, history of photography, Alex-

ander Rodchenko, Naum Granovsky, Vladimir Lagrange, Andrey Knyazev, Vladi-
mir Stepanov.
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C HeJlaBHUX IMOp MHOTHE M3 HAC UCIbITAJIM HEOOXOAUMOCTh
KaK-TO MPHUCIOCAbJMBATBCA K HEYyAEePKMMOMY NOTOKY UCTOPHUH;
3TO B CBOIO OYepe/ib 3aCTAaBUJIO HEKOTOPIX (1 B UX YKCJIE) C Y BO-
€HHbIM BHUMaHHEM 00paTUThCS K mpouLioMy. KaxkeTcs:, 4To UMeH-
HO M3 3TOM yCIOKaMuBalolle 3aBepLIEHHON peaJlbHOCTH BO3MOXKHO
M3BJleub He KaKue-Ju00 mapaJijiejii, KOHeYHO (OHHM-TO KakK pas
SIBJISIIOTCS SIBJIEHUEM CKOpee PUTOPUYECKHM), HO Ty BOJIIIEOHYIO
JIOTUKY, IpeBpallaloly0 HarpoOMOXKJeHHe COObITUN B CTPOMHYIO
babyany, c10BHO B pacckaszax o llepsioke XosnmMmce.

OfHaKO 1 He HAaXO0Xy HY>XHOW MHe JIOTUKU B y4eOHUKaX MCTO-
pHU - KHUTAX, B KOTOPbIX Ha TeCHbIX KOHTHUHEHTAX TOJINSTCS OJHHU
JIMILb TJIaBHblE repou. BeposiTHO, TO, YTO A HIy, — BOSMOXXHOCTb
BEPHYTb XOTs Obl HA BpeMsl OLIyLeHHe 1[eJIOCTHOCTH MPOUCXO/s-
11leT0, — COPSATAHO BOBCE He B Cy/IbOOHOCHBIX COOBITUAX U UX TPUYH-
Hax, HO B NOBCEJJHEBHOCTH, COCTABJISIOLIEN )KUBYIO TKaHb UCTOPUHU
(Takyto e, Kak Jitobas )KMBasl TKaHb, HEJOJATOBEUHYI0). MeHs UHTe-
pecyeT, KAKHM MUMEHHO 06pa3oM JIIoJU NMPOXKUBAIOT OTMEpPEHHOoe
UM BpeMsl, JOBOJbCTBYSICb TOM UCTOPHEH, UTO BbINlajia HA UX BEK.
M kak Mor/ia 6bl BBIVISIJIETh «IIPaBUJIbHAsI» MPONOPLUS UCTOPUH
Y IOBCEIHEBHOCTH — MCYepIIbIBAIOIIEE ONpesiesieHue KU3HU, KOTO-
pasi 6b11a 661 OJHOBPEMEHHO U peaibHOU, U OCMbICJIEHHOM?

Cepusi KHUI, BBINYIIEHHbIX WU34ATeJAbCTBOM ¢oHga Still Art
B coTpyaHudectBe c «[anepeer JIroMbep», MOMOraeT COKPaTHUThb
JIUCTAHILIMIO He TOJIbKO C HAllMMU MCTOPUYECKUMU NpeJilleCTBEH-
HUKAaMH, HO U C COBpEMEHHMKaMHU: KOTO-TO U3 4yHhTaTeser (KUau
CKOopee 3puTesiei?) yBUJEHHOE HaBepPHsKa HAaTOJIKHET Ha BOCIIO-
MUHaHUA. KTO-TO e, BO3MOXKHO, Pa3/IMYUT Ha O0JIbLIMHCTBE GOTO-
rpaduii 06pa3bl B pa3IMYHON CTeNleHU OTJAJIEHHOr0, HO B paBHOU
CTeNneH! HeJOCTUKMMOTI0 POIJIOro, K KOTOPOMY Y2Ke MOYTH HEU3-
OeXHO OKa)KyTCsl MPHBS3aHbl KaKUe-TO abCTpPaKTHble MOHSATHUS:
aBaHTrap/l, «OOJIbIIOW CTHUJIbY, HIECTUAECATHUKH... IJTH CHUMKH
MO3BOJISIIOT BOCIPUHUMATh UCTOPUIO 32 paMKaMU Hay4YHbIX Oompe-
JleJIeHUW Y KyJIbTYPHBIX acCOLiMAlMM, OZJHAKO 60JIblile YeM MPOCTO
co3eplLaTesbHO: B CEPUU MpejJiaraeTcs ocobass ¢opMa no3HaHUSA
Y KOHIIENTYaJIM3al[1iH MPOILJIOro — Yepe3 CBOEro poja JUpruieckoe
NOTPy’KEHHE B MHUP KaXKJOT0 U3 aBTOPOB, B CTOJIb Pa3HOU MaHe-
pe 3aneyatsieBIIMX XoJ HMcTopuu. Kak oTMmevaet E.JlaBpeHTbeBa,
aBTOp BCTYIUTEJNbHOM CTaTbU K TOMY, IOCBSILleHHOMY PosueHKko:
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«PoTtorpadust dukcupyeT BpeMs — U He TOJbKO BpeMsl UCTOpUYe-
CKO€, HO U BpeMsl OYKBaJIbHOE, MaJIeHbKUH MPOMEXKYTOK MEXIy
JleJleHUsIMU Ha 1iudep6aTe yacoB. YTO MOKeT MPOU30HTH 3a 3TO
MrHoBeHue?» (Lavrentyeva, 2021, p. 15).

Kaxapli TOM cepuM COCTABJAKT pabOTbl OAHOTO aBTOPA,
pacnoJioKeHHble TZie-TO XPOHOJIOTUYECKH, TJle-TO MO0 KaHpaM.
OfHakKo mMpu BceM pPa3HOOOpa3uX 3TH CHUMKU OObeAUHSIET, Kak
KaXKeTCs, HAMepeHHOe MCKJII0YeHWe M3 HUX BCAKOU H/Ie0JI0THU-
YeCKOM MOJOIJIEKH, HEM3MEHHO IMpecjeAyrlled U Cyx)awlen
Halll B3IJIA/, Ha Bce coBeTckoe (U TeM 6oJibllle OH NOPOU OKa3bl-
BaeTCs Cy)KeH, 4YeM OOLIMpHee U «yOeJuTeJbHee» HAIlW 3HAHUS
06 3noxe). Tak, E. JluxaueBa Bo BCTYyNIUTEJbHOM CTaTbe K IEPBOMY
TOMY, NOCBsileHHOMY paboTaM Hayma I'paHoBckoro, npsimo npez-
JlaraeT «pacCMOTpeTh [3anedaTyieHHYI0 ['paHOBCKUM MoOCKBY]
C MO3UIIMU TOPOKaHWHA, OLeHUTb 0e3 y4éTa U/ e0J0TrHYecKor
coctaBssitouei» (Likhacheva, 2020, p. 10). B caydae ¢ I'paHoB-
CKMM CaMa NpOTSXKEHHOCTb XPOHOJIOTUYECKHUX PaMOK IyOJIMKYye-
MOr0 MaTepuasia NpeBpauiaeT Ue0J0TUI0 B XOTh U OCTABJISAIOLLYIO0
BUJMMBbIe cJie/ibl (B IepBYIO 0Yepe/ib 3TO, KOHEUHO, KacaeTcs apXu-
TEKTYpbl), HO BCe-TaKW MNPEXOAALIYI0 XapaKTePUCTUKY 4Yero-To
6osbluero. [Ipy B3r/isie Ha 3TU CHUMKHY BO3HUKAET Oy eHHE, UTO
CYTb UCTOPHHU 3aKJII0YAETCS, MOXKET OBITh, B TOM, KaK pa3uTeJIbHO
MEeHSIeTCSl, HO OCTAeTCs MOo-MPeXHeMYy Y3HABAEMbIM JIMLO CTAPOro
ropo/ia, KOTOpbIi 3a0HO — U3-3a OTKpbIBawo1el posu ['paHoBCKO-
ro B CEpUHU — pacnaxrBaeTcs nepej 3puTeseM Kak CLieHa, KOTOPYIo
c/lefylolide aBTOPbl HAYHYT 3aM0JHATH IEPCOHAXKAMU — 110 Mepe
TOT0, KaK HaM Bce OJIMKe U NMOHsATHee 0y/leT CTAHOBUTHLCSA 4eJio-
Be4yeCKOoe U3MepeHre BpeMEeHH, 3aCThIBILETO B CTEKJIe 00'bEKTHUBA.

CTOUT OroBOpPUTHCH, YTO HJEOJIOTHUS BCe-TaKU NPUCYTCTBY-
eT B paboTax HEKOTOPbIX aBTOPOB, MpPeACTAaBJIEHHBIX B CEPHH,
- HO, IOXKaJIy |, pex /e BCero Kak 4acTb NPUBbIYHOT'O BU3yaJIbHO-
ro ¢oHa COBeTCKOW XU3HMU (TBopuecTBO AJiekcaHjpa PogueHko
B 3TOM CJly4ae, KOHEYHO, 3aCJyKMBaeT OT/eJIbHOTO paccMoTpe-
HUA). TakoBbI, HanpuMep, B crokeTax Biagumupa Jlarpana o6pa-
3bl JleHWHa: BOT OH OJWTEJIbHO BBITJIS/IbIBA€T M3-3a JETCKUX
OyThLJIOYEK C MOJIOKOM, B COOTBETCTBHMU C MPOHUYECKUM Ha3Ba-
HUeM CHUMKa: «Bcerga c Hapogom» (Grigorieva-Litvinskaya, 2021,
p. 71). A BOoT nyraeT CBOMMH pa3MepaMHu U 3KCIOpeccuen JeTew,
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3aTepABLIMXCA Ha pOHe KoJioccabHOro MypaJia: «IlolaeM oTcroaa,
MHe cTpawHo» (Grigorieva-Litvinskaya, 2021, pp. 90-91). B atom
cay4ae JIeHVMH B BH/le HECMETHOI'O YUCJ/Ia CBOUX IIOPTPETOB NpeJ-
CTaBJIEH BCETO JIMIIb KaK OJUH U3 aTPUOYTOB MOBCEJHEBHOCTH —
He CTOJIBKO Be3/eCyliul, CKOJIbKO I0BCeMEeCTHBIN; yKe He BOXK/b,
HO CKOpee KaKOM-TO JJOMOBOHM.

OpHako 3a/1a4a cepuH, 6€3yC/I0BHO, ONIpe/ie/ieHa CI0XKHee, Hexe-
JIU TIPOCTO€ KOJUJIEKIJMOHUPOBAaHUe Pa3/IMYHBIX «IIOBCEeJHEBHO-
cteit». [lo cioBam E. Kapucanosoii, yupeaurens onga Still Art, ero
u3JaTesbCKas NporpaMma GopMyJIUpyeT CBOIO LjeJIb KaK CO3JjaHHe
«6a30BOT0 BU3yaJibHOTO y4yebHUKa» (Grigorieva-Litvinskaya, 2023,
p. 3): cepus CKJa/ibIBaeTCsA KaK BU3yasibHasi UCTOPHUS CYyO'bEKTUB-
Horo 3peHuss B CCCP. Boibop nmo/106HOM KOHILENIUK MO3BOJISIET
COCTaBUTEJISIM ObITh KpallHe CBOOOAHBIMU B MOJO0pe KaK aBTO-
pOB, TaK U KOHKPETHOrO MaTepuaJ/a: CyObeKTUBHOCTb B3IVIAZA
Be/lb MOXeT ObITh MpocjexeHa B ¢oTorpadpruu BHE 3aBUCHUMOCTHU
OT ee 3CTeTUYeCKON NPHHALJIEKHOCTH. B pesynbTaTe KaHpoBasd
NaJIUTPa CePUU OKa3blBAeTCH Ype3BblYalHO Pa3HOOOPA3HOM: 3TO
Y ypOaHUCTHUYeCKUE eN3aXH, U POTOPENOPTAX, U yJIMUYHasA GpOTO-
rpadus, U MOPTPETHI, U AaxKe «MOJHbIe» WJIJIIOCTPALUU CO CTpa-
HUI COBETCKOTO IJISHLA.

CHUMKHM MHOTHMX aBTOPOB IlepeceKalTcs — KaK TeMaTH4YeCKH,
TaK U XpOHOJIOTUYECKH, — YTO JieJIaeT UX BIIOJIHE COIIOCTAaBUMBI-
MU U B JpyTUX acnekTax. JIlo6ONbITHO OyJeT, K NpUMepY, CpaBs-
HUTD /|Ba LIeCTUAECATHUYECKUX B3IJIFA/la HA »KU3Hb OTTeNeJIbHOU
MockBbl: Biagumupa Jlarpanxka v Augpeda KHaseBa; uiau npo-
CJIeJUTh, HACKOJIbKO Pa3HATCA NpeCTaBJIeHUs 0 TOPOACKOU cpe-
ne y Bnagumupa CrenanoBa u Hayma I'paHoBckoro (k mpumepy,
eCJIA NIepBOro MOXXHO Ha3BaTb MAacTepPOM MOCKOBCKHUX JJBOPHKOB,
TO BTOPOT0, KOHEYHO, 60Jibllle UHTEpPeCyoT dacajbl).

Kax/ip1il TOM npe/iBapsil0T He TOJIbKO 0630pHbIe CTaTbH, OCBS-
IleHHble OMOorpaguMu M HEKOTOPBbIM HAOJIOJEHUAM O IO3THUKE
npejAcTaBJeHHbIX GoTorpadoB, HO U KpaTKUe BCTYNUTEJbHbIE
CJI0BA — JIMPAYECKHEe 3apPUCOBKH, B KOTOPBIX COCTABUTEJU CEePUU
JleJIITC BOCIIOMHMHAHUAMM O JIMYHOM, IVIyOOKO IepekMBaeMOoM
ONbITE B3aUMOJENCTBUSA C NMyOJMKyeMbIMU $oTorpadusMu. ITHU
3apUCOBKM HEHaBA3YMBO IMpeJJiaraloT M YUTATeJNI0 INpU B3a-
UMOJIEICTBUM CO CHUMKAaMM COCPeJOTOYUTLCSA IpexJe BCero
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Ha UHAWBU/yaJIbHBIX, CBI3aHHbIX C COOCTBEHHOMN WJIM CeMEeNHOMN
MCTOpUEN nepexxuBaHUsX. «He xuja HU JHA B TOT MepPUOJ, UCTO-
puu Mockssl, — nuueT H. 'puropbeBa-J/INTBHUHCKAA O MOCJIEBOEH-
HbIX 3aKOYJIKaX B 00 bekTuBe Bnasgumupa CTenaHoBa, - HO OYEHb
MHOTO CJbILIAaJIa O HEM OT POAHBIX U OJM3KuX. OHU OBLIU TEMHU
reposiMM, 3a KOTOPbIMU €lllé COBCEM IOHbIM HauyMHaUUN $OTO-
rpad npucTtasbHO HabJwgal...» (Grigorieva-Litvinskaya, 2023, p.
5). 3To 3aMeyaHUe CJI0BHO OTChbLJIAeT YUTATessd K CUTyal Uy Npo-
cMOTpa ceMelHOro gporoasbb0oMa, B KOTOPOM KaX/Jbld CHUMOK
WJIM JleTa/lb Ha HEM MOTYT CIIPOBOLIMPOBATh NOTOK BOCIIOMUHAHU M
WJIM pacCKa3blBaHWE UCTOPUN — KaK JJaBHO BblyYeHHBIX HAU3YCTh
BCEMMU YJieHAMH CeMbH, TaK U HUKOT/Ia IIPeX/ie He CbIIIaHHbIX.

UHTpUryomen npeactaB/isieTcs MNONbITKA BIHWCATb B CTOJIb
HNOJAYEPKHYTO JIMPUUYECKYI0 U NMOYTH KaMepHYH Cepui0 mojbop-
Ky ¢potorpadpuit Anekcanapa Poguenko. Eciu pamuiuu I'paHoB-
ckoro u JlarpaH»ka 3HaKOMbI B IEPBYI0 OYEPe/b UCCIe[0BATENSIM
u groburtenaMm pororpaduu, uma AnekcasHzpa PogueHko - oguH
M3 MeX/JyHapOoAHbIX OpeH/I0B COBETCKOro McKyccTBa. Enie 6osee
y3HaBaeMbl CO3/laHHble UM UKOHUYECKUEe 00pasbl, CYUTAOLHAECS
BU3UTHOW KapTOUYKOM aBaHrapza. beayc/s0BHO, IOMOYb YU TATEIIO
NpPOOUTHCA K CYO'beKTHUBHOMY U3MEPEHUIO XYA0XKHUKA, KOTOPOTO
y»Ke JaBHO MPUBBIYHO U IPUHSATO COOTHOCUTH CKOpee C NpOCTpaH-
CTBOM JIET€H/JJapHOT0, — 3TO CJI0KHas 3ajaya.

Heo6GbIYHOCTh HUJI€eM, B COOTBETCTBHUMU C KOTOPOW OTOOpAHBI
Y NpejCTaBJieHbl CHUMKU B 3TOM TOMe, 3aKJIIOYAEeTCSA B TOM, YTO
COCTaBUTEJIM CEPUM NpeAJaraloT pacCMOTpeTb ONTUKY PoaueH-
KO KakK NpUMep NpeJieibHO JIMYHOTO GOoTOrpadpuyecKoro B3IVIf-
Jla, IpeTeH/y01lero, 0JJHaKo, Ha TO, YTOOBI JieYb B OCHOBY HOBOU
YHUBEPCAJbHOCTHU. I/Il cOCTaBUTEJIeM CEPUU BaXKHO, 4TO PogyeH-
KO He MPOCTO ObLJI aBTOPOM NPOU3BEJEHUN UCKYCCTBA, CTABLIUX
CUMBOJIaMH CBO€H 3MO0XH, HO NpexJe BCero — mpeaJsaraa paju-
KaJIbHO HOBBIM B3IVIfl[, HA NOBCEJHEBHOCTb: OPraHU30BaHHYIO,
IPOCYMTAHHYIO U paljMOHAJIU3MPOBAHHY0, COOPAHHYI0 B CTPOTYIO
M OJHOBPEMEHHO eCTECTBEHHYI KOMIIO3ULMIO, KaK Obl CTyIlato-
11Y10 B BU3yaJIbHOW pOpMyJie CBOKMCTBA N300 paXKaeMoro npeaMeTa.
3HaMeHUThle paKypchbl PoiUeHKO — He MPOCTO NMpUeM, O3BOJISIO-
UK J06UThCS 3QPEeKTHOrO CHUMKA, HO «JIeMOHCTpalLus HOBOM
KOHCTPYKTUBHOH, OpraHM30BaHHOM JlEUCTBUTEJIbHOCTU»
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(Lavrentyeva, 2021, p. 8). [IpuHsaTHE 3TOr0 B34, KaK NpejIo-
JlaraeTcsl, MO3BOJIMT U 3PUTEJI0 «YBUJAETh ObIT C IPYyroro pakyp-
ca, 00pecTHM HOBBIM B3IJIJ, Ha [JeUCTBUTEJBHOCTb, CJIOXUTb
U3 leTajield COOCTBEHHYI0 KapTUHY Mupa» (Grigorieva-Litvinskaya,
2021, p. 4).

CocTtaBUTENISIM TOMAa MPHUILJIOCHh MPOBECTH BAYMYHUBYIO U KPO-
NOT/IMBYI0 paboTy MO OTOOPY M CUCTeMaTHU3aL UM KpakHe pas-
HOOOpPa3HOTO - KakK M0 TBOPYECKUM 3aJjadyaM, TaK U IO cnocobam
ux peuieHus — ¢pororpadpuyeckoro Hacjaeaus xyAoxkHuka. Cpenu
OCTa/IbHBIX KHUT B CEPUM TOM, NOCBALLeHHbIM PogyeHko, Bbije-
JISeTC J0BOJIbHO BHYUIMTEJbHbIM CHPABOYHBIM amNlapaToOM
(mpryeM moMelUieHHbIM He OT/JeJIbHO OT ¢poTorpadpuii, Kak HeYTO
baky/nbTaTUBHOE, a PSI/IOM C HUMH, Ha TeX e CTpaHUIlaxX) aBTop-
ctBa E.Kapucanoson, H.I'puropseson-/IutBunckoy, E.JlaBpen-
TbeBOM U A. JlaBpeHTbeBa. [104TH K KaXX0My 3HAKOBOMY CHUMKY
(Hanmpumep, K «[lopTpeTy MaTepu», C KOTOPOro HAYMHAETCS KHHU-
ra) nNpuJjararlTcs 0OCTOATEJNbCTBA €ro CO3JaHHus, TEXHUYECKHE
XapaKTEepPUCTUKH, 3HAYMMble MOJAPOOHOCTH M3 >XU3HHU JIIOJEH,
33/1eICTBOBAHHBIX B CbeMKE, U JlaKe CJIy4au U3BECTHOIO MosBJIe-
HUSA poTorpadpuu B CTUXaX U BOCIOMHUHAHUAX. ITO MpeBpallaeT
KHUTY B HACTOSALYI0 MUHU-3HUUKJIONEAUI0 KYJbTYypPHOU >XU3HU
1920-1930-x rr,; HO mpeXxJe BCero — NoMoraeT 4YATATeJIl0 UHA4Ye
B3IJISIHYTh Ha CTaBUIME CJMIIKOM NPUBbIYHBIMUA 006pa3bl, pa3Mbl-
Basi UX MKOHMYHOCTb. Mbl HAUMHaeM BU/eThb 32 HUMU He KpalHee
BbIpaXKEHUE 3CTETUKH, HO CJI0KHO YCTPOEHHYI0 paboTy IO KOH-
CTPYUPOBAHHUIO U OCMbICJIEHUIO 0OBbIJIEHHOW )KU3HU — BellleH, neu-
3a)KeM, 3HaKOMbIX U O6JM3KUX ¢oTorpady Jawzaeu. IlpucyrcrBue
CIIpaBKU HAallOMHWHAeT OJTHOBPEMEHHO U O TOM, 4YTO ¢poTorpadpuye-
CKUU CTUJIb PoiueHKO AAB/IATCSA MPOBOJAHUKOM U/JieH, B UBBECTHOM
CTEeNeHU OMpeJle/I0IUX KaK KyJbTYPHBIN, TAK U OBCEJHEBHBIN
06/iMK cBoero BpeMeHU. B 1920-e rojbl OTHOLIEHUS HCKYCCTBa
U ObITa omNpeJesisiIiCb BO MHOTOM INparMaTU4YecKd: He TOJIbKO
KYJIbTYpY, HO BeCb yKJIaJ, HOBOT'O COBETCKOI'0 rOCyZapCcTBa HajJle-
»KaJI0 OTCTPOUTD NPAKTHUYECKHU C HYJISl — U UCKYCCTBO NpejJiarasuo
OJJTHOBPEMEHHO 00pa3libl 3TOr0 yKJaJla U HOBaTOPCKHE CPeJICTBa
JUIl ero pacnpocTpaHeHus. HMpeasom PopgyeHko Takke OblIO
«HUCKYCCTBO, KOTOPO€ OTHBIHE JOJDKHO OBbITh CJIMTO C >XKU3HBIO,
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JIOJDKHO CTaTh CaMOU KU3HbIO, €€ OBITOM... CTPYKTYPOU U Xapak-
TepoM O6bITUA» (Lavrentyeva, 2021, p. 6).

[losiBNIeHME A,OCTAaTOYHO CEPbE3HOI0 UCCJIeN0BATENbCKOI0 U3Me-
peHHs B OHOM K3 TOMOB MOXXeT BHECTHM HEKOTOPYI Heomlpeje-
JIEHHOCTb B 0XKM/IaHUS WJIU BIIeYATJIEHUS YUTATEJIS OT OCTA/IbHBIX
KHUT B cepyuu. B MoeM ciiydyae BO3HHMKAET YyBCTBO JIETKOTO COXa-
JIEHUs, YTO KaXK/lblil M3 MpeJICTaBJeHHbIX aBTOPOB He MOJIYYHJI
HACTOJIbKO e IPUCTAJIbHOT0 U JeTaJbHOr0 paccMoTpeHus. [lpen-
noJjiaraeMasi B KaueCTBe OCHOBHOTO MeTO/ja MOTPY>KeHUs JIMpUYe-
CKasl CO3epLaTeJbHOCTb ONpe/e/JIeHHO MOXKEeT Telepb M0Ka3aTbCs
HeJJ0OCTaTOYHOM; HaBEpPHSKa OHA MPEKPAacHO MOAXOAMUT JJisl TOTO,
YTOObI MOYYBCTBOBATb WJIM JaKe MOJI0OUTh poTorpaduio, no3so-
JIUTb €M cebs1 3aXBaTUTh (C 3TUM, 6€3 COMHEHUH, CIPABUTCS JIF0O0H
M3 TOMOB), - OJJHAKO MOHSTh €e TaKKUM 00pa3oM BCe Ke ropasjio
cnoxHee. [logo6HBIA crnoco6 B3auMoAencTBUsA ¢ ¢doTorpadpuen
MOXKET 0OEepHYTbCS UHTEPECHBIM MyTelleCTBUEM B COOCTBEHHbBIE
YyBCTBA U JaXKe CTaTb OCHOBOW BAaXXHOTO 3CTETHUYECKOTO OIbITA,
HO BPSJ, JIU — KHUXKHOU CEPUH, IpeJijlaraeMOu B Ka4eCTBE «BU3yaJlb-
HOro yueO6HUKa». [loBTOPSIOLUICS )Ke MOTHUB HOCTAJIbIUHU BO BCTY-
NMTEeJbHBbIX TEKCTax BOOOILe HaMeKaeT Ha TO, YTO Aaxke OoJiee
BaXKHOW MpPO06JIeMOH, HEXeJIM KOHCTPYUPOBAaHUE HEKOEero paccka-
3a 0 COBEeTCKOM ¢oTorpaduu ee ke COOCTBEHHBIMH CpeACTBAMU,
JUIS1 cCOCTaBUTeJ e (U Besie/, 3a HUMU JiJisl YMTaTe el ) OKa3bIBaeT-
csl CKopee pasMbllllJieHUe HaJi Pab0oTON MaMsATH U «IOCTIAMSTH»
- TOW (parMeHTUPOBAHHOM, MOYTH BOOOpakaeMOM BepCHUM Npo-
IIJIOTO, KOTOPYIO MOC/AeAYIOLIME TOKOJIEHNUS TEPEHUMAIOT OT CBOUX
poauTesiel, TO eCTb HENOCPeACTBEHHbIX yYaCTHUKOB COOBITUM, KaK
4acTb COOGCTBEHHOM, JIMYHO MepPeKUBAEMOUN UCTOPHH.

Tem He MeHee cB006OJAa WHTepHpeTalul, NpefoCTaBJeHHaAs
YUTATEJNI0 CepPUU, MOATAJKUBAET €ro K MOUCKY BCEBO3MOXKHBIX
accouualym, B Ipyroy CUTyal Uy BbITVIsI|€ BIIUX Obl CJIUIIKOM BOJIb-
HbIMU. OJHAKO UMEHHO NPUXOTJIUBOCTb 3THUX acCOLMal UM MO03BO-
JiIsieT BCe-TaKU BOCCTAaHOBUTb HEKOTOpbIE CBSI3U BHYTPU MUDPA,
pPacChIIaHHOTO MO CTPAaHUL[AM HECKOJIbKUX HENOX0XKHWX TOMOB
U OINpeJieiieMOro TeM He MeHee OJHUM CJI0BOM — «COBETCKUM».
Hanpumep, onpejiesieHre «MCKyCCTBA, CTABIIEr0 CAMOM YKU3HbIOY,
KaXKeTCs HEOXKUJAHHO NOAX0AAIUM KaK K paboTaM PoaueHko, Tak
Y K cHUMKaM AHJipes KHa3eBa - He npocTo poTorpada MHOTO Bpe-
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MEHHU, HO U 0TYACTH COBPEMEHHUKA COCTaBUTeJIEeH, TUUHO XOPOILIO
UM 3Hakomoro. Kak u B ciayyae ¢ PogyeHko, Mbl BpsJZ JIM MOXXeM
TOBOPUTb O KAaKOW-JIMO0 HeNmoCpeACTBEHHOCTHU H300paKaeMoro
KHf13eBbIM MUpa — KOXKYLYOCS ONpeAesioIAM KaueCTBOM TaKUX
aBTOPOB cepuH, Kak CTenaHoOB C ero 3acBe4YeHHbIMU 0y po3pay-
HbIMU KOMIIO3ULUSIMHU, 10 KOTOPBIM CKOJIb3ST NPU3payHble GuUry-
pbl, 1 JlarpaHx ¢ ero ocCO6eHHO 3aIOMUHAKUIMMHUCH TOPTPeTaMHu
JleTel — 3a[yMYMBbIX U TPUMAaCHUYAIOLUX, IOMMaHHbIX BPACIJIOX,
BCel|eJI0 COCPeIOTOUYEHHBIX Ha O POOHOCTAX CBOEU e TCKOU KU 3-
HU U 4aCTO OCTAWIIMXCHA He3aMeTHBIMM JJis B3pocJbiX. KHs3eB,
OyAy4u JIETONUCLEM XXU3HU COBETCKUX KUHO3Be3/, (IOPTPETHI €Tr0
aBTOPCTBA yKpalllaJid 06JIOKKU >KypHasia «COBETCKHUM 3KpaH»),
Y OyAHUYHYI, aHOHUMHYIO KM3Hb CHUMaJl KUHEMATOrpaQUYHO:
6e3ynpeyHbIid MUD, 3aK/I0YEHHbBIN B 6e3ynpeynyto popmy. OfHaKO
KaMepHasi MHTOHAIUs1, CBOMCTBeHHas ero potorpadpusm — usobpa-
»KeHbI JIU Ha HUX 3aKyJIMCbe COBETCKOTO KHUHeMaTorpada uJiu xe
OOBIYHBIE YJIMYHBbIE CLEeHKH, U3 KOTOPBIX COCTaBJIeHa OTZeJIbHas
rJlaBa KHUTH, — UX MUHUMaJIU3M U Heu3MeHHass GUupMeHHasi upo-
HUS NPeKpPacHO BIMCBIBAKOT 3TOT TOM B CEPHUI0, NPETEHAYIOLLYIO
Ha paccKa3 O COBETCKOW BU3yaJIbHOCTU 4Yepe3 MPU3MYy IJIyOOKO
JIMYHOTO, HEIIOBTOPUMOTO B3IJIA/A.

B Tome, nocBsameHHOM AHApero KHA3eBy, npejcTaBJieHbl €ro
CHUMEKH BILIOTh A0 1990-x rogoB. [ jitoer Moero Bo3pacTta 3TO
O3HayaeT BO3MOXXHOCTb BJPYT YBUJETb B OObEKTHBE HCTOPHUHU
coO6CTBEHHOE BpeMs — B 001eM-TO, JABHO 3a0bITOe, HO BCE-TaKHU
IIepeXUTOe HEeNOCPeACTBEHHO, He TOJIbKO MBICJEHHO WJIHA 3pU-
TeJIbHO, HO U B TEKCTYpax M 3alaxax, B YyBCTBaX U roJsiocax. B ator
MOMEHT — [IJIfl KQXK/10TO YUTATEJIs CEPUU OH OYZeT CBOUM, HO JJil
MeHf UMEHHO B 3TOT, — AJIMHHAdA uctopus XX BeKa CJIUBaAeTCA
C MOMM JIMYHBIM NPOULJIBIM, IOPOX/Aasi YYBCTBO HENPEPbIBHOCTHU
UCTOPUYECKOTO BpPEMEHU M HEKOW MOYTH CEMEeNHOU OO6IIHOCTH
ero ooutaresiel. H. 'puropreBa-JIMTBUHCKass B IEPBOM Ke TOMe
CepuHr UCYepnbIBAKIe ONMMChIBAeT 3TO owyueHune: «Hocranberu-
pyd MO HalleMy OOIleMy NpOLIJIOMY, Mbl YyBCTByeM Hepa3pbIB-
HYI0 CBSI3b C HacTosAWUM» (Anisimova & Ponomareva, 2020, p. 5).
B03MO0>HO, 3TO BIOJIHE JIETUTHUMHBIA CHOCO6 BOCCTAHOBJIEHUS
yTpayeHHOU 11eJIOCTHOCTHU U MPeO/[0JIEHUS Pa3pbIBOB KaK MeXy
OTZEJIbHbIMU JIIOJIbMU, TaK U MEX/y NOKOJEHUSMH.
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«CoBpeMeHHas ¢oTorpadpuss Bo PpaHUUU: Mexay TeopHeld U HNPaKTUKOU».
B kHure CMuUT aHaiu3upyeT TpaHchopmauuu ¢paniysckoll ¢ortorpadpuu
¢ 1970-x mo 2000-e rojibl, paccMaTpHBasi ee B KOHTEKCTE IJI06aJIbHOTO KAHOHA
Y HallMOHAJIbHOM KyJIbTYphI. /laHHas CTaThs aKLIEHTUPYEeT BHUMaHHe HA METO-
Josorud CMUT, KOTopasi CBSA3bIBAeT pa3BUTHE (paHuy3ckoid ¢ororpaduu
¢ TpaHchopmanuent ¢pusmocopckux ueit Bo Ppanuuu XX Beka: CyO'beKTHUBHO-
CThIO Xy/10’)KeCTBEHHOTO B3mIsAAa 1970-x, 060 beKTHOCTBIO poTorpadpuu 1980-x
Y OJINTUYECKUM MOTeHIManoM UckyccTBa 1990-x. B TekcTe Tak»ke MOApOOHO
pas3bupaetcs, kak CMUT mpeJcTaB/seT yepe3 BeAylue ¢pusocodpckre KoH-
LeNThl Pa3HbIX NEPHUOJIOB COJlep>KaHHE XY/ 0’KECTBEHHbIX MPAKTHUK 3MbJieMa-
THUYHBIX ¢poTorpadoB JaHHbIX 3TanoB: KpucrtuaHa BosTaHCcKH, Xy[0KHHUKOB
Y KypaTopoB BbICTaBKU Another Objectivity, Mapka [laTo, «miacTuuyHo# ¢poTo-
rpadumn» Banepu BesiuH, HHTepAUCHUIIMHAPHBIX TPaKTUK YKaH-JItoka Myuie-
Ha ¥ peHOMeHOJIOTUUEeCKUX UCCeloBaHUM TpocTpaHcTBa McMmausa Baxpu.

Lisa Aleksandrova 221



B ¢okyce penensuu - teauc CMUT 0 TOM, 4TO dpaHuy3ckas potorpadus
CTaJla IPOCTPAHCTBOM, IZie JIOKaJbHble UCTOPUM IepelseTarTcs C I106ab-
HOU KYJIbTYPHOW MOBECTKOM, MO3BOJISASI NOAPHIBATh YCTOWMUYUBBIE CTEPEOTHUIIBI
0 MeCTe HallMOHA/JIbHOT'O UCKYCCTBA B CUTYyalluM IV106aJU3UPOBAHHOMN KYJIBTY-
pbl. CMUT npob6JieMaTU3MpyeT CUTYalMio, Korja B [J106aJbHOM I0Jie Haluo-
HaJIbHble KyJbTYPbl MOHYMEHTAJU3UPYIOTCS. To eCTh B3IV HA UX CMBIC JJI
Pa3BUTHS UCKYCCTBA CTAHOBUTCSI HCTOPHUYECKU JIeTEPMUHUPOBAHHbBIM, a 06pa-
IleHHe K COBPEMEHHOCTH HALlMOHA/IbHBIX KYJbTYP NPOUCXOAUT UCKIHUUTEb-
HO B paMKax HappaTHBa BeJIMKOT0 Hacseus. Pabota CMUT npecTaBisieT cO601
HOTBITKY BBIPBATBCSA M3 3TOM JIOTUKHU Pa3roBopa 0 HALJMOHAJIbHOM B UCKYCCTBe.

TakuM 06pa3oM, KHUra CMUT paccMaTpHUBaAETCsl KaK BaXKHOe UCCJIelOBaHMe,
KOTOPOE€ pacliupseT NpeCcTaBJAeHNs 0 NOJUTHYECKON U 3CTeTUYeCKOH 3HaYU-
MoCTH ppaHLy3cKol GoTorpaduu B KOHTEKCTE ee JIOKaJIbHbIX UCTOPUYECKUX
TpaHchopManuil U m106aAbHOTO BJAUSHUS Ha pa3BUTHe eBpolneickoit ¢oTo-
rpaduu B 11€JIOM.

Knarouesvie caosa: dororpadusi, HaMOHANbHAsA KyJbTypa, MOJUTHYECKUN
noteHnuan ¢pororpadpuu, ppaniysckas pororpadus.
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The article is a review of Olga Smith’s study “Contemporary Photography in
France: Between Theory and Practice”. In the book, Smith analyzes the trans-
formations of French photography from the 1970s to the 2000s, considering
it in the context of the global canon and national culture. This article focuses
on Smith’s methodology, which links the development of French photography
to the transformation of philosophical ideas in twentieth-century France: the
subjectivity of the artistic view of the 1970s, the objectivity of photography in
the 1980s, and the political potential of art in the 1990s. The text also examines
in detail how Smith presents the content of the artistic practices of emblematic
photographers of these stages through leading philosophical concepts of differ-
ent periods: Christian Boltanski, artists and curators of the exhibition “Another
Objectivity”, Marc Pato, “photographie plasticienne” of Valerie Belin, interdisci-
plinary practices of Jean-Luc Moulin and phenomenological studies of space by
Ismail Bahri and more.
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The review focuses on Smith’s thesis that French photography has become
a space where local stories are intertwined with the global cultural agenda,
allowing to undermine persistent stereotypes about the place of national art
in the situation of globalized culture. Smith problematizes the situation when
national cultures are monumentalized in the global field. In other words, the
perception of their meaning for the development of art becomes historically
determined, and the appeal to the modernity of national cultures occurs exclu-
sively within the framework of the narrative of the great heritage. Smith’s work
is an attempt to break out of this logic of talking about national art.

Thus, Smith’s book is considered an important study that expands the un-
derstanding of the political and aesthetic significance of French photography
in the context of its local historical transformations and global impact on the
development of European photography as a whole.

Keywords: photography, national culture, political potential of photography,
French photography.

B ycioBUsSX T/1I06a/IBHOM KyJBTYpPbl HAllMOHAJIbHbIE HAppPaTH-
Bbl BBIHY>K/IEHbI CyIIECTBOBATh B peXXUMe O0€CKOHEYHOro MposiB-
JieHUsl. PeakllMOHHBIA caM 1O cebe, 3TOT PEXUM aKTHUBUPYETCS
B TOT MOMEHT, KOI/la HallUOHaJ/IbHasA KyJbTypa He oOHapy»KuBa-
eT KaKhe-TO CBOW 3HAaYUMble 3JIeMEHThI B [VI06a/IbHON MTOBECTKE.
Torma ocHOBHOM paboTOW CTAaHOBUTCS BOCCTAHOBJIEHME HMEH,
KOHTEKCTOB, COOBITUM B 00IMe MecTa JAUCKypca. [l03MTUBHBIN
MOJIMTUYECKUN CMBICJ TAKOTO AEeUCTBHS, KOXKETCs, He HY»KJAaeTCs
B oATBepAeHUU. [loindpoHUa HApPaTUBOB U3HAYAJIBHO paccMa-
TpUBaeTcs Kak 6s1aro. C 0HON CTOPOHBI, IVI06aIU3alUsl, KOTopasi
NOPOXJAeT MeXXTPaHUYHble MPO6JeMbl (AUTUTAIN3aLUA, IKOJIO-
rys, MUrpanus, o6paboTka UCTOPUYECKOTO MPOIILJIOro), TpedyeT
pa3paboTKu 0611ero A3bIKa JJisl pa3roBopa o HuX. C Apyroi, Halu-
OHaJIbHBIM ONBIT KOHKPETHOM CTPaHbl CO3/jaeT aKLEHTHI U el eH-
TPaJIU3yeT 3TOT S3bIK.

C y4eToM 3TOr0 CJI0XKHOTO 6aJslaHCa U CO3/JaeTCsl CerofHs IJio-
6asibHasg uctopus ¢ororpaduu. [logepkuBaTb W HANOJHATH
ee O3HayaeT O03BYYMBaTb JIOKaJbHble (HalMOHAJIbHbIE) UCTO-
pUM Yyepe3 UCTOPUM HALlMOHAIbHOM ¢oTorpaduu. A cama HalUO-
HasibHast ¢oTorpadus Toraa CTAaHOBUTCS y3JI0M, CBSI3bIBAIOLIUM
JIOKaJIbHble MCTOPUM C OOIIMMM KYJbTYPHBIMH MPOLE€CCaMHU.
B Takoi cHUTyaluu BONPOChl K BHYTPEHHEMY CMbICJY HWHTerpa-
IJMU 3TUX UCTOPUH 3aJ]al0TCS pexe, 4eM, COOCTBEHHO, IPOUCXOAAT
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3Tu uHTerpayud. Kuura Osbru CMUT M3Ha4yaJlbHO OTTaJIKHWBa-
JIaCch OT 3TOM Ke 3a/la4u: «PACHIMPUTH IV106aJbHbIA KaHOH $OTO-
rpadun» (Smith, 2022, p. 15), BepHYB B HEro KOHIeNTbl, COOBITUS
Y MMeHa HallUOHAJIbHOUW UCTOPUM.

OfHaKo, Ha MOU B3IJIF/[l, peaJIbHO CYYUBIIMUCA UMITYJIbC 3TOU
paboThbl BBIXOAWT 3a FPaHULbl IEPEKJIUYKH ClIpaBeAJUBOCTU. OH,
CKOpee, IOMOTaeT MPOSIBUTHCSA 60Jiee CI0KHBIM BOIPOCaM O MOJIH-
THUYECKOM CMbICJIe TaKOM CTpaTeruu paboThl C HAllMOHAJIbHBIMU
HMCTOPUSIMU MCKYCCTBA B IiesioM. MccieoBaTesibHUIIA M3HAYAb-
HO 33/laeT 0OpaTHYO MepCleKTUBY MPUBBIYHOMY MPeCTaBJIEHUI0
dpaH1y3ckoil poTorpaduu B riiobabHOM KaHOHE. CMUT MpobJie-
MaTU3UPYET CJA0KHUBILYIOCSA CUTYaIMIO0, B KOTOPOW UCTOPUS HaIlU-
OHasJIbHOU ¢poTorpadur - 3TO MypaJsl C MUMeHaMU BeJIMKUX MIPEJIKOB,
He3bI6J/JIeMbIA U HEMMOJBUKHbBIH.

Bce croxeTHble NOBOPOTHI, KOTOpble moAcBeyrBaeT CMHT,
SIBJISIIOTCSI 3HAUMMbIMKM HMMEHHO MOTOMY, YTO NOKa3bIBalOT, KaK
M3MEeHEeHHS B HAllMOHAJIbHOW TPaAWIMU CIJIETAOTCA U BJIMUSIOT
Ha 106asibHy10 MoBecTKY. UccienoBaTesibHUIA [iesiaeT 3TO, MPO-
XO/ISICh 110 OZJHUM UM TeM >Ke TOYKaM — OCHOBHbIM KOHIeNTaM, 3Ha-
YUMBbIM TE€HJIEHLIMSM B Xy[,0°KECTBEHHbIX MPAKTUKAX U COOBITUAX
HalMOHAJIbHOU UCTOPHHU — B TPEX BPEMEHHbBIX U3MEPEHUSIX.

[lepBblli 3HAYUMBbIA CHOKETHBIM MOBOPOT B 3TOM HCTOPUH,
no MHeHU0 CMUT, npoucxogut B 1970-e rogbl U accCOLUUpPYyeETCS
c ¢urypoi Posnana bapTa Kak KJito4ueBbIM coOb6UpaTebHbIM 06pa-
30M 3TOU 3M0XHU. TAKOBBIM OH SIBJISIETCS 6JIaroAapsi HACTOUYMBOMY
NOAYEPKUBAHUIO «CYO'beKTUBHOCTU BOINPEKU YHUBEPCAJTbHOMY
acceHpanu3mMy» (Smith, 2022, p. 29), KoTopbli BONJIOLIAJICS B IUC-
Kypce ¢doTorpaduu cpasy B HECKOJIbKUX NepcrnekTuBax. C ogHOU
CTOPOHBI, 3TO BpeMs B HAllMOHAJIbHOU QoTOopradpuu xapakTepu-
3yeTcsl MacClITaOHbIM KPU3WCOM T'yMaHUCTHUYECKOW U JOKYMeEH-
TaJibHOU Tpaauuun. Potorpadam nocreneHHoO CTaJU OTKA3bIBATh
B CHOCOOHOCTU MOPAJIM3aTOPCTBOBATb U (PUKCUPOBATH «O0OLe-
yesioBeYEeCKUE I[€HHOCTU». 3a KaMepou pasmisafesu CyOobeKTa,
Y K HEMY Cpa3y N0sABUJI0Ch MHOT'0 BONIPOCOB.

Ha npumepe npakTtuk Kpructruana boataHncku, AHHeT Meccaxe
u /xunbl [laHe CMUT AeMOHCTPUPYET pa3Hble CTPATEruu Mpo-
sIBJIEHUSI 9TOM HeJlaBHO OOHApy»KeHHOM CyO'beKTHBHOCTH. B Tou
yacTu poTtorpaduu, KoTopass HacjaeAyeT I'YMaHUCTUYECKON Tpa-
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JULUY, KJIIYEeBOW CTpaTeruer CTAaHOBUTCSA OOHapy>KeHUe MecTa
NOJIMTUYECKOU NO3ULMHU, C KOTOPOTO CYO'bEKT NPOU3BOAUT BbICKA-
3bIBaHUe. B apT-npakTuKax rJlaBHas TOYKa MHTepeca TeX XyA0KHU-
KOB, KOTOpble obpaiaiTcsa K ¢oTorpaduu, - paboTa c aBTOPCKOU
ouorpaduei. Bonpocel, Ha KOTOpble OTBEYAIOT XyA0KHUKHU 3TOU
3MOXH, — He YTO OHU MOTYT Y3HaTb O MUpe C moMolbio poTorpa-
duu, a YTO OHU MOTYT C ee MOMOLIbIO Y3HATh O caMUx cebe. Takum
obpasoM, npozo/nkasag Mbicab CMHUT, MOKHO CKa3aTbh, UTO 3M0Xa
1970-x crana auaa OpaHnyu BpeMeHeM oOHapykeHHUs cebs. OHa
OKa3za/laCcb BpeMeHEeM, KOr/ia Mpor3011es Iepexo/ 0T HaCTauBalo-
el Ha 00'b€KTUBHOCTH JIOTUKE JOKYMEHTALIUU K CBU/IETEJIbCTBO-
BaHUIO COOCTBEHHOM CYO'bEKTUBHOCTH.

OJZiHaKoO, YTO BaXKHO, 3TO OOHApYyKEeHUE TSKeJI0 Ha3BaATh CIell-
upnudecku ¢ppanuysckuM. CKopee, MOX)KHO TOBOPUTb O TOM, YTO
B0 ®paHI MK 3TOr0 BpeMeHU 0COOeHHO UHTEHCUBHO aKKyMYJIHU-
pPOBAJIMCh UHTEJIJIEKTYaJIbHbIe UMIYJIbChI, KOTOPbIE Y3Ke UMeJr
CMBICJ U AJiF I7100aJIbHOTO KyJBTYPHOTO KOHTeKCTa. [Ipu saTom
cnenrMduyecKoe HaMOHAJIbHOE MHTOHUPOBAHUE 3TU UMIYJIbChl
npuob6pesiv B CTOJIKHOBEHUU C GPaHIy3CKOU UCTOPHUEN JJaHHOH
anoxu. Tak, HanpuMep, caM KaHpP F'yMaHUCTUYECKON PoTorpa-
dun, o KOTOpOW UJET peub B NEepPBOU IJIaBe, MOXKHO CYUTATh
TpPaHCHAIMOHAJbHBIM fIBJIEHHWEM, IOCKOJIbKY BONPOCHI CYO'beK-
Ta U KOHCTPyUPOBaHUE €ro MOPaJIbHbIX OTHOUIEHUN C MUPOM
ObLJIM 061MMU TPO6GIEeMaMHU AJ1s1 MHOTUX cTpaH EBponbl B cepe-
JUHe XX BekKa.

[IpakTuku ¢panuy3ckod dortorpadpuu 3TOro MnepuoAa TakK-
»Ke MOKHO GOpMasbHO OTHECTH K TYMaHUCTUYECKOW TPaJULUU.
OZiHaKO UX cofiep>KaTeJIbHbIA CMbIC/ HeJIb351 U3BJIeYb U3 NOBEPX-
HOCTHBIX Ipe/iCTaBJIeHUH O YyepTax IYMaHUCTHUYECKOU doTorpa-
duu Kak xxaHpa B 11esioM. OH 06Hapy»KUBaETCs TOJbKO B 3aCe4Kax
bpaHLly3CKON KyJbTYpbl U UCTOPUH, KOTOpble Bpe3aHbl B IJIO-
OaJIbHYI0 IOBEPXHOCTH aHpa. Tak, no MHEHUI0O CMUT, HEBO3MOX-
HO MOHATb QPAHLY3CKYI 4acTb TYMaHUCTUYECKON poTorpaduu
BHe KOHTEKCTa pedJIeKCUU pa3/iesieHus 001ecTBa N0/, BIUSHUEM
HAUCTCKOU OKKynauuu PpaHIMU MU IPeeMCTBEHHOCTH dpaH-
IIy3CKOW I'YMaHUCTUYECKON TPaJULIUHY M0 OTHOIIEHUIO K MPAKTH-
KaM AoBoeHHOU ¢oTorpaduu HUsuca bugepmanaca, bpaccas nau
Angpe Keprerua.
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HauuonanbHasa cnenudrka ¢ppaHuysckod gportorpaduu oaHO-
BpPEMEHHO MpOSABJSAETCA B TOM, 4epe3 YTO OHa MOJKJIKYaeTcs
K [VI06aJIbHOMY KaHOHY M KaK OHa cebs OT Hero oTAesseT. Takoun
NOAXO0J, K MpeACTaBJeHUI0 HAallUOHAJbHOTO MCKYCCTBA B paMKax
rJI00a/IbHBIX TPEHZJO0B U JUCKYPCOB NPOCJEXKHWBAETCS BO BCeH
paboTe U¥ HECOMHEHHO SIBJISIETCS OJJTHAM U3 IJIaBHbIX IPEUMYILECTB
apryMmeHTauuu CMUT.

Bo BTOpO# r/1aBe 3TOT IBOMHOM y3€eJ HAllMOHAJIbHOTO U IV106aJ1b-
HOTO NpOsiBJIEH 0c06eHHO 4YeTKo. [Io MHeHUI0 CMUT, cieayrouui
BaXXHbIM MOBOPOT, KOTOPbIM AesiaeT ¢paHly3ckass ¢ororpadus,
npoucxoauT B 1980-x. KintoueBolt purypoi aTou aroxu uccie/[oBa-
TeJibHULA cyuTaeT KaHa bogpuiisipa. Tako#l BbI6Op CBSI3aH C TeM,
YTO UMEHHO Npo6JieMaTHKa 00’ bEKTHOCTH, KOTOPYIO pa3pabaThl-
BaJ1 duaocod, onpenesseT ICTeTUIECKOe HaNoOJHEHUe poTorpa-
$uHr 1 ee MeCTO B CHCTeEMe COBPEMEHHOTO UCKYCCTBA B 3TO BpeM4.

OZUMH M3 OCHOBHBIX TEOPETHMKOB O0O0IecTBa MNOTpebeHUs],
Bofpuisip mosy4yus AOCTAaTOYHO MaTepuasa JAJs 000CHOBaHUA
3TOr0 MOHATHUS, HAabJII0/1as 32 COOBITUSIMU B CBOeU cTpaHe. Kpusuc
HallMOHAJbHOW 9KOHOMHUKHU M Hen3bexxHoe MOJKJIYeHHUe K IJI0-
06aJIbHBIM pbIHKAaM, AUTUTAJM3aLUsA U PacIpOCTPaHEHHUE MacCo-
BbIX PEKJIaMHbIX 06pa30B, KOTOPble HUKAK He BCTYNAIOT B JUAJIOT
C JIOKaJIbHbIM KOHTEKCTOM — BCe 3TO NMPHUBEJIO K TOMY, YTO POTO-
rpadus B 1|eJIOM CTAHOBUTCS B 3TOM CUCTeMe NMPo6ieMaTUYHbIM
06bekTOM. OHa - 0JHOBPEMEHHO CBU/IETEJIb U JIEHCTBYIOILEE JIULIO,
«CJieJ, peaJlbHOCTH M OJJHOBPEMEHHO MapKep ee MCYe3HOBEHUSI»
(Smith, 2022, p. 64). OkoH4aTeJbHbIN pa3pbIB C [YMaHUCTHUYECKOU
TpaAuliMeld, Ha4yaJo MCIOJb30BaHUA LiBeTa B apT-dororpaduy,
nonysasspHocThb the form tableau: Bce pabotaeT Ha TO, YT06 B 3TO
BpeMs ¢oTorpadusa 00beKTUBHPOBAJIACh. TOJBKO Tenepb 3TO
He 00'b€KTHUBHOCTb TOTO, YTO MOKa3biBaeT ¢oTorpadus, a 06b-
eKTHOCTb caMoil poTorpaduu Kak npejMeTa, KOTOpPbI 3aHHUMa-
eT KaKoe-TO NO0JIOXKeHHWe B MNpocTpaHcTBe. He 006beKTHUBHOCTH
penpe3eHTalUH, a 00bEKTUBHOCTb TOr0, YTO ¢oTorpadus — 3To
00'bEKT. IJMOJIEMOU TaKoro B3misia Ha ¢poTorpadpuro CMUT npej-
JlaraeT CUYMTaThb BbICTaBKY Another Objectivity (1989), koTtopas
Obls1a opraHrM3oBaHa ppaHIy3ckUM KypaTopoM KaHoMm-®PpaHcya
llleBpue. Jkcno3uuusa Mnpejsaraja paccCMOTpeTb ¢GoTorpaduio
KaK 00'b€KT, «OCHOBAaHHbIN Ha PUKCALUU U 00'bEKTUBHOCTH, KOTO-
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pble coZiep:KaTcs B cieldupUKe camMo20 Uu3o0bpaxceHuss Kak 06sekma
u kapmuHbi» (Smith, 2022, p. 81).

NMeHHO Ha npaBax o6bekTa ¢poTorpadusa M momaja Ha CTEHBI
apt-raysepe. CMUT OTMedaeT MHTEPECHYI0 3aKOHOMEPHOCThb: UMEH-
HO B 3TO BpeMs ¢poTorpadpuio HayajJu aKkTUBHO CIIOHCUPOBATh KaK
00beKT UcKyccTBa. PoTorpaduii ctaso 60Jiblilie B rajepesix U KoJ-
JieKIUsx. Jljisg Toro, 4To6bl ee NPUHSJIN B I7106aJIbHOW UHAYCTPUHY,
doTorpaduo NpoABHUHYJIU KaK peKJaMHbIM 00pa3 caMoi cebs -
KaK HacJieaue «Tou caMoi» ¢oTorpaduu, KoTopas Moz BJAUSAHUEM
HallMOHAJIbHOW ropA0CTH PPaHIy30B yKe U TaK MonaJia B KaHOH.

TakuM o06pa3oM, HeoOXoAUMOCTb GoTorpaduu pacuIupsIeTcs
3a mpe/iesibl M0JIs HALMOHAJbHOM caMopedsieKCUM UM B KavyecTBe
MapKETUHIOBOTO MHCTPYMEHTAa CTAaHOBUTCS HOCUTEJIEM COOOIIe-
HUS 00 3TOM HallMOHa/JIbHOM JIJI51 [JI0OA/IbHOTO PhIHKA. B 3TOT nepu-
o ¢oTorpadus NnepeoTKPbIBAETCS KaK OOBEKT, KOTOPbIK MOXKET
COBepIlIaThb paboTy 3a npejesiaMU apT-AucKypca. JIOorThuHo, 4To cJie-
JAYIOLHAM KeCTOM XYZ0’KHUKOB U TEOPETHUKOB poTOorpaduu CTaHO-
BUTCS pedJieKCHsi 0 TOM, YTO 3TO 3a paboTa. KoHeuHo, 3Ta paboTa
He MOXET He CTaThb MoJuThydeckou. Inoxa 1990-2000-x, koTopas
ONMCaHa B TpeTbel 1aBe KHUTU CMUT, XapaKTepU3yeTCsd UMEHHO
3TOMU NepPCIEeKTUBOM. A IJIaBHBIY repor 3TOU 3M0XH, C TOUKU 3pEeHHUs
aBTopa, - pusiocod XKak Pancwep. Ero Teopus pororpaduu BbIxXo-
JIUT 3a NpeJieJibl pa3MblIUIJIEHUU 0 MeJUyM-crieliupruiHOCTH POTO-
rpaduu U UJET Jasblie, o60padynBasich pedJiekcueld o ee pabore.
®unocod cunTaEeT, YTO 3CTETUKA HANIPSIMYIO y4aCTBYET B OJIUTHYE-
CKOM paboTe, B pacnpe/ieJieHUU BUAMMOro U HeBugrUMoro. PoTtorpa-
bus - NpoAyKT apT-AUCKYpCa, BbIpaXKEHUE ero aKTyaJIbHbIX U/JIeH,
¢dop™ U xxkaHpoB. Y ofHOBpeMeHHO Jyito6ast poTorpadpus GopMmupyeTt
OOLHUIN «CEHCOPUYM», 3CTETUUECKYIO CpeAy WM MoJie 4yBCTBEH-
HOCTH, KOTOpbIe paCHpOCTPAHSTCA 3a Npejesibl apT-AUCKypca.
McKyccTBO He aBTOHOMHO OT JPYTUX acleKTOB >KM3HU U BCerja
C HUMHU CBfI3aHO KOHLeNTyaJbHO. HO UCKycCcTBO - 3TO TO, YTO CHo-
COOHO MOAOPBATh NMPUBBIYHbIE HEPAPXUU, BIMCAHHbIE B NMPUBBIY-
Hble POPMbI HYBCTBEHHOCTH. [loaTOMy dpoTorpadus obecrnedyrBaeT
cebe CTaTyC UCKYCCTBA KaK pa3 yepe3 y4acTHue B KOHCTPYUPOBAHUHU
aJIbTEPHATUBHBIX YYBCTBEHHOCTEMN.

Takyroo TeopeTHYeCKyl paMKy MNOAJep>KUBad MUPOBBbIE MPO-
11eCChl: PO/ 0JKAI0IASACA IJ1I00aIn3alus, BOIPOChl SMaHCUIIALUY,
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KOJIOHUAJIbHOE MPOLLJI0e, OCMbIC/IEHUE a/IbTEPHAaTUBHBIX Happa-
THUBOB UCTOPHHU. Bce 3TH mponecchl TpeOYIOT aKTUBHOTO MOJIUTHY e-
CKOTO BKJIFDYEHHUS U OUeHb O€peKHOT0 OTHOLIEHUS K TOMY, KAKUMH
MMEHHO MHCTPYMEHTAaMM Mbl MOJb3yeMCs /IS TOTO, YTOObI UX
OCYLeCTBJIATh. ITH K€ NU3MEHEHUs BOIJIOUIAJIUCh B XapaKTePHbIX
HallMOHAJIbHBIX MpolieccaX BHYTPU ¢paHIy3ckoul doTorpadum.
B couuasbHO-MOJUTUYECKOHN MepcneKTHBe AJs1 CMUT TaKOBBIMU
SIBJIIIOTCS KoJs1abopanu ¢oTorpadoB € COLUATbHBIMUA UHCTUTY-
[[USIMU, KOTOpPbI€ CTA/JIM YACThIM SIBJIEHUEM TOrO BpeMeHU. CMUT
OTMeyYaeT, HanpuMep, NpakTUku Mapka [laTo, KoTopbli co3zaBas
doTorpaduu AJis1 NPOTECTHBIX OpraHU3alUid BO BpeMs JEeMOH-
ctpauui 1990-x rogos B [lapuxe.

B 3Toi1 nepcrieKTHBE JIOTUYHBIM CTAHOBUTCS U TO, YTO B XyZ0Xe-
CTBEHHbIX MPAKTHUKAX HAaYMHAET MPOSBJSATHLCS TaKoe MOHSATUE KaK
«mnoct-pororpadpusi». CMUT NOKa3bIBAET, KaK B 3TO BpeMsl MHOTHE
bpannysckue ¢ortorpadbl Aake He UAEHTUPUUIUPYIOT cebsl Kak
doTorpadnl. OHU cebsi Ha3bIBAIOT «XYAOKHUKAMHU, pabOTaIOLUMHU
c pororpadueii». B kauecTBe NpUMepPOB OHA MPHUBOAUT «ILJIACTUYHYIO
doTtorpaduto» Banepu BennH, MHTepAHCUUIIMHAPHbIE NPAKTUKU
Mexay ¢poTorpadueit u ckyabntypou Kan-/Iroka MyseHa u peHome-
HOJIOTMY€eCKUe Uccie0BaHusA npocTpaHcTBa Mcmaniia baxpw.

U3amnHasa pudma k Teopun PaHcbepa, 0c06eHHOCTb 3TOM XyZ0Ke-
CTBEHHOM 3M0XU — CBUJIETEBCTBO CMEIllEHHS] MHTepeca OT MeJINa3C-
CeHIMa/In3Ma K CoAepKaHHI0 (MOJIMTUYECKOM) paboThl poTorpadpuu.
Jlpyrumu c10BaMH, pedb HUJIET O cABUTe POKyca C BOIPOCOB O TOM,
yeM sBJIsseTcsA poTorpadus Kak 00beKT, K TOMY, KaK OHa MOXKET U3Me-
HSATb COLMAJIbHOE Y MOJINTUYECKOE MPOCTPaHCTBO. [1o MHeHHI0 CMUT,
NPOsIBJIEHUH UMEHHO 3TOM paboThbl CTOUT celyac 0’Ku/1aTh OT HAI[HO-
Ha/IbHOM ¢poTOrpadru B I7106a/IbHOM KOHTEKCTE.

WTak, HauuoHasibHasi HcTopusg ¢paHly3ckoi ¢oTorpaduy,
KoTopyto CMUT BO3BpalLlaeT B [VI06AJIbHBIA AUCKYPC — 3TO UCTO-
pUs 0 TOM, KaK Ts»KeJIo ObIBAeT OTJAEJNUTH B JIOKAJbHBIX UCTOPU-
AX HalMOHaJIbHOE OT I106a/bHOro. Bo3aMoXHO, M03TOMYy CcaMble
MHTEpeCHble MeCTa KHUTU — ONIMCaHue CelMPUIHOCTH PpaHILy3-
CKOM HallMOHaJIbHOW GOTOUHAYCTPUU U €€ XYA0KHUKOB. OCTaslb-
Hoe (HaMepeHHO WJIY HET) — ONKCaHUe 06X MeCT.

CMUT J0XOAYMBO IMOKAa3bIBaeT, UTO HEBO3MOXXHO HE YYMUTHI-
BaTb HallMOHAJIbHYI0 UCTOPHUIO JaXKe B TaKOU paboOTe UCKYCCTBA,
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rie KOHLENT U MeTOJ, SIBJSI0TCS 00IMMU MecTaMu. B aToMm ciy-
Yyae OCMbICJIEHME HAllMOHAJIbHOW HCTOPUHU HE IPUBOJUT K BbIXOY
Y3 Ii06asn3anyy, a Ha060pPOT, CTAHOBUTCS BBOJAHBIM YCJI0BHUEM
JIJIsl UHTeTpaljuu.

ITOT Te3UuC paclIUupseT B3IV Ha MP0O6JIeMaTUYHOCTD KYJIbTYP-
HOM robanusanuu. Kak nmokaseiBaeT CMUT, 0HA U3 KPUTHUUYHBIX
TOUYEK HaNlPSKEHMU S, KOTOPbIe yCYTyOJISIIOT CUTYallMI0 HEJJOCTATOY-
HOM pernpe3eHTUPOBAHHOCTH HALlMOHAJbHBIX KYJbTYP B 00IeM
noJie, - UX MOHyYMeHTa/u3alusa. Tak MOKHO 0603HAaUYUTh NMPHUCBa-
VMBaHME HallMOHAJIbHBIM KyJbTypaM sIpJiblKa «BEJIMKOTO MPOIIJIO-
ro» U obOpallleHMe K COBPEMEHHOCTH HAllMOHAJbHOW KYJbTYpbl
HCKJIIOYUTENIbHO B KOHTEKCTE HappaTUBa BEJIMKOI'0 HaC/IeIUsl.

Korga HalnMoHa/IbHOW HMCTOPHMM OTKa3aHO B IOJBUXHOCTH
M MHOTOTPAHHOCTH, HalMOHAJbHAs KYJbTypa BbIHYXJEHHO
3acTpeBaeT B FOHKE 3a NPpaBO pa3/iessiTh OOIIMN AUCKYPC U JeH-
CTBOBAaTb B MNPOCTPAHCTBE TIJI0OAJbHOW KYJbTYpbl Ha CBOUX
OoCHOBaHHUAX. 0TKa3 3TOM UCTOPHUM B pa3BUTHHM 3allpeljaeT HalUo-
HaJIbHOM KYyJIbTYpe Y4acCTBOBATh B pa3roBope 0 Oy/ylleM, KOTOpOoe
B YCJIOBUSX IVI06a/IM3al[dM BOOOIIE-TO SBJSETCS OOLUM.

CMHUT oTcTauMBaeT MHEHHe, YTO paboTa apT-AUCKypca ceryac
JIOJDKHA OBbITh COBMECTHOM, MOTOMY 4YTO MpPOO6JieMbl IJio6aan3a-
UK — 3TO 061ue npob6JsieMbl. Ho moka 3Ta paboTa MOCTOSIHHO
OTKJIaIbIBAETCsI, TaK KaK IMOSBJISIIOTCS BCe HOBBIE U HOBBIE JIOKA/b-
Hble U HallMOHaJIbHble UCTOPUH, KOTOPble HEJOCTATOYHO penpe-
3eHTUPOBAHbI B 0011leM pa3roBope. A 3HAa4YUT, COCTAB YYaCTHUKOB
3TOT0 pa3roBopa CHOBA He UMeET IpaBa BblpaXkaTb CTATyC-KBO.

Toraa Mo BOoNpoc, ¢ KOTOPBIM 1 YX0XKY M0CJIe IPOUYTEHUS KHU-
ry Osnibru CMUT, C/IeAYIOLUNA: MOXKET JIM B KAKOW-TO MOMEHT TaKas
paboTa KOHKPETHOW HallMM MO PEKOHCTPYKLUMU JUCKypca cebs
B 001I[eM pa3roBOpe CYUTAThCs 3aBeplieHHOM? Wi Mbl 06pedyeHbl
BEYHO OOHOBJISITh PEBU3UIO MPOIIJIOT0 B HACTOSIIEM U TaK HUKOT-
Jla U He CMOXKeM MPHUCTYNHUTb K MOJHOIEHHO 0011el (YMTau: IJo-
6a/bHOM) paboTe?
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