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Anekcanppa ObYXO0BA

“4 Bewwb!” — ¢ MenoapamaTyecKuM HaapbIBOM NPOU3HOCKNA B
nbece OcTpoBckoro Jlapuca OryaanoBa, HEBObHO BTOPS NlaMeH—
Tauusam eMUHUCTOK XX cTonetus. PyTuHHas 6opbba nocneaHux ¢
“00bEKTMBALIMEN” XEHCKOTO CO3HAHWA W Tena, MOpoXAatoLLen
(heHOMEH “XKEHLUWHbI Kak npegmeTa notpeénequs”, Tak, no BCei
BMAMMOCTW, M HE YBEHYAETCH YCMEXOM, MOCKOSbKY MOCTOSIHHO
CTaNKWBAETCA HE TONbKO C COMPOTUBIEHUEM “MYXHMHbI-NOTPE-
6uTens”, HO N “XKEHLUMHbI-TPAAULMOHANNCTKN”, eCNiN CnefloBaTh
OnpefeneHntio aBTopoB Tenenporpammsl “d cama”. C n306peTeHnem
choTorpadoum K NpuBbIYHBIM CAEPam peann3avmm “ToBapa” (cembs,
NPoeccnoHanbHasa NPoCTUTYLUs) A06aBNUNack HOBas, KCMIyaTn—
pytoLLAs UCKNHYUTENBHO AAMCKWA 3KCTepbep, obnacTb soft/hard
NOPHO-N306paXEHNA. B pamkax 3Toro >aHpa 6bina BbipaboTaHa
CBOSI PUTOPMKA XXECTOB 1 N03, € BMECTO PeanbHOr0 YA0BNETBOPe—
HUA B 060POT ObINN NyLLEHbI “3HAaKN YA0BOMLCTBUA”. ECTECTBEHHO,
4YTO B MEPBYI0 04EPeSb UMEHHO 3Ta Pa3HOBMAHOCH 3HAKOB NEPEKO—
yeBana B peknamy, oTBe4as TPeb6OBaHWAM KOHCYMEpPU4ecKoro
9KCTasa. Kaxertcs, 4TO KONMMYECTBO BOJIOHTEPOK, MpeAnaratoLimx
cebs — LeNMKOM W MO 4acTM - B KayecTBe CaMOAOCTaTO4YHOro
TOBApa, HE YMEHbLUMTCA HUKOTAA, CKOMb Obl HI 6bIN HACTONYUBbI
AKTUBMCTbI 3aLLNThI NPaB JyyLUeid NOMOBUHbI HeNOBEYECTBA.

/nniocTprupoBaHHbIE XYpHabI, PeKNamMHble 6U60opabl, a Takxe
HOYHbIE KIy6bl (“CTPMNTU3 C KOHCYMaLMen”) OnpeseneHHo AeMOoH—
CTPMPYIOT Ham “BeLLb”, M0 NOBOAY KOTOPOW BMOSTHE NO3BONNTENLHO
rOBOPUTH B TOBApOBEHECKNX TEPMUHAX, KaK, CKOXEM, 06 9NeKTpo—
TOBapax UM MOMOYHbIX npojykTax. “Horu” (“rpyab”, “ronosa”) -
pa3mep Takoii-To, apTUKyN Takoin-To, CneuuncmKaLns Takas-To.

B npoekte TatbsiHbl JInbepmaH “Xposition”, Kak KaxeTcs Ha
nepBbIi B3rNA4, NPEANPUHUMAETCA MOMbITKA KnaccuuunpoBaTb
C(HhOPMMPOBABLUNIACA B pamKax 3TO NPaKTUKW HAbop XECTOB U
o3, C MCCNeS0BaTeNbCKOM AMCTAHLMPOBAHHOCTLIO PAacMONoXUTh
VX MO XPOHOMOrWW, BUAAM W TUMONOTMAM.

Xposition

KaK akcno3uuua B dhoTorpadmm (1.e. BpEMs CMOTPEHMS)

Kak Xgeneration (Tuna HoBbIN B3rnag?)

KaK No3MLNK B NPOLINOM W HACTOALIEM

(TMnonorus, knaccudukauns)...

He cnyvaitHo JlnbepmaH u3beraeT npespalleHus hoTon3obpa—
XEHWsi B KapTuHKy (picture), pacnonaras ero Ha npegmerax - Ha
KYCKe (DOTONNEHKM, LIMPME (XKarllb, 4TO HET (DOTOOBOEB).

ABTOpA IBHO VHTEPECYET HE CHOXKET 1 Er0 KPUTUYECKAs OLIEHKa C
TOYKM 3PEHUst KIacCMYeckoro (PEeMMHM3MA, CKONMbKO Cam U30-
6pasuTenbHbIi MOTUB, U3 KOTOPOrO MOXHO CNOXWTb 3aTenuBbIi
9CTETCKN OPHAMEHT. He BaXHO, COCTABNSETCA OH M3 reoMETpU-
YECKOro y30pa Unn 13 XXEHCKNX quryp.

Alexandra OBUKHOVA

“I’'m the thing!”, cried flamboyantly the heroine of a clas-
sical play by Ostrovsky; and her cry unintendedly repeated
in the 20th century feminist lamentations. In the long run
the routine struggle of feminism against ‘objectivation’ of
woman’s consciousness and body - which results in the
‘woman as a consumer product’ phenomenon, - might fail.
And first of all because of ‘the traditionalist woman’ rather
than ‘the consumer man’. Since the invention of photogra-
phy traditional spheres of the ‘product’ consumption, like
family or professional prostitution, were added with the new
one that exploited only the ladies exterior, that is the field of
soft’'n’hard porno. This genre has developed its own rhetoric
of gestures and postures, replacing real satisfaction with
the ‘signs of pleasure’. Obviously these were the first signs
to become advertising warfare in its battle for consumeris-
tic ecstasy. It seems that the number of volunteers who
would propose themselves - in parts or in whole - as a self-
sufficient product, won’t ever cease, despite notorious per-
sistency of women rights activists. Illustrated magazines,
advertising billboards, night-clubs offering striptease with
consummation, all of them definitely demonstrate the ‘thing’
that might be spoken of like, say, electric gadgets or diary
products. ‘Legs’ (‘breast’, ‘thighs’ etc.) just vary in size,
length, width, weight and so on. At first sight the ‘Xposition’
project by Tanya Lieberman may seem an attempt to classi-
fy the aforementioned set of gestures and postures, select-
ed with chronological and typological approach.

Xposition

as exposure in photography (i.e. the time of looking at)

as Xgeneration (kinda new look?)

as positions in the past and the present

(typology, classification)...

It’s not by chance that Lieberman avoids making a ‘pic-
ture’ of the photographic image, pasting it instead onto
some objects like a ‘piece of film’, a folding screen or what-
ever - sorry, we’'re out of wallpaper supply now. The author
is definitely interested not in the plot or a classical feminist
analysis, but rather in the pictorial motif itself that may be
fashioned into an intricately refined pattern. And don’t mind
if it's composed of women bodies.



Cepreii ENNXUH

OT30BMTECH, FOPHUCTDI!

icTopuyeckuit y3op OTHOLLEHWA W306pasnUTENbHOTO (BU3yallb—
HOr0) MCKyCCTBa 1 (DOTOrPachvv Pa3nUTENbHO (MATO)NOMUYEH, YeM—
TO HanoMuHas 3AWMOB TPEYrONMbHUK, HA4YepTaHHbliA, NpaBAa, B
HE3BKNMA0BOI reOMETPUN, Fae n3o6peTeHne [larepa BLICTYNaeT 1 B
KadyecTBe CblHa W B 06pa3e OTua. [ns Tpaguunii HOBOeBpOMen-
CKOro MnM3noHM3Ma (OTONPOLIECC CTan OJHOBPEMEHHO U
arnorpacpuen, NOCKOMbKY MOYTU MUCTUYECKMM CNOCOBOM Cy6/In—
MUpOBan ee upeanbHoe 6biTve, W MOpHOrpaduen, MOCKONbKY
YHUYTOXWUN €r0 COKPOBEHHYHK) TalHy CTaHOBNEHWS, PefyLUpoBaB
MOCNESHION K 6e3MMYHOI (PU3N0NOrMM TEXHONOTMYECKOTr0 aBTO—
maTu3ma. TaitHa NoMeHsna agpec, CTas A0CTYMHON B NpUHLMNE ANs
kaxporo. CO3faHneM MeXaHMYeCcKOro rnasa XuBonuch 6bina “pas-
BpallieHa”, T.e. pasBepHyTa B CTOPOHY COOCTBEHHOW TEXHONOrUK
BOCMPUSATUS 1 BU3YaNIbHOI TEKCTYPbI.

9T0T “pomaH BOCMUTaHUA” MPOAOIKWNO OTKPbITUE PeHTreHa:
06HAPYXXEHVE HE3PUMBIX 11 BCENPOHUKAOLLMX (3BCOOTHO 6ECCTbI-
XKUX) X-ny4el NpUMeyaTenbHO COBMAZAET C MOSIBEHWEM CEKCO—
LLEHTPUYECKO TEOpUM GECCO3HATENbHOr0 W OCHOBAHHOW Ha Hem
TepaneBTU4eckoil MeToAbl. CUHXPOHHLIA MEPEXOf B MOAEPHUCT-
CKWX MpaKTUKax OT OMUCAHMS CBOEA ONMTWYECKOA TEKCTYpbl K
aHanu3y nepuenTUBHON M MOHATUIAHON CTPYKTYpbl 3[€Ch MOXET
BbIFNAAETb KaK 3BOMIOLMS BU3YaNlbHOrO MCKYCCTBA OT “MArKoro” K
“)KECTKOMY” MOPHO, BHYTPW KOTOPOrO OHO (MCKYCCTBO) B CYLLHOCTH
11 paboTaeT No ceii AeHb — JOCTATO4HO B3MISHYTb HA 3aNPEAeNbHYH0
9M1aCTMYHOCTb M TEPMUMOCTb AENCTBUS B HEM 3aKOHOB AUCTPUOY-
Lmnun. N ecrm chopmbl A3bIKOBOIA MrPbl aKTyasbHbIX CTPATErnid onpe-
nenseT “nopHorpadouyeckas” NPOHUKHOBEHHOCTb 3CTETUYECKNX X—
ny4en, TO MECTO XyLOXHWUKA B COBPEMEHHbIX KOHTEKCTaxX Cneayer
0003Ha41Tb Kak X-Mo3nLMI0, HEMpenckasyemyto n 6e3BuaHyI0 A0
NpeseHTaLum pesynbTara.

EcTecTBeHHO, 4TO Cx0AHas yyacTb MOTepM CTaTyca nocTurna u
camy Tpaguuuio nopHorpadguyeckoro oto. B coBpemeHHOM
KynbType el Kak Obl B Haka3aHue MNpPEAnUCaHa HEBUHHOCTb —
TWMHOTMYECKUM Ka4ecTBOM MaccoBOW nonvrpadoum, ny6nuyHomn
6eCLIepEMOHHOCTLI0 MOATEKCTA NOTPEOUTENLCKOI PEKNAMBI; K TOMY
XKE B Hell BHE3amHO O06HAapyXwnachb HeAtXWHHAs MponeseBTH-
yeckas, 3K3MCTEHUManbHas M MpOCTO MEAMLMHCKAA LEHHOCTD.
[emuctndpmkaums amimna ee UCTOPUYECKN MPUCYLLEN 3HEPreTUKM,
COCTOSIBLUEI KaK pa3 B 3aMPeTHOCTU Wil TEXHUYECKON YLLepOHOCTM
n306paxenHns. CobnasHaioLlas AedeKTHOCTb 06paTunach B CKy4-
HOBaTO-6NaroHamepeHHy0 NepgeKTHOCTb, OCTABUB B YTELLEHUE
MCTUTENbHbIA (DaHTa3M 06 aproHaBTax, YTO MOrAM 6bl, HANPUMEP,
BMECTO BOX[ENEHHOro 3KONIOTMYECKM YMCTOro 3070TOT0 pyHa
HaTKHYTbCA B Konxmpae Ha NponoTeBLUYHO LIKYPY caTvpa.

Sergei EPIKHIN

Call back, buglers!

The historical pattern of relations between visual arts and
photography is dramatically (patho)logical; it could be com-
pared to Oedipus triangle drawn by rules of non-Euclidean
geometry, where Daguerre’s invention represents both the
son and Father. For the modern European illusionism, the
photo-process became both an hagiography - as long as it
has sublimated the deal being of the former in an almost
mystical way - and a pornography, because it destroyed the
very mystery of its growth, reducing the latter to a faceless
physiology of technological automation. The mystery
changed its address, becoming accessible for everyone.
Painting got spoiled with creation of the mechanical eye,
turning back to its own perception technology and visual
structure.

The story continued with the Roentgen’s discovery. Could
it be a coincidence that invisible and omnipermeant - and
absolutely licentious - X-rays appeared at the same time as
the sexocentric theory of unconscious with all its derivative
practices did. Thus almost synchronous transition of mod-
ernist approach from description of its own optical texture
to analysis of perceptive and denotative structure, may
appear as the evolution of visual art from ‘soft’ to ‘hard’
porn. Until now art operates within the latter; just take a
look how extremely elastic and tolerant its distribution law
is. If linguistic tricks of the actual strategies are defined by
pornographic permeance of aesthetic X-rays, then the
artist’s place in contemporary context might be labeled as
X-position, unpredictable and subtle until the result is pre-
sented.

Naturally, the pornographic photo tradition itself over-
gone the similar decline of status. Modern culture almost
restricts pornography to innocence - through hypnotic
quality of mass-circulation printing and public familiarity of
commercials. Additionally it was rediscovered as a prope-
deutic, existential and simply medical value. Demystified,
pornography lost its historically traditional energy which
consisted in the very prohibition or technical backwardness
of image quality. Seductive defectiveness changed into dull
and comely perfection; just consoling us with a vindictive
phantasmagoria about Argonauts who could have found a
sweaty Satire’s skin instead of a desired ecologically pure
golden fleece.
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