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YETBEPTAA BBICOTA

IlepBoe, Ha yTO OOpamIacIL BHUMaHKE B paboTax Apce-
Ha PeBa3oBa, — 3TO TO, KaK CKJIaJbIBACTCS B €AUHBIN y30p MO-
3aMKa y3HaBaeMbIX MOTHBOB. Cpa3y HECKOJIBKO IIIACTOB BpeMe-
HU — TEXHUK, UACH, SCTETUICCKHUX (haHTa3Mid — IPOCTYIIALOT,
MIPOCBEUMBAIOT JIPYT CKBO3b Apyra. M 3THX XpOHOIOTHYECKHUX
H3MEPEHU 3HAYUTEILHO OOJIBIIE, YeM YEThIPE.

«lnst menst ororpadus sSBISIETCS HE PEIUIMKON Kiac-
CHUYECKON TEXHUKH, a TOMCKOM HOBOI'0», — TOBOPUT PeBa3os.
YIUBUTEIBHO, HO B 3TOT MOMEHT MBI HAXOAUMCS B €r0 CTY/IHH,
W S pAaCCMaTpPUBAIO Pa3HBIC IMPEAMETHI, Bpoe Obl HAMEKAFOIIHE
MMEHHO Ha YBJIEYEHHOCTb MPOILIBIM: TSDKENbIe (popMaTHBIE Ka-
MEpBbI, PAMKH PO30BOT0 JIEPEBa, MIIATHHOBBIC OTIICYATKH.

B npoekre «4D» 3T UCTOPUUECKHUE CIIEAbl TAKXKE BIOJI-
HE OTYETIUBHL. PacuripeHue rpaHUIl TEXHOJIOTHHA W BHUMaHUE
K DKCIIEpUMEHTY OTCBIIAIOT K JOKIaay actpoHoma Aparo 1839
rofa 0 HOBOM ()eHOMCHAJIHHOM H300pPETCHUH, K YBICUCHHOMY
MOUCKY TOJNBKO YTO poauBiieics: (ororpadueit cBoero cod-
CTBCHHOTO XY/I0)KECTBEHHOTO SI3bIKa, JNTHHHAS BBIICPIKKA, MYJIb-
THUAKCTIO3UIIHS U HH(paKpacHasi CheMKa, P ITOMOIIH KOTOPBIX

PeBa30B X04ueT pacKpbITh 3pUTEIIO JPYTYIO, HE BUIUMYIO O0BIU-

HBIM I71a30M BCEJIEHHYI0 — K Hayainy XX Beka, k [lepBoii mupo-
BOM BoHE M 4yTh Aanbiie, K 1930-pmv. [lorick TamHCTBEHHOTO
«YETBEPTOT0 M3MEPEHHs», B KOTOPOM cripsTajics To i bor, To
71 6ecco3HATENIbHOE, — K aBaHTap.y, KyOu3My U CIOppeainu3my,
k Janu u [romany. A HEKOTOpbIE OCOOEHHOCTH PabOTHI C uep-
HO-0€JIbIM H300paKEHUEM U IUICHKOH — K MO3JHECOBETCKOM
apt-hororpaduu. OMHAKO CTOUT JIM TOBOPUTH O HOCTAJIBTUH?
DT0 TOYHOE MOTIa/IaHKE B CaMbIE Pa3HbIC BPEMEHHbIE KOH-
TEKCTBI, TEM OOJIee YIUBHUTEILHO, YTO OHO, — CKOpEee, pe3yJIbTar
WHTYUIIHAHY, IPAKTHICCKU U3 BO3IyXa YIAaBIMBAIOIICH KaKHAE-TO
Ba)KHBIE BEII[H, YEM MOTMBITOK COOTBETCTBOBATh MACCOBBIM YBIIC-
YCHUSIM WJIM TeHICHIIUSM apT-phIHKA. PeBa30B — 0CO3HAHHBII
OMHOYKA, KOTOPOMY OYCHb Ba)KHBI MCKYCCTBO, COOCTBEHHBII
MOYEPK U CBOOOJA BBIPAXKEHHS MBICIIH, BHE MOMYJISPHBIX KOH-
uenTtoB u cruieil. Ero oOpalieHue K Kjiaccuke — 3TO He Ipo-
IYKT HOCTAJBTUH, HEe IOPOXKICHHUE apXan3UPYIOIIETO COZHAHUS
JKUBYIIETO MPOILIBIM UCTOPUKA MM aHTHKBApa, XOTS OH M T0-
BOPHT 0 «0OpbOE C COBPEMEHHOCTBIO» U «BbI30Be DOTOIIONY».
Ckopee, 3TO CTpeMIJIEHHE INTOCTOSHHO Pa3BHUBAaThCS, OCBAaHWBas

BeCh apceHan (ororpapuyeckux CpeICTB — B MOMBITKE BbIpa-



3UTh BO3HUKIIYIO B TOJIOBE HJICIO, BRIPOCIIYIO OJHOBPEMCHHO
13 HaOMIOIEHUH 32 OKPYKAFOIIUM MHPOM U KaKHX-TO COOCTBEH-
HBIX, IIyOOKO JMYHBIX BOCIOMHHAHUH. B pesymerare 3Toro
CJIOXKHOTO POXKJICHUS BU3YAJIBHOTO CMBICIIA U BO3HUKACT OIIIY-
IICHAE MO3aWuKHU U TapajjoKca.

Tak, siBHbI HHTEepec PeBa3oBa K TOYHBIM pacueram,
YIOp Ha CTPOTOCTh HAYYHOTO METO/Ia HE TOJILKO 000paYrBacTCs
YYBCTBOM CBSI3U C POAUTEISAMHU-ONOTIOTaMHU, HO W BIIHCHIBACTCS
B IOMYJISIPHBIHN cervac science art. OTHaKO TOYHOCTh 9Ta OKa3bl-
BacTCs MHUMOI1: HHppaKpacHas CheMKa HEe IPOCTO MPEeBpaIlacT
yepHOe B Oenoe u HaoOopoT. CuHee HEOO CTAHOBUTCS WHOEP-
HaJIBHO-TEMHBIM, HO Toy0oe OCTaeTcs MpOCTO OOBIYHBIM, pa-
JIOCTHBIM, HTAJIbSIHCKUM, KaK 1 OJIMKH Ha CTEHAX JIOMOB, KOTOPHIE
BOBCE HE IIPEBPAIIAIOTCS B CBOIO TIOIHYO IPOTHBOIIOIOKHOCTB.
Pabora doTorpada ¢ HIpsSMbIM COJTHEYHBIM CBETOM, KOTOPOTO
TpeOyeT uH(ppakpacHas IICHKA, — 3TO OJHOBPEMEHHO U BOC-
MOMHHAHUE O Maruu «cBetonucu» XIX Beka, U HOBATOPCKUI
BBI30B IIOCTOEXEPOBCKON «HCCIIEA0BATEIbCKOM» (hoTorpadumu,
ABTOPBI KOTOPOU, CTPEMSICh K HAYYHOW JUCTAHIIMHA U OObCKTHB-
HOCTH, CHUIMAIOT UCKITFOYNTEIHHO B TACMYPHYIO TIOTOLY.

PeBa3zoB roBOpHT, UTO TapaHTUPYET: YETBEPTOE U3MEpe-
HHUE BBIIIIUT UMEHHO Tak. Ho, eciu ero mosyurie paccrpo-
CUTH, OKAXKETCSA, YTO ITO HUPOHHS: CIOCOOOB MPOCIIHPOBAHUS
€ro B HAlll TPEXMEPHBIH MUpP OECKOHEYHO MHOTO. DTa Urpa ¢
«TOYHOUM pPErncTpanuei» OTChUIACT OJHOBPEMEHHO K Havajam
HadaJl, K TEepBEIM MaHUMYILIIUAM 3M0XU (poTorpaduueckoit
HEBMHHOCTH W K HBIHEITHeMY OaTaHCHPOBAHUIO Ha TPaHH JOK
U apT, K CErOJHSNIHEMY POMEKYTOUHOMY KOHIIY (POTOUCKYC-
CTBa, 000pavYMBAIOIIEMyCs HE TOIBKO pachaoM, HO U OIIyIIe-
HUEM POXICHHS COBCeM HOBOTO. «[lomisiBIiee» coBpeMeHHOE
U300paKeHue, MOTEPSBIICE B HAIIE BPEMs PErHCTPAIMOHHYIO
COCTaBIISFOIIY 0, — OTPa’KEHHE OTKPBITHIA (PU3UKOB M ACTPOHO-

MOB: 3aIle4aTIeTh OUCHb MAJICHbKHE OOBEKTHI U CIIMILIKOM 00JIb-

IIME PE3KO M YETKO OOJIBIIEe HEBO3MOXKHO. Kak HEBO3MOXKHO He-
MTOCBSIIEHHOMY TIOHSTH JI0 KOHIIA TEOPHIO OTHOCHTEIHHOCTH C
ee CIHSTHAEM IPOCTPAHCTBA U BPEMEHH.

B »TOoM OeckOHEYHOM JIMYHOM TOUCKEe PeBa3oBy oOka-
3BIBACTCA TIOMPOCTY HEAOCTATOYHO HBIHEIIHUX TEXHOJIOTHH,
U TPUXOOUTCS BO3Bpamiate B (Gororpaduio e¢ H3HaYaIbHOE
pasHooOpasue, pe3yabTar yCUIHNA TeHHATBHBIX CAMOYYEK U JTF0-
ourenel, eme He YIOKEHHBIX XX BEKOM B IMPOKPYCTOBO JIOKE
3acTBIBIINX (POpM, Teopuid U TpeOoBanmii phiHKa. Ho Bemb TO
JKE CaMOe OTKPBITHE COBEPIINAET Ccelyac MHOKECTBO JPYTUX
(dororpadoB Hamiel 3MOXH, HEPEIKO PaOOTAIOIIUX CO CTaphI-
MU TEXHOJOTHSMH AJISI BBIPAKEHHSI HBIHEUTHETO COAEPIKaHUS
Y TOKA3bIBAIOIIAX OTHOCUTEIILHOCTh apT-BpeMeHu. [1osToMy-TO
«4D» BBISITAT OJHOBPEMEHHO M TIIYOOKO WHAWBHUIYATHHBIM
CTpEMIJICHHEM K CaMOBBIPAKEHHIO, U OCTPOAKTyaJIbHOH, XOpo-
[0 BIHUCHIBAIONICHCSA B CaMbIC HOBBIC TCHJCHIIMH IMOMBITKON
MMPOYyBCTBOBATh HEIHEITHWH MOMEHT, 0Opamasch HpH STOM
4yepe3 TOJIOBY CBOeH COOCTBEHHOW 3MMOXH, KOTOPYIO HA3bIBAIOT
TO «IOCTHOCTMOACPHOMY, TO «METAMOJACPHU3MOM», — K Hada-
nam modernity. I ganee, u nanee — BIUIOTH IO KJIACCHYECKUX
00pa3oB peHeccaHCHON MTanmmu, KOTOphIE TaKKe BCILIBIBAIOT
B MAMSTH IPU B3IVISIIC HA HEKOTOPHIC KAAPBI «4Dy.

Hactosmmee getBeproe mM3MepeHHe, KOTOPOE HCCICTyeT
npoekt Apcena PeBa3oBa, — 310 camo ororpaduieckoe Bpe-

Msl, BpEMs UCKYCCTBaA.

Buktorus MycBuk

4D

The first thing you notice in Arsen Revazov’s works is
how they can be combined into a single mosaic pattern of rec-
ognisable motifs. Immediately, several layers of time — tech-
niques, aesthetic fantasies — bleed through and shine through
each other. And there are significantly more of these chronolog-
ical dimensions than four.

Mr Revazov says: “For me photography is not a replica
of classical technique, but rather the search for something new”.
Surprisingly at this very moment we are in his studio and I am
looking at various objects that appear to allude precisely to a fas-
cination with the past: heavy, large-format cameras, rosewood
frames, platinum prints.

In the 4D project these historical traces are also quite dis-
tinct. The expansion of the boundaries of technologies and focus
on experimentation refer to a speech by the astronomer Frangois
Arago in 1839 on the phenomenal new invention, and the enthu-
siastic search for a photograph of his own artistic language that
has only just been born. The long exposure, multiple exposure
and infrared shot that Mr Revazov uses to disclose to the spec-

tator another universal shot that is invisible to the standard eye

refer — to the start of the 20th century, World War I and slightly
later, to the 1930s. The search for the secret “fourth dimension”,
wherever God or the unconsciousness might be hidden, refers
to the avant-garde, cubism and surrealism, Dali and Duchamp.
At the same time, certain specifics of working with black and
white imagery and film refer to late Soviet art photography.
However, is there any point in talking about nostalgia?

This represents a direct strike on the most varied time
contexts. It is all the more surprising that this may well be the
result of intuition, with important concepts practically grasped
out of thin air, rather than attempts to adhere to popular interests
or market trends in art. Mr Revazov is a conscious loner, who
considers art, his handwriting and freedom of expression and
thought to be extremely important, regardless of popular con-
cepts and styles. His approach to the classics is not a product of
nostalgia and the generation of the archaic consciousness of a
historian or antiquarian living in the past, although he also talks
about “combating modernity” and “challenging Photoshop”.
It is more likely that this is born of a desire to develop con-

stantly, assimilating in the process a full arsenal of photographic



media — in a bid to express an idea that comes to him, which
evolved simultaneously from observations of the outside world
and some of his own, deeply personal remembrances. The sen-
sation of a mosaic and paradox arises as a result of this complex
birth of the visual senses.

For example, Mr Revazov’s apparent interest in precise
calculations and emphasis on the stringency of research methods
does not only revolve around the sense of a connection with bi-
ological parents, but also fits in with popular science art today.
However, such precision turns out to be a sham: the infrared
shot does not simply transform black into white and vice-versa.
The dark blue sky becomes infernally dark, while the light blue
remains simply cloudy, joyful, Italian, like specks on the walls
of houses, which are by no means transformed into their direct
opposite. The work of the photographer with direct sunlight re-
quired by infrared film is at the same time a remembrance of
the magic of the “photography” of the 19th century, and rep-
resents an innovative challenge to post-Becher “documentary”
photography, whose authors only take photographs in overcast
weather conditions in a bid to attain scientific distance and ob-
jectivity.

Mr Revazov says that he guarantees that the fourth di-
mension looks just like this. However, after you have questioned
him a bit more, you discover that he is being ironic: there are
endless ways of projecting 4D in our three dimensional world.
This game with “strict registration” simultaneously refers us
back to the very beginning, to the initial manipulations of the
era of photographic innocence and to the current balancing be-
tween the boundaries of documentary and art, and to today’s
intermediate end of photo, revolving not only around disinte-
gration, but also a sensation of the birth of something new. The
“floating” modern image, which has lost the registration aspect

in our days, reflects discoveries in physics and astronomy: it is

no longer possible to capture very small items or excessively big
ones acutely and clearly. Just as it is impossible to fully under-
stand the theory of relativity, with its merger of time and space.

In this endless personal search it turns out that existing
technologies simply don’t meet Mr Revazov’s needs, and that
photography needs to be returned to its initial diversity, the re-
sult of the efforts of inspired self-taught individuals and enthu-
siasts who have not yet been forced by the 20th century into the
Procrustean bed of forms, theories and market demands. How-
ever, the very same discovery has now been made by numerous
contemporary photographers, who often work with old technol-
ogies in order to express the current condition and prove the
relativity of art time. That is why 4D appears simultaneously to
be a deeply personal aspiration for self-expression, and also an
attempt to sense a present that is acutely relevant and fits in with
the most recent trends, furthermore revolving around the head of
its own era, which is called post-modernism, while meta-mod-
ernism returns us to the origins of modernity. And so on — right
up to the classical forms of Renaissance Italy, which also come
to mind when looking at certain frames of 4D.

The true fourth dimension being investigated in Arsen

Revazov’s project is photographic time itself and the time of art.

VIKTORIA MUSVIK

4D: KAKMM HAII MUP KAXETCA I'oCIIoAY bOTI'Y

[IyTky mryTkamu, a Ipo YETBEPTOE M3MEPEHHE s elle
B JISTCTBE YNTAJl pa3Hble yMHbIE KHIKKH. [Ipo Mmaremarndeckne
napanokcel, [apaaepa, [lepensmana, Hy U pasHylo (aHTacTH-
KY. B mneii Toxke ObUIM BCSKHE JOINOJIHUTCIIbHBIC U3MCPCHUA,
HO MHE, €CTECTBEHHO, U B I'OJIOBY HC IMPUXOANJIO, YTO C HUMU
MOXKHO CTOJIKHYTBCS B peajibHOM H3HHU. 1o 3Ty CTOpOHY KHH-
ru. [lotom s BBIpOC, Hayajl YNTaTh Kakhe-TO JIpyrue KHUTH U
Jlake mucarh. 3aHnMarscs pororpadueii. B pamkax paboTs! Haf
CBOMM BTOPBIM POMaHOM, IMpojpoibkeHueM “‘OnmHouecTBa-12”,
s ctan u3ydarsb Pomxkepa Ilenpoysa, Kuna Topha, bpaitana I'pu-
Ha, CtuBeHa BaiinOepra, Jlu CMoinMHa ¥ MHOTHX JPYTHX, HO-
TOMY 4TO B OJJHOH M3 JIMHUH pOMaHa MOH I'€pOH CTAIKHBAIOTCS
C HEOUEeBHIHOM (pr3nueckoil 1 MaTeMaTHyecKoi peasbHOCTHIO.
CoBcem HeoueBHIHOH. U st OBICTpO BBIICHWIT, 9TO 0e3 Teopun
CrpyH MHE He 000MTHCH — OHa, C TOYKU 3PEHHUS OONBIINHCTBA
COBPEMEHHBIX (PM3HUKOB, JIyHUIlIe BCEX OCTAJIBHBIX TEOPHii 00bsIC-
HSIET YCTPOUCTBO MUpa. B Hell TOBOPUTCS, YTO IPOCTPAHCTBEH-
HBIX U3MEPEHUIl He TP U He 4YeThIpe, a oT 9 1o 26, B 3aBHUCH-
MocTH OT Moau¢puKanuy Teopurd. OHM XOPOIIO ONUCHIBAIOTCS
cioBamu U (popmynamu. Ho y MEHS BO3HHKIIO JIETCKOE JKena-

HHEC — A 3aX0TCJI NOHATH, KaK 3TO BLIFJ'I}I,Z[I/IT?

Benpb 310 e npaBaa HHTEPECHO: KaK BBIIISIIUT HAII MUD
IIPY B3MJISI/IE HA HETO U3 YE€TBEPTOTO N3MEPEHUS?

CHauana s IpoBeJT MBICIICHHBIHN 3KcriepuMenT. [IpocToid,
0e3 kapanpjama u Oymaru. HapucoBan (B roJjoBe) OTpE3OK.
VY Hero, MOHATHOE J1€J10, 0Ka3aJI0Ch OTHO U3MEPEHNe — JUINHA.
Xopomio. 3areM MoNoXWI pedpo JIaJ0OHN Ha OTPE30K M CIBH-
HYyJl pyKy Ha JUIMHY oTpe3ka. [lomyunics kBazxpar. Y Hero, camo
co0OM, OKa3alWCh IBa W3MEpEHHS: JUIMHA W INuUpuHa. Torma
s TIOJIOKMJI JTaZIOHb Ha KBAaJpaT, TIOJHSI €€ BBEPX, HA BBICOTY
paBHYIO JUIMHE U MUpUHE, U nony4ymt ky0. (Kro 651 comHeBan-
cs1?) YV kyba ecTh TpU M3MEpPEHHMs: JJIMHA, IIMPHHA U BHICOTA.
U nostomy oH TpexMepeH. S mOTpeHUpOBaJICS HECKOIBKO Pa3
BBOJIMTH HOBBIC U3MEpeHUs. Bpoze Bce moimydanocs.

TeM e HEYIOBHMBIM [IBIKCHHEM MBbICIH, KOTOPHIM
s TIOIHMMAJ JIAJIOHb BBEPX, NPEBpaIllasi POAHOW M 3HAKOMBIN
KBaJpaT B HE MEHEe POIHON U 3HAKOMBIN Ky0, S COBEpILII 3a-
XBaThIBaIOIIEE IyX MpeBpalleHne Kyda B TeccepakT. Tojbko Jia-
JIOHb TYT YK€ IIlJIa He BBEpX, a 4epT 3HaeT Kyaa. U s, MoxHO
CKa3arh, yBUIE) TeccepakT. Het, He To 4TOObI I1a3aMu, a TAKHM,
cKopee, BHyTpeHHUM 3peHueM. Ho yBumen! UeTsipexMepHBIit

Ky0. OH e runepky6. To ecTh 00BEKT, 00Ia1aI0MINI TTIABHBIMHI



CBOMCTBaMHM Ky0a: BCe €ro rpaHH paBHBI MEXIy COOOH, U BCe
yIJIBl — HpsMBbIE, HO U3MEPEHUH y Hero yxe ueTsipe. J[nuHa,
IIMpHHA, BBICOTA M KaKOE-TO eIe dYeTBeproe. MHe TyT ke
3aXO0TENIOCh MPUAYMaTh TOMY U3MEPEHHUIO Ha3BaHHUE. B romose
TMIOSIBUJIMCH CIIOBA KBAAPOTa MITH TETPOTA, HO 51 UX OTOPOCHI KaK
aHTHXyIOKeCTBeHHbIC. ECTh yxxe ab0peBuarypa 4D, SD, u He
HaJI0 BBINCHIPUBATHCA.

CaMbIM BEIHKOJICIIHBIM B UETBEPTOM M3MEPEHUU OKa3a-
JIOCh TO, YTO OHO MHTEJUIEKTYaIbHO MOCTHXHUMO. C HUIM MOKHO
paborars. To ecTh yXe CTyICHT-MaTeMaTHK yMEET PacCUNTaTh
00BEM TEeCCepakTa, KONUYECTBO €T0 IPaHeH, MIIOoIaab €ro mo-
BEpPXHOCTEH. [ yCIEIHOro 3aBEpIICHUS 3KCIIEPUMEHTA MHE
OYEHb 3aXOTEJIOCH IMOHTh, @ KAKUM 3TOT TECCEPakKT OyneT Ka-
3arhCsl HaM, 3eMisiHaM? JKuByIuM Bce-Taku B TpeX MPOCTPaH-
CTBEHHBIX U3MepeHIsIX. Kak oT 330Tepuky nepeiTi K npakTuke?

J10BOITBEHO OBICTPO 51 ITOHSII, UTO TECCEPAKT OyIeT Ka3aThb-
cs 3eMJIIHaM KaXK/Ibli pa3 mo-pazHomy. Hampumep, Mbl MoxeM
CIIPOEIMPOBATh KyO Ha MJIOCKOCTh CaAMBbIMH Pa3HBIMHU CIIOCO0a-
MH: IIOCTaBUTh Ha IpaHb, OCTAaBUTh HAa peOpO, MOCTABUTH HA
IUIOCKOCTh. M Kakaplil pa3 kapruHka Oynmer apyroi. Tak sxe
TeccepakT B TpexmepHoM. OH OyIeT BBINIAAETH MO-Pa3HOMY,
B 3aBUCHMOCTH OT TOTO, KaK OOHUTATENN YETBEPTOTO N3MEPEHNUS
OyZIyT HaM €ro MOKa3bIBaTh.

Boo0buie-To, 4eTBepToe M3MEpPEHUE HU JUIsi KOTO HE HO-
BoCcTh. O HeM ObLIO 00BsABIEHO PuMaHOM Ha OlecTdineil, BO-
meqmei B UCTOPUIO Hayku Jiekuuu 4 utoHs 1854 roma B I'er-
THHTCHCKOM yHUBepcutere. OHO pPacHpOCTPaHMIOCH Kak
3aXBaTHBIIAsl BCEX MHTEIUIEKTyalbHAasl UTPYIIKA ONMKe K KOHITY
XIX Beka, Torjia *e MOSABWINCH MEPBBIE MOMBITKA MPOUILIIO-
cTpupoBarh ero. Mutno Kaky nuier, yro Onmxke x koHmy XIX
BEKa 4eTBEPTOE U3MEpPEeHHe Nporpemerio mno sceit EBporne u BbI-
3BaJIO MIMpovYaimmMid uHTepec myonuku. [ucarenu, dpunocodsr

1 XyJIO)KHUKH ObITH 0T Hero 6e3 yma. Kyousm Ilukacco Bo3HUK
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OTYACTH MOJ| BIEYATICHHEM OT YETBEPTOTO M3MepeHws, (Top-
TPETHl XKEHIIMH KucTU [Iukacco, Ha KOTOPBIX IViaza CMOTPST
BIIEpE]I, @ HOC HAXOMUTCSA COOKY, IPEACTABISIOT COO0M MOMBITKY
MIPEICTaBUTH YCTHIPEXMEPHYIO TIEPCIIEKTUBY, BEIb MIPH B3IIIAIE
13 YETBEPTOrO U3MEPEHUS MOKHO OJHOBPEMEHHO BHIETH JIUIIO,
HOC M 3aTBUJIOK >KeHIIUHBI). [Tucarenu nmomeman B 4eTBEPTOE
HU3MEpEeHUe MPU3PAKOB, & TEOJOTH HEMEJIEHHO TOHSIH, TIe Ha
camoM Jiene Haxoautcesa Tocnoap bor u aHresnsl. to momorio
VM CTIPABIIATHCS C HACTYTAOIIAM MaTEPHATH3MOM.

S1 TOKe pelna BHECTH NMOCHUIIBHBIA BKIJIAJ B JIEJIO OC-
BOCHHMS MHOXXECTBEHHBIX W3MEPEHHI M BBITEKAIONIMX W3 HX
CyIlIECTBOBaHUs NapajuienbHbix Bceenennsix. [ns atoro s umc-
T0JIB30BaJl MOJAPYYHBIE METOABL: IBOMHYIO IKCIO3HUIIMIO U HH-
(dpakpacHyro TUIeHKY. J[BOMHAs IKCIIO3UIMSI — 3TO KOTZHa Ha
OJIVH ¥ TOT K€ HETaTHB JICNAIOTCS JBa Kajapa. To ecTh THI CHSI
OIVH Kajp, a IUICHKy He mepeMoTan. B3sen 3arBop eme pas
Y CHSUI YTO-TO €IIle Ha TOT )K€ HeraTuB. Bce He ClIoKHO, HyKHO
JIMIIH CHIDKATh KaXAYI0 M3 BbIIEpKEK Ha TpeTb. OjHako, Bce
O4YE€Hb HE IPOCTO — MPUXOTUTCS OAHOBPEMEHHO IyMaTh O JABYX
KaJipax, a 3TO U €CTb MbICIIb O YETBEPTOM U3MEPEHHUH, €T0 CUH-
Te3. To eCTh MBITasICh MPENCTaBUTh, KaK BCE TMOIYIHUTCS, KaKHue
KBaHTBI CBETA OT KaKOH AKCIIO3UIINH Ky/Ia IIONaxyT Ha TUICHKY, 5
YyBCTBYIO ce0s B IpyToM M3MEPECHHH.

IMouemy mienka? Ilouemy He mudposas ¢otorpadus?
[loHsTHO, YTO y IUICHKH, OCOOCHHO KpyIHOTro (hopmara, eCTh
LEJBIA PS] IPEUMYIIECTB Hepel HuPO: TUIACTHYHOCTD, JHHA-
MUYECKHIA TUAIa3oH, 1a 1, B KOHIE KOHIIOB, PE30JIONHS Y IIH-
POKOH TIJICHKH BHIIIE, 9eM y Iudpbl. Ho mouemMy He HaJIOXUTh
JIBE OTIEIIbHO CHATBIC (poTorpadum B Kommbrorepe? S, ecre-
cTBeHHO, nonpoboBas. Ho He Bhimuio. Hamoxwurs-to B (oTo-
Iore Oy padoTy Ha JAPYTyI MOXKHO. U TOHATHO, IUISL TOTO,
4TOOBI OHAa padoTa MPOCBEYMBAIA Yepe3 APYTYI, HAIO yKa-

3aTh CTENICHb MPO3PavHOCTH BepxHEH paboTel. 50%, 70% wmin

30% — ue BaxHO. Ho y dhoTomneHku, B oTiuune ot (oTomona,
IPU ChEMKE Ha JBOMHYIO 3KCIO3HUIHMIO MPO3PAUHOCTh KaXKAOIO
(hparMeHTa, KaXXIO0r0 KBaJPaTHOTO MIUIAMETpa (€CITd HE MU-
KpOHA) M300pakeHUs — CBOsI, YHUKanbHas. Y MexXay HUMH,
€CTECTBEHHO, €CTh IUIaBHBIE IepeXOabl, CPOPMUPOBAHHEIE
KBaHTaMH CBETa, a He UdpamMu KoMibtorepa. 1 kak Bocnpous-
BECTH 3TO BPY4HYIO B (oTororne? Pa3ouTe kajp Ha HECKOIBKO
THICSY (PParMeHTOB U NPUAABATH KaXIOMY (pparMeHTy CBOM KO-
3¢ ¢unueHT npo3paqHocTu? 3adeM, eI MOKHO TPOCTO CHATH
Ha IUICHKY ¢ JBOWHOMU Skcno3unueii? B mporecce cheMKkH, KcTa-
TH, KaKHe-TO KaJpbl si CHUMaJ 0ObIuHBIM 00pa3oM. Kak mporo-
tunbl. C eAMHCTBEHHON dKcmo3uiuei. X Mbpl Hameyaranu Ha
HACTOSIIEM OapHTe C IIOMOIIBIO HACTOSILETO YBEINIUTEIS.
[Mouemy undpakpacuas mienka? [Toromy 4ro yerBeproe
HU3MEpEHNE U MapajlieIbHbIe MEPBI IMEET CMBICII CHIMATh B He-
BHIFIMOM CBETE — CETYaTKa HAIIeTO IJa3a B 3TOM IHAlla30He
HE pearupyer Ha KBaHTHI, a IUICHKA PearupyeT, 1 MOTY TI0Ka3aTh
OnaromapHoit myOrKke HeBUAUMBII MUpP. MUp coceHui, HO He
Ham. OueHb MOXOXKWW Ha Halll, HO Jpyrod. Takoe BOT 330Te-
pHUYeCcKOe 3HaHME, IOCTPOEHHOE Ha TBEPAON HAaydHOH OCHOBE.
U BOT movyeMy MHE TIOKa3aJOCh 3TO BaKHBIM: a BIPYT TEOJIOTH
mpaBbl, 1 bor xuBeT B yeTBepTOM M3MepeHun? MHTepecHo ke,

KaKUMH MBI €My KaKeMCs. ..
P.S. A dopmar 6x6 s BeIOpa, MOTOMY YTO TECCEPAKT.
ITotomy uTO 51 XOTen KBajaparoB. [loromy 4TO s JTFOOIIO KBaIpa-

THI.

ArceH PEBA30OB

11



Joking aside, I read a number of different smart books
about the fourth dimension while still a child. I read about the
mathematical paradoxes, Gardner, Perelman, and also various
works of science fiction. They also contained all types of addi-
tional dimensions, but I naturally didn’t imagine that they could
be encountered in real life, on this side of the book. Subsequent-
ly I grew up, started reading certain other books, and even start-
ed writing. I took up photography. As part of work on my second
novel, the continuation of “Solitude-12”, I began studying Rog-
er Penrose, Kip Thorne, Brian Greene, Steven Weinberg, Lee
Smolin and many others, because in one of the lines of the novel
my hero is confronted by non-evident physical and mathemat-
ical realities — utterly non-evident. And I rapidly realised that
I wouldn’t be able to progress without String Theory — in the
opinion of most modern physicists, it provides a far better expla-
nation of the world structure than all other theories. It states that
there are not three or four spatial dimensions, but instead nine to
26, depending on modifications to the theory. They are described
well by words and formulae. However, I had a childish desire —
I wanted to understand how this all looks.

For this truth is interesting: how does our world look
from the perspective of the fourth dimension?

First of all I performed a mental experiment. A simple
one that did not require pencil or paper. I drew a distance (in my
head). It stands to reason that it had only one dimension — its
length. OK. Then I placed the sharp of my hand on the distance
and moved my hand by the length of the distance. I ended up
with a square. It goes without saying that it had two dimensions:
length and width. Then I placed my palm on the square, raised it
up to a height equal to the length and width and ended up with
a cube. (Who would have doubted it?). A cube has three dimen-
sions: length, width and height. And therefore it is three-dimen-
sional. I trained several times to introduce new dimensions. It
appeared that I had succeeded.

Using the same elusive movement of thought that
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I had used to turn my palm upwards, transforming my original
and familiar square into one that was still my original and fa-
miliar cube, I completed the breath-taking act of transforming
the cube into a tesseract. Only here the palm no longer went up-
wards, but the middle of nowhere. And in a manner of speaking
I had seen a tesseract. I don’t mean with my own eyes, but rather
through my internal sight. However, I saw it! A four-dimension-
al cube, that is a hypercube. In other words, the object had the
main properties of a cube: all its faces are equal to each other,
and all were right angles, but it already had four dimensions:
length, width and height, and also a fourth dimension. And at
this point I wanted to come up with a name for this dimension.
The words squared or cuboid appeared in my head, but I discard-
ed them as anti-artistic. The abbreviations 4D and 5D already
exist, and there is no need to boast.

I discovered that the most splendid aspect of the fourth
dimension was its intellectual comprehensibility. You can work
with it. In other words, a student mathematician already knows
how to calculate the volume of the tesseract, the number of its
faces and surface area. In order to complete the experiment suc-
cessfully, I wanted above all to understand how this tesseract
would appear to us, the people of Earth? That is, people who still
live in three spatial dimensions. How can one make the transi-
tion to practice from esotericism?

I understood quite rapidly that the tesseract would appear
each time differently to earthlings. For example, we can pro-
ject the cube on a plane using different methods: balance it on
a point, set it on an edge, set it on the plane. And each time the
picture will be different. The same holds true for the three-di-
mensional tesseract. It will look differently, depending on how
the inhabitants of the fourth dimension show it to us.

In actual fact, the fourth dimension should not be consid-
ered a new discovery. It was announced by Bernhard Riemann
at a wonderful lecture on 4 June 1854 at the University of Got-

tingen, which has entered the annals of science. It spread as an

intellectual plaything that enthralled everyone towards the end
of the 19th century. Subsequently the first attempts appeared to
illustrate the dimension. Michio Kaku writes that towards the
end of the 19th century the fourth dimension hurtled throughout
Europe and evinced widespread public interest. Writers, philos-
ophers and artists were wild about the topic. Picasso’s cubism
arose partly under the impression of the fourth dimension. (The
portraits of women using Picasso’s brush, whose eyes look for-
wards, while their noses are out of joint, represent an attempt to
present a four-dimensional perspective, for the perspective of
the fourth dimension enables you to simultaneously look at the
face, nose and nape of the woman). Writers placed ghosts in the
fourth dimension, while theologians understood immediately
where God and angels were actually located. This helped them
deal with forthcoming materialism.

I also decided to make a significant contribution to the
matter of assimilating multiple dimensions and the parallel Uni-
verses emerging from the existence of such dimensions. For this
purpose I improvised in the choice of methods: double exposure
and infrared film. Double exposure is when the same negative
is used to consecutively shoot two frames. In other words, you
shot one frame, but did not rewind the film. I cocked the shutter
again and shot another one with the same negative. None of this
is difficult, you merely need to reduce each exposure by a third.
At the same time, nothing is that simple — you have to think
simultaneously about two frames, and this is a thought about the
fourth dimension, and its synthesis. In other words, when trying
to imagine how it will all work, and the specific photons of light
that will appear on film from a certain composition, I feel that I
myself am in another dimension.

Why film? Why not digital photography? It is clear that
a film, in particular large format, has a significant number of
advantages over digital: the plasticity, dynamic range and in the
end the resolution of wide-format film is higher than a digital

sensor. However, why not simply superimpose photographs
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that have been shot separately on the computer? It goes without
saying that I tried. However, it didn’t work. One work can be
superimposed on another one in Photoshop. And it is obvious
that if you want one work to be illuminated through another one,
you need to indicate the degree of transparency of the top work.
This can be 50%, 70% or 30% — it doesn’t matter. However, in
the case of photo film, unlike Photoshop, in a double exposure
shot, the transparency of each fragment, each square millimetre
(if not a micron) of the image is specific and unique. And natu-
rally there are seamless transitions formed by photons of light,
computer digits. And how is this reproduced manually in Pho-
toshop? By breaking the frame into several thousand fragments
and according each fragment its own transparency ratio? Why
bother, if you can shoot on a film with double exposure? During
the filming, incidentally I shot some of the frames in the conven-
tional manner. Like prototypes. With a single exposure. And we
printed them on real paper using this magnifier.

Why infrared film? Because it makes sense to shoot the
fourth dimension and parallel worlds in invisible light — the ret-
ina of our eye in this range does not react to the quanta, while the
film reacts, I can show the invisible world to a grateful public. It
is a neighbouring world, but not our world. It is very similar to
our world, but at the same different. This is such esoteric knowl-
edge built on a solid scientific basis. And this is why I believed
that this was important to me: what if the theologians were right,
and God actually lived in the fourth dimension? Surely it would

be fascinating to know how our world looked to him?...

P.S. And I selected the 6x6 format because it is a tesser-

act. Because I wanted squares. Just because I love squares.

ARSEN REvAazoV



ApceHn PeBazos (p. 1966, Mocksa) — nucaresb, apT-¢o-
Torpad, cenuaiucT B 00JacTH MHTEPHET-TEXHOJIOTHH. 3aHH-
Mmaercst apT-ororpadueii 6ombine 40 net, B mocieanee BpeMs
pabotaer ¢ nHppaKpacHOH MIICHKOH, (oToammaparaMu «O0Jb-
moro (opMaray, a TaKKe HCIONIb3yeT TEXHUKY IIaTHHOTUIIHH.
PeBa3oB craBuT mepen cobOOW XyI0KECTBEHHYIO 3a/ady MOKa-
3aTh MUD, HEBUAUMBIN JUIS YEJIOBEYECKHX IVIa3, a MIMEHHO OT-
KPBITh 3pUTENI0 «HapajelbHy0» peanbHocTs. B 2005 romy
Apcen PeBazoB Hammcan poman «OnmHOYECTBO-12y», omyOmm-
KOBaHHBIN m3marenbcTBOM «Ad Marginem». Ha cerommsim-
HHUH JIEHb POMaH INEPEBE/ICH Ha IIECTh MHOCTPAHHBIX SI3BIKOB.
C 2008 roma pacckasbl PeBazoBa MmyONHMKYIOTCS B Pa3iIMYHBIX

JKypHaJlaX 1 ra3etax, Takux Kak «bBI» n «KOMMepcaHT».

[Tepconanbuble BhIcTaBKU: «HeodeBUAHBIN MUY, Tane-
pest «Tpuymd», Mocksa, B pamkax @orobuennane (2010); «He-
OueBUAHBIA MUp», BricraBouHsblil 3a1 «PoToueHTp», Mocksa
(2010); «HeoueBumuslit Mup», ranepes «MernmuHckas», [ICU
«BwunsaBon», Mocksa (2010); «Hecmsateie npocteiHu Bene-
U, B paMKax 4-oif MockoBcKoll OMEHHAJIE COBPEMEHHOTO UC-
KycctBa, Mocksa (2011); «Onua k 1ByMY», ranepes « Tpuymdy,
Mockaga (2012); «ITotomy 9to Mup Kpyrisiity, ['anepes Kimaccu-
yeckoit Potorpadum, Mocksa (2013); «tanus u3 4eTBepTOro
n3Mepenus», Ar33studio, Benerus, Utanus (2015).

Paboter Apcena PeBa3zoBa HaxomaTcs B My3esiX W 4acT-
HbIx Koutekuusx B CILIA, Espone u Poccuu.

Crynus-ranepes Apcena Pepa3oBa B Benenuu npusHana
razetoii «II Gazzettino» irydreii ranepeeii COBpeMEHHOTO HC-
KyccTBa B Beneuuu.

ApceH PeBa3oB xxuBet u padoraet B Beneruu 1 Mockse.
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Arsen Revazov (1966, Moscow) — writer, art-photogra-
pher, web-based technology specialist. Revazov has been en-
gaged with the art-photography for 40 years already, during the
past few years he has been shooting mainly in infrared light and
on so-called “large-format” cameras, sometimes he produces
platinum prints. An artistic task is to show a world, that a naked
human eye is unable to see, specifically to ease the audience’s
access to a different, “parallel” reality. In 2005 Revazov wrote
a romance “Odinochestvo-12” (Solitude-12), that was published
by “Ad Marginem Publishers”. By now this romance has been
translated to six foreign languages. Starting from 2008 Arsen’s

short stories are being published in various literature journals.

Personal exhibitions: “Non-Apparent World”, “Triumph”
gallery, Moscow, within the framework of a photo biennale
(2010); “Non-Apparent World”, the PhotoCenter Exhibition
Hall, Moscow (2010); “Non-Apparent World”, “Meglinskaya”
gallery, Contemporary Art Center Winzavod, Moscow (2010);
“Uncrumpled Sheets of Venice”, within the framework of the
Fourth Moscow Biennale of Contemporary Art, Moscow (2011);
“One by Two”, “Triumph” gallery, Moscow (2012); “Because
the World Is Round”, gallery of Classical Photography, Moscow
(2013); “Italy From the Fourth Dimension”, Ar33studio, Venice,
Italy (2015).

Arsen Revazov’s works are kept in museums and public
collections in USA, Europe and Russia.

The newspaper “II Gazzettino* has acknowledged Arsen
Revazov’s studio-gallery in Venice to be the best gallery of con-
temporary art.

Arsen Revazov lives and works in Venice and Moscow.
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Mue 3axX0TCJI0Ch, 4TOOBI HaJ KJIaCCUYCCKUM BUJIOM U3 JIar'yHbI
HaBHCJIA KaKasg-TO HE TO YTOOLI MpavHas, HO KaKasg-TO HEIIOHAT-

Hasi TeHb OyIyIIero.

I wanted a shadow looming over the classic view from the la-

goon, not a dark one but a rather enigmatic shadow of the future.

Tenu u obnaxa nao Can Mapro. 2015.

Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Shadows and clouds over San Marko, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,

silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Hexoropble Ha3zBaHUsl CBATHIX M IIEPKBEH, Ha3BaHHBIX B HUX
4YEeCTh, IM0-BEHELUAHCKH 3By4YaT COBEPLIEHHO HEY3HABaeMo.
Can-TpoBa3o — 3710 cB. ['epBacuii u cB. [Iporacuii. Can-Cts —
cB. EBcraxmii. OdunmansHoe BEHEIIMAHCKOE HAa3BaHUE ITOTO
cobopa — J[3anunozno. Yto B mepeBojie Ha UTATbSIHCKUI 03Ha-
yaeT J[>xoBaHHU u [laono. Y3 ogHOrO MMEHM MOSBIAIOTCS JBA.

A ellie 1 yABOMII COOOPEI.

Several names of Saints and churches dedicated to them sound
absolutely unrecognizable in Venetian. San Trovaso corresponds
to Saints Gervasio and Protasio, San Stae to Saint Eustachius.
The official Venetian name for this Basilica is Zanipolo which,
when translated into Italian, corresponds to Giovanni and Paolo.
Two names grow out of a single one and the Basilica has ac-
quired a double as well.

eotinoti [{ocosannu, osotinoii Ilaono. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Double Giovanni Double Paolo, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Jleraromiasi mkoia — 3TO Kakas-To ydeOHas Meradu3uka.
ThI cuauIne HA YPOKE U BAPYT BHIUINE, YTO TBOS IITKOJIA JECTHUT.
Bwmecre co Bcemu KllaccaMu, YIUTEISAMA U TUPEKTOPOM BO TIIa-
Be neacosera. Ha camoM aene “scuola” o3HagaeT «ruiIbaus», HO

9TO YK€ COBEPLICHHO HE BaXXHO.

The flying school is like a course in metaphysics. You are sitting
in a lesson and suddenly you realize that your school is flying.
Together with all the classes, the professors and the dean head-
ing the teachers’ council. In reality “school” implies a “fraterni-

ty”, but that is no longer of any importance.

Jlemarowas wkona. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Flying School, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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MHe 3aX0TeNn0Ch, 4TOOBI LMWL 3TOH 1epkBH B [pano OykBaib-
HO TpopBai Hebo, pa3opBal ero B K1oubs. Hebo kak pas ciydn-

JI0Ch 00JTaYHBIM, TIOATOMY OBLIO YTO Pa3phIBaTh.

I wanted the steeple of this church in Grado literally to pierce the
sky and tear it to pieces. The sky turned out to be cloudy so there

was something to tear.

Ocmpué nponzaem xocmoc. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

A spire piercing space, 2015.

infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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HNmenno Buma «Jla Poronma», nmocrpoennas Anapea Ilamna-
Mo B cepennHe 16 Beka, sIBUJIAch MCTOYHHKOM OECKOHEYHOTO
KOJIMYECTBA MOPaKaHUH CAMBIX Pa3HBIX MaJUIaANAaHCKUX BHILI,
BKJIIOUasi, Harpumep, bensiit Jlom B Bammnrrone nian bonbioit

Tearp B Mockse.

Ho Hu onHa komus, HE CMOTPsSI Ha BCIO UX HEBEPOSATHYIO Oec-
YUCJIEHHOCTh, HE MpeB30Illjia opuruHaia. M 3To copaBesingo.

ITosTOoMy OT POTOHABI HOKHBI POXKAATECS TONBKO POTOHBI.

Villa La Rotonda, built by Andrea Palladio in the middle of the
16th century, has been the prime source for an infinite number
of imitations of Palladio-style buildings, for example both the
White House in Washington and the Bolshoi Theatre in Moscow
are inspired by it.

Nevertheless, in spite of the innumerable copies, none of them
has surpassed the original. And that is how it should be. This
is why only a Rotonda should be brought forth by La Rotonda.

Pomonoa bepemenna Pomonooii. 2015. - Y, gl
HudpakpacHas rienka Rollei400//Efke100, UK ¢unstp Heliopan 715 nm, -
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Rotonda is pregnant with Rotonda, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Hert, ®eppapa-To B nopsaake. Uto ¢ Heil ctanercsa? D10 4 colien
¢ yMa, Koraa e€ yBunels. M ot KpacoTbl, U OT HIOJILCKOH Kapbl B

43 rpanyca no Llenbscuto.

No, Ferrara is all right. What will become of her? It is I who
went crazy when I saw her. Crazy because of her beauty and the

July heat reaching 43° Celsius

Deppapa cowna ¢ yma. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Ferrara got crazy, 2015.

infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Ha cBetnoii 3anuToit conHueM miomiaau Oeppapsl BAPYT BEIPOC
OrpOMHBIN TEMHBINA XpaM. OH KaK-TO HEOXKUIAHHO BBIpOC. S U

caM HEC OXKXuJaal.

On a square in Ferrara bathed in sunlight, an enormous shadowy
church rose into view. It sprang forth unexpectedly. I myself had
not expected it.

Bueszanno eévipoc xpam. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Temple unexpectedly rose, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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51 nro6imio ecHro «Across the Universe». U ¢puibm

«Across the Universe» s Toxe 1100m110.

I love the song “’Across the Universe”. I also love the film
’Across the Universe”

1o sceii @nopenyuu. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHast porodymara RC, mutactudukanust, 6aret mo texnonorun Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Across the Florence, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Mmne MOKa3aJ0Ch, YTO B 3THUX JIMHUAX TAUTCS CKPBITOC BBICOKO-

Mepue.

I had the feeling that a hidden sense of superiority lurked within
these lines.

e
'h."t-"" e

Haomennuwuii I'paodo 1. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

High-minded Grado 1, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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B I'pano nenyro ThicAdy J€T KU MaTpuapx, noka B 1451 r. on

He nepeexan B Benenuto.

The Patriarch lived there for a thousand years, until he moved
to Venice in 1451.

Haomennwuii I'paodo 2. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

High-minded Grado 2, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Ha, sipkoe naTtHo BBepXy — 3TO conHle. Het, 5To He HOYb, 3TO

SIPKUH COJTHEYHBIH 1eHb. B HH(ppakpacHbIX Jrydax.

Yes, the luminous point high up above — that is the sun. No, it is

not night, it is a bright sunny day. In infrared light.

Connye nao Pasennoii. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Sun over Ravenna, 2015.

infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Bce npuBbixim u3ymisiteest TpysuisiM (trulli) u3 Ans6epobenio,
Kak Oy[TO 3TO HE JOMa, a KaKHEe-TO MUJIbIC KOLICYKU. A Beab

371ech U IpaBza KUBYT Jonu. W naske paboraror.

Everyone marvels at the Alberobello Trulli as if they are not
homes, but rather cute kittens. Yet people actually live here. And

work here too.

Ja, mym orcueym moou 1. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Yes, people live here 1, 2015.

infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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A Bo0OIIE-TO «ANBOEpOOEIIIO» B TIEPEBOJE C JIATHIHU Ha UTa-

JIbSHCKUM 03HauaeT JlepeBo BoiiHbI. A He pe3uaeHLUs THOMOB.

In reality, “Alberobello”, translated from the Latin into Italian,
means “Tree of War”. And not home of the gnomes.

Ja, mym orcueym moou 2. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Yes, People Live Here 2, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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AnoynvHapuii ObUT NEpBBIM enuckornoM PaeHHBI. [Ipuruibin
crona BMecte ¢ anocrtonoMm Ilerpom. Ilpsmo B mopry Kiacce

6J'IaI'O,I[apHBIC TOPOKAHC OTMETUIIN 3TO CcOOBITHE.

Apollinare was the first Bishop of Ravenna. He sailed in here to-
gether with the Apostle Peter. The grateful citizens have marked
this event right here in the port of Classe.

bonvuue u manenvrxue Annonunapuu Pasennwl. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Apollinare of Ravenna — large and small, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Camoe 3arazioqHoe Ha 3Toi (oTorpaguu — 3TO HE YETBEPTOE

m3Mepenue Ka’ 1°Opo, a neBymika B yriy.

The most enigmatic thing in this photograph is not the fourth
dimension of the Ca d’Oro but rather the girl in the corner.

Hsmenénnorit Ka’o’Opo. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Ca d’Oro Transformed, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Kamuu He To uTo MOT'YT, a IpOCTO 00s13aHEI OLITH IMpO3paviHbIMHU,
€CJIM CMOTPETh HC Ha HUX, 4 CKBO3b HUX. TyT HC MoME€IIacT OKa-

3aThCA B 3TOM CJIy4ac B HCTBCPTOM U3MEPCHUU, KOHCIHO.

Stones not only can, but simply have to be transparent, if you
want not to look at them, but through them. Here, in this case, it
would not hurt to be in the fourth dimension.

Ipospaunvie kamnu. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Transparent Stones, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP

48




Cuate Ka’ 1°Opo kpacuBo odeHb ci0kHO. OH CIIUIIKOM Kpa-
CHBBIH caM 110 cebe. Y MeHs YIIIO HECKOIBKO MECSIIEB, YTOOBI

pUIyMaTh Kak BooOmie MoxHo cHrMarh Ka’ 1” Opo.
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It is very complicated to take a beautiful photograph of
the Ca d’Oro. It is already so beautiful in itself. I spent months

trying to figure out how to photograph the Ca d’Oro.
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Kpacuevtii u srcusnepadocmuutii Ka’o’Opo. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Beautiful and cheerful Ca d’Oro, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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IIpaBna Beap HeT B BeHenuu AByX 3aHUIl U3BECTHEM, YeM CO-
6op Can Mapko u [Tananmo lykamne? Ho u oHE HHOTA BBITIIS-

JAT HCOXKHUIAHHO.

Isn’t it true that in Venice there are no two buildings more fa-
mous then the Basilica of San Marco and the Doge’s Palace? Yet

at times even they appear unexpected.

I] F’Ef !

Hesnaxomvie /[sopey u Llepkoss. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Unfamiliar Palazzo and Basilica, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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S Bomen B Ianammo [ykane. [logusics Ha BTopoit aTax. YBU-
JIell uepe3 CTEKIISTHHYIO JBEph BUJ Ha JIaryHy U cHAI ero. Ilo-
TOM MPOCTO pa3BepHyics Ha 180° U cHAN BUI HA BHYTPEHHUI
nBop. Otkyna Gepercs MucTuka — He 3Har0. Ho oHa ompene-

JICHHO TYT €CTb.

I entered the Doge’s Palace and climbed to the first floor. I
looked through the glass door to the view of the lagoon and took
a picture. Then I simply turned 180° and took a picture of the in-
ner courtyard. From where does the mysticism come.....I don’t

know. But it is definitely present.
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Hanayyo /Jyxane uz uemeépmozco usmeperus. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepedpstaas Gporodymara RC, mnactudukanus, 6aret o rexnoioruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

The Doge's Palace from the fourth dimension, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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S merratocs noHATh Beneuuto. He nonyyaercs. 3ato sicHo, 4TO

MacuTad He UMEeT 3HAYEeHUs], €CIIM Pedb HJIET O HOBBIX H3Me-
peHUSX.

I am trying to understand Venice. But don’t succeed. Yet it is
evident that proportions do not mean anything, if the discussion
focuses on new dimensions.

Tlonvimka nonsms Beneyuro 1. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

An attempt to understand Venice 1, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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51 Bcé elI¢ NbITalOCh MOHATh BeHeumo. CraHOBHUTCS SICHO, UTO

NOJIYYUTh ABa T'OPU30HTA — OTO 3HAYUT NPOCTO YABOUTH Kpa-

CoTYy.

I am still trying to understand Venice. It is clear that embracing )

two horizons simply means doubling the beauty.

LT ] -

Tlonvimka nonsams Beneyuio 2. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Attempt to Understand Venice 2, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Bor Takas mnomanas Mae HpaBuTcs. Monoaasi, cyeTiivBas, Becé-

Jiad, 3aJopHas. u HarjieBarb, 4TO el Yke OOJIbIIIE THICSYH JIET.

I like a square like this one. Young, busy, happy and vibrant.
What does it matter if it is more than a 1000 years old.

Becénasa cymamoxa. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Merry Bustle, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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$1 HECKOIBKO pa3 MCH:I OOBEKTUBEI U JOJITO Kaall. .HO)IKI/I apo-

HOCHJIUCH, KaK BpEMH. W CIIc 6LICTpeI\/‘I.

I changed lenses several times and then waited and waited.
Boats rolled by fast like time itself. Or even faster.
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Ouenv 6vicmpoe Osudicernue. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

s i,

Very fast movement, 2015. B ———
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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KOI‘}Ia Thl HAay4dWuJICd CMOTPEThL CKBO3b KaMHHU, TO CMOTPETH

CKBO3b JK€JIC30 — JICTKO U MPHUATHO.

When you have learnt how to look through stones, looking

through iron is easy and pleasant.

Ilpospaunas memannuueckas kpviua. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Transparent Iron Roof, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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ApXHUTEKTOp 3TOH OAalIHM TOYHO AyMal o Tiasax. M g nymaro o

Ii1a3ax.

The architect of this tower was definitely thinking of eyes. I am
thinking about eyes too.

Thaza Toppe-oe-Iuuenapou. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Eyes of Torre de’ Picenardi, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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B Bepone Bce nepememanocs. lllexcnupa nepenyranu ¢ Karyn-

oM. Koseco gyacoB KaTuTcs 110 monragu.

In Verona everything is confused. Shakespeare is mixed up with
Catullo. The wheel of the clock rolls through the square.

Iepemewannas Bepona 1. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Overmixed Verona 1, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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B Bepone npasna Bce nepememainocs. Jlagno, Karymn ¢ lek-
crrpoM. [ pOOHHIIEI BCKAKWBAIOT Ha OYCHBb BBICOKHE ITOCTAMEH-

TBI.

In Verona, it is true, everything is mixed up. All right then, Ca-
tullo with Shakespeare. The tombs leap up onto very high ped-
estals.

Iepemewannas Bepona 2. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsHas porodymara RC, mnactudukarnus, 6aret o rexnonoruu Tpuacek, 70 x 70 cm. Tupax 24 + 1 AP

Overmixed Verona 2, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised RC photo paper, triasec framing, 70 x 70 cm, edition of 24 + 1 AP
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Muparonu — Coaneunsviti u Ilsimnucmori. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Miracoli — Sunny and Spotty , 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 X 50 cm, edition of 10
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Dpapu [lunmux. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Frari Diptych, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Ma, s eudicy @papu. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Yes, i can see Frari, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Puo-de-Can-bapnaba. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Rio de San Barnaba, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Msexas @nopenyus. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Soft Florence, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 X 50 cm, edition of 10
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Lenomyopennas @nopenyus. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Chaste Florence, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 X 50 cm, edition of 10
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Pagenna — Poxka bpanxaneone. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepeOpsiaas OaputoBas hotodymara, 6e3 oopamienus, 50 x 50 cm. Tupax 10

Ravenna — Rocca Brancaleone, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Anvbepobenno kax ona ecmo. 2015.

Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,

cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Alberobello as it is, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 X 50 cm, edition of 10
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Kacmenv-0env-Monme. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Castello del monte, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Ka’0’Opo. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepeOpsiaas OaputoBas hotodymara, 6e3 oopamienus, 50 x 50 cm. Tupax 10

Ca d’Oro from inside, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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Hxmuot Beneyuu 3. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Yachts of Venice 3, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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30anue cyoa ¢ Can-/copoaco. 2015.
Wndpakpacuas mienka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

Court of San Giorgio, 2015.
infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 X 50 cm, edition of 10
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Can-Camyane. 2015.
Wndpakpacuas mrenka Rollei400//Efke100, UK ¢unsrp Heliopan 715 nm,
cepebpsiHas 6aputoBas poroOymara, 6e3 oopamnenus, 50 x 50 cm. Tupax 10

San Samuele, 2015.

infrared film Rollei400//Efke100, infrared filter Heliopan 715,
silver sensitised Baryta photo paper, no framing, 50 x 50 cm, edition of 10
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