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“A reality one can no longer touch”

The common place about photography is its
connection with reality. Relying solely on this
connection, photography couldn’t stand against
reality in terms of detail, accuracy and freedom of
interpretation. Reality is by far more complicated
than what photography is able to capture. The
connection of photography to the physical world

is as abstract as the notion of reality itself. French
philosopher Roland Barthes said: “... finally the
Winter Garden Photograph, in which | do much
more than recognize her (clumsy word): in which

| discover her: a sudden awakening, outside of
likeness; (...) So yes, so much and no more.” [1] Art
has the ability to create reality. [t wields symbols that
indeed have references of their own but are almost
always illusory. In case of photography you cannot
deny “it actually was there” Barthes was the first to
point out the distinction of a photographic reference
from its equivalent in other forms of visual art. But
can photography actually exist outside of reality?
Barthes says: “Every photograph is a certificate

of presence”.[2] And further: “... his [beholder]
consciousness posited the object encountered
outside of any analogy, (...), neither image nor
reality, a new being, really; a reality one can no
longer touch”. [3] At the beginning of the 20th
century, abstract art paved the way for the unreal in
photography. Nevertheless, it implicated a distinct
ambiguity. On the one hand, photography somehow
incited Western art to put an end to its compulsive
strife for realism, if not, as many scholars believe,
gave rise to the abstract art; on the other hand,
photography itself became more abstract.

Abstract photography is a diverse category of images
created by way of certain methods and instruments.
These techniques share the tendency to move away
from both naturalistic and symbolic representation.
Abstract photography rejects the idea of the object
being something familiar and recognizable. The
abstract artist not so much focuses on objective or
subjective representation of the world as abandons
the narrative. The artist is interested in silhouettes,
forms, lines, volume and texture rather than people,
buildings, trees, flowers, clouds or even images. At
the beginning of the 20th century photography
artists found themselves at the avant garde of this
new movement.

In 1910-1920s, all forms of European art, photography
included, embraced modernism. In its wake followed
various movements along with the so-called -isms:
cubism, futurism, constructivism, abstractionism,
etc. Alvin Langton Coburn was the pioneer of
abstract photography with his vortographs (1917)

- the first camera-made abstract images created
with a triangular arrangement of three mirrors. A
year later, Christian Schad abandons his camera in
favour of direct printing — a technique introduced

in the 19th century by William Henry Fox Talbot,
nowadays known as photogram. Another famous
modernist Man Ray will later appropriate this
method of abstract imaging by naming it rayograph.
Solarisation, rayography, multiple exposure, cliché
verre and photo montage became means of receiving
unrealistic images and original interpretation of
reality. Unpredictable photographic abstractions in
a way resembled sophisticated paintings by Wassily
Kandinsky, Kazimir Malevich and Max Weber. The

search for the abstract in non-abstract world

continued in the second half of the 20th century
in works of Gyorgy Kepes, Kilian Breier and Pierre
Cordier.
Creating abstract images, however, was not limited
to manipulations with light and chemicals in a
dark room with surprising results. Another form of
photography that could be called abstract realism
was straight photography. Paul Strand, an American
visionary of pure photography, is by right called
its first practitioner. His work Chair Abstract (1916)
demonstrates main principles of the movement:
a close-up, a non-standard angle of view, special
light effects, use of expressive characteristics of the
object itself Such simple techniques could easily
transform the familiar way things looked. Everyday
life became the territory of abstract. Photography,
that was earlier praised for candor, turned out to be
just a remark to reality, its subjective representation
based on the level of culture. Use of reality as art
material simply became one of the many artistic
devices in photography. A fine photographer was
now, by definition, the one whose works caught the
eye rather than true life. Photography as art put the
artistic values of a photograph at the first place.
From then on they determined aesthetic originality
and guaranteed cultural authenticity. However, fine
art photography should not be perceived directly.
Jean-Paul Sartre insisted in “The Imaginary” that
real objects must be perceived as objects of image-
forming conscience. Photography can be a mere
combination of techniques, rather than an authentic
copy of reality, a hoax, in fact. Having become
accustomed to standard visual effects, the viewer
now could see a deeper, more complex reality. Pre-
photography world lacked authentic representation.
Photography, being spontaneous and momentary,
didn’t become a replica of reality. The composition
is impossible in real world but indispensable in
photography. All compositions artists build, whether
they are perspective, rhythmic or atmospheric,
come from this aesthetic necessity. Paradoxically,
photography as an act of truth was among the first
to perceive the physical world as unreal, a tendency
still to be measured. Photography is an art form of
cultured Europeans. They are noted for extreme
subjectivity, which is the supremacy of European
culture. Abstraction is a way to sanitize reality, rather
than to reproduce emotion or subjectivism.
Consequently, assessing photography artistic
value, limited to richness of lines and spots as well
as their rhythmic and tonal quality, started with the
rise of independent art photography. At that time,
it evolved from being a source of information with
images of scenery and people, photo stories and
ethnographic evidence into a distinct aesthetic
phenomenon. A founder of structuralism Jan
Mukarovsky marked the balance of organisation
and deformation — the two main elements of every
artwork — as highly important for the movement.
Alexander Rodchenko, Laszléd Moholy-Nagy and
Boris Ignatovich all used a 35mm camera. The
fact remains that reality just could not fit into its
small lens. But the angles the artists used became
independent in the new camera shot reality, which
was no longer dictated by life and the task of
depicting it. Art prevailed over realism.
By the end of the 20th century, postmodernism
made it possible to make use of the full scope of
visual culture, blend various styles and genres in all

combinations and to different extent. The

purity of photographic experience was then the
author’s prerogative. In our time photography is

at liberty to imitate fine art with the help of neo-
pictorialism, which interacts with other art styles
involving modern technology. More or less, these
are known as historic attempts to downplay, at any
cost, such photography attributes as documentalism
and naturalism. Ironically, these qualities were once
prized by fine art — and so hyperrealism appeared. At
the same moment, the balance between image and
reality once again became the point of discussion.
The same guestion came up — should image

have a reference to reality? Still being subject to
real life, photography gives the positive answer.
Photographers chasing reality with their camera
could be compared to hunters chasing their prey.
Modern photography, being, perhaps, one of the
most important mechanisms at the reality factory, is
in charge of myth-production. Sometimes the author
alone knows what was in front of the camera. Many
trust the beholders to be intellectual or at least
interested in modern art, fashion, design and cultural
mainstream overall, relying on their critical mind and
loyalty to common types of representation.

Since the beginning, abstract art had two distinct
trends — geometric, mainly with well-organized
shapes, and organic, with frivolous spots and

lines. While geometric abstraction implied certain
substantial knowledge, organic abstraction
(consisting mostly of throbbing forms, erratic
rhythms and splashy colour mass) concentrated on
fluctuation, instability and chaos of the world order.
After World War |l aesthetic aspects of abstract part
lost their metaphysical core and turned into either

a straightforward reflection of the artist’s mental
health or formal search, mostly for design. Abstract
photography also underwent ideological changes
and became an essential part of interior design or
else the perfect essence of aesthetics.

Paul Klee is a well-known Swiss painter, graphic
artist, art scholar and a close friend of Wassily
Kandinsky. In his work The Thinking Eye he showed
the connection between ideal and materialistic:
“Probably it [ideal] is only a form of matter, but one
that cannot be perceived with the same senses as
the kinds of matter we are used to. Still, it must make
itself known through the familiar kinds of matter and
be at one with them in function. Merged with matter,
it must enter into a form that is alive and real. And it
is thus that matter takes on life...”. He goes further by
referring to art as a site of cosmogenesis. One should
break away from objective, a site of presence chosen
by impressionists, to cosmogenic. In these words

he referred to painting and graphic art, but it is the
photography that overcomes the objective.
Photographer Vladimir Glynin turns chaos —
mythical proto-state of material world — into

a recurrent, hence harmonious and ultimate
composition by exploring it from the physical and
optical perspective. He covers the distance from
material outer side to the inner essence of the
object. Abstraction is attained through the author’s
vision of ideal and functional interiorization. Glynin
doesn’t settle for a mere impersonalization of the
outer world. In his earlier architecture works, the
familiarity was intrinsic not so much to physical
appearance as to metaphysics of buildings. The
Roman Colosseum (2011) looks as if covered with
layers of time that gradually appeared on its walls, an

irrational phenomenon the camera was able to



capture. The abstract compositions from his new
Berlin series of works have no distinctive physical,
hence space and time features. Right before our
eyes photography perceives the world as unreal
and becomes subject to this process. A concept of
architecture pictured on a concept of a photograph.
Exploring reality from physical and optical
perspective is, to some extent, self-contained, as it
conveys only a vision and objective existence of a
single physical object, setting aside its connection
to the transcendental. Only abstraction can stand
up to the empirical. Photography comes to grips
with reality at an increasing rate. Glynin opted for a
different “non-optical method” that linked together
outer vision and inner contemplation. Looking
at Glynin’s abstractions is an unusual relaxation
exercise: you only need to imagine the world was
once different from our version of it and someday
will probably be dissimilar once again. That's why for
conceptual photography our visible world with its
finished look is only one of many possible worlds.
Abstract elements form into abstract compositions
which comprise an entire universe. This universe
somehow resembles The Creation (or piling up art
elements just like Lego pieces) and a simple breath
of wind is enough for the spiritual and religion itself
to become reality (or to fall to pieces like a clumsy
tower of toy building blocks).
The history of interactions with the world could be
packed inside one photo album. However, it would
be a tedious work trying to keep in mind the world'’s
picture as a collection of photo images. There's
also the “wow” factor, aesthetically aimed to create
“beautiful illusions”. Glynin made up a vapour of a
city, Berlin of his own and lost the touch with the
real life reference, in other words, with himself.
As it turned out, photography could be absurd at
times, while its real life reference showed not only
the relativistic side, softened by art treatment, but
also the irrelative side — unconditional, sterile,
and abstract. One would need to perform a hard
“restoration work” to find the prototype. A modern
photographer regards reality as a mere factor of
the final product. Reality in Glynin’s works is rather
implied (as an exhibit label reads) than evident. It
doesn’t have material plausibility. The photographer
dispels irksome banality of mundane life by
seemingly random combinations of shots turned into
colourful rhythmic patterns.

Glynin’s photo abstractions demonstrate
his polite indifference to the city portrait while
embracing its discovered essence. Finally, the project
focuses solely on the artist’s image. Traditionally
associated with architecture, familiar ways of creating
extensional illusions or city patterns (non-standard
angles, close-ups, tectonic forms or refined textures)
are replaced by conceptual composition. The artist’s
language is notable for its rigid, structured and
well-balanced linearity. No space for improvisation,
only specific subspaces chosen at the artist’s will.
It's similar to a kaleidoscope where coloured bits of
glass form one perfect combination after another
with a sleight of hand. Abstraction implies a certain
amount of refined enjoyment, both from visual and
spiritual presence. The whole modern culture is
based on this assumption. However, photography
never was and never will be art for the elite. Actually,
photography is essentially an act of non-intervention
(a definition by Susan Sontag), the environment

where, as in language, masterpieces exist along with

many other things.

In the modern world, art along with music, cinema
and design acts as a conveyor of cultural ideas.
Postmodernism divided visualization into before
and after. What existed before was refined and
sterilized pure art or even Le Grande Style in its full
glory. This can be applied to photography as it is no
longer either ultra-realistic or staged; there’s no
suspense or the artist’s subjective point of view with
occasional faults and wrinkles. Professional luster
should convince the viewer. Glynin's abstractions are
convincing on a professional level. They are based
on outstanding examples of classical style and are,
therefore, inherently valuable: both in the eye of
truth digging highbrowed critics and culturally savvy
inhabitants of minimalistic lofts with top notch
design. And there's the common viewer. This brings
hope as there's someone to create for, someone
who contemplates and appreciates, admires and later
makes purchase.

Abstraction. Cold romanticism of this emotionless
style is simply incredible. It's noted that the more
the world becomes a terrible place, the more
abstract art becomes, while a happier reality finds
reflection in mundane art. What does it mean? In
this context extramundane implies, in a sense, a
resemblance to physical reality. The world unable

to create realistic art will inevitably confine itself to
subjective abstractions of concepts and perceptions.
A more harmonious world — the great art of
Antiquity and Renaissance — became history. This
art can be imitated, however the desire not to keep
up with the times could be interpreted as a cry for
help. As much as every other artist, Glynin searches
for ways to contemporary interpretation of reality.
Thanks to him turning physical objects into abstract
forms of subjectivity, pure idyl remains a valuable
rare quality as a concept, being no longer empirically
accessible. As the artist himself admits, he creates
alternative worlds. Restoring peace by balancing
movement is one of fundamental questions of form,
of high importance to formal wisdom but not at the
edge of art. At the edge, power of intellect yields to
the multifacetedness that embodies the mystery of
aesthetics. After all, beauty is impossible to perceive.

1. Roland Barthes. Camera Lucida. AdMarginem,
1997,p.162

2. Ibid., p. 130

3. Ibid., p. 130

4. Kurt Habner, Die Wahrheit des Mythos

[translated from German by | Kasavina]- M.:
Respublika, 1996. p. 448

Olga Averyanova,

Chief of Photography department Pushkin Museum
of Fine Art, Ph.D., photography historian, curator.



«PeanbHOCTb, 10 KOTOPOW HEMb3A AOTPOHYTbCH»

O6buiee MmecTo npu pasrosope o doTtorpadum — ee
cBA3b C peanbHocTbio. Onmpasch TONbKO Ha 3TY CBA3b,
doTorpadusa okazanacb 6eccuibHOW nepes TeMm,

YTO peasnbHOCTb MPEBOCXOAUT ee B MOAPOBHOCTAX,
TOYHOCTU N HEOAHO3HAYHOCTW. [lencTBUTENBHOCTD
HAaMHOTO C/IOXKHee TOro, YTO MOXKET PacckasaTb

o Hel doTorpadusa. Ee cBasb ¢ dusmnuecknm

MUPOM TaK >ke abCTpaKkTHa, Kak CaMo MoHATUE
peanbHOCTWN. 3HaMeHUTas UMTaTa PpaHLLYy3CKOro
dunocoda Ponana baprta: «...1, HakoHel, PoTo B
3umnHem Cany, Ha KOTOPOM S ee He MPOCTO Y3Hato
(370 cAnwkoM rpyboe cnoBo) — g obpeTato ee.
BHezanHoe npobysxaeHye, BHe BCAKOrO poaa
“cxopcTs”; (...) Tak, TOMbKO Tak 1 HMKaK MHave». [1]
>Kueonch cnocobHa npuayMaTs peanbHocTb. OHa
MOXET MCMOMb30BaTb 3HAKM, KOTOPbIe, 6e3yCNoBHO,
06n1afatoT CBOVMK pedepeHTaMm, HO KOTOopble MoYTK
BCeraa nn3opHsbl. B ciyvae ¢ doTorpadrien Henbas
OTPMLIATL, YTO «3TO TaM bGbio». bapT nepebiM ykazan
Ha oTnuKMa doTorpaduryeckoro pedepeHTa oT

MHBIX, CYLLECTBYIOLLMX B APYTVX M300Opa3nTebHbIX
cucteMax. Ho moxeT nu doTorpadusa Booble
obonTnce 6e3 peanbHocT? bapTt nuwet: «/Tiobas
doTorpadus —

3TO CepTUdMKAT MPUCYTCTBUA». [2]

W nanee: «...ero [3puTens] CO3HaHWe BbIBENO
BCTpeYeHHbI 06beKT [Ha CHUMKE] 3a Npeaens
BCAYECKOWM aHanoriu, (...), 3To bbin He 0bpas n

He peanibHOCTb, @ BOUCTUHY HOBOE CYLLECTBO:
peanbHOCTb, 0 KOTOPOU Yike

Heb3a OOTPOHYTbCA». [3]

B Hauane XX Beka BO3MOXHOCTbIO MPOHUKHYTb Ha
TEPPUTOPUIO «KHEpeasibHOro» ang dotorpadum ctano
abCTpakTHOE MCKYCCTBO. XOTA U 3A€Cb BO3HMK/IA
onpeaeneHHas ABOMCTBEHHOCTb: C OIHOM CTOPOHbI,
doTorpadusa B HEKOTOPOM CTeneHM NomMorna
3aMagHON XXMBOMMCY MOKOHYNTL C HABSA3YMBBIM
CTpEeMEHNEM K PEANN3MY MW AaXKe, MO MHEHWIO
MHOIUX UCCNefoBaTeNnen, CnpoBoLMpoBana
BO3HWKHOBEHME OecnpeaMeTHOM XIMBOMUCH, a C
[pYronl — cama yCTpeMmsiacb B CTOPOHY abCTpakLmu.
AbcTpakTHas doTorpadusa (abstract photography)

— OBO/IBHO pa3HOObpa3Has KaTeropms
N300paXKeHUN, CO3AaHHbIX MPU MOMOLLM TEX UK
NHbIX CreumMdmnueckmnx TPoKOB 1 NprUeMoB, OBLWMM
NpaBWIOM AN9 KOTOPbIX CTano CTpEMIEHNE YITK

Kak OT HaTypanMCTUYECKOMN, Tak U CUMBONIMYECKON
penpeseHTaumm. Ab6CcTpakTHas doTorpacdus
oTBeEpraeT Uaeko TOro, YTO N306PaAKEHO AOMKHO BbITb
HeuTo y3HaBaeMoe UAu oco3Hasaemoe. BHnMaHme
abCTpaKUMOHUCTA COCPeOTauMBAETCS HE CTOMbKO
Ha O6BEKTUBHOW NNV CyOBEKTUBHOW penpe3eHTaLmm
MMPa, CKOMbKO Ha BO3MOMXHOCTY OTCTPaHEHUS OT
HappaTK1Ba: ero MHTEPEeCYIoT He MM, [OMa, AepeBbS,
uBeTbl, 0bnaka UK aaxe obpasbl, a CUy3Tbl, GOPMbI,
NHWK, 0ObeMsl, TekcTypa. [TnoHepamn 3Toro HoBoro
BUAEHNS CTanm doTorpadsl Havana XX Beka.

B Espone 8 1910-20-x rogax okoH4YaTeNbHO
CNOXNCA MOAEPHU3M, OXBATKB BYKBaNbHO BCE BUb
NCKYCCTBa, B TOM Yncne 1 ¢otorpaduto. B ero Heapax
POOMNIOCH MHOXECTBO TEUEHMM 1 Tak Ha3blBaeMbIX
«M3MOBY»: KyOU3M, DYTYPU3M, KOHCTPYKTUBU3M,
abcTpakumorHnsm 1 apyrre. Cnasa nepsoro
abcTpakTHOro doTorpada 4OCTanach aMepuKaHLLy
2nsuHy J1anrtony KobepHy, a ero «BopTorpadum»
1917 roga cumTatoTCa NEpPBbIMU MPOrPaMMHbIMM
abCTPaKTHBIMU U306PAKEHNAMM, COSNAHHBIMU NPK

nomMouwm potokamepsl. [1na nx cospaHma KobepH

MCMONb30BaN TPEXTPAaHHYO MPU3MY 13 3epKana.
fopom nozxe Kpuctman LLlag 1 Bosce oTkasancs ot
MNCMO/Ib30BaHMS KaMepbl Mpu Co34aHMM CBOUX paborT,
npuMeHmB 1n3BecTHbIM ¢ XIX Beka cnocob npsaMom
nevyaTu, M306PETEHHbIN aHINNNCKM GoTOorpadom
[eHpn Dokcom TanboToOM U Ha3bIBaEMbIN CErOAHS
doTorpammont. [TogobHbIM MeTod NonydYeHns
abCTPaKTHbIX N306PaXXeHUIN APYron N3BECTHbIN
mMomepHUCT, MaH Pai1, Hapumccrueckn HasoseT
penorpammon. Conspusaums, periorpadus,
MHOYECTBEHHAs SKCMO3ULMA, TEXHUKA KNnwe
(clich-verre) n GoTOMOHTaX CTanu MHCTPYMEHTaMM
0N MONyYeHUa HepeanmcTUYeCcKmx U306pakeHn

M HOBOTO OCMbICIeHVa Mupa. Henpeackasyembie
doTo-abcTpakummy MMEeNM HEKOTOPOE CXOACTBO C
NpPOoOYMaHHbIMWN XMBOMUCHbIMKW paboTamu Bacunuma
KanauHckoro, Kasnmmnpa Manesuya n Makca Bebepa.
[Mounckn becnpeaMeTHOro B NpeaMeTHOM Mupe

He NpeKkpaTUINCh BO BTOPOM MofosuHe XX Beka:
TBOPYECTBO Takmx doTorpacdos, kak Ibepab Kenew,
Kunuan bpeviep, MNbep Kopabe TecHo cBA3aHO € 3TnM
HanpaBeHneM.

CozpaHue abCTpakLm, OAHAKO, HE UCUYepPrbIBanoCh
NCKMOYNTENBHO CBETOBBIMU U XMMUYECKNMM
MaHUNYNAUMAMU B TEMHOW KOMHATE C 1X
HeoXWnaaHHbIMK pe3ynsTaTamu. [pyromn
Pa3HOBUAHOCTbLIO hOTOrpadmn, KOTOpYHO

BMOJIHE MOXXHO 6b110 Hbl Ha3BaTb «abCTPaAKTHBIM
peanr3MoMy», cTana «npsaMasa doTorpadua». [epsbim
ee NpeAcTaBuTeNeM CnpaBeaIneo cumTaetcs [on
CTpaHL — aMepuKaHCKMM MAeonor ABMKEHUS
«umcToro» dpoTtomckyccTea. Ero pabota « AbcTpakums
ctyna» 1916 roga neknapupyeT OCHOBHble

NpUeMbl 3TOTO HaMPaBAEHUS: KPYMHbIN MAaH,
HeCTaHOapTHbIN paKkypc, creumanbHblie addeKTs
OCBeLLEHNS, UCMO/b30BaHKE BbIPAa3UTEbHbIX
CBOWCTB HenmocpeacTeeHHo dboTorpadupyembix
06bekToB. [10A06HbBIMU HEXUTPBIMK COCOoHaMM
MOXXHO BbIIO N3MEHATb MPUBbIYHbBINA 06K
npeameToB. [ 1oBceoHeBHOCTb MpeBpaTuaach B chepy
abcTpakTHbIX naen. PoTorpaduito, 00 Toro ocobo
LEHMMYIO 33 TO, YTO OHa KYECTHO CBUAETENbCTBYETY,
BOPYT «HE Y3Hanu» — 0Ka3anoch, YTO OHa

ABNAETCA Wb KOMMEHTapUEM K PeasibHOCTH,

€€ cyOBbeKTVBHbBIM TOTKOBaHWEM, 3aBUCALLIM

OT KyNbTYpHOro ocsoeHusa. icnonb3osaHue
PeanbHOCTM Kak XyAOMKeCTBEeHHOro MaTepuana
NpeBpaTUIOCh B OAMH U3 M306pas3nUTeTbHbIX
npriemos. CTano akCroMom, UYTo xopoLwmnit dotorpad
— BOBCE He TOT, KTO CHMMaeT MPaBAMBO, @ TOT, Ubl
CHUMKM 2 PeKTHbI. XyA0oXKEeCTBEHHbIE LIEHHOCTHM
okaszanucb B poTorpadumm Kak B UCKyCCTBe
Hanbonee cyllecTBeHHbIMU. VIMEHHO OHW cTann
onpeaensTb «3CTETUYECKYIO MOASIMHHOCTbY

N rapaHTUPOBaTb KKYIBTYPHYH NCTUHHOCTb.
OpnHako, He HYXKHO MOHMMaTb «XYAOKECTBEHHYHO»
doTorpaduio CANWKOM HEMOCPEACTBEHHO.

Euie CapTp B «BoobpaskaeMoM» HacTamsan Ha
BOCMPUATMM peasbHbIX OObEKTOB Kak 06bEKTOB
BoOGpaatoLero cosHaHusa. PoTorpadus MoxeT
ObITb BCEro NMWb KOMOUHAaLUMEN MPUEMOB, a He
ayTEHTUYHBIM CIEMKOM PeanbHOCTU, — TO eCTb,

no cyTu, ee «banbcndrkaumens. [NpmyyeHHoOCTb
3puTensa K usobpasuTenbHbiM addexTam fana
BO3MOXHOCTb YBUAETb peanbHOCTb 6onee rnyboKom.
HodoTorpadumuecmin MUp He MMen AOMNOAMHHOIO
nzobpaxerua. PoTorpaduis, C ee CMOHTaHHOCTbIO,
HenocpeaCcTBEHHOCTbIO, MTHOBEHHOCTbBIO, He

cTana Kanbkow peansHocTu. Komnosnumsa, kotopas

HEBO3MO)KHa B peas/ibHOCTW, HewnsbexHa

B poTorpadumm kak nckycctee. Bce noctpoerHums
XY[AOXHUKOB — MepcrnekTUBHbIE, pUTMUYECKMe,
CBETO-BO3/ylIHbIE — B KOHLE KOHLIOB, UICXOOAT
MMEHHO 13 3cTeTnYeckon HeobxoommocTu. [Napagoke
COCTOWT B TOM, 4TO boTorpacdumsa, 3TO «MpaBaonBOE»
ABMIEHNE, CTOUT Y UCTOKOB Aepeann3aummnmmpa,
npenenbl KOTOPOW NMoka HeonpeaeneHHbI.
®oTorpadmsa — NCKYCCTBO KY/IbTYPHOIO eBponenLa.
O 6eckoHeuHo cybbekTVBEH, 3TO MpUMaT

ero KynbTypbl. ABCTparMpoBaHye — crnocob

He penpoayLMpoBaTb CyObekTUBU3M, SMOLIUN,

a 3HaUUT CcNocob cTepunmsaLmm Mmpa. Takmm
06pa3oM, 0OCO3HAHWE LIEHHOCTU XYOOXKECTBEHHbIX
KauecTB poTOrpadum, CBA3aHHbBIX UCKIKOUYUTENBHO

C BbIPa3UTENbHOCTbBIO IMHUI U MATEH, UX
PUTMMYECKOWN 1 TOHANbHOM OpraHmM3aLmen,
OTHOCUTCS KO BpEMEH M 3apOXKAEHNS aBTOHOMHOM
«XYAOXKECTBEHHOM» dOoTOrpadum, Koraa U3 YMcTo
MHPOPMATUBHOW (BUbI, MOPTPETHI, STHOrpaduyeckme
TUMbI, PEMOPTAXKM) OHa MPeBPaTUIACh B
CaMOCTOSITENbHbIV CTETUYECKUIM beHOMeH. HH
MyKapKOBCKMIN, OAMH 13 OCHOBOMOONHKOB
CTPYKTYPanm3Mma, CHMTan KKOPPEeCrnoHOEHLMIO»
LBYX COCTaBASOLLMX Nt0HOro nponsseneHus

— opraHmsaumio 1 gedopmalimio — Hanbonee
BaXKHbIMUW €ro acrnekTaMu, KoTopsle, 6e3yCcnoBHO,
npucyTCTBYIOT U B poTorpadun. Poguerko, Moxomn-
Hanop 1 VirHaToBuny nmenu yakodopMaTHble

kamepbl. PakT ocTaHeTcd GakTOM: peanbHOCTb
NpoCTO He MoMellanack B HUX. Ho nx pakypcsl
KMBYT CaMu Mo cebe B paMKax HOBOW peasnibHOCTU
CHUMKA, HE 3aBUCALLEN OT XKU3HU 1 He CTaBaWen
3apady ee aeHTUbUUMpoBaTh. 13obpasuTensbHoe
Haydano nobeanno gokyMeHTanbHoe. bamie Kk

KOHLY XX BeKa MoCTMOAEPHU3M CHUCXOANTENBHO
MO3BO/IM MCMOMb30BATb BECH OMbIT BU3YanbHOM
KYNbTYpPbl, CMELWIMBATb CTU/IM, HaNPaBIEHNS, XKaHpPbI

B MOObIX MPOMOPLMAX 1 KOMBUHAUMAX. «HmncToTa
¢dboTorpadrueckoro onbiTa» Tenepb ocTaeTcs
npusunerven asTopa. CeroaHsa dotorpaduns nmeet
BO3MOXHOCTb IerasibHO NMoApaXkaTs KMBOMUCK, AN
Yero CyLLecTByeT «yA0BHbIN» HEOMUKTOPEanm3aMm,
KOTOPbIN MOXET B3aMMOLENCTBOBATL C APYrUMU
apTUCTUYECKMMY NPAKTVMKAMU — COBPEMEHHbIE
TEXHONOTUU TYT KaK Henb3sa KCTaTu. B Ton nnm nHon
CTeneHu, BCe 3TO — U3BECTHbIE MCTOpUYEecKmne
NOMbITKKM M06bIMU CNOCO6aMU HUBENMPOBATb
cyrybo doTtorpadbuueckme kauecTsa, Takme Kak
[OKYMEHTaNM3M 1 HaTyponognobue. [1o MpoHmm
Cyab0bl, KMBOMUCH OAHAXKAbI MOCUMTANA 3TN KavecTBa
[OCTOMHbBIMW — TaKk noasuaca runeppeanism. [pn
3TOM TYT e 6blNla oYepyeHa, kasanochk bbl, yxe 3abbiTas
npobnemMaTka — COOTHOLLEHNS 0bpasa 1 peanbHOCTU.
BHoBb BCTan BOMpOC: AO/MKEH U Y N306paKeH s
6biTb dusnuecknin pedepeHT? o-npexxkHemy
OCTaBasAChb 3a/10XKHULEN peanbHOCTK, doTorpadus
OTBEYaeT Ha 3TOT BOMNpocC yTBepanTensHo. [lencTeng
¢doTorpada CpaBHUMbI C OXOTHUYBUM PUTYANIOM

no nMpecnefoBaHnio 4OObIUM, KOTOPOW ABAdEeTCS
nencteutensHocTs. CoBpemerHas dotorpadusa —
noxanym, OfuH 13 rMaBHbIX MEXaHU3MOB habpuKim
«peanbHoro», oTBeyYatoLLen 3a MPoOn3BOACTBO €ro
MUdOoB. [opoit TONbKO aBTOP 3HAET, UTO e Bce-
TakW HaxoOMAOCh nepep ero obbekTnsom. MHorue
PaCCUMTBIBAIOT Ha MHTENNEKTYanbHOro 3puTens (Bo
BCAKOM C/ly4ae, MHTepPecCyoWerocs akTyaibHbIM
MCKYCCTBOM, MOLOW, AM3aMHOM, U B LLE/TOM KY/I6TYPHbBIM
MEMHCTPXMOM), MOMArascb Ha ero KPUTUYECKUI yM

N NOSMBHOCTb MO OTHOLIEHWIO K JOMUHMPYHOLLMM

cnocobam penpe3seHTauni.



VIcTopuyeckn ¢ MOMeHTa NosBNeHS
abCcTpakLMOHM3Ma B HEM ACHO OMpenensvch ABa
HampaBneHNs: KreoMeTPUYECcKoe», OCHOBaHHOE
NPenNMyLLIECTBEHHO Ha YETKO BbICTPOEHHbIX
KOHPUIypaLMsx, U «opraHMyeckoe», B KOTOPOM
KOMMO3MLMSA COCTaBAANACh M3 AOBOSBHO
bPUBOSIBHBIX MATEH U NUHWI. ECn reomeTpuyeckini
abCTpaKkLIMOHM3M O3Havya HeKMe yCToNYMBblE
cybCTaHLMOHaNbHbIE 3HaHMS, TO KOpraHUYeckmne
abcTpakummy (Yalle BCero, HarnoMHeHHble
nynbcupyowMmn dopmamm, 6ecnopsaaoUHbIMM
pPUTMaMM, HEOAHOPOAHbBIM LIBETOBbIMU Maccamm),

cocpenoTadmBaat BHMMaHMeE Ha TeKy4eCTun,

HEeYyCTOMYMBOCTM MPOLLECCOB, XaoCe MUPOYCTPOMCTBA.

[NMocne BTopow M1UpoBOIM BOMHbI aCTETUYECKME
KOHLLeNUMM abCTpakLUMOHN3Ma YTEPSIV CBOIO
MeTadU3NYECKYIO OCHOBY, MPEBPATUBLLMCH LN

B MPAMYIO GUKCALMIO MCUXNYECKMX COCTOSAHUIN
aBToOpa, UK B GOpManmncTmyeckme nomcku,
CKOHLEHTPUPOBaHHble B 6O/bLUEN CTeMNeHN

Ha An3anHe. AGCTpakTHas doTorpadusa Takxe
npeTeprieBaeT yaeonornyeckme TpaHchopmaumn,
CTaHOBSICb HEOTHEM/IEMOW COCTaB/IAOLLEN
NHTEepbepa NIV NOEanbHOWN 3CTETUYECKON GOPMYNON.
[Naynb Knee, weeruapckuni sxnsonucell, rpadumk,
TEOPETMK MCKYCCTBA, TECHO CBA3aHHbIN ApY60oi

c Bacunmem KaHouMHCKNM, B CBOEM COUMHEHN
«XynoXKeCTBEHHOE MblLUNEHNE» BbIPA3U
B3a/IMOCB#3b MAE€a/IbHOIO 1 MaTepUabHOroO TakyMK
cnosamu: «BepoaTHo, oHo camo [MaeanbHoe]

ecTb HekoTopas GopMa MaTepUK, TONbKO He
BOCMPUMHMMaeMas TEMU XKe YyBCTBaMU, KOTOPbIMY
BOCMPUHMMAOTCS M3BECTHbIE B1Abl MaTepun. Ho oHo
[OMKHO PacKkpbiBaTb ceba AN MO3HAHUA B U3BECTHbIX
BMAAX MaTepUU... byayun NpoHUKHYTO MaTepuen,
OHO AO/MKHO MPUHUMATL XXNBYIO AeNCTBUTENbHYIO
dopmy. bnarogapsa sTomy MaTepus obpeTaeT CBOKO
MN3Hb...» [4]. Janee Knee npgamMo roBopuT 0 TOM, UTO
OH PaCcCMaTPUBAET MCKYCCTBO Kak HEKYHO «MPOeKLUMIO
3anpenenbHOM NpaocHoBbI». Heobxoammo
NpOpPBaTbCs OT KOOBEKTHOrO», TO €CTb OT MPOCTbIX
KHANMNYHbIX ABNEHUI», HAa KOTOPbIX OCTaHOBUINCH
NMMPECCUOHUCTDI,

K «MpaobpasHoMy». [5]. Tak OH Mrcan o >KMBOMUCHK

1 rpadumke, HO UMeHHO ¢oTorpacdus NpeogonesaeT
obbekTnBHOE. Xaoc — Mu1bmyeckoe nepemnyHoe
COCTOSAIHME MaTepKanbHOro MMpa — poTorpad
Bnagumup [nbiHWH NpeBpalLaeT B perynspHyto, To
€CTb rapPMOHUNYECKYHO, MAEANbHYIO CTPYKTYPY MyTeM
NIMYHOTO OMNTUYECKU-DU3UYECKOTO €€ OCBOEHNS.

OT MaTepmanbHOWM, BHELHEN CTOPOHbI OH NMPOXOAUT
nyTb 4O BHYTPEHHErO COAEPIaHNS NpeaMeTa.
AbBCTpakUmg AOCTUraeTCsa He Yepes oboblieHue, HO
NoCpeacTBOM aBTOPCKOrO MOHWMMaHKs MASanbHOro U
bYHKLMOHaNbHOM MHTepropu3aumm. [neiHUHYy Tenepb
HEAOCTaTOYHO TO/bKO MMMEPCOHANM3MPOBaTh
BHEWHMN MUP. B ero paHHNX apXmUTeKTYpPHbIX CepUsax
y3HaBaeMOCTb OCTaBaslaCb NMPUMETOWN He CTOMbKO
dusnueckoro obnrKa, Ho MeTabUsUKL 30aHNS.
Pumckni «Konmzen» (2011 ) 6yato 6bi noKpbIT
«CNOAMU», Yelllyen BpeMeHu, KOTOpoe NOCTerneHHo
HapacTano Ha ero CTeHbl, a kKaMepa CMOr/a
3ameyaTneTb 3TOT MPPALIMOHANbHbI GEeHOMEH.
ABCTpaKkTHbIe «BEPINHCKUE» KOHCTPYKLMU ero
HOBOW CepUM He UMEIOT HUKAKUX GU3UYECKMX
NPUMET, a CIeloBaTENbHO, MPOCTPAHCTBEHHbIX

1 BpeMeHHbIX. Ha Hawmx rnasax ¢otorpacdus
LepeannayeT M1p, CaMa NoABeprascCb 3TOMy
npoueccy. YCroBHas apxmMTeKkTypa Ha KyC/0BHOM»

doTtorpadun. OnTrueckmn-ouanyecknin NyTb

OCBOEHUA AENCTBUTENBHOCTU NMOTOMY COAEPXKNT B
cebe HeEKOTOpOe orpaHuyeHe, YTo OH nepenaeT
TONbKO BHEWHMIN BUA, HEMOCPEACTBEHHOO
dU3MYECKOro aBneHUs, ero N30MPOBaHHOE
npeaMeTHoe 6bITUe, HO OCTaBNAET B CTOPOHE

€ro CrnieTeHHOCTb C TPaHCLIeHAEHTHbIM. ToNbKo
abCcTpakLmMsa MOXKET MPOTUBOCTOATb SMMUPUKE.
doTorpacduma ocBanBaeT LENCTBUTENBHOCTb
pPEe30HaAHCHO. [M1bIHMHY MOHaA0bMNOCh BbIOpPaTh
NHOW, KHEOMTUYECKNM CMOCO6», KOTOPbIN MPUBES
€ro K CMHTe3Y BHeWHero BUAEHNS U BHYTPeHHero
cosepuanuns. PasrnagpiBaHne abcTpakumin [NbiHKHA
NpeacTaBagaeTcs CBOeobpasHbIM ynpaskHEeHEM

Ha penakcaLmio: HyXKHO TOMbKO NPeaCcTaBuTb,

YTO KOrAa-ToO MMP OT/IMYANCA OT HaWero MMpa w,
BO3MOXKHO, BHOBb OYAET OT/IMYaTbCA OT HEro B
oyayueMm. [osTomy ans ymMospuTenbHowm doTorpadum
HaLW BUAMMbIV MUP, 061aaaoWMt 0POPMIEHHBIM
0B/IMKOM, — HE eANHCTBEHHbIN 13 BO3MOXHbIX
MUPOB. V13 abCTpaKkTHbIX 3/1EMEHTOB MOCPEACTBOM UX
oObedMHeHVs B OTBMIEYEHHbIE CTPYKTYPbl CO34aeTcs
dbopManbHbIV KOCMOC, KOTOPbIN OOHAPYXKMBaET
HeKOTOpoe CXOACTBO ¢ Bennknm TBopeHmnem

(1nn, BbITb MOXKET, BaHabHbIM CIOXKEHUEM
3/1EMEHTOB, HAMOMUHAIOLWMX KOHCTPYKTOP «Jleroy),
1 IOCTaTOYHO MPOCTOro AYHOBEHUS, UTObbI
BbIpaXeHue pennuriMo3Horo 1 caMa penmnrua ctanm
LeNCTBUTENbHOCTbIO (MM BCE pacChiManoch, Kak
HeylauHO CIOXKeHHas UrpyLLIKa).

OnbIT 0bWEHUS C MUPOM MOXET ObITb YNaKkoBaH B
doTorpaduueckmin anbbom. Ho 66110 Bbl CKyUHO
yAEePXKMBaTb B FO/IOBE €ro KapTUHY Kak aHTOOMMIO
doTOoCHMMKOB. ECTb ellle acnekT «3penmiia»,
3CTETUYECKMI KO KOTOPOTO CBA3aH npexae

BCEro C CO30aHMEM KMPEKPACHbIX UITIO3NN.
[MbIHWH CO3Aan CBOO XMMepY, CBOM ropo/, CBOW
BepnuH, HaBcerga yTpaTua CBA3b peanbHbIM
pedepeHTOM, TO ecTb ¢ cammm cobon. Okazanoces,
4yTo boTOorpadma MoxeT 6bITb 6e3yMHOMN, a ee
pean13M He TOMbKO OTHOCUTENbHbBIM, CMATYEHbIM
HEOHXOOMMbIMU XYAOKECTBEHHbIMW MpUNpaBamMu,
HO 6E30THOCUTENbHbBIM, TO €CTb aOCOMOTHBIM,
CTepubHbIM, abCcTpakTHbIM. [ToHago6mnach bl
CNOXHaA «pecTaBpaLMoHHasd paboTay, YTobbI

HanTu Nnepeoobpas. [1ns coBpemeHHoro doTorpada
peanbHOCTb — NMLWb YCNIOBUE AN NMONyYeHUs
KOHeuHoro «npoaykTa». B pabotax [NbiHMHa OHa,
CcKopee 13BecTHa (0 YeM CBUAETENbCTBYET STUKETKA
C Ha3BaHueM), yeM ovesuaHa. OHa He BHywaeT
«MaTepuansHoro» fgosepua. PoTorpad passeHurBaeT
YTOMUTENbHYIO 6aHaNIbHOCTb MOBCEAHEBHOM YKN3HM
NOCPEACTBOM KaxyLLEMCs CyvanHom KOMBUHaLUMn
KaOpOoB, MPEeBPALLEHHbIX B LIBETHbIE pasMepeHHble
KOMMO3ULMN.

®oTo-abcTpakumm [NbiHMHA HarNaaHo
LEMOHCTPUPYIOT BeXIMBOE 6e3pasnnyne
¢doTorpada K mopTpeTy ropoaa, CTaHOBACH
YHWKAIbHbIM BMECTUULLEM ero obpeTeHHon
cywHocTu. [poeKkT oKoHYaTebHO 3aMblKaeTcs

Ha nepcoHe co3paaTtens. 13BecTHble KOoHLenumm
BbICTPaMBaHMA MPOCTPAHCTBEHHbIX UAIO3MIA MU
PUCYHKa ropoACKOM cpefbl (HEOXKUAAHHbIE PaKkypChl,
KPYMHbIE MAaHbl, TEKTOHMYECKME HAarpOMOXKAEHUS
NN TEKCTYPHbIE N3bICKW), TPAANLUMOHHO
XapaKTepHble apXUTEKTYPHOMY XKaHpYy, 3aMeHat0TCA
YMO3PUTENBbHBIMU KOHCTPYKUMAMU. OCOBEHHOCTb
aBTOPCKOrO A3bIKa — >KECTKas, CTPYKTYPUPOBaHHas,
ypaBHOBeLlleHHas NnMHenHocTb. Hukakon csoboaHowm
MMMNPOBM3aLMN; HABOP MNOCKOCTEN — OCMbICIEHHbIN

KOHCTPYKT, CO34aHHbIN Mo Bose poTorpada. 310

CBOEro pofa Kanemaockor, rae LBeTHble CTEKAALWKY
BbICTPAMBAIOTCA B TY UM MHYIO UAEANbHYIO
KOMOUHALMIO — MOC/E TOro, Kak NMoBepHYu
BO/MILLEBHYIO TPYOOUKY, XpaHALLyto UX. AGCTpakums
npeanonaraeT noaydYeHmne Hekoro paprHUpPoOBaHHOIO
YAOBONBCTBUA: BU3YaNbHOrO WM yMCTBEHHOTO. Ha
3TOM AO0NYyLWEHMM OCHOBaHa M BCS COBPEMEHHas
MaccoBas KynbTypa. Ho Beab dpoTorpadusa HmMKoraa He
Oblna nnm ByaeT NCKYCCTBOM 3/MTapHbIM. Ha camom
nene, dotorpadusa — 370 cBOeobpasHas «cpeaa»
(onpeaenenmne CbtozeH 30HTar), — Kak, HanpuMmep,
A3blK, — B KOTOPOW BO3HMKAIOT Kak Npoun3seneHms
MCKYCCTBA, Tak 1 MHOTOe Apyroe.

B coBpeMeHHOM AeNCTBUTENBHOCTH
XY[LOXKECTBEHHbIE MPaKTUKM — 3TO KOHBEMep
KKYNBTYPHbIX» MOEN, KOTOPbIM paboTaeT BMecTe C
LPYTMI UX MPOU3BOAUTENSAMU, Byab TO My3bIKa, KMHO
NN AU3anH. VIMeHHo ¢ HayaloM MOCTMOAEPHK3Ma
BM3YyanmM3auma pasaenmnacs Ha «ao» 1 «nocnex. To
YTO 6bI10 «A0» — ObI/IO KMPUYECAHO», KHATTOMAXKEHO»
M ABNASIOCh BO BCEM KPACEe KUYMCTOrO MCKYCCTBa

MK gaxke «GoNbLIOro CTUAA». DTO OTHOCUTCS U

K poTorpadumm, oT KOTOPOU Tenepb He TpebyeTcs

HW NpeaenbHOro NpPaBaonoaobms, HU OCTPOTO
CIOXETa, HU BbIBEPEHHOW MOCTAaHOBOYHOCTU, HUA
aBTOPCKOro cybbekTUBM3MA, BKIIOYatoWero B cebs
ntobrTeNbCKME LEPOXOBATOCTY M MOrPELHOCTU.
[MpodeccrnoHanbHbIM «10CK» AOMKEH BbIMAOETD
«ybenmTenbHo». ABCTpakTHbIe KOMMO3MLMN

[MbiHKHA — NpodeccroHanbHo yoeamTensHbl. OHm
OMMPatoTCA Ha BMOJHE KNACCUYECKUI CTU/b 1 ero
Aapyarilime npuMepbl, U MOTOMY CaMOLLEHHbI: KaK C
TOUKM 3pEHUS BbICOKONOBOM KPUTUKI, BeOyLLen CBOU
WNHTENNEKTYa bHble PACKOMKU, TaK U C TOYKWN 3peHms
«ICTETUYECKM MOAKOBAHHbIX» XO3A€B KBaAPaTHbIX
NPOCTPaHCTB HEBUAAHHOW AM3aNHEPCKOM KPacoThl

N MUHUMANUCTNYECKOWN UCTOHYeHHOCTU. M ecTb eule
3pUTeNb. DTO YTEWUNTENbHO: €CTb [/719 KOrO TBOPUTb,
yTOBbI Pa3rnaapIBanu, 6biTs MOXET, NOCTUIANM,
BOCTOPraanch 1 MoKynam.

AbcTpakuya. XonoaHas poMaHTKa 3TOro CTUAA,
NNWEHHOTO Kakmx NMbo 3MOUUI, HEBEPOSTHA.
3aMeyeHo, UTo YeM «yrkacHee» CTaHOBUTCA 3TOT

MUP, TeM abCTpaKkTHee CTaHOBUTCS UCKYCCTBO, B

TO BpeMa Kak 6oMee cyacTMBbIN MUP CO3AaET
«MOCKOCTOPOHHEE MCKYCCTBO®. YTO 3TO 3HAUNT?
«[oTycTopoHHee» 03HavaeT 34eCh, B ONpeneneHHoM
CMbIC/e, KMMetoLLee CXOACTBO C GU3NYECKON
peanbHOCTbIO®. MUp, KOTOPbIN HEe MOXKET

CO3[aTb Takoe «peasibHoe NCKYCCTBO», 0bpeyeH
3aMKHYTbCA B aBCTPaKLMM CyObeKTUBHOCTM B
obnacTu npeacTasneHnin n KoHuenumn. bonee
rapMOHMYHBI MUP CYLLIECTBOBA/ B MPOLW/IOM:
BENIMKOE UAEaNbHOE UCKYCCTBO aHTUYHOCTU 1

ee peHeccaHc. MOXHO [enaTb ero «Komnmm», Ho
>KelaHWe Co3[aBaTb HEYTO HECBOEBPEMEHHOE
cemnyac KaxeTcs MHe 6ecrnoMolHbIM. Kak BCcakmin
XYLAONKHUK, [BIHWH ULLET akTyanbHOE OCMbIC/IeHMe
LencTeuTensHocTW. bnarogaps Tomy, UTo oOH
3acTaBun pusnyeckme oObeKTbl MPeBPaLLaTbCS B
abCcTpaKkTHbIE BbIpaXKeHWa CyObeKTUBHOCTU 1 Aaxe
CNNTBCS C HUMMW, NOUANNYECKU-YNCTOE, KOTOPOE
Tenepb HeMb3s NoAYYUTb B SMMUPUYECKOM OMbITe,
coxpaHsaeTca Kak ocobas papuTeTHas LIeHHOCTb,
Oyoy4n nepemel,eHHoM B 061aCTb «MpeacTaBaeHUs».
Mo cobCcTBEHHOMY MPU3HAHKIO aBTOPA, OH CTPOWT,
LMTUPYIO, KBO3MOXKHbIE MUpbI». BoccTaHoBNEHME
MOKOSA MOCPEeACTBOM YPaBHOBELLMBAHUS ABMKEHUS

— BCe 3TO BbICLIME BOMPOCHI GOPMBI, MMetoLme

peliatollee 3HadeHne ans «dopManbHON» MyapoCTu,



HO elle He BbICLUNIM KpYT McKyccTBa. B Bbicwem kpyre
33 MHOTFO3HAYHOCTbIO CTOUT 3CTETUYECKAs TalHa, U
CBET MHTENEKTa rAaCHET CaMbIM XasknM obpasom.

[pekpacHoe HEBO3MOYXHO MOCTUYb.

1. Ponax bapt. Camera Lucida. AdMarginem,

1997,C.162

2. Tamke. C. 130

3. Tamke. C.130

4. XiobHep K. MctnHa muda / KypT XiobHep

[mep c HeM. N.KacasmHa].- M.: Pecny6nuka, 1996. C.
448

Onbra ABepbsaHoBa,

PykosoauTens otoena Vckycctea dotorpadum
MU M. A.C. TlywiknHa, kaHamoat

NCKYCCTBOBEAEHMS, UCTOPUK poTorpadmm, KypaTop.
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