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Т А Т Ь Я Н А  Л И Б Е Р М А Н
T A N Y A  L I E B E R M A N

XPOSIT ION

Â ïðîåêòå èñïîëüçîâàíû ôîòîãðàôèè èç êíèãè “Èñòîðèÿ
ýðîòè÷åñêîé ôîòîãðàôèè”, æóðíàëîâ Vogue è Face
Photos used in the project were taken from ‘The History of
Erotic photography’, and Vogue and Face magazines

Александра ОБУХОВА

“ß âåùü!” − ñ ìåëîäðàìàòè÷åñêèì íàäðûâîì ïðîèçíîñèëà â
ïüåñå Îñòðîâñêîãî Ëàðèñà Îãóäàëîâà, íåâîëüíî âòîðÿ ëàìåí−
òàöèÿì ôåìèíèñòîê XX ñòîëåòèÿ. Ðóòèííàÿ áîðüáà ïîñëåäíèõ ñ
“îáúåêòèâàöèåé” æåíñêîãî ñîçíàíèÿ è òåëà, ïîðîæäàþùåé
ôåíîìåí “æåíùèíû êàê ïðåäìåòà ïîòðåáëåíèÿ”, òàê, ïî âñåé
âèäèìîñòè, è íå óâåí÷àåòñÿ óñïåõîì, ïîñêîëüêó ïîñòîÿííî
ñòàëêèâàåòñÿ íå òîëüêî ñ ñîïðîòèâëåíèåì “ìóæ÷èíû−ïîòðå−
áèòåëÿ”, íî è “æåíùèíû−òðàäèöèîíàëèñòêè”, åñëè ñëåäîâàòü
îïðåäåëåíèþ àâòîðîâ òåëåïðîãðàììû “ß ñàìà”. Ñ èçîáðåòåíèåì
ôîòîãðàôèè ê ïðèâû÷íûì ñôåðàì ðåàëèçàöèè “òîâàðà” (ñåìüÿ,
ïðîôåññèîíàëüíàÿ ïðîñòèòóöèÿ) äîáàâèëàñü íîâàÿ, ýêñïëóàòè−
ðóþùàÿ èñêëþ÷èòåëüíî äàìñêèé ýêñòåðüåð, îáëàñòü soft/hard
ïîðíî−èçîáðàæåíèé. Â ðàìêàõ ýòîãî æàíðà áûëà âûðàáîòàíà
ñâîÿ ðèòîðèêà æåñòîâ è ïîç, ãäå âìåñòî ðåàëüíîãî óäîâëåòâîðå−
íèÿ â îáîðîò áûëè ïóùåíû “çíàêè óäîâîëüñòâèÿ”. Åñòåñòâåííî,
÷òî â ïåðâóþ î÷åðåäü èìåííî ýòà ðàçíîâèäíîñü çíàêîâ ïåðåêî−
÷åâàëà â ðåêëàìó, îòâå÷àÿ òðåáîâàíèÿì êîíñóìåðè÷åñêîãî
ýêñòàçà. Êàæåòñÿ, ÷òî êîëè÷åñòâî âîëîíòåðîê, ïðåäëàãàþùèõ
ñåáÿ − öåëèêîì è ïî ÷àñòÿì − â êà÷åñòâå ñàìîäîñòàòî÷íîãî
òîâàðà, íå óìåíüøèòñÿ íèêîãäà, ñêîëü áû íè áûëè íàñòîé÷èâû
àêòèâèñòû çàùèòû ïðàâ ëó÷øåé ïîëîâèíû ÷åëîâå÷åñòâà. 

Èëëþñòðèðîâàííûå æóðíàëû, ðåêëàìíûå áèëáîðäû, à òàêæå
íî÷íûå êëóáû (“ñòðèïòèç ñ êîíñóìàöèåé”) îïðåäåëåííî äåìîí−

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.
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Îñîáàÿ áëàãîäàðíîñòü Èðèíå Áàçèëåâîé çà ïîìîùü â
òåõíè÷åñêîì îáåñïå÷åíèè èíñòàëëÿöèè
Special thanks to Irina Bazileva for technical support in the
installation

ñòðèðóþò íàì “âåùü”, ïî ïîâîäó êîòîðîé âïîëíå ïîçâîëèòåëüíî
ãîâîðèòü â òîâàðîâåä÷åñêèõ òåðìèíàõ, êàê, ñêàæåì, îá ýëåêòðî−
òîâàðàõ èëè ìîëî÷íûõ ïðîäóêòàõ. “Íîãè” (“ãðóäü”, “ãîëîâà”) −
ðàçìåð òàêîé−òî, àðòèêóë òàêîé−òî, ñïåöèôèêàöèÿ òàêàÿ−òî. 

Â ïðîåêòå Òàòüÿíû Ëèáåðìàí “Xðosition”, êàê êàæåòñÿ íà
ïåðâûé âçãëÿä, ïðåäïðèíèìàåòñÿ ïîïûòêà êëàññèôèöèðîâàòü
ñôîðìèðîâàâøèéñÿ â ðàìêàõ ýòîé ïðàêòèêè íàáîð æåñòîâ è
ïîç, ñ èññëåäîâàòåëüñêîé äèñòàíöèðîâàííîñòüþ ðàñïîëîæèòü
èõ ïî õðîíîëîãèè, âèäàì è òèïîëîãèÿì.

Xposition

как экспозиция в фотографии (ò.å. âðåìÿ ñìîòðåíèÿ)
как Хgeneration (òèïà íîâûé âçãëÿä?)
как позиции в прошлом и настоящем
(òèïîëîãèÿ, êëàññèôèêàöèÿ)...
Íå ñëó÷àéíî Ëèáåðìàí èçáåãàåò ïðåâðàùåíèÿ ôîòîèçîáðà−

æåíèÿ â êàðòèíêó (picture), ðàñïîëàãàÿ åãî íà ïðåäìåòàõ − íà
êóñêå ôîòîïëåíêè, øèðìå (æàëü, ÷òî íåò ôîòîîáîåâ).

Àâòîðà ÿâíî èíòåðåñóåò íå ñþæåò è åãî êðèòè÷åñêàÿ îöåíêà ñ
òî÷êè çðåíèÿ êëàññè÷åñêîãî ôåìèíèçìà, ñêîëüêî ñàì èçî−
áðàçèòåëüíûé ìîòèâ, èç êîòîðîãî ìîæíî ñëîæèòü çàòåéëèâûé
ýñòåòñêèé îðíàìåíò. Íå âàæíî, ñîñòàâëÿåòñÿ îí èç ãåîìåòðè−
E−mail: xlinside@redline.ru E−mail: xlinside@redline.ru ÷åñêîãî óçîðà èëè èç æåíñêèõ ôèãóð.
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Сергей ЕПИХИН

Отзовитесь,  горнисты!

Èñòîðè÷åñêèé óçîð îòíîøåíèé èçîáðàçèòåëüíîãî (âèçóàëü−
íîãî) èñêóññòâà è ôîòîãðàôèè ðàçèòåëüíî (ïàòî)ëîãè÷åí, ÷åì−
òî íàïîìèíàÿ ýäèïîâ òðåóãîëüíèê, íà÷åðòàííûé, ïðàâäà, â
íåýâêëèäîâîé ãåîìåòðèè, ãäå èçîáðåòåíèå Äàãåðà âûñòóïàåò è â
êà÷åñòâå ñûíà è â îáðàçå Îòöà. Äëÿ òðàäèöèé íîâîåâðîïåé−
ñêîãî èëëþçèîíèçìà ôîòîïðîöåññ ñòàë îäíîâðåìåííî è
àãèîãðàôèåé, ïîñêîëüêó ïî÷òè ìèñòè÷åñêèì ñïîñîáîì ñóáëè−
ìèðîâàë åå èäåàëüíîå áûòèå, è ïîðíîãðàôèåé, ïîñêîëüêó
óíè÷òîæèë åãî ñîêðîâåííóþ òàéíó ñòàíîâëåíèÿ, ðåäóöèðîâàâ
ïîñëåäíþþ ê áåçëè÷íîé ôèçèîëîãèè òåõíîëîãè÷åñêîãî àâòî−
ìàòèçìà. Òàéíà ïîìåíÿëà àäðåñ, ñòàâ äîñòóïíîé â ïðèíöèïå äëÿ
êàæäîãî. Ñîçäàíèåì ìåõàíè÷åñêîãî ãëàçà æèâîïèñü áûëà “ðàç−
âðàùåíà”, ò.å. ðàçâåðíóòà â ñòîðîíó ñîáñòâåííîé òåõíîëîãèè
âîñïðèÿòèÿ è âèçóàëüíîé òåêñòóðû.

Ýòîò “ðîìàí âîñïèòàíèÿ” ïðîäîëæèëî îòêðûòèå Ðåíòãåíà:
îáíàðóæåíèå íåçðèìûõ è âñåïðîíèêàþùèõ (àáñîëþòíî áåññòû−
æèõ) X−ëó÷åé ïðèìå÷àòåëüíî ñîâïàäàåò ñ ïîÿâëåíèåì ñåêñî−
öåíòðè÷åñêîé òåîðèè áåññîçíàòåëüíîãî è îñíîâàííîé íà íåé
òåðàïåâòè÷åñêîé ìåòîäû. Ñèíõðîííûé ïåðåõîä â ìîäåðíèñò−
ñêèõ ïðàêòèêàõ îò îïèñàíèÿ ñâîåé îïòè÷åñêîé òåêñòóðû ê
àíàëèçó ïåðöåïòèâíîé è ïîíÿòèéíîé ñòðóêòóðû çäåñü ìîæåò
âûãëÿäåòü êàê ýâîëþöèÿ âèçóàëüíîãî èñêóññòâà îò “ìÿãêîãî” ê
“æåñòêîìó” ïîðíî, âíóòðè êîòîðîãî îíî (èñêóññòâî) â ñóùíîñòè
è ðàáîòàåò ïî ñåé äåíü − äîñòàòî÷íî âçãëÿíóòü íà çàïðåäåëüíóþ
ýëàñòè÷íîñòü è òåðïèìîñòü äåéñòâèÿ â íåì çàêîíîâ äèñòðèáó−
öèè. È åñëè ôîðìû ÿçûêîâîé èãðû àêòóàëüíûõ ñòðàòåãèé îïðå−
äåëÿåò “ïîðíîãðàôè÷åñêàÿ” ïðîíèêíîâåííîñòü ýñòåòè÷åñêèõ X−
ëó÷åé, òî ìåñòî õóäîæíèêà â ñîâðåìåííûõ êîíòåêñòàõ ñëåäóåò
îáîçíà÷èòü êàê X−ïîçèöèþ, íåïðåäñêàçóåìóþ è áåçâèäíóþ äî
ïðåçåíòàöèè ðåçóëüòàòà.

Åñòåñòâåííî, ÷òî ñõîäíàÿ ó÷àñòü ïîòåðè ñòàòóñà ïîñòèãëà è
ñàìó òðàäèöèþ ïîðíîãðàôè÷åñêîãî ôîòî. Â ñîâðåìåííîé
êóëüòóðå åé êàê áû â íàêàçàíèå ïðåäïèñàíà íåâèííîñòü −
ãèïíîòè÷åñêèì êà÷åñòâîì ìàññîâîé ïîëèãðàôèè, ïóáëè÷íîé
áåñöåðåìîííîñòüþ ïîäòåêñòà ïîòðåáèòåëüñêîé ðåêëàìû; ê òîìó
æå â íåé âíåçàïíî îáíàðóæèëàñü íåäþæèííàÿ ïðîïåäåâòè−
÷åñêàÿ, ýêçèñòåíöèàëüíàÿ è ïðîñòî ìåäèöèíñêàÿ öåííîñòü.
Äåìèñòèôèêàöèÿ ëèøèëà åå èñòîðè÷åñêè ïðèñóùåé ýíåðãåòèêè,
ñîñòîÿâøåé êàê ðàç â çàïðåòíîñòè èëè òåõíè÷åñêîé óùåðáíîñòè
èçîáðàæåíèÿ. Ñîáëàçíÿþùàÿ äåôåêòíîñòü îáðàòèëàñü â ñêó÷−
íîâàòî−áëàãîíàìåðåííóþ ïåðôåêòíîñòü, îñòàâèâ â óòåøåíèå
ìñòèòåëüíûé ôàíòàçì îá àðãîíàâòàõ, ÷òî ìîãëè áû, íàïðèìåð,
âìåñòî âîæäåëåííîãî ýêîëîãè÷åñêè ÷èñòîãî çîëîòîãî ðóíà
íàòêíóòüñÿ â Êîëõèäå íà ïðîïîòåâøóþ øêóðó ñàòèðà.

Sergei EPIKHIN

Cal l  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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