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CroJb HAMIAZHBIM CIIOCOO0M (PMIBTPyEMOE COOBIIEHNE, TPETEHAYIONEee ObITh ICTOPUYECKUM
IOBECTBOBAHNEM, OTKPOBEHHO CBUJIETEILCTBYET O TOM, YTO OHO — BCETO JIMIIb TE€HJICHITNO3HAS
Bepcusi, UMeIomas eANHCTBEHHYIO aJbTEPHATUBY B BHUJE NPEOLIBAHUA 3a PEMICTKOH, a IOTOMY
JOKHA TPUHUMATBCA Ha Bepy. <...> Ho TOJbKO 00BEeKTOM Bephl CTAHOBUTCS HE TOT, OT YbEro UMe-
HU ITPOBO3IJIAIIEHO «MMEIOIUH I7Ta3a — YBUAUT, UMEIOIUH YIITN — YCJIBIIINT», A BCAKAs BJACTD, 110
CBOEMY IPOM3BOJIY JO3UPYIOIAs 3pEHNE U CJIyX, IIPU3HAIONAA JUIIb OJUH POJ CBOOOJBI — CBOOO-
Zy HE BUJIETD ¥ HE CJIBIIATE. <...> A TIOTOMY, YTOOBI COXPAaHUTDH BEPHOCTD CMBICJTYy ¥ UICTUHE, HYKHO
HOHATD 3TOT CMBICJI BO BCEH aOCYPAHOCTH €TO 3pUMOM (POPMBI, UYTO B JAHHOM CJIydae O3HAYAET —
CMOTPETDb U BUJIETD, HE YKJIOHAACH, HE CKPBIBASICh OT OYEBUJIHOTO U HE CKPBIBAd €TO.

Eciau Ha6paTb B I/IHTepHCT'HOI/IC'
KoBHKe cioBa «JlenmHrpag» m «poTo-
rpadus», Bbl HaljJeTe He TOJBKO CO-
BpEMEHHbIE TYPUCTUYECKUE CHUMKH.
OnHa M3 NEPBBIX K€ CCBLJIOK BBIBEJET
Bac Kk anpbomy «Heuwssecrnas Oioka-
na. Jlemmnrpan 1941-1945». 13 crarei
U MHTEPBBIO COCTABUBLIErO ero Biaau-
mupa HukuTnna u ipyrux ucciegosare-
JIell BbI y3HAETE, YTO CHUMATh B TOpOJE
MOTJIM TOJIBKO PEIOPTEPHI MO 3aAaHUIO
peraxnuu. OCTaTbHBIM JEpPKaTh JoMa
(poroanmaparsl (a Takxke pagHOIpUEM-
HUKH, KWHOKaMepbl U KapThbl) ObLIO 3a-
npemnieHo. PaboTas HaJy KHUT O B apXuBe
YOCB, rae gena CHCTEMATHU3UPOBAHBI
110 (paMmInAM (2 3HAUUT, HATKHYThCS Ha
HYXXHYIO MH()OPMAIUIO MOXKHO TOJBKO
gygom), HUKUTUH HayraJ HasBajJ CBOIO
cobcrBeHHy0. Tak OH y3HAJI O CBOEM OJI-
Ho(ammibne Anekcanjape Hwukurnwze.
K marepuanam gena Gbia npuoGiieHa
IJIEHKA, KOTOPYIO HAIIEeYaTaJ! YK€ TaM,
Ky/la «9aCTHOE JINLO C (POTOANIIAPATOM»
II0IIaJIO 32 HE3aKOHHYIO chbeMKy. Ha uep-
HO-0€JIBIX KajpaX — 3aCHEXXEHHBIH Tro-
PO/l B JIETKOH JIbIMKE, CHSITBIH B JJOBOJIb-
HO POMAHTHUYECKOM MaHepe: eCThb 3/1eCh
uyTo-TO OT Asnekcanapa I'punbepra. Bor
TOJIBKO IIPUIJIAJIEBIINCH, 3aMEYaCllb,
YTO JIIOJU B HEM HE HpOCTO I/I,Z[yT 10 yIIl/I'
I[aM: HEKOTOpPBIE TAHYT 3a COOOI 0 JIbY
tpynsl. K gesny npuoxkena kapTa, Ha
koTopylo HUKHMTHH 3a4ueM-TO HaHOCHJI
MecTa paspymenuii. OH 6bI OGBUHEH 110
58-i1 cTaTbe, HOJYUYUI IATH JIET U YMep
B narepe noj Conuxamckom. bein in on
IIIIHOHOM, KaK YTBEPXKAAJIU COOTBET-
cTBylonue nHcTaHuuu? Mim — 4ro Be-
posATHee — O6BIYHBIM (POTOTIOOUTEIEM?

Muxawnin AjieHOB.

O'—ICBI/ILLHOCTI/I CUCTEMHOTO aGCpr[I/IBMa CKBO3b 3M6]IeMaTIde

MOCKOBCKOI'O METPO, 1IN A()Cyp/:[ KaK ABJIEHUE UCTUHDI

C oaToil wmcTOpPHM, paccKa3aHHON
JINYHO €MY, 2 TAK)KE C APYTUX IHOZOOHDBIX
anu30/08 A1 Makcuma [llepa navanaco
pa6oTa Haj npoekTom «Kapra u treppu-
TOpus». 36PHOM €T0, KOPEHHOTO NeTep-
OypiKIia, MHTEepeca K 6J10Kajie cTaaa «pu-
rypa OTCyTCTBUSA» — CTPaHHAsA 6€THOCTD
nHOpMaUY, OCOOEHHO BU3yaJIbHOWM,
O TOM, 4TO HPOUCXOAMJIO B TOpoje. A
TAaKXe CAMLOIKOM Majoe KOJIMYECTBO
NaMATHUKOB, TTOKa3bIBAIONINX «JEJIOBE-
yecKoe HM3MepEeHue» IPOMCXOAUBIIETO,
CKYAHOCTH HAyuyHOW pedIeKcuu U Cia-
GOCTH MOTBITOK MPEACTABUTD TEMY B CO-
BPEMEHHOM UCKYCCTBE:

«§I He 3Ha10, Kak 3TO Ha3BaThb. Tady?
Bpoxe me Taby. Toponckas Taiina?
CrpaHHbIl MU, HAXONANUUICA IIOX
cuyzom. Jlo cUX HOp NpPakTUYECKH HET
OCMBICJICHUsI, HUKAKUX CJIOB KpoMe “re-
POMYECKOro IOJBHUIA JIEHUHTPAALEB”.
ITO KOJOCCAJIbHAS HUCTOPHUS, 4 O Hel
€CThb BCEro HEeCKoJAbKO KHur. M mepsas
u3 "Hux, “‘Buokajgnas kuura” Jlanumiaa
I'panuna n Anecs AxamoBudya, BBIILIA
cinycta 30 sner. Kakoe-tro abcomoTHOe
Taby Ha MbICIb. M Taby Ha 06pa3, oTany-
HBIH oT ocurmanrbHoro. Cdepa cumMBoO-
JINYECKOTO BOOGIIE ITPEACTaBICHA Y HAC
B OCHOBHOM MyOJMIIUCTUKONH. Y MeHSA
ecTb anbOooM "XyJOKHUKH OCaXJIEHHO-
ro ropoga” 1985 roga usganus, Tak Tam
“HCKyCcCTBO” — 3TO TOJBKO arUTILIAKATBI,
KapHUKaTyphl, Ta3e€THbIE PUCYHKH, HeEl-
TpaibHble nei3axxu u Bcé. Iopox kak
B GJIOKAJIE IO CUX ITOP>».

Ha BricTaBKe cynboy poTomoduTens
HuxuruHa CHMBOJIU3HPYET 3aCBEYCH-
Hasl IUIEHKA. 3/ieCh BOOOIE MaJO JOKY-

MEHTOB B IIPUBLIYHOM CMBICJIE CJIOBA —
6epex]HO COXPAHEHHBIX CBUAETENLCTB,
MOABEPTIIUXCST My3€HHOM KOHCepBaIuKu
HpeﬂMeTOB. U tem He MeHee HU OJH N3
OObEKTOB HE ABJIAETCS TOJBKO ILIOAOM
BOOOpaXKEHUs aBTOPA WJIHU JAHDBIO MOJE
Ha mocumentary. 3a KaX/JbIM CTOSIT pe-
aJIbHO MTPOU3OUIEIINE, XOTS U HE BCETIa
MPOCTO, 6€3 AOMOJHUTENbHBIX M3bICKA-
HMI CYUTBIBAEMbIE UCTOPUU — PE3YJIb-
TAaT KPONOTJIUBOH PabOThl ¢ KHUTAMU
1 MYy3€5IMU, BHUMATEJIbHbBIX PA3TOBOPOB
c moabmu camoro Ilepa.

JIlBa u3 Takux OOBEKTOB BbI3bIBa-
IOT OCOGEHHO CHJIbHBIE UyBCTBA — CO-
rmepeXuBaHUE, TPEBOTY, CTPax, TOCKY.
ITepBblit — MaJIOM3BECTHBIA GJIOKA/HBIN
nuepHuK [lerpa l'opuakosa. to «Henpu-
JyMaHHBII> npeamer. HaGpanublii cHa-
gaa PTII, penbedHO-TOUeUHBIM M pH-
ToM (I'opuakoB ObLT CIAGOBUIAIINM),
3aTeM pacHU(ppPOBAHHBIA U XPAHAIIUI-
cs ceituac, o caosaMm Illepa, Bo Beepoc-
CUIACKOM o0miecTBe caenbix. Onucanue
ObITa IIEpEMEXKAETCSH CTPOYKAMU O Te-
POMYECKOM XXEJTaHUHU IPUHECTHU HOJIb3Y
Ponune. Illep BHOBL HAGUpaeT OJHY U3
ero crpanun mpudrom bpaiins. Iepen
HaMU OeJIBII JIUCT, TOYKH Ha KOTOPOM
TPYAHO YBUJIETD, JIETUE — JOTPOHYThHCS.
3a 3TUM CTOUT HE INPOCTO COBPEMEH-
HBIN, 3a9aCTYIO JJOBOJbHO MOBEPXHOCT-
HBI MHTEpPEC K MUPY HE3PAIUX JIOAEH
(psi TAKMX BBICTABOK MBI BUJEJIH 1 B Mo-
CKBE€), HO mIy6okoe pasmbinieHue. Ha-
IIpuMep, O TOM, YTO 3PUMO NMPEACTABUTDH
IOBCEIHEBHYIO MYKY 6JIOKaJTHOI'O TOPOA2
HE IT0Jy4aeTCs MO 3aIpPeneHHbIM PoTOo-
KapTOYKaM, HO yAAeTCs MO THEBHUKAM
IIPAKTUYECKH HEBUJAIIETO YeJIOBEKa,

KOTOPBIA yIOTPEGIsIeT MHOXECTBO Me-
Taop 3peHns. 31ech ke BCIOMUHACIIb
O ApPYrux GJOKaJHBIX JHEBHUKAX, ABTO-
PBI KOTOPBIX MONAJAIN 3a UX BeAeHUe
B OpraHbl, HOrUGAIN B Jarepsix OT JUC-
TpoduU MK GBI PACCTPEISHDL.

Bropoii 06bekT — peaabHas KapTa
Jlenunrpaga 1927 roga. HemonsitHele,
HpO‘{Cp‘ICHHbIC KapaH;[amOM JUHUU
MapuIpyToOB, BEAyMHUE K GOJbHUIE HM.
Bepnr Ciynkoii u K mKoJie, B KOTOPOI BO
BpeMsl BOMHBI ObLI TOCIIUTAJIb, a Ceifyac
Y4UTCA JIOYKa aBTOpa IPOEKTa, 3aCTaB-
144 3aaTh cebGe BOMPOC: KTO U KOTJa
XOAMJI 10 BTUM yJAULAM JO HAC, COBpeE-
mennbix. Ho Ilep He mpocTo j1eHUBO
3aJlaeTcsA BOpocoM. B mpescrasiennom
Ha BBICTaBKE BMJIEO OH IPOXOAUT IIO
HUM IIENIKOM, 3aMepsisi BpeMs U IbITa-
ACh IPEACTABUTL HENPEJCTaBUMOE —
a 32 CKOJIbKO 4aCOB y[aJ10Ch ObI €My Tipe-
OJI0JIETh UX B OCJIa0JI€HHOM COCTOSHUU,
B GJOKAJHOM TOpOJ€, 3aBaJCHHOM CHE-
rom. CbeMKaIo3BoageTXOTAObIOTUACTH,
B TBICS'YHON, MOXET OBITb, JIOJE BOOO-
Pa3UTh 3TOT CKOPOHBIMA, TAXKEJIBIHA MyTh.
A BoT ¢dammmmsa JlaBpoBoii, AKOOBI BJa-
JeBIIel 3TOM KapTOi, — BbIJyMaHHAd.
Ho B ee ucropuu nepenyieTaoTCs peab-
HbI€ MU30/bI U3 JKU3HU APYTUX JIOJAEH,
BPOJIE CUTYalluu C KOJUIEKIMOHUPOBA-
HHMEM HEMELKUX OTKPBITOK.

MiMeHHO TaKuX pa3sBEpPHYTBIX O6D-
SACHEHWH 3PUTENI0 CBOETO 3aMbIC]a
aBTOP KaK pa3 M CTapaeTcs HU30erarb.
Ilo ero MHeHUIO, rPaHb MEXJY BbHIMBIII-
JIEHHBIM U JJOKYMEHTAJBHBIM B €0 00'b-
eKTaxX He JOJDKHA ObITh IMOHATHOU 0e3
ycunnii. Llenb — BO-IEpBBIX, MOKa3aThb

«HECYUTBIBAEMOCTb» WHUBH/YaTbHBIX
KOHCTPYKIIMIT BOOOpaskeHus, «poTorpa-
(puueckoro 6ecco3HATEIBHOIO» HAIIETO
COBPEMEHHMKA; a BO-BTOPBIX, OIYyTUTb
I/IppaL[I/IOHaJIbHOe ‘IYBCTBO l'[peGbIBaHI/IH
TaM, I/le BCE MOCTABJIEHO C HOT Ha T'0JIO-
By. 1 neso 3sech He TOJIBKO B HETIOHST-
HOCTH Yy>KOTO BHYTPEHHEI'O MUPa; CAMO
npouuioe Henponuiaemo. He motowmy,
YTO BCE ATO «ObLJIO AABHO», 4 HAII B3TJISA
CYyOBEeKTHBEH. 32 HEIpPOHUIAEMOCTBIO
CTOUT OJHOBPEMEHHO HECKOJIBKO COO00-
paxennii. Hanmpumep, o 3aMKHyBIIEMCS
B MOJYAaHUU MHpe TpaBMbl. Pacckass
O COBPEMEHHBIX CEMbSX, OTKAa3bIBAIO-
MUXC OT HAWAEHHON HCCIeg0OBaATEN -
MUy MH(GOPMALIMH O ITOrUGIINX Ha BOIiHE
U PENnpecCMpOBAHHBIX — Kak pa3 o006
3TOoM. U BBITECHEHUWE, HEBO3MOXKHOCTH
YyBCTBOBATb IIPOCThIE YeJIOBEYeCKUe
3MOIMH, OHEMEHNE, OYePCTBEHNUE, Tele-
CHas 3aCTBUIOCTD U CIYTAHHOCTH CO3HA-
Hus — Toxe. Ho 3T0 Takke u o ToTaab
HOM HeJOBEPHH, IIOCTOSIHHOM HOAMeHe
CMBICJIOB B TOTAJUTAPHOM I'OCYAapCTBE,
KOT/la HEHNOHSITHO, YTO IOJBEPraTh CO-
MHEHUIO: KOJIBIIO BpParoB U HeOOGXOAu-
MOCTb Mep obecrnedeHus 6e30I1acHO-
CTH OBUIM PEaTbHOCTBIO, HO IApaHOisA
BJIACTU U XECTOKOCTH IO OTHOUIEHUIO
K COGCTBEHHOMY HapOJy — CMeCh HUppa-
LIMOHAJBHOCTH U JIOTUKUA COKPBITUS COO-
CTBEHHOTO HEIPO(peCCHOHATN3MA.

«Ecim 6b1 6bLIM XOTSI GBI (pOTO-
rpaduu, He TOBOPsA O KMHOCHEMKE, BbI-
BECOK, MarasuHOB, JIIOJel, TO Mbl ObI
UMEeJIU COBCEM MHOE TpeJicTaBjIeHne o6
aTOM BpemMeHn», — ysepeH Illep. OTcyT-
CTBHE «YACTHOH ChEMKU» HE I03BOJIAET
HaM IIPpEACTABUTD B IIEPBYIO OUE€pPEAb I10-

BCEJAHEBHOCTb. PaGora e XymoKHHKA
COCTOUT HE B TOM, 4TOOBI IIPOTUBOIIO-
CTABUTb «FE€POMYECKOE» U «YKACHOE»,
a K CTapoil COBETCKOI BEPCHU O «COBEP-
IIeHUH HOJABUIAa» IPHUINCATh BCILIBIB-
M€ K IEPECTPOIKE pa3 upaloe Jynry
IOJPOGHOCTH — CKOPEE, OHA COCTOUT
B TOM, YTOGBI BOCCTAHOBUTH MUP IIO-
BCEJHEBHBIX YYBCTB.

PaziuyHble MKOJBI MCUXOAaHATU32
rOBOPAT HAM, YTO 3PUTEJIbHBIE BIIE€YAT-
JICHUS II€PEIUIETEHBl C TAKTHJILHBIMU
U BO3HUKAIOT B 0ECCO3HATEILHOM
HAMHOTO paHbIIE CIIOCOGHOCTH  OC-
MBICTATh MHP CJIOBAMH U TEKCTaMH.
ApT-TepaneBThl HUCIOJIb3YIOT II03TOMY
U300paXKEHUsl C JIOAbMU, Y KOTOPBIX
CUJIBHO TpaBMI/IpOBaHa IICUXHUKaA: Xy-
JIO)KECTBEHHOE TBOPYECTBO  «PECypC-
HO», OHO JJaeT CHUJIBI JUI IPEONOICHMUH,
a ¢ MOMOMBIO OGPA30B YAACTCH HAPUCO-
BaTh WK coTorpadupoBaTh TO, O YEM
CKa3aThb caumkoM Tskeno. B «Kapre
U TEPPUTOPUHU» PU3OMBI UHIUBHIY-
aJbHOrO BOOOpaxeHus ¢ororpada He
TOJBKO IpPEBpaAIIaAIOTCA B 0606maroie-
TUMU3UPYIONMYIO KapTHHY PacKOJOTOTO
KOJJIEKTUBHOTO CO3HAHUA M IOJCO3HA-
Hua. COuBuYMBasg, pBaHas CTPYKTypa
IIPOEKTA OTPAXKAET HEBO3MOKHOCTD JIJISI
COBPEMEHHOTO  YeJloBeKa  BOOOGpa-
3UTh HEBOOOpA3MMoOe, 3almpeeabHbIC
6oJIb M TparejuIo JPyrux HOKOJIEHUH,
U B KaKOW-TO CTENEHU HEPEKUIbIBAET
MOCTHK COJTHJAPHOCTH MEXKJY SIOXaMH.
Illep xaxk GyATO OAHOBPEMEHHO ILITA-
eTcd IO0Ka3aTh TPYAHOCTh IIPUKOCHO-
BEHUA K HEIPOHUIIAEMOMY IIPOILIOMY
U OLYTUTDb HAJEK/y HA BOCCTAHOBJIEHUE
MUpa 9yBCTB, Ha u3aedenne. Ero padora



c obpaszaMm — HYKHAsg MMEHHO COBpe-
MEHHOMY 4eJIOBEKY IOIbITKA IepepaboT-
KU «/ITHHOW>» TPABMBI.

ITouemy 3xe aBTOPY HEZOCTATOYHO
PeaIbHBIX TEKCTOB U JOKYMEHTOB? 3a-
4yeM 3aIyThIBaTh 3puTens? M uro 3a pa-
GOTy COBEpHIAIOT 3JeCh BOOGpaKeHUE
n mamaTtb? BoT, Hanmpumep, pHUCYHOK
«aT€HTYPHO-KOHTPPEBOJIIOIMOHHOM
ceTn», IKOObI BCKPBITOH COTPYAHUKOM
YHKB/l KpyxkoBeiM, u ¢doTtorpadun
YJIEHOB «BPa)XeCKOH rpynmbl» «[ma3 Ha-
poxna». Pucynoxk Illep cpenan cam, 3To He
«IOKYMEHT 3IIOXU», A B POJIH IICEB/IOAT€H-
TOB CHSIJIUCH €ro Kojuieru-pororpadsl.
Ho cutyanusa m He BBIAyMaHA IEJUKOM:
ABTOP ONUPAETCS HA OIyOGIUMKOBAHHbBIC
JIOKYMEHTBI, KOTOPbIE MOXHO YBUJETD,
Haan/IMep, B KHUTE I/ICTOpI/IKa Hukurst
Jlomaruna (KCTaTH, Ha3bIBAETCA OHA
toxke «HeusBectnast 6iokana»). Cireno-
Barenb Kpyxkos — cymecrsosanx. CeTu
— «BCKpBIBaJIMCb». KM cyas mo abcypay
¢durypupyomux B JOKyMEHTaX Ha3Ba-
nuii (Jlaykm», «OcrTopoxHas»), HeKo-
TOpble GLUIN MONPOCTy BhigyMaHbl. Ho
IIITIOHBI-TO BCE-TaKU Toxe ObL. CMech
PeasTbHOCTA M BBIMBICIA ITOPOXK/ATIACH
sHyTpH camoro HKB/I. YacTh Hazpanmii
nepexodepana Ha cxemy Illepa, e noi-
HOCTBIO BBIMBIIIJICHHYIO, HO U HE CTPOTO
JokyMmeHnTanbHylo. M ¢dororpaduposa-
HHE B 06pa3e — 3TO He UTPA B TPATeUIO;
OHO ITOKA3bIBAET U IOJBUCIINE B HAIIEM
BOOGPaXEHUU (PPArMEHTEI IIPOILIOTO,
U HAIl HBIHEIMTHUE CTanI/I, IIOCTOSIHHO
BOCTIPOU3BOJAIMUE ce6s B CTpaHe, B KO-
TOPOIi He GbLTa BOBPEMS U IO KOHIIA IIPO-
ussejseHa pabora ropsa M pedJekcuu,
a HBIHCIIHUE IPABAI[UE IHOTUTUKU He

3aMHTEPECOBAHDBI B PACIYTBIBAHUU 3TO-
ro Ki1y6Ka.

TexcT moanuceil He IMOJCKa3bIBAET,
rJiec UIMEHHO OCYIIECTBJISETCS BBIMBICEI.
Kyna TouHee 3TO MOXXHO HOHATH, IPU-
CMOTPEBHIMCH K caMuM oObektaM. Ilo-
HEBOJIE 3IyMbIBACIILCS O CMBICJIE CyIIe-
CTBYIOUIETO B OTEYECTBEHHON KYJIbType
pacuieIUIeHUs] MeXJy TeKCTOM M H30-
OpaskeHueM, O ee «TUTEePATypPOLCHTPH -
HOCTU» 1 O «<HEBHUMATEJIbHOM SpHTeﬂe»
(BBIpa’keHHME IUTHPOBABIIETOCS BBINIE
nckyccrsosea Muxanna Annenosa). Ho
B cay4ae C JHeBHUKOM [opuyakoBa HYX-
HBbI Goslee IIyGOKMe 3HAHUS M HHTEpecC
K TeMe, OJJHOrO BCMATPHUBAHUS HEJOCTa-
TOYHO, a Ha 3TO SIBHO CIIOCOOEH OTHIOJb
He KaXKIbII 3pUTeIlb, U TPEOOBATH TAKO-
IO BCE-TAKU CTPAHHO.

VYpaerca nu apropy npoekra «Kapra
U TEPPUTOPUsI» HAUTU KOHTAKT CO CMO-
TPAIUM BBICTABKY, BBINTH 32 IIpeJEJIbl
COGCTBEHHOM  KYJABTYpPBI, IPOGHTHCH
CKBO3b €€ aTOMU3UPOBAHHOCTDL, He-
yMEHUE BUJETb U KEJaHUE OEe3JyMHO
MI060BATHCA  TBIITHOCTBIO  CPEXKUCCH-
pOBaHHBIX 3penum? BricTpanpaeTcs
JI1 MOCTHK MEXJy MBbICJIbIO, TEKCTOM
unso6paxenuem? inobpassrocraiorcs
IIOBEPXHOCTHBIMU, KaK Yy MHOTUX JPYTIUX
OTEYECTBEHHBIX XyI0xKHUKOB? Hackob-
KO, B 00IIEM, yIad4HbI, CEPbE3HBI U TITy60-
KM 3TU BU3yaTU3AIUU BOOGPaKaeMOTo
u 6EeCCO3HATENLHOTO, IIONLITKM IIOKa-
3aTh CaM IIPOLIECC BLITECHEHUSI?

Hasepnoe, ne Bcersa. Tak, pa6oTas
HAJl IPOEKTOM, aBTOP COMHEBAJICS B TOM,
KaKOI CTEIeHH YeTKOCTU JAaBaTh 3pUTE-

JII0 YKa3aHWS Ha TO, JOKYMEHT IIepej
HHUM HJIN HET. CaMO pe]J_ICHI/IC STy FpaHb
3aTEMHUTD, CACAATh BLICTABKY, I/I€ «BCE
CyIIEeCTBYET B HEKON HOBOM, CO3JaHHON
PEaIbHOCTU OOpPA30B, TJE yXKE HEBAX-
HO, 3TO (PAKT YEM-TO WJIU KEM-TO IOJ-
TBEPKJACHHDBIA WJIN  BBIMBIIICHHDIN»,
Ka)XeTCs MHE 3THYECKH KpalHe CIop-
HpiM. HaBepHoe, oHO roBOpuUT uTO-TO
O HEBO3MOXHOCTU C XOJY CJAEJAThb Pbl-
BOK B pedUIeKCMM U IEePEeNpbIrHyTh
CYMIECTBYIOIYIO XYJIOKECTBEHHYIO Tpa-
aunuio. Ho To, 4TO GOJBIMUHCTBO 3TUX
00'bEKTOB COBEPIIEHHO SBHO BBIXOJUT 32
PaMKM OPOCTOU UTIPBI BOOOPAKEHUS, —
6e3yCJI0BHO.

Criop o mpasje M IpaBAONOJ 06NN
(koTopoe, Kak H3BECTHO, HE HMCTHHHO
U He JIOKHO, A JIUIIb BO3MOXHO) BEJETCS
eme ¢ AuTHYHOCTH. B 31oxy Peneccanca
PasroBOpbI, YTO HAYT ceiiyac o (oTo-
rpacpl/m, IUJIA IO TIOBOJY JIMTEPATYPHI.
TeopeTukn TOro BpeMEHH INPUIAYMAIN
[IOMEIIATh BBIMBIIIJICHHbIE ITPOU3BEJe-
HUS B 3II0XHU, OT KOTOPBIX HE OCTAJIOCh
noxymenTos. Ilenp — mokasaTs MHUp, Ka-
KHM OH MOT' GBI OBITh, YCTPOECHHBIM Ha-
MHOT'O JIy4llle HBbIHEeIIHero, B KOTOPOM
repou He THUIOT B KaHJAJaX, a ZOOpPO
no6exaaet 310. MHoe — yaen ucropun.
Ho xak roBOpUT HaM CJIOXKHBHIASCS
B 3II0XY HOCTMO/IEPHA TyMaHUTAPHAS Te-
opusi, 1 JI0G0H HCTOPUYECKU I HAPPATUB
IPH BCEX YCTAHOBKAX ABTOPA HA «IIPAB-
JAUBOCTD» IIOBECTBOBAHMS OKA3bIBAETCS
CYG'bEKTHUBHBIM U K TOMY Xe 00yCIOBJIEH-
HBIM HJ[€OJIOTUYECKUMU YCTAaHOBKAMU
KOHKPETHOTO conuyma. Tosmu u rabioer
HPOIILIOro, B IIy6bh KOTOPBIX CTAPAETCS
CBETHUTH (POHAPUKOM HCTOPUK, 06ecIo-

KOEHHBIN 4eCTHOU paboTOil C JOKyMeH-
TaMU, HEBO3MOXKHO IOCTUYL JIO KOHIIA.
A KxapTa He paBHAa TEPPUTOPUN.

IleganupoBanue cremeHu  3TOH
«IPUAYMAHHOCTU» B COYETAHUH C IMPO-
PBIBOM B COBPEMEHHBIX TEXHOJOTUAX
Bpoge «®PorTomona» npuBeNIN ceivac
K TPEBOXKHOMY SIBJICHHIO — CTUPAHUIO
IPAHUIBI MEXKAY JOKYMEHTOM U MOACTA-
HOBKOH. PablIBbIe MEMyaphl XOJIOKO-
CTa, TICEBAOBOCHHBIE (PUILMBI, UCTOPU-
YECKHE BBIAYMKH — BCE 3TO CyIIE€CTBYET
B MHpE€ B 3HAYUTEJbHBIX KOJUYECTBAX.
ABaHrap/iHO€ IPUCBOEHUE UYYXKUX O0B-
€KTOB BBINIJIO Ha MAaCCOBBIA YpPOBEHbD,
JIOBEICHHBbIE JI0 TIpejena 6opuiispos-
CKH€ CHMYJIAKPbI IOAMEHSIOT C COOOM
JIepXKABUIMICA O HOCJIEHEro GacTHOH
JIOKYMEHTAIbHOCTH.

M Bce xe, kak Buaurcs, «Kapra
U TePPUTOpUs» BIHCHIBAETCS, CKOpee,
B uHy0 Tpajunuio. OHa npumia or-
HIOAb HE C TE€X TEePPUTOPUIl, C KOTOPbI-
MU MBI IPUBBIKIM COMOCTABJIATH CeOst
B 0GECCMBICJIEHHON IIONBITKE «JOTHATH
u nepersarb». Cxopee, ¢ TeX, KOTOpbIE
MBI IPUBBITHO PUHMKAEM — BO3ZMOMKHO,
IMOTOMY, 4TO MOCTpajaau oHu B XX Beke
He MeHblle Hamero. B Adranucrane
n Upane, Kntae m Maanm macca cospe-
MEHHBIX ABTOPOB C Pa3HOI CTEIEHBIO Jie-
JINKATHOCTH U )K€CTKOCTU PACCKA3bIBAET
0 BOIHAX, NBITAETCS BOCCTAHOBUTD Pac-
H_[aTI)IBaeMyIO HpaBﬂH_U/IMI/I IMOJINTUKAMU
COJUJAPHOCTD, OILUIAKMBAET IOTEPHU
B «MaCCOBBIX YHCTKaX».

Bce onm maxonATca Ha mepegHEM
Kpae OUTBBI 32 MCTHHY, HE€ CBOAMMYIO

K HOBOMOJHBIM PacCCyKJECHUSAM O TOM,
YTO CBUJIETEIHCTBO PABHO BBIMBICIY.
[ToTomy 4TO CITyTaHHOCTD AEHCTBUTEIb-
HOCTH W BOOOPAXKEHUA — 3TO HE IIPO-
CTO «3XO OTJAJIEHHBIX BOWH» WU 3HAK
CyOBEKTUBHOCTH MCTOPHKAa B pabore
C OTKprTbIMI/I HNCTOYHUKAMU I/IHq)OpMa'
nuu. 3UAHUE U JTaKyHbl B 3HAHUM, HE-
ITOTHOTA pepJIeKCHH, ITyX0Ta OOIecTBa
B 06JIACTH HPAaBCTBEHHBIX HOPM — YaCTh
IIPOJOJIKAIOLUIETOCS HACTOSAIETO: IOCTO-
SIHHO BO30OHOBJSIEMOM TPAaBMBbI U KOH-
KPETHBIX YCHJIMH IMOTUTHKOB. Bce aTn
ABTOPBI CTAJKHBAIOTCSA CO CJIOXKHOI MO-
PaJIbHOI IPOGIEMATUKO U BBIHYKJI€HBI
HOCTOSIHHO CIPAIIUBATh Ce0s, Iie U KAK
B cepe XyL0KECTBEHHOTO ITPOXOJIUT
IrpaHb MEX/y BOBJIEYECHHEM M OCO3Ha-
HMEM, MEXJy BCKPbITHEM abCypAa, BU-
3yaJu3anMel 3aMaJluuBaeMOro U «CTOK-
roJbBMCKUM cuHApoMom». Ilocrennee
— 3TO KOI/ja aBTOP BJIPYT YyBCTBYET CeOsA
COTPY/HUYAIOIUM B <«IIOJMEHE CMBbIC-
JIOB» C TOTAJHMTAPHOI HJE0JOTHEH, 3a-
MHTEPECOBAHHON B 3aKPBITOCTH apXMBa,
B OTCYTCTBUM HE3aBUCHMOTO 3KCIEPTa,
B OTPUIIAHUU IIPECTYIJICHUS, B IIPAMOM
YHUYTOXEHHUU JOKYMEHTA U JJOKA3aTe b
CTBA WU MMPOCTO B CO3AHUM OINYICHUS
«BCE CTUMIKOM 3aITyTAHO».

Kaxaplii M3 XyJOXKHUKOB pelraeT
CBOM 3a/1a4M [10-CBOEMY, C TOM NN UHOU
crenenpio ycnexa. Jlusannbr Jlxxoana
Xagxuromac u Xanuiab J[3Kopeiire x)ryt
HEraTuBbl  «IpekpacHoro belipyra»,
nevarasi ONaJ€HHbIE OTKPBITKU JOBO-
€HHBIX KPacoT, a Irpynmna «ATjac» 1 ee
raasa Baaupg Paax coszaer HecymecTsy-
jole BOEHHBbIE JOKYMEeHTHL. Tpunaj-
IaTb apI‘eHTHHCKI/IX Xyl[O}KHI/IKOB cMme-

nrar (GOTOCHUMKH U 3€PKajia B IPOEKTE
«MI e HTUYHOCTD», 4YTOOBI HOMOYb HAWTH
JgeTel, mponasmux Bo Bpems «['psasHoit
BoiHbI». HMpanen baxman /[lxananrm
BIIEYATLIBACT B MOPTPETHI Kjeima cy-
I€CTBOBABIINX le/I npe}:[bl/:[yl_unx I1o-
JATUYECKAX peXuMax oroareibe,
rmepedepkuBas UX «PEBOJIOIMOHHBIM»
KpPaCHBIM, 3HAKOM II€H3ypbl — H300pa-
JKEHUS HAIIOMHHAIOT COBETCKHUX «IIpPO-
MaBMINXX KOMHCCapoB». Bce 3To BOBCe
He ¢ Hepio chaabcuduupoBaTh UCTO-
pHIo, HAO6OPOT — HATIJIAAHO IPOJEMOH-
CTPUPOBATH €€ IePEJIOMaHHBIN XpeberT.
B aToit uepene «Kapra u Teppuropus»
Maxkcnma Illepa — ouH U3 CaMBIX UHTE-
PECHBIX TPOEKTOB, BBIXOAAIIUN 3a paM-
KM TOJIBKO HallUX COOCTBEHHBIX HCTO-
PHH 1 COBPEMEHHOCTH.

Buxropus Mycsux



“Information so clearly filtered and yet laying claim to be historical narrative undisguisedly bears
witness to the fact that it is merely a slanted version with a lone alternative in the form of a term
served behind bars, and so must be accepted unquestioningly. (...) But the object of belief turns out
to be other than that in the name of which it has been proclaimed ‘the eyes will see, and the ears
will see,” and any authority dosing vision and hearing as it sees fit, recognizing only one form of
freedom - the freedom not to see and not to hear. (...) For this reason, to preserve the faithfulness of
meaning and truth, this meaning must be understood in all the absurdity of its visual form, which
in this case means to look and to see without avoiding or hiding away from the obvious, and not

concealing it.”

If you type the words “Leningrad”
and “photography” into an Internet
search engine you won't just find modern
tourist shots. One of the first links will
take you to an album titled The Unknown
Siege. Leningrad, 1941-45. From the articles
and interviews by Vladimir Nikitin and
other researchers that it comprises,
you will learn that only reporters
commissioned to do so by their editorial
offices were allowed to take photographs
in the city. It was forbidden for anyone
else to keep a camera at home (or, for
that matter, radio receivers, film cameras
and maps). Working on the book in the
FSB archive (the FSB being the successor
organization of the KGB), where the cases
are systematized by surname (meaning
that only a veritable miracle will lead
you to the information you’re in search
of), Nikitin, randomly, inquired about
his own. In this way he learned of his
namesake Alexander Nikitin. Attached
to the file was a film roll that had been
printed off where the “private individual
with a camera” had ended up for illegal
photography. In black and white shots of
asnowy city in a light haze, shot in a fairly
romantic manner, there is something
of Alexander Grinberg. But if you look
closely, you notice that the people in
the shots aren’t just walking down the
streets — some of them are dragging
corpses across the ice. Attached to the
case file was a map, on which, for some
reason, Nikitin had marked some of
the sites of destruction. He was charged
under Article 58, sentenced to 5 years,
and died in a camp near Solikamsk. Was
he a spy, as the appropriate authorities

Mikhail Allenov.

“The obviousness of systemic absurdism through the emblematics
of the Moscow metro, or the Absurd as a phenomenon of truth.”

maintained? Or, as is more likely, was he
simply a normal amateur photographer?

For Max Sher, work on the project
Map and Territory began with this
story, which he’d been told in person,
along with other similar episodes.
The core of his interest in the Siege,
as a native Petersburger, became “the
figure of absence” — a strange poverty
of information, particularly visual,
about what had happened to the city. In
addition, there were too few monuments
indicating the “human dimension”
to what had happened, the meagre
academic consideration of that past, and
the weakness of attempts to present the
subject in modern art:

“I don’t know how we can term it. A
taboo? It doesn’t seem to be ataboo. A city
secret? A strange myth that’s kept under
wraps. To this day there’s been almost no
attempt to comprehend, no words other
than “a heroic feat of Leningraders.”
This is a colossal history, but there are
just a few books about it. And the first
of them, The Siege Book by Daniil Granin
and Ales Adamovich, came out only
thirty years later. There’s some kind of
taboo on thought. And a taboo on any
image that differs from the official. The
symbolic sphere here is for the most
part represented by social journalism.
I have an album, Artists in the Besieged
City published in 1985 - in that, “art” is
simply reduced to propaganda posters,
caricatures, newspaper illustrations,
neutral landscapes, and that’s it. It’s as if
the city is besieged to this day.”

At the exhibition, the fate of the
amateur  photographer Nikitin is
symbolized by spoiled photographic
film. There are few documents here in
the normal sense of the word - carefully
preserved pieces of evidence, objects that
have been subjected to the conservation
at museums. But nevertheless, none of
the items are the work of the imagination
of the author or part of the fashion for
mockumentary. Real events stand behind
each of them, although these events are
not always recognised easily or without
additional research. They are the result
of painstaking work with books and
museums, and detailed conversations
between people and Sher himself.

Two of these objects provoke
particularly  powerful emotions -
empathy, anxiety, fear, sorrow. The first
is a little known Siege diary that was kept
by Pyotr Gorchakov. This is a “not-made-
up” object. Originally drawn up in Braille
(Gorchakov was visually impaired),
then decoded and kept, according to
Sher, in the All-Russian Society for the
Blind. The descriptions of daily life are
interspersed with heroic wishes to be of
use to the Homeland. Sher again has one
of the pages composed in Braille. Before
us is a white sheet, the dots on it difficult
to make out - it’s easier to feel them.
Beyond this lies not just a modern, often
fairly superficial interest in the world
of the blind (we’ve had a series of such
exhibitions in Moscow), but deep thought
on the subject. For example, on the idea
that we can’t present the daily torment
of the besieged city through banned
photographs, but we can through the

diaries of an almost blind man who uses
a great deal of visual metaphors. Here we
recall other Siege diaries, the authors of
which were arrested for keeping them,
dying of dystrophy in prison camps or
being shot.

The second of these objects is a real
map of Leningrad from 1927. There
are unclear lines, sketched in pencil,
indicating the route to Vera Slutskaya’s
hospital, and to a school in which, during
the war, a hospital was set up, and in
which the daughter of the author of the
project now studies. You are forced to
ask a question: Who walked on these
streets before us, the people of today, and
when? But Sher doesn’t just lazily “leave a
question posed.” In the video presented
at the exhibition, he walks those routes,
keeping track of the time and trying to
imagine the unimaginable — how many
hours would it take him to travel these
routes in an exhausted condition, in a
besieged city covered in snow. The video
allows us at least in part, perhaps only in
a tiny part, to imagine those sorrowful,
difficult journeys. But the surname of
the person who allegedly owned those
maps, Lavrova, is invented. Her story,
nevertheless, interweaves authentic
episodes from the lives of other people,
such as the situation concerning the
collecting of German postcards.

It is these developed explanations
to the spectator of his concept that the
author attempts to avoid. In his opinion,
the division between the invented and
the documentary in his objects shouldn’t
be discernible without some effort.

The aim, firstly, is to show the “non-
readability” of individual imaginative
constructions, of our “photographically
unconscious” contemporaries. Secondly,
it is to sense the irrational feeling of
being in a place where everything has
been turned topsy-turvy. It is not a matter
here simply of the incomprehensibility
of the internal world of another; the past
itself is impenetrable. Not because all
this was “a long time ago”, but because
our point of view is subjective. Beyond
the incomprehensibility, simultaneously,
there stand several considerations. For
example, of the world of trauma that
cordons itself off in silence. Apposite
here are the tales of modern families
that reject information discovered by
researchers on those who died during
the war and those who faced political
persecution. And the exclusion of, the
inability to experience simple human
emotions, the numbing, the hardening,
the bodily ossification and the confused
entanglements of the consciousness are
too. But this is also about total disbelief
in the totalitarian state, where meanings
are continually substituted and where it
is unclear what is in doubt: the enemy
encirclement and the need for security
measures were a reality, but the paranoia
of the authorities and their brutality
with regard to their own people were a
mixture of irrationality and the logic
of concealment of one’s own lack of
professionalism.

“If there were at least photographs,
not to mention films, of signboards,
shops, people, we would have an entirely
different conception of this period,”

Sher believes. The absence of “private”
filming or photographing prevents us
from imagining, first and foremost, daily
life. The artist’s job is not to oppose the
“heroic” and the “terrible”, or to take the
old Soviet version of “heroic feats” and
to add to it with horrifying details that
began to emerge in the Perestroika era.
The artist’s job, in fact, is to revive this
world of everyday feelings.

Different schools of psychoanalysis
tell us that visual impressions are
intertwined with tactile impressions, and
that they arise in the unconscious long
before an ability to comprehend the world
through words and texts. For this reason,
art therapists use images with people
with seriously damaged psyche: the
artistic space “has resources”, it provides
the strength to overcome, and with the
aid of images we can draw or photograph
that which we can only be spoken
of with great difficulty. In Map and
Territory, the rhizomes of the individual
imagination of the photographer are not
only transformed into a generalizing-
typifying picture of a split collective
consciousness and subconsciousness.
The incoherent, ragged structure of
the project reflects the impossibility
for modern man of the imagining of
the unimaginable, the extraordinary
pain and tragedy of other generations,
but it also in some ways creates a link of
solidarity between epochs. It is as if Sher
at one and the same time tries to reveal
the difficulty of coming into contact
with the impenetrable past and to sense
a hope for the restoration of the world
of feelings, and for its healing. His work
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with images is an attempt to process
“long-term” traumas that is specifically
needed by modern man.

Why are authentic texts and
documents not enough for the author?
Why confuse the spectator? And what
is it that the imagination and memory
are doing here? For example, the
diagram of the “counterrevolutionary
agent network” allegedly uncovered by
Kruzhkov, an officer of the NKVD (a
predecessor organization of the KGB),
and the photographs of the members
of an “enemy group”, the People’s Eye.
Sher did the picture himself, this is not
a “document of the era”), and the roles
of “pseudo-agents” are taken by his
colleagues in the photographic field. But
the situation isn’t entirely invented: the
author has based the work on published
documents that can be seen, for
example, in historian Nikita Lomagin’s
book (also, in fact, titled The Unknown
Siege). Investigator Kruzhkov existed.
The networks were “exposed.” And
judging by the absurd titles provided
in the documents - Spiders, Cautious —
some of them were simply invented. But
there were spies too, nevertheless. The
combination of reality and imagination
was born within the NKVD itself.
Some of the titles have “migrated” to
Sher’s diagram, not entirely invited,
but not strictly documentary. And
photographing “in character” is not
“playing at tragedy”; it shows the extracts
from the past that are suspended in our
imaginations, and our fears, continually
reproducing themselves in a country that
has never fully been through a process

of grieving and consideration, and that
the current ruling politicians have no
interest in unpicking this tangle.

The text of the captions does not
hint at where, specifically, there has
been invention. Or where, to be more
precise, one might ascertain that
information by looking at the objects in
greater detail. Involuntarily, one finds
oneself considering the meaning of
the splintering of text and image that
prevails in Russian culture, its focus
on “the literary”, and the “inattentive
spectator” (an expression of the art
historian  Mikhail Allenov quoted
above). In the case of Gorchakov’s diary,
however, a deeper understanding of and
interest in the subject is required, and
a single viewing is not enough - by no
means every spectator is capable of this,
and to require this is unusual.

Will the author of the project Map
and Territory be able to make contact with
the exhibition’s viewers, to go beyond
the confines of his own culture, to break
through its atomized nature, through
the inability to see and the desire to
thoughtlessly enjoy the pomp of directed
visual spectacles? Can a bridge be built
between thought, text and image, or
will the images remain superficial, as is
the case with many Russian artists? How
successful, how serious and how deep are
this visualization of the imagined and
the unconscious and attempts to show the
process of displacement itself.

Perhaps not very. Working on the
project, the author had doubts about the

extent to which it should be indicated to
the viewer that what was before him was
documentary or not. The decision to
obscure this division, and to create an
exhibition where “everything exists in a
certain newly created reality of images,
where it is no longer important whether
a fact is confirmed by something or
someone, or is in fact invented” seems
to me in itself to be extremely ethically
dubious. It no doubt says something
about the impossibility of making a
clean break in consideration in one fell
swoop, which is to say the impossibility
of overcoming the existing artistic
tradition. But the fact that the majority of
these objects absolutely clearly go beyond
the framework of a simple “imaginative
game” is undoubted.

An argument about truth and
plausibility (which, as we know, is neither
true or false, but merely possible) has
been waged since ancient times. During
the Renaissance era, the conversations
now being had about photography
focused on literature. The theorists of
that period came up with the idea of
locating invented works in eras from
which no documents had survived.
The aim was to show the world as it
could have been, constructed in a far
superior manner to the then present
day, a time in which heroes didn’t rot
in chains, and a time in which Good
overcame Evil. Everything else was the
preserve of history. But as we are told by
humanitarian theory developed during
the post-Modernist era, any historical
narrative, irrespective of the apparatus
set up in the narration by the author

with regard to “veracity”, turns out to be
subjective and, what is more, conditioned
by the ideological framework of the
specific social medium that it finds itself
in. The layers and masses of the past,
into the depths of which the historian
attempts to shine a torch, vexed by honest
work with documents, are ultimately
impenetrable. And a map is not the same
thing as a territory.

The mining of this extent of the
“inventedness” in combination with a
breakthrough into modern technologies
such as Photoshop has resulted in an
alarming phenomenon - the washing
awayofthebordersbetweenthedocument
and the staging. Fabricated memoires of
the Holocaust, “pseudo-War” movies,
historical inventions - all this exists
in the world in significant quantities.
The avant garde appropriation of the
objects of others is taken to a mass level,
and Baudrillard’s simulacra, taken to
the extreme, replace the bastion of the
documentary that held out to the last.

But nevertheless, as we can see, it
seems that Map and Territory fits into
another tradition. That tradition in no
way came from those territories that we
are in the habit of comparing ourselves
with in a meaningless attempt to “catch
up and overtake.” In fact, it’s more likely
that it comes from the territories that we
tend to belittle, perhaps because they
suffered in the 20th century no less than
our territory did. In Afghanistan and in
Iran,in ChinaandinIndia, manymodern
authors with varying degrees of delicacy
or brutality tell of wars waged to restore

asolidarity that has been undermined by
ruling politicians, mourning the losses of
mass purges.

They are all at the cutting edge of a
battle for truth that cannot be reduced
to voguish discussions of evidence being
equivalent to invention. Because the
confusion of reality and imagination is
not just an “echo of distant wars” or a sign
of the subjectivity of the historian in his
work with open sources of information,
the chasms and lacunae in knowledge,
the incompleteness of reflection, the
deafness of society with regard to moral
norms, is a part of a continuing present
- an eternally renewing wound and the
concrete efforts of politicians. All of
these authors run up against complex
moral problematics and are forced to
continually ask themselves how and
where, in the artistic sphere, the border
between inclusion and recognition, the
border between the revealed absurd,
the visualization of the suppressed and
“the Stockholm Syndrome” passes.
The latter is where the author suddenly
senses that he is participating in the
“substitution of meanings” undertaken
by the totalitarian ideology which has an
interest in the archives being blocked off,
in the absence of an independent expert,
in the denial of a crime, in the direct
destruction of documents and evidence,
or simply in the creation of a sensation
that “it’s all too confusing.”

Every artist achieves his goals in his
own way, to a greater or lesser extent.
The Lebanese Joana Hadjithomas
and Khalil Joreige burn negatives of

“beautiful Beirut”, printing scorched
postcards of pre-war beauties, while
The Atlas Group, headed by Walid
Raad, creates non-existent military
documents. Thirteen Argentinian artists
combined photographs and mirrors in
the “Identity” project in order to assist
in the search for children lost during
the “Dirty War.” The Iranian Bahman
Jalili stamps his portraits with markings
that were used under preceding political
regimes at photographic studios, striking
through their “revolutionary” red, the
symbol of the censor — the depictions
recall Soviet “disappeared commissars.”
All this is done not with the aim of
“falsifying history.” On the contrary, it is
done to graphically demonstrate that its
back has been broken. In this context,
Max Sher’s Map and Territory is one
of the most fascinating projects to go
beyond the framework of our own history
and modernity alone.

Viktoria Musvik
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B 1972 roay nocsie cMepTH GBIBIIETO COTPYAHUKA JeHUHIpajckoro ynpasieHus KI'b ®exopa Kpyax-
KOBA €TO ChIH HalleJI CPEJU CTAPhIX OyMar MaJIeHbKYIO (POTOKAPTOUKY C MOANNCBIO Ha obopore «Pe-
JIONIKA, MOJIydall CBOIO OYepEpHYIO XeHKy, JI-n, nmionn 1942 r.» u cTpaHHYIO CXEMY, BUAMMO, CAETAHHYIO
camuM KpyxxoBeIM B Hauase 6;10kaabl. Ha cxeme crosina gara 15 nexabps 1941 r. u moamuce: «CT. caexo-
Baresb KPO YHKB/I JIO M. sefiTenanT rocys. 6ezonacHoctu Kpysxkkos». 3aronook 6611 Takoit: «Cxema
areHTypPHO-KOHTPPEBOMIONHOHHON ceTH, BckpbiToii KPO YHKB/ JIO B rop. Jlenunrpaje ¢ 15 okra6ps
1o 1 rexa6psa 1941 r.

Bcero opranusanuii 51 o6mieii ynciaeHHocTeio 148 yen.». [Touemy 6Gymara okasanach Cpejn JUYHBIX
BeIell, HEM3BECTHO; BEPOATHO, 3TO ObLT 4epHOBUK. Cpesi MHOTOYHCIEHHBIX BCKPBITBIX «KOHTPPEBOJIIO-
LMOHHBIX» TPYIII CPEJHEN YUUCIEHHOCTHIO 2,9 4eJIOBEK U CO CTPAHHBIMU, CKOPEE BCETO, BHIMBIIIIEHHBIMUI
HassaHuAMM («Bparm», «3ursar», «OcTopoxHas», «'aTYMHIB» U T. I.) 6blJIA OTHOCUTEIBLHO MHOTOYHC-
JleHHaA (MeCTh YeJIOBEK) Ipynna o 6poCKuM HassaHueM «I1a3 Hapoga». Cyns o Ha3BaHUIO, 3TO MOIJIH
GBITH aHTHCOBETCKU HACTPOEHHBIE KYPHAJIUCTBI UIU nucarenu. ITouckn xesa KOHTPPEBOTIOIHMOHHOM
opranusanuu «Ia3 maposa» B apxuse YPCDB no C.-lIlerepoypry n JleHMHrpajackoil 0o6jacTu MpuHec-
JI OKUJAeMblii pe3yabrar: pororpadnl. ITo aTromy neny 6pm ocyxaennsl Anonbpu Anexceir FOpbeBny
1905 roga poxaenust, 3arnoes Ockap Bopucosuu 1903 r. p., OrpsiBankus Cepreit Anekcangposuy 1907
r. p., Caapipun I1ases Hukonaesna 1905 r. p., ®unk Anacracus ITasiaosna 1911 r. p. u lleBuenko Codbs
Anexceesna 1917 r. p. Bce onu paboraan B IByX ropoickux ¢oroaresbe (Ha MablieBCKOM PbIHKE M Ha
Jlurosckoii yaune, 45, HanpoTHB MOCKOBCKOr0o BOK3aJ1a) M ObLIIN apEeCTOBAHBI B CAMOM Havase 3uMbl 1941
roja B Bosogapckom paiione Jlennnrpaga. 3a 4To — He 10 KoHIa noHATHO. CKopee Bcero, 3a porTorpadu-
poBaHUe B ropojie 6e3 pa3penieHus, HO He MOTJIU e OHU (poTorpaduposars cpasy Bmecrepom. Moxer
GBITD, B3AJIM OJHOTO, 2 TIOTOM PACKPYTIUIH JE€JI0, YTOOLI MOXHO ObIIO OTYHUTATLCA O BCKPLITUU IIE€JIOH
«Bpa’yKeCKOM rpymmsl». Bcem mectepbIM 6bla BMEHEHA OJIHA U TA XK€ CTaThs — 58-4, Bce 6LLIN 3TaUpPO-
BaHbl 3 Jlenunrpana B «otaanennnle paifonsr CCCP», o gaapHeiimei nx cyAb6e HIYero noka y3HaThb He
yAanoch. K gexry 6111 mpro6ImeHbl HeCKOJIbKO NCIIOPYEHHBIX CpeiHeOPMATHBIX (DOTOIIEHOK, Ha KOTO-
PBIX HIYETO HE BHJHO.

Cpenu JApyrux CTpPAaHHBIX BENJOKOB — CTPAaHULA U3 JKypHana «TexHuka Momonexu»
3a 1935 roz co craThell 0 NPOTUBOBO3YIIHON MACKMPOBKE, CXeMa JIEHUHTpaJckoro TeaTpa My3bIkaIbHOMI
KoMeJ U (KOTOPBIi, K CJIOBY CKAa3aTh, OCTAHETCS €/JUHCTBEHHDIM JICHCTBYIOIIUM T€aTPOM B GJIOKAHOM
ropojie) U HeCKOJIbKO BBIPE3aHHBIX, BUAMMO, U3 IIyTEBOAUTEN IOANNCEl K GpoTorpacdusaM ¢ Ha3BaHU-
MU FOPOACKUX 00BeKTOB — MeTannumdyeckuii 3aBoa-8Ty3 uM. Cranuna, Hapsckas ¢pabpuka-KyxHs, 3aB0oJ,
«QnIeKTponpudop» u Apyrue. 3a4eM 3TU BbIPE3KH ObLIU CAENAHBI U K€M, CJIOXKHO CKa3aTh, XOTS U3BECTHO,
YTO COITACHO IIOCTAHOBJICHUAM, PETYJIHPOBABIIMM OCATHOE II0JI0XKEHIE, PACIIPOCTPaHEHNUE JTIOGBIM CITO-
CcO6GOM JIIOGBIX CBEIEHUI O TOPO/e CYUTAIOCH HE3aKOHHBIM.

KapTe1, cxeMpl, IyTEBOAUTEIN, BUAOBLIE OTKPBITKM, UCbMa, HAOpaHHBIE MPUMTOM JJIA CJIEMbIX,
KPOCCBOPABI U T. A. ObLIH 3anpelrneHsl. JIloGbie pasroBopsl O MPOUCXOASAIIEM Ha IPEAIPUSTUSIX NI B TO-
CYZapCTBEHHBIX YUPEKACHUSIX MOIJIN BBI3BATH IOA03peHNe. [TOCKOIbKY HUKAKMX M300paKEHU, CaeIaH-
HBIX «KOHTPPEBOJIOIMOHHON» rpynnoi «[1a3 Hapoja», He COXPaHMJIOCH, 5 PEIIMJI IPUMEPHUTD Ha cebs
POJIb IMUOHA — OZHY U3 ABYX BO3MOXHBIX POJIel, KOTOpBIe (poTOrpad MOr UTpaTh B COBETCKOM OOIIe-
cTBe TOro Bpemenu. IlepBast poib — COTPYAHHUK TOCYAAPCTBEHHOTO CPEACTBA MH(OPMAIUU CO CTPOTro
peI‘JIaMeHTI/IPOBaHHI)IM B3IJISIIOM HaA Opr)KaIOH_[yIO I[eflcTBPITeJIbHOCTb (I/IJII/I KakK BapI/IaHT — COprI[HI/IK
rOCYAapCTBEHHOTO (POTOATENbE), BTOpas — IIHMOH, BPar, KOTOPLIH, ¢poTorpadupys, SKOOLI CTPEMUTCS
IIO/I0PBATh HAITYy 060POHOCIIOCOGHOCTE. C MOMOMBIO JOOLITOM B MHTEPHETE HEMEIKON a3p0(OTOCHEMKHI
Bonopapckoro pationa JlenmHrpaza, caesanson sumoit 1941-1942 rozxos, s pemma IOCMOTPETh Ha 3TOT
PalioH «IJIa3aMH Bpara», BOCIIPOU3BECTH F’UIOTETUUYECKUE «IIIMTIOHCKHe» (POoTOrpaduu, 3a KOTOPhIE MOT-
JI IOCTPAJAATh YJIEHDI IpyIbl «IJ1a3 napoga».

In 1972, following the death of a former member of the Leningrad directorate of the KGB, Fyodor
Kruzhkov, his son found among his papers a small photograph, with the words “Fedyushka, here’s your
next little wife, L-d, July 1942” on the reverse side and a strange diagram that appears to have been drawn
by Kruzhkov himself at the beginning of the Siege. The diagram is dated December 15, 1941, and signed
“Senior Investigator of KRO UNKVD LO Junior Lieutenant of State Security Kruzhkov.” It is titled: “Layout
of counter-revolutionary agent networks discovered by the KRO NKVD LO in Leningrad from October 15
to December 1, 1941.

A total of 51 organizations comprising 148 persons in total”. Why this paper was amongst Kruzhkov’s
personal items is unclear, though it may have been a draft. Among the numerous “counter-revolutionary”
groups, which had an average membership of 2.9 persons and strange, no doubt made up titles (Enemies,
Zigzag, Cautious, Gatchina Regiment Veterans and so on), there was a relatively large group, containing
6 persons, with the catchy title of The People’s Eye. Judging by the name, its members could have been
journalists or writers with anti-Soviet inclinations. A search for the case file of the counter-revolutionary
organization The People’s Eye in the FSB archive for St. Petersburg and the Leningrad Oblast brought a
result that could perhaps have been predicted - they were, in fact, photographers. Convicted in the case
were Alexei Yuryevich Adolfi, born 1905; Oskar Borisovich Zagnoyev, born 1903; Sergei Alexandrovich
Otryvankin, born 1907; Pavel Nikolayevich Sadyrin, born 1905; Anastasia Pavlovna Fink, born 1911, and
Sofia Alexeyevna Shevchenko, born 1917. They all worked in two photographic studios in the city (at
Maltsevsky Market and at 45 Ligovskaya Ulitsa, opposite the Moscow Railway Station), and were arrested at
the very beginning of the winter of 1941 in Leningrad’s Volodarsky district. It’s not entirely clear why they
were arrested. It seems probable that it was for taking photographs in the city without permission, though
the six of them can’t have all been taking photographs together. Perhaps one was taking photographs, and
then the case was “worked up” so that a report could be made on the discovery of an entire enemy group.
All six were put on the same charge under Article 58, and all of them were transported from Leningrad to
“distant regions of the USSR.” As yet, nothing has been established about their subsequent fates. The case
file contains several damaged medium-format rolls of film on which nothing can be made out.

Among the other strange pieces of evidence is a page from a magazine, a 1935 issue of Youth Technology,
with an article about anti-aircraft visual deception techniques, a plan of the Leningrad Theater of Musical
Comedy (which was, in fact, the only theater to continue operating during the Siege), and a selection of
what appear to be captions to photographs from a guidebook bearing the titles of sites in the city - the
Stalin Metallurgical Plant, the Narvskaya Kitchen-Factory, the Elektropribor Factory and others. Why these
cuttings were made and by whom is difficult to say, although it is known that according to a decree regulating
conditions during the Siege, the distribution in any way of information about the city was deemed illegal.

Maps, plans, guidebooks, postcards with views, letters written in braille, crosswords and the like were
all banned. Any conversations about what was happening at enterprises or in state institutions could raise
suspicions. As none of the images created by the People’s Eye “counter-revolutionary group” have survived,
I decided to try myself in the role of “spy” — one of the two possible roles that a photographer could play in
Soviet society during that period. The first role was that of a member of staff at a state media agency with a
strictly regulated point of view on the surrounding reality (or, in a variation on this, at a state photographic
studio). The second was that of spy, an enemy who, when photographing, isallegedly trying to undermine the
state’s defensive capabilities. With the aid of German aerial photography shots of Leningrad’s Volodarsky
district taken in the winter of 1941-42 that I found on the Internet, I decided to look at this district “through
the eyes of the enemy,” creating hypothetical “espionage” photographs that the members of the People’s Eye
group might have suffered for.
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B apxuse YOCb mue Takxe noxasanu jgeno Jlasposoit Autonunnl Cepreesnnt 1915 roga poxaenus,
MezcecTpbl 60ogMbHUIBI UM. Bepsr Cayrkoii, 3afep:KaHHOM IO JOHOCY cocejfell Mo KoMMmyHauke. OHHI
YBUJIEJI Y HEE JOBOEHHDBIE OTKPBLITKU C BHJAMU HEMELIKHMX IOPOJIOB, KOTOPLIE Ta IMOKYIaJla Ha TOJIKY4-
Ke, BUAMMO, YTOOBI OTBJIEYBCS OT IoJoja U 6JOKaJHOTO GbITA ¥ MOJYUUTh KAKYIO-TO ULy 11 T1a3. M3
OTKPBITOK AHTOHHHA JieJIajia CO CBOEH J0Uepbhio KOJIaXU. XOTA (POPMATBHO TAKNE OTKPBITKH HE GbLII
HE3AKOHHBIMH, OHU ObLIN U3BATHI caejgoareneM HKBJ/I, Tak xak, BEpOSITHO, MOIJIM YKa3bIBATh HA aH-
THCOBETCKUI HAacTpOl nogo3pesaeMoil. Kpome oTkpbITOK, y JIaBpOBOI OGHAPYKUJIN U MO-HACTOSIIEMY
HE3AKOHHBIE NTpeJMETHI — KapTy JIeHnHrpajsa, Ha KOTOPOI OHA OTMETHUJIA MAPIIPYTHI CBOUX ITOXO/0B OT
Joma (yrox ynuisr Corosa Ilewaraukos u J/IpoBsiHOTO nepeyika) 1o paboTsl (6oasHuIa uM. Beper Corynxoit
1 BOCHHBII r'OCIIUTAJIb, pacioyarapmuiics B 1-if o6pasopoii mxose OKTAGPHCKOTO paiioHa Ha YIJTy YTHI[bI
ITnexanosa u JleMuioBa epeysaka) ¥ OT FOCIU TS 10 MOCKOBCKOTO BOK3aJIa — BUJUMO, 3TO OBLIO KAK-TO
CBSI3aHO C 3BaKyarueii, u fHeBHUK. B tHeBHNKe AHTOHMHA JIaBpOBA, B YJACTHOCTH, 3aIIUCBIBAJIA BPEMSI, KO-
TOpOE NPUXOAUIOCH HAa 3TH IIOXO/bI TPATUTh; U3-32 TOJOAHOM C1a60CTH M HEPAGOTAIONIETO OOIECTBEHHO-
IO TPAHCIIOPTA BOCIPUATHE TOPOACKUX PACCTOSHUM CUJIBHO U3MEHUJIOCH, U €ii, BUAUMO, ObLIO HHTEpPEC-
HO 3anucarb 3tu onuus. Oxnaxo aas HKB/I takue 3amucu Moriu 6bITh JOKa3aTEIbCTBOM IIITMOHCKOM
JAEATENbHOCTH MMOJO3PEBAEMO.

AnronuHa JlaBpoBa GbLIa TAK¥kKe OCYKAEHA 10 «KOHTPPEBOIIOLMOHHOI» 58-i1 cTaTbe, mocje 0CBOGOX-
JEHUs XKIIa cHavyaa B moceske ['pomanck KpacHosipckoro kpast, norom B JIyre mox JIeHUHIpazoM, ymep-
aa B 1979 rony.

At the FSB archive I was also shown the case file of Antonina Sergeyevna Lavrova, born in 1915, a nurse
at the Vera Slutskaya Hospital who was arrested when the neighbors in her communal apartment informed
on her. They had seen that she had pre-War postcards with views of German towns. She had bought them
at a flea market, perhaps trying to distract herself from the hunger and the realities of life during the
Siege with some “nourishment” for her eyes. Antonina made collages for her daughter with them. Although
formally these postcards weren't illegal, they were confiscated by the NKVD investigators as they may
have attested to the suspect’s anti-Soviet sympathies. As well as the postcards, Lavrova was found to be in
possession of genuinely illegal objects —a map of Leningrad on which she had marked out the routes of her
trips from her home at 29, Ulitsa Soyuza Pechatnikov to work (the Vera Slutskaya Hospital and a military
hospital that had been stationed in the 1st Model School of the Oktyarbrsky district, on the corner of Ulitsa
Plekhanova and Demidov Pereulok), and from the hospital to the Moscow Railway Station (this appears to
have been linked in some way to evacuation), and a diary. In the diary, Antonina Lavrova had noted the
times that these trips took; due to the weakness brought on by starvation and the breakdown of the public
transport system, perceptions of distances within the city had changed markedly, and it seems that Lavrova
was interested in recording these distinctions. For the NKVD, however, these notes could serve as proof the
suspect’s espionage activities.

Antonina Larova was also convicted on the “counter-revolutionary” charge under Article 58. Following
her release, she lived at first in the village of Gromadsk, in the Krasnoyarsk Region, and then in Luga, near
Leningrad, where she died in 1979.
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@PparmenT U3 FHEBHUKA WieHa JleHuHrpaackoro otiaenenus Beecoosnoro obmectsa ciaensix (BOC)
nespsuero Ilerpa l'opuakosa. I3HauaapHO JHEBHUK GBI 3aMHICAH MPUQTOM JJI CIENBIX, TOTOM IepeBe-
JIeH B OOBIYHBINA TEKCT, TENEPh [0 MOeli Npochde HeGOMBIION (PparMeHT 3aHOBO Ha6paH mpudToM bpaiins.

«Haxomnern, cTaau NoaBIsaThca 60MObI BOIM3U caHATOpUA. S BiepBbIe yeapIxaa uX cBUCT. O HAK BT
BCE XKe 3EHUTYHKU COVUIM /IBa HEMEIIKMX CaMOJIeTa Ha IJIa3aX y Hac, ¥ [IOCJIe 3TOTO HaJIeThI IO Helpe-
PBIBHBIE, BOJTHAMI; Ha9aIHCh OXKapsl oT 60M6. JKens npocunacs jomoii. 10 nionsa — KyTbMUHAIIMOHHA A
TOYKa Hamero GecnokoiicTsa. K Beyepy mpu HeIpephIBHBIX HaJIeTaX U GOMOEXKKE YaI0Ch YCTPOUTLCA
Ha aBToMamuHy. Ha BOK3as exaniu noJi TpOXOT 3€HUTOK, a K % /JI. CTAHIIUH PBAJIOCh BOCEMb CAMOJIETOB>.

An extract from the diary of a member of the Leningrad Department of the All-Union Society of the
Blind, Pyotr Gorchakov (a blind man). The diary was originally written in Braille, and then translated into
normal text. Now, at my request, a short extract has again been transposed into Braille.

“Finally, bombs have started to appear close to the sanatorium; I heard their whistling for the first time.
The anti-aircraft gunners managed to shoot down two planes right before our very eyes, and then the raids
came continually, in waves; fires were started by the bombs. Zhenya asked to be allowed to go home. July 10
was the culmination of our troubles; towards evening, during continuous raids and bombings, we managed
to get aride in a car. We went to the station to the accompaniment of the roaring of the anti-aircraft guns,
with 8 planes trying to break through.”
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@®oroammapar ®PI/-HKB/[ u Tapesnka, npuHajjIexkasmue (GOTOKOPPECIOHAECHTY «JIeHMHTIpaaCcKoi
npassl» 3uibbepiureitny Jleonnay Jaseigosuay (1907—1978), yuacrauxy o6opoust JIeHUHrpaja.

A FED-NKVD camera and a plate belonging to a photographic correspondent of the Leningrad Pravda
newspaper, Leonid Davydovich Zilbershtein (1907-1978), a participant in the defense of Leningrad.
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MbI HpOIJIJII/I C BI/II[COKaMepOﬁ jege) I[ByM Map]prTaM nu3 TpCX, OTMEUYECHHBbLIX HaA KapTe, HS’LHTOﬁ y AH'
ToHuHbI JIaBpoBOii - OT ee goma (agpec — yi1. Coroza [euarnukos, a. 29, k8. 7) 10 GonbHUIBL UM. Bepsr
Caynkoii (HpiHe 60oMbHUIIA CB. Mapuy MargaauHel) ¥ OT 60JBHHIIEI 10 rocnuTand B JleMuposom nepe-
ynake (abiae 2-g C.-TleTrep6yprckas rumuasus B nep. pusnosa., 12). IIpogo/mkuTeIbHOCTD BUAEO COOT-
BETCTBYET BPEMEHH IPOXOK/JECHUS 3TUX PACCTOSHUI 3[0POBBIM CBITBIM uenoBekoM 8 susapsa 2014 roga
B 6ECCHEXHYIO TEILTYIO IIOTOLY.

With a video camera, we walked two of the three routes marked on the map taken from Antonina
Lavrova — from her home (address: Apartment 7, No. 29 Ulitsa Soyuza Pechatnikov) to the Vera Slutskaya
Hospital (now the St Mary Magdalene) and from that hospital to the military hospital on Demidov Pereulok
(now the 2nd Petersburg Gymnasium at No. 12 Pereulok Grivtsova). The length of the video corresponds
to the time taken to walk these distances by a healthy, well-fed person on January 8, 2014, in a snow-free,
warm city.
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001, 001a
Cepe6paHO-KeTaTUHOBLII OTIEYaTOK, 8 X 5,5 cM
Gelatin silver print, 8 x 5.5 cm
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002

Bymara, kapangam, 30 x 42 cm
Paper pencil, 30 x 42 cm

003
CepebpsaHO-KeTaTUHOBLIN oTHevaToK, 10 x 13 cm
Gelatin silver print, 10 x 13 cm

004
CepebpsaHO-KeTaTUHOBLIN oTHevaToK, 10 x 13 cm
Gelatin silver print, 10 x 13 cm

005
CepebpsaHO-KeTaTHHOBLII oTHevaTok, 10x13 cm
Gelatin silver print, 10 x 13 cm

006
CepebpaHO-KeTaTUHOBLII oTHevaTok, 10x13 cm
Gelatin silver print, 10 x 13 cm

007
CepebpaHO-KeTaTUHOBLII oTHevaTok, 10x13 cm
Gelatin silver print, 10 x 13 cm

008
CepebpaHO-KeTaTHHOBLII oTHevaTok, 10x13 cm
Gelatin silver print, 10 x 13 cm

009
dororutenka, 6 x 28 cM, 6 x 25,5 cMm, 6 x 25,5 cm
Photographic film 6 x 28 cm, 6 x 25,5 cm, 6 x 25,5 cm

010
Bripesku u3 neyaTHoll IPOAYKIMH, Pa3HbIe pa3Mephl
Clippings from printed matter dimensions variable

011
Kanbka, requesas pydxa, 20 x 30 cm
Tracing paper helium pen, 20 x 30 cm

012

Iudposoii ornevarok Ha fujiflex, 100 x 100 cm, 6exblit Mapkep
Digital print on fujiflex, 100 x 100 cm, white marker
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014
be3 HasBaHus, cepe6PsSHO-KETATHHOBBIE OTHEYAaTKH, 18 X 18 cm
Untitled, gelatin silver print, 18 x 18 cm

015
udposoii ornevarok Ha fujiflex, 100 x 100 cMm, 6ebrit mapkep
Digital print on fujiflex, 100 x 100 cm, white marker
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016
bes HasBaHus, cepe6PsHO-KETATHHOBBIE OTHEYAaTKH, 18 X 18 cm
Untitled, gelatin silver print, 18 x 18 cm

017

udposoii ornevarok Ha fujiflex, 100 x 100 cm, 6ebrit mapkep

Digital print on fujiflex, 100 x 100 cm, white marker
57
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be3 Ha3BaHus, cepeGpsAHO-KeIATUHOBbIE OoTIIeYaTK, 18 X 18 cm
Untitled, gelatin silver print, 18x18 cm

019
Bripeska u3 neyarnoit npoayknuu, 10 x 14,6 cm
Clipping from printed matter 10 x 14,6 cm

020

Kapra Jlenunrpaga 1927 roxa usnanus
1927 Map of Leningrad

gy

A

021
ITeuars Ha crekie, 10 x 15 cm
Print on glass, 10 x 15 cm

022
ITeuars Ha crexie, 10 x 15 cm
Print on glass, 10 x 15 cm

i

023
ITeuars Ha crexie, 10 x 15 cm
Print on glass, 10 x 15 cm

024
ITeuars na crexie, 10 x 15 cm
Print on glass, 10 x 15 cm

"

025
ITeuars Ha crexie, 10 x 15 cm
Print on glass, 10 x 15 cm

S

026 030
ITeuars Ha crexie, 10 x 15 cm ®oroanmapat @I/I-HKB/I, getans u3 raTyHu
Print on glass, 10 x 15 cm FED-NKVD camera, a detail of brass

=

027
ITeuars Ha crekie, 10 x 15 cm
Print on glass, 10 x 15 cm 031
Buneo
1. HD-Buzeo, 49:55
2. HD-Buzeo, 43:10
028
TexcT mpudgToMm i caenplx, Gymara, peabe@HO-TOUEIHBINH IPUPT,
19x 29,5 cm

Text in Braille, paper 19 x 29.5 cm

029
Tapeinxka, papdop, cybmmanuonnas neuaTs, guamerp 20 cm
Plate, porcelain, dye-sublimation heat transfer printing, dia. 20 cm
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Maxkcum Hlep poauiics B 1975 roxy B Jlenunrpase, usyua tuHrsuctuky B Kemeposckom u CrpacGypr-
ckoM yHuBepcurteTax, B 2006 roxy 3ansucsa pororpadueiir. B 2008-M 6611 BHIABUHYT Ha HUAEPIAHICKYIO
npemuio KLM Paul Huf Awards, B 2013 roay ctan ¢puHaniucTom 6puTaHcKoil poTorpapuiecKoil mpeMun
Cord Prize. YuacTBOoBaI B rpynmnoBbIx BoicTaBKax B Poccun, Ascrpun, Mraaun, CloBakuu U IPyrux cTpa-
Hax. [Tepconanbubie BoicTaBku — B 2008 u 2010 rogax B nmetep6yprckoii ranepee «PoTojgenapTaMeHT».
CosmecTtHas ¢ Eropom 3aukoii BeicTaBKa «Buj Ha XUTeILCTBO» Ipoiwia B gekadpe 2012 roxa B LHICH
«Bunzapog». B okTa6pe 2013 roga B ranepee «I'puymd» 6bl1a IpeACTaBICHA BHIMIECAIIAS B U31ATEIbCTBE
Treemedia kHUra Xyn0okHUKA «OTAAICHHDIH, 3By4aIUH Yy Th CJIBIIIHO BEUEPHUN BaJbC», IOCBAIICHHAS
OCMBICJICHUIO IPOILLIOrO CKBO3b IIPU3MY CJIy4altHO HAMJEHHBIX YyKHX CEMEHHBIX (poTorpaduii. Makcum

Ilep xuBet u padoraet B Mockse.

Max Sher was born in 1975 in Leningrad, he studied linguistics in Kemerovo and Strasbourg
universities and took up photography in 2006. In 2008, he was nominated for the KLM Paul Huf Awards,
in 2013 became finalist in the Cord Prize. Sher participated in group exhibitions in Russia, Austria, Italy,
Slovakia, etc. His two solo shows took place in 2008 and 2010 at Fotodepartament Gallery, St. Petersburg.
In December 2012, Max Sher and Egor Zaika's joint exhibition Residence Permit was shown at Winzavod
Cotemporary Art Center, Moscow. In October 2013, Sher's artist book A Remote Barely Audible Evening
Waltz published by Treemedia and examining the perception of the past through found photography was
presented at Triumph Gallery. Max Sher lives and works in Moscow.

BJIATOJAPHOCTD

bonbmoe cmacu6o moeii xene Beponuxe umdep, a taxxe lanune lanxamosoit u Onery 3uHU€HKO
u3 netepOyprckoi opranusanuu Beepoccuiickoro odmecTtsa caennlx, Jmurpuio Anekceesy, Ilerpy AHTOHOBY,
Jxony Kansuny (http://wwii-photos-maps.com/), Anekcero Kyspmuuesy, Bragumupy Hukuruny,
Ceprero HoBukosy, MunokenTHIO Py6exkuny, Mapky Turenckomy, Anacracuu Haiigep, Jlene YepHsx.
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M3panne xaTasora mpuypo4eHo K BHICTABKE
Maxcnma Illepa «Kapra u Tepputopus»

28 suBaps — 11 ¢espansa 2014

Tanepes «Tpuymd»:

Emenpan 3axapos
Padpasip OrmzOB
Jvurpuii Xankna
Bepa Kpiouxosa
Mapuna bo6sLiesa
Sna Cmyposa

Muxann MapTkoBud
Kpucruna Pomanosa
Banentuna Xepackosa
Anexceii lllepsammase
Angpeii I'pumkosckmi
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