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Hoporne gpy3ba!

OTKpbITWE BbICTaBKM NeTepbyprckoro otorpada bopuca Cmenosa B [0CyAapCTBEHHOM JpMUTaXKe — APKOe CObbITME

B Ky/IbTYPHOW %M3HW CaHKT-MeTepbypra.

bopnca Cmenosa ellle NP »KK3HK Ha3blBaM KNACCUKOM NIeHVHIPafCKoW-NneTepbyprckorn dotorpadui. TanaHTAvBbIN
HOTOXYNOKHMK, OH OblfT HACTOALMM NeBLOM CeBepHOM CToNuLbl. B BeNMKONenHbIX HaTiopMOpTax, NopTpeTax, Ho bosnee BCero
B poTOrpaduaAx nersaxen, NPUropoaHbix ABOPLOB, Napkos CaHKT-MNeTepbypra bopunc CMenos, Kak HUKTO ApYrow, Cymen
0TOOPa3snTh AyLWy Hallero NpeKpacHOro ropoaa.

YBEpeHa, UTo ero nma ByaeT JOCTOMHO BAMCAHO B UCTOPUIO GOTOrpadmnyeckoro UCKYCcCTBa. V1 3Ta BbiCTaBKa — OAWH W3 Waros
Ha NyTWN K NPU3HAHWIO 1 CaBe, KOTOPYIO OH 3aCy»KW.

*Kenato BceM rocTaAM BbICTaBKM CaMblX MPUATHBIX, He3abblBaeMblX BNeuaTNeHui OT 3HAKOMCTBa C TBOPUYECTBOM

bonblworo Mactepa.

B. V. MameueHko
[y6epHatop CaHkT-leTepbypra

Dear Friends,

The opening of photographer Boris Smelov’s exhibition at the State Hermitage is an important event in the cultural life

of Saint Petersburg.

The works of Boris Smelov were already recognized as classics of Leningrad/Petersburg photography during his lifetime.

A supremely talented art photographer, Smelov was a genuine poet of the Northern Capital. In his magnificent still lifes and
portraits, and, most of all, in his photographs of the landscapes, suburban palaces, and parks of Saint Petersburg, Boris Smelov
succeeded in reflecting the soul of our beautiful city like no one else.

| am confident that his name will take its rightful place in the history of art photography. This exhibition is a step towards

the recognition and fame that he deserved.

| hope that all visitors to this exhibition will come away with the most pleasant and unforgettable impressions of the work

of this major artist.

Valentina Matvienko
Governor of Saint Petersburg

12-13



MoaT BnaxxHoro Metep6ypra

STO TOHYaMLLKM neTepbyprckuit dotorpad. MoxeT ObiTb, UMEHHO 3TO OrPaHMYMBAET ero NOMYNAPHOCTL B M1a3ax CTOPOHHMX
HabnodaTenen, u UMEHHO NO3TOMY HaM CTOWT NOAYEPKHYTO NPeACTaBNATb €ro Kak NeTepOyprckoro «HaLMoHaNbHOro»
XYOOKHMKA.

Ero doTorpadum nonHel netepbyprckon Bnar. iMeHHo Bnaro HachblLleH NMer3ax Halero ropoaa, ero Bo3fyx, ero KA1MmMarT.

OHa UyBCTBYeTCA Ha peke, Ha NbAMHAX, B Cafax v Ha ynuuax. Mbl, neTepbypLibl, 3HaeM 0COOEHHYIO BNAKHOCTb NeTepOyprckoro
xofofia U neTepbyprckoro BeTpa. OHa NPOXKMraeT Hac 0 KOCTEN, HO B Hel eCTb YAUBKTENbHAA KPacoTa, KOTOPYIO Haflo YMeTb
YNOBUTb. ITO cenan bopuc Cvenos.

Bce Mbl 3Haem noaTuky [MeTepbypra, ero NpekpacHbIX 30aHNi 1 ero 3axiamieHHbIX 4BOPOB. HO 3Ty 13BeCTHYt0 No3TUKY CMenos
yMyapsaeTcs yrnyouTb, NpuaaTh el HOBOe M3ALEeCTBO M KaKylo-TO OTCTPaHeHHOCTb. Ha dpoTorpadum CmenoBa HeXHble LBETOYKM
PACTYT 13 KaMHeW 3UMHeN KaHaBKIM Y SpMuTaa. A BbIPOC TYT 1 NMPUBBIK K HEOXKMAAHHOCTAM. VIMeHHO TyT, rae doTtorpad
3adUKCMPOBAN LIBETOK, A 1 MOW LLIKOSbHbIE TOBAPWILLM BITACKMBANN 13 BOAB! KNaj — ALWMKA C MaTPOHaMK. bonblwon Toraa obin
ckaHgan.

A TpaBa Ha 31MHel KaHaBKe KMBET 1 ceroard, bbina 1 Bcerga dyaeT. Ee xu1Bas HeobOPUMOCTb CUMBOMIMYHA, KPackBa

1 He pa3apaxaeT. DTO He 3abpOoLLeHHOCTb, HO CoYeTaHVe PasHbIX MMPOB, MPUPOAHOMO 1 UCKYCCTBEHHOIO. TO 13 COYeTaHWN,

13 KOTOPOro co3aaH MeTepbypr — 60NOTO, MOLEHHOE CBEPXY MANUTAMM,

Kak 1 Bcex, MeHsa BoCxuLatoT GoTo CTaTyn B JleTHem caay. Tpareana—nnpurika UTanbaHCKOM MubOonorim, NTanbaHCKMe CKasKu
nepemMecTUnVCh Ha BNaxHbil ceep. CKyNbATypbl MEPeXMBaloT U AYMAtOT BMeCTe C Hamu U, MOXET OblTb, OHW BOBCE HE XOTAT
nepemelLaTbCA U3 MMpa JOXAA, TPaBbl U POChI B My3eMHbIE XPaHWUNLLA.

CmvenoB NpeacTaBnAeTca MHe XyAOKHUKOM, MPOAOIKAIOWMM TRaauLmMmn Mupa nckycctea. OH TakKe HoCUTeNb neTepbyprckom
1 €BPOMNENCKOW 3CTETUKM, KOTOPAA Tak BaxkHa A4/18 POCCum, 1 KOTOpas MHOTOMY B Hel NpoTuBoCTonT. bopmnc Cmenos nomoraet
BCEM Ham COXpaHATb nNpenecTu MNeTepbypra TOro BpemeHn, Koraa oH 6bin 6eAHbIM, HO OCTaBancaA Npwv 3TOM BeIMUaBOW CTOMULIEN,
XAYLIEVN MOMEHTa ee HeobxoAMMOCT Ana cyned Poccun.

1 3akoHOMepHbI AnA lNeTepbypra ronnanackme HaTlopMopThl CMenoBa. VIMeHHO B Halllem ropofie OHM 3ByYaT NO-0CoO0OMY. MOXHO
LOJITO 1 YBNIEYEHHO COMOCTaBNATL WX C HACTOALMMY TONNAHACKUMM HATIOPMOPTaMM 1 BUAETL B HUX U COXPaHeH e Tpaguumm,
1 CTPaHHYo 3BOOLMIO. M 3TO He «obnacTHasA» Cyabba ronnaHacKom 3CTETUKIN — 3TO HOBAs ee CTOMMYHOCTb.

Bokpyr doTorpadumin CMenoBa MOXHO NPefAcTaBUTb MHOXECTBO NeTepOypPrcKnx PaccyKAeHWI, HO BaXKHO, UTO Ha CaMOM Aiene
OH BBIXOZINT AasieKo 3a neTepbyprckme pamKn, XOTs HUKOMa He TepseT neTepOyprckyo MUPOBYIO KPACKBYIO TOCKY. ITa TOCKa

obnaropaxmBaeTt Mup.

M. b. [luomposckuti
HnpexTop [oCynapCTBEHHOrO IpMUTaKa

The Poet of Petersburg Moisture

Smelov is the subtlest of Petersburg photographers. It is this, perhaps, that limits his popularity in the eyes of outside observers.
This is why we have to emphatically present him as a “national” Petersburg artist.

His photographs are filled with the humidity of Petersburg. Our city’s landscape, its air, and its climate are saturated with this
moisture. It can be felt on the river, on the ice floes, in the parks and on the streets. We Petersburgers know the particular
humidity of Petersburg cold spells and the Petersburg wind. It sears us to the bone, but it also possesses a surprising beauty that
one has to be able to capture. This is what Boris Smelov did.

We all know the poetics of Petersburg, of its stunning buildings and untidy courtyards. Smelov, however, succeeds in deepening
this poetry, imparting to it a new elegance and a quality of estrangement. In one of Smelov’s photographs, tender little flowers
sprout through the stones of the Winter Canal near the Hermitage. | grew up here and | am used to such surprises. It was in the
precise spot where Smelov recorded the flowers that my school comrades and | salvaged treasure from the water—crates of gun
cartridges. There was a huge scandal.

But the grass on the Winter Canal is alive today; it was there in the past and it will be there in the future. Its vitality and
insurmountability are symbolic, beautiful; it does not irritate us. It is not a sign of neglect, but a combination of different worlds,
the natural and the artificial. Petersburg—a swamp whose surface is covered with paving stones—is the same sort of fusion.
Like everyone else, the photographs of statues in the Summer Garden enrapture me. The tragedy and lyricism of Italian
mythology—Italian fairytales—have been relocated to the humid north. The sculptures suffer and think along with us and, perhaps,
they have absolutely no desire to quit this world of rain, grass, and dew and retreat to the safety of a museum storage room.

| see Smelov as an artist who continued the traditions of the World of Art movement. He was likewise a bearer of Petersburg

and European culture, so vital for Russia and so opposed to many things in our country. Boris Smelov helps all of us preserve the
charms of Petersburg during that time when, although it was poor, it remained a majestic capital waiting for the moment when it
would again play a role in the destiny of Russia.

Smelov’'s Dutch still lifes are likewise natural for Petersburg. It is in our city that they have a particular resonance. One could spend
hours enthusiastically comparing them with genuine Dutch still lifes: one would thus see both a preservation of the tradition
and its strange evolution. Smelov’s still lifes are not a detour into “provincialism”for the Dutch aesthetic, but a new instance of its
metropolitanism.

There are many other Petersburgian judgments we could make in connection with Smelov's photographs. What is important,
however, is that he went far beyond the Petersburg context, although he never lost sight of Petersburg’s beautiful universal
melancholy. This melancholy ennobles the world.

Mikhail Piotrovsky
Director, State Hermitage Museum
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BmecTto npeguncnoBunn

HakoHel npovr30oWno foAroxaaHHoe cobbiTve — peTpocnekTrBa boprca CMenoBa coctoanack. MiMa 3Toro BblfatoLerocs
MacTepa nonyunno nNpu3HaHve, JOCTOMHOE ero TafaHTa.

A 3Han bopuca Cmenosa u ero cembio ¢ Havana 1980-x rofos. Torga Mbl IVLLb NPEAYYBCTBOBASIN, YTO OH — BEIIUKNIA XYAOKHUK,

1 XOTs BbiCTaBKaMn Cyabba CvenoBa He 6anoBana, TanaHT 3aMeyaTesibHOro aBTopa yxke B TO Bpems 3aCTaBus1 3aroBOPUTL O HEM
LueHuTenel dotorpadun. Eule npu xm3Hn ma CMenosa CTano nereHaomn.

B koHUe 1980-x cmenoBckue GoTorpadum Havanm noABAATLCA B My3esX, O HeM 3arOBOPUIN OTeUeCTBEHHbIE 1 3apybexHble
CNeumanmcTbl. IT0 ObINO HECOMHEHHbBIM YCMEXOM, M MHOTE MOHMMaNM HeOOXOAMMOCTb CAeNnaTb OOMbLIYIO NEPCOHANBbHYIO
BbICTaBKY bopuca 1 BbiMyCTUTb K Hel anbbom. Toraa Ka3anoch, Uto BOT-BOT OyfeT BbICTaBKa, KHWMA, HO... Tparndeckas, Henenas
cMepTb obopBana BCE.

MonbITkK 13aaHnA 6onbLIoro katanora Cmenosa NpeanpPUHUMANKMCh U MOCe ero CMepTH, HO BHELHWE 0OCTOATeNbCTBA BCE
Bpems 3TOMY MeLlanu. bbino MHOTO HebOMbLIKX MEePCOHAaNbHbBIX BBICTABOK B PA3IMUHbIX ranepesx, HO OHW He MOTV aTb MOJIHOTO
npeacTaBneHna o Mmaclutabe xynoxHuKa. LLnu roapl, v xenaHne LeHnTenen nckycctsa CMenoBa yBUAETb BbICTABKY B 3aM1aX,
KOTOPbIX Oblf1 Obl LOCTOVH ero TafaHT, CTano obpeTaTb peanbHble YepThl. HakoHel BCe COLWNOCh — M He MPOCTO My3€el, @ IPMUTaXK
rOTOB MPVHATL B CBOWX CTEHaX Hacneave mactepa.

B xone paboTbl Haf BbiCTaBKow bbin co3naH OoHpa boprca Cmenosa, NPr3BaHHbI CKOOPANHMPOBATb YCUAMA MHOTOUNCIEHHbIX
UHCTUTYLIMIA U KOMNEKLIMOHEPOB, MEIOLLVX B CBOMX CODPaHMAX ero paboTbl. VI cerofHsa Npomn3oLsio 3roxanbHoe cobbitve

B MCTOPWUN GoTorpadum, Maclutab KOTOPOro NepeoLieHNTb HEBO3MOXHO. DTa O60sblas NepCcoHanbHasn BbICTaBKa — OUYeHb BaXKHbIM
NepBbIl War B pAAy NOCNeayoWMX My3eiHbIX MPOeKTOB 1 Nybnukaumin o Teopuectse boprca CmMenoBa, XyAoKHWKa, KOTOPbI

3aCflyXKmBaet ObITb npeacTaBieHHbIM B NTyHLNX KOJJTEKUMAX MADa.

Bnaoumup ®posnos
Yupeautens n npesnaeHT QoHaa bopuca Cvenosa
[npekTtop ranepen pARTnerproject

Instead of a Preface

A long-awaited event—a retrospective of Boris Smelov’s works—nhas finally happened. The name of this outstanding master has
received a level of recognition commensurate with his talent.

| became acquainted with Boris Smelov and his family in the early eighties. Back then, we merely sensed that he was a great artist.
Although fate was not kind to Smelov in terms of exhibitions, even in those days the talent of this magnificent auteur caught

the eye of photography connoisseurs. Smelov’s name was already legendary during his lifetime.

In the late eighties, Smelov’s photographs began to appear in museums, and Russian and foreign specialists began to discuss his
work. This was an indubitable sign of success, and many people understood the necessity of organizing a major exhibition

of Boris's work and publishing a catalogue that would be worthy of the man’s gifts. It seemed that these things were on the verge
of happening, but then Smelov’s absurd, tragic death interrupted all these plans.

Attempts to publish a more or less complete catalogue of Smelov's works were made after his death as well, but extraneous factors
always kept these plans from being realized. There were many small-scale posthumous solo shows in various galleries, but they were
unable to provide viewers with a complete overview of the artist's greatness. As the years passed, the desire of Smelov’s fans to see
his work exhibited in a place worthy of his talent began to take on real outlines. Finally, everything has come together. It is not just
some museum that has agreed to present Smelov’s legacy in its halls, but the Hermitage itself.

During the course of preparing this exhibition, we established the Boris Smelov Foundation. Its purpose is to coordinate

the efforts of the many institutions and collectors who have his works in their collections. And today an epoch-making event

in the history of photography has taken place, an event whose significance it is impossible to overestimate.

This major retrospective is an important first step in a series of forthcoming museum projects and publications on the work

of Boris Smelov. The work of this artist deserves to be represented in the world’s best collections.

Vladimir Frolov
Founder and President, Boris Smelov Foundation
Director, pARTnerproject gallery
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lopop TeHen, ropopg cnés

NHTepecHo npeacTaBuTh cebe, kak boprc Cmenos oTpearnposan bbl Ha LndpPoByio peBontoLnio B GoTorpadun, Kotopas B 1998,
KOrfa OH yMep, ellle TONbKO HaurHana pacnpaBiATb Haf MUPOM CBOW KpblfibA. C OAHOWM CTOPOHbI, 3TOr0 GOTOXYAOKHMKA BCEra
yBIIeKanu HOBUHKM GOTOrpaduueckom TeXHNKM, 1 OH YaCTo COXanes o TOM, YTO Tak TPyAHO ObINo 4OCTaTb HOBelLiee 060pya0Ba-
Hve 1 maTepuansl B CoseTckom Cotose, rae opuLManbHbiM MPU3HaHKEM NOMb30BaNach TOMbKO XKYPHANUCTCKas U NobutenbcKan
doTorpadusa. Tem He meree y CMenoBa Obiv MEPBOKIACCHbIE KaMepbl 1 OH BCErAa nevaTtan CHYMKM Ha BbICOKOKaueCTBEHHOM $o-
Tobymare. EMy 6bi10 OUeBMAHO, UTO Pa3BUTME TEXHUKM €CTECTBEHHO BleYeT 3a COOON 1 KaueCTBEHHbIE ee U3MeHeHNA. Koraa cTa-
Na JOCTYMNHa NeHKa ANA ChbeMKK B MHGPAKPACHbIX JSIydax, OH CaM CTaBWI1 C He MHTEPECHbBIe SKCMEPUMEHTbLI. B OAHOM MHTEPBbIO,
onybnukoBaHHOM B 1988 1., CMenoB BblCKa3asl MblC/b, YTO MNOABEHNE KaMep-aBTOMATOB W HOBOW TEXHWKM A1 MPOABKM M MevaTh
CHVIMKOB PacCLUMPUNO «TBOPYECKME FOPU3OHTbI, 060raTUI0 06pa3Hbii CTPOW 1 Aaxe BuAeHMe doTorpados»’. Ho Bce e He K Jlio-
ObIM HOBALMIAM OH OTHOCWCA C DHTY31a3MOM: «BO3MOXHOCTb CllenaTb KauecTBEHHYI0 ,KapTouKy , He 061afan Hi YMOM, HI KyTlb-
TY|pOW, HECET B cebe ONacHOCTb orynneHna poTtorpadums. He yamButenbHo, UTO OH MPeABOCXUTUN TO ABMEHNE, KOTOPOe MHOTVe
BMOCNeCTBIN PACCMATPVBANM B KaueCTBe 0O0OPOTHOM CTOPOHbI LIMGPOBOM CTETUKM, 3aMONOHMBLLIEN XYAOKECTBEHHbIN PbIHOK

B KOHL|e MPOLWIOro CToNeTuA: 6e3 aBTOPCKOro B3rNAAa Ha MUP, 6e3 UenoBeueckon No3nLIMm XyAOKHVIKA Pe3y/bTaTbl OKa3blBaloTCA
«MyCTbl U XONOAHbI».

B pa3mbiwneHmsax Cmenosa o poTorpadum raBHOe CIIOBO BCEra — «Ky/bTypax. Korfa ero cnpocunu, Kakim Ao/mKHO Obio Obl

B Waeane 6biTb 0bpazoBaHme y dotorpada, OH OTBETUN, UTO MosiesHee ObINO Obl He TEXHNYECKOE, a T'YMaHUTapHoe —
dunocodckoe, NCUXONOrMUeCcKoe, CKYCCTBOBeYECKOe, XOTA, MO MHEHWMIO MHOTVIX, <KapT1HBI TOBOPAT MPOMUe, Yem CI0Ba», CTOUT
OTMETUTb, UTO CPeaM NPeIMETOB, BaxHbIX Ans Oyayllero ¢otorpada, CMenos BKOYaN B 3TOT CBOM yUeOHbIN NMAaH MHOCTPaHHbIe
A3bIKK. [1pY 3TOM MOXKHO MOPa3MBILLAATL U Haf TeM XapaKTePHbIM COOCTBEHHbBIM «A3bIKOM», KOTOPbIM OH CO3[1aN B CBOWX paboTax.
Ero doTorpadumm 661 3aBellaHnem NpeaaHHoro CBoemy fieny MacTepa, KoTopbi nobun dnnocodmio [JoCToeBCKOro, KapTHHbI
BaH lora 1 my3biky MoLiapTa, HO MpW 3TOM YnTan 1 Teopetnyeckre paboTbl 3urdpuaa Kpakayspa v Ponara bapta 1 6bin weap

Ha NOXBarbl, KOrJa OLEHVBa Npoun3BeaeHVa CBoVX Komner. B obnactu dotorpadum ero nodumuamn oeinn AHpun Kaptbe-bpeccoH
v Mozed Cyaek, KOTOPbI NPenoAHEC eMy Cambll IIaBHbIN YPOK: «Kaxabii MpeaMeT MaTepranbHOroO Mpa HageneH COBCTBEHHOM
AyWOW». YXBAaTUTb MUMONETHOE MIHOBEHME NMPW MOMOLLM KamMepbl — 3TO IEN0 He CTONBbKO UCKYCCTBA, CKOSTbKO VHTYMNLKK,
NO3BONIAIOLLEN YENOBEKY NOMMaTb TO, YTO KapTbe-bpecCoH Ha3Ban «peLatoyim MOMEHTOMY.

B Hauane ceoeit Kapbepbl doTorpadpa CMenos fenan nopTpeTbl MMcaTenen 1 XyaoKHUKOB aHAerpayHaa, Bkodas cebs camoro,

a vHoraa paboTan — C OrPOMHbBIM YCMEXOM — B »KaHpe HaTiopmMopTa. Ero «HaTiopmopT ¢ rpaHatom» (1988) 1 «<HaTiopMopT C KprBbIM
3epkanom» (1991) ABNAOTCA NOAAMHHBIMY LWedeBpamMm 3TOro »KaHpa. B HUX npeKpacHo BMAHO, Kak xopolo CMenoB 3Han
YKMBOMUCH BO3pOXKAEHMA.

Ho Bce e no cyTn cBoen oH Obin poTorpadom-neTonncLemM ropoaa, NpuUem He Kakoro-Hnbyab, a JleHnHrpaaa/CaHkT-lNetepbyp-
ra, rae oH poannca 1 ymep. OH, Takvm 06pa3oM, MPOAOSKA BENNKYIO TPAAMLMIO FOPOACKON hoTorpadun, KoTopas 3apoamnacs

B XIX B. BMecCTe C NosiBfieHnemM 3TOoro Bria MCKYCCTBa. To Oblna 3noxa CTpemMuTeNbHOM ypbaHu3aumv v HAyCcTpranmn3aumm, Koraa
BO3HVIK/V WMPOKME NapuKcKkie 6ynbBapbl, CnaHMpoBaHHble OCMaHOM, HO Takke U MpeanpuaTAaA C MOTOTOHHOW CUCTEMOW, U
TpyLwobbl No BCel EBpone 1 Amepuike. KOHTpacT mexay 60ratcTBoM v 6eAHOCTBIO, MeX /Y CONHEUHbIMI ByNbBapamu 1 TEMHbIMY
NPOYKaMK, MeX[y POCKOLLIHbIMIM OBLLIECTBEHHBIMY 3AAHUAMM 1 BETXMMI AOXOAHBIMU AOMAMN CYKIUI HemcyeprnaeMsiM NCTOYHM-
KOM MOTMBOB 417 GOTOCHUMKOB.

PaboTta CmenoBa «TyukoB nepeynok» (1995) cB1AeTeNbCTBYET, UTO KOHTPACT STOT COXPaHM CBOK CUY M MHOTO [eCATUNETUN
cnycTa. Ha potorpadum, oTnnMualollenca CTPOrom reoMeTprUYeckon KOMNOo3nLmMen, Mbl BUAVM NOXNAYIO KEHLLIMHY, KOTOpas, Onu-

PaACh Ha NankKy, OCTOPOXKHO CTyMaeT BAOMb Y3KOWM MONOCH CBETa, NaJaloLlel napannenbHo 6e31MKOoN CTeHe MPAMOYrOfIbHOro

20-21



1. 37a 1 cnedylolme UWTaThl B3AThI
113 VIHTEPBbIO NOJA Ha3BaHVeM
«Heobxoavma TaiiHa (MHTepBbIo C
Bopucom Cmenosbim)», kKoTopoe
13HauasnbHo 6bINO ONybNNKOBaHO
B8 xypHane Cosetckoe ¢poTo, Ne10
(1988), a 3aTem nepeneyaraHo B
KaTasnore BbICTaBKM, OMyOnmKo-
BaHHOM MOCKOBCKOW ranepeen
pARTner project - M., 2007. C.
54-55.

2.Jacob J. P. After Raskolnikov:
Russian photography today // Art
Journal. Summer 1994. P. 6.

30aHVA. EE nyTb nepeceKaeT 3aTeHeHHbIV Nepeysok, B ryOunHe KOTOPOro BUAHBI HECKOMbKO AepeBbeB: BO3MOXKHO, 3TO MapK, OAVH
13 NobUMbIX MOTVBOB doTorpada. TeHu Ha nepeaHeM NAaHe — ABHO OT AePeBa, KOTOPOrO B Kaflpe He B1AHO. A3blK MPOTMBOMNOC-
TaBMeHWI NPOCT, HO OOraT 1 BblPa3uUTENEH: CBETIOE 1 TEMHOE, apXMTEKTYPa M NPUPOAA, YENOBEK 1 aHOHUMHbIM TOPOACKOW Net-
3ax. B apyrnx pabotax, BKoUas Takme mpadHble 3Tioabl, kak «Henosek ¢ Begpom» (1974) n «CreHa» (1975), npnpoabl HET — eCTb
TONBKO YHblIfble NaOUPVIHTbI, B KOTOPbIE 3arHaHbl HeBUAMMbIE XMbLibl. (HYy»HO MMETb B BUY, YTO 3TN PAabOThl OTHOCATCA K OCOOEH-
HO BaXkKHOMY 11 HOraToMy COObITUAMM Nepuroy B TRopueckon brorpaduv CMmenosa, Korfa OH Brepsble Noyums ooLleCTBeHHOe
NpYi3HaHVe, HO BMeCTe C Tem ero Hauyanm npecnefoBaTh BNaCTH, KOTOpble B 1976 T 3aKpbl/in €ro BbiCTaBKy BO [lBopue KynbTypbl
«BblbOprcKmin» 1 KOHGUCKOBaNM BbICTaBNEHHbIE TaM PaboTbI.)
B ropoackumx nenszaxkax CMenosa CpaBHUTENbHO PefKo YBUAKLLL GUIrypy YENOBEK], a Te IIOAN, KOTOpble TaM BCTpeYatoTca (Hanpu-
Mep, B paboTe «[lge Gpurypbl B nogBopoTHe» 1971 1), Mo CyTn CBoel — 6e3bIMAHHbIE CTATUCTLI, KOTOPbIE ABHO MPUBNEKAIOT XYAOKHIKa
3-3a IHTEPECHOW UIPbl CBETa U TEHW, @ He KaK IMYHOCTU. «CepebpaHbii Manbuyky» (1995) npeactaBnaeT cobom NopasntesibHoe
UCKNIOUEHME 13 MPaBWIa: B 3TOM KOMMO3WLMK YenioBedeckas Gurypa obpasyeT NOAMHHbIN LIeHTP. B 6ONbLIVMHCTBE e CydaeB
GUrypbl, NOABAAIOLLMECA Ha CHMKaxX CMeNoBa, 3TO He XMBble TI0AM: 3TO KaMeHHble CTaTyM Ha Knaabwile, CKyAbATypbl, YKpallatoLmne
GOHTAH WA MOCT, HaNPUMEP KEHTaBP, TaK U3ALLHO banaHcKpytoLnii B paboTax «[1aBnosck, KeHTaBpckunii MocT I» (1975) 1 «[aBnoBck,
KeHTaBpckmi MocT II» (1994). VIHTepecHO OTMETITb, YTO B Honee no3gHer paboTe BbABMUIaeTcA Ha NepPBbI NiaH NpypoaHan cpeaa,
B TO BPEMA KaK CaMa CKyNbATypa NOYTK MOMHOCTBIO MOMIOLWIEHA TEHBIO.
Ectb y CMenoBa 1 apxuTeKTypHble 3TIofbl, FPaHuuallve C reoMeTpuueckon abctpakuver. CBeT, Nafjatollvid HAMCKOCOK Yepes OKHa;
apKK, NepeceKkaemble rpaHnLIEN MeXy CBETOM 1 TbMOIO; 3aKpyUeHHbIe CIVMPanbIo NeCTHALB! 1 6antocTpasl — 3T MOTYBbI, OYe-
BMHO, NPUBNEKaNM XyAOXKHMKa MMEHHO cBoel dopmoit. Bnpouem, CMeNoB, MHTEpeCOBaBLLNNCA COBPEMEHHOI dunocoduei,
BUAEN B HUX, BO3MOXHO, 1 3K3MCTEHLMaNbHble KOHHOTaLMK. ATMOChepa TarHbl 1 NMeyani LapuT B 3TUX NeTepOyprckux ropoackmnx
nerzaxax — ot4yacT noTomy, yto CmenoB peako GoTorpadrpoBan Npu APKOM CONTHEYHOM CBeTe. VIHOrAa Mbl BUAMM Ha CHUMKAX
OGneKkHyLLMI CBET BeUepa, HO bosblie BCEro XYAOKHMK NoO1I OCBellieHne PaHHErO YTPa, KOMa COMHEYHbIe Nlyyu ellle TONbKO Ha-
UMHaNW paccenBaTb TYMaH Hafl KNaaobwiem, MOCTOM UM AETCKOW MIIOLAIKOW. TeHW B 3TN YyTPEHHWE Yachl NONYyYanmch AMHHbIE
1 ryboKKe, TaK YTO BblAeNEHHbIE CBETOM AETanu BbICTYNanu 0CobeHHo ApKo. Mnaaa Ha ¢otorpadumn Cmenosa, Mbl BOCAPUHMIMA-
em JleHnHrpaa/MeTepbypr He Kak TOT ropof CBETa, KOTOPbIV 33[yMblBanv GpaHLy3CKme apxmTekTopsl Npu MeTpe Benvkom, nbitas-
WKMeca nepeHecTr CBOM 3amMblCbl ¢ beperos CeHbl Ha bepera HeBbl. [Mpy BCem BeMKoNenuu, KOTOPoe BCTPEUaETCs B STOM ropo/e,
OH eCTb M1P TeHEN 1 — 3a4aCTyto — MUP CNE3, B cTaTbe, 03araBneHHou «[locne PackonbHUKOBA: pOoCCUicKas doTorpadus cerofHs»,
KpuTuk [xkoH [, [Ixxelnkob oaHaxkabl Hazgan CMenoBa «MacTepoM KOSl CMMPUTYaNbHOMO 3CTeTU3Max?, [lecTBUTeNbHO, LK «[a-
MATU [IoCTOEBCKOro» MOT Bbl MOCTYKWTb CBOETO PO PAcCKazoM 060 BCeM TBOPUECTBE 3TOTO Xy[AOXKHMKA — MOTPACAIOLLE OfapeHHO-
O W CTOALLEro OCOOHAKOM B POTONCKYCCTBE.
pog. [138ud [57110y30
MICTOpWK COBPEMEHHOTO UCKYCCTBa,
XyOOXKECTBEHHbBIV KpUTUK (ARTnews, International Herald Tribune),
pefakTop xxypHana Art in America,
KypaTop MHTEPHALMOHAaNbHbIX BbICTABOK,

adBTOP M M34aTe/Ib MHOTOUYNCIIEHHbBIX KHIT MO MCKYCCTBY

City of Shadows, City of Tears

[t is interesting to speculate how Boris Smelov might have responded to the digital revolution in photography, which had only
begun to spread its all-enveloping wings in 1998, when the artist died. On the one hand, he was consistently intrigued by new
developments in the medium and frequently deplored the difficulty of obtaining the latest tools and materials in the Soviet
Union, where only journalistic and amateur photography were officially recognized. Nonetheless, he owned first-rate cameras
and always printed on high-quality paper, and he acknowledged that technical advances naturally bring about changes in
quality. When it became available, he himself made interesting experiments with infrared film. In an interview published in
1988, Smelov reflected that devices like automatic cameras and new techniques for developing and printing “have widened the
cultural horizon, enriched the stock of available images and even the point of view of photographers! Yet his enthusiasm was
not unqualified: “The ability to achieve high-quality images without using either brains or culture has the potential to diminish
photography.”Not surprisingly, he anticipated what many would see as the downside of the digital aesthetic that swamped the
art market at the end of the last century: without a firm authorial viewpoint, the results are “empty and cold!

In Smelov's reflections on photography, the crucial word is always “culture”When asked about the ideal education of
photographers, he responded that the most fruitful approach would be less technical than liberal, including the study of
philosophy, psychology and the fine arts. Given the common faith that “pictures speak louder than words,"it is worth noting
that Smelov included the study of foreign languages as an important element in the photographic curriculum. One can also
reflect on the distinctive "language” he created in his own works. Those were the testament of a committed auteur who loved
the philosophy of Dostoevsky, the paintings of Van Gogh and the music of Mozart, but who likewise read the theoretical
writings of Siegfried Kracauer and Roland Barthes and was generous in appraising the work of his colleagues. Within the field of
photography, he had special praise for Henri Cartier-Bresson and for Josef Sudek, who taught him the consummate lesson that
"every object in the physical world has its own soul” Capturing that evanescent presence with the aid of the camera was less a
question of art than one of intuition — of seizing what Cartier-Bresson described as the “decisive moment!

Early in his career, Smelov made portraits of non-official writers and artists, including of himself, and he occasionally worked —
with enormous success —in the genre of the still life. His Still Life with Pomegranate (1988) and Still Life with Distorting Mirror
(1991) are true masterworks in that genre, and they underscore his knowledge of Renaissance painting. Nonetheless, Smelov
remains quintessentially a chronicler of the city. And not just of any city, but of Leningrad/Saint Petersburg, where he was born
and died. He thus continues a great tradition of urban photography that began in the nineteenth century, when the medium
itself was born. It was a time of rapid urbanization and industrialization that witnessed the building of Hausmann’s broad Parisian
boulevards but also the growth of sweatshops and slums throughout Europe and America. The contrast between rich and poor,
between sunny boulevards and dark alleyways, between palatial public buildings and decrepit tenements offered seemingly
inexhaustible subjects for the camera eye.

Smelov's Tuchkov Alley (1995) confirms the continuing validity of such dichotomies. Structured in strict geometries, the work
shows us an elderly woman with a cane, moving gingerly along a narrow strip of light that parallels the anonymous rectangle

of a building. Her path intersects with a darkened lane that reveals a group of trees in the distance — possibly a park, which was
one of the photographer’s fondest subjects. The shadows in the foreground are plainly those of a tree unseen in the picture. The
dichotomous vocabulary is simple but richly expressive: light and dark, architecture and nature, the individual and the anonymous
cityscape. Other works, including the grim studies of Man with a Bucket (1974) and The Wall (1975), exclude nature in favor of

the bleak labyrinths to which invisible tenants are banished. (One should keep in mind that these works date to a particularly
critical and eventful period in Smelov’s career, when he received his first public recognition but was also persecuted by the Soviet
authorities, who closed his exhibition at the Viyborg District Palace of Culture in 1976 and confiscated the works on view there.)
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1.This and the following
quotations are taken from
“Mystery Is Essential (An Interview
with Boris Smelov)," which
originally appeared in Soviet
Photo 10 (1988) and was reprinted
in the exhibition catalogue
published by Moscow's pARTner
project Gallery (2007), pp. 54-55.

2.See John P. Jacob, "After
Raskolnikov: Russian Photography
Today,'in Art Journal (Summer
1994), p. 6.

It is comparatively rare to encounter the human figure in Smelov’s urban studies, and the people who do appear there are
essentially anonymous bystanders — like the Two Figures in an Archway (1971), who plainly interest the artist because of the
dramatic light-dark scenario and not as individuals. Silver Boy (1995) constitutes a startling exception in which the human figure
is the true focus of the composition. In most cases, the figures appearing here are artificial ones: stone statues in a graveyard,
ornaments on a fountain or bridge - like the centaur so gracefully poised in Paviovsk. Centaur Bridge — 1 (1975) and Pavlovsk.
Centaur Bridge — 11 (1994). It is interesting to note how the later work highlights the natural setting and leaves the sculpture itself
almost completely swallowed by shadow.
Then there are the architectural studies that verge on geometric abstraction. Light falling obliquely through windows, arches
intersecting between light and dark, twisting stairs and balustrades obviously appealed to the artist for formal reasons. For an
artist interested in modern philosophy, they may have had existential connotations as well. A sense of mystery and of tristesse
pervades these studies of Saint Petersburg — partly because Smelov rarely photographed in full sunlight. Sometimes we
encounter the fading light of evening, but his preferred ambience was created by early morning light, when the sun was just
beginning to disperse the fog from a cemetery or bridge or playground. The shadows are hence long and deep, and highlighted
details emerge with particular intensity. As we perceive it here, Leningrad/Saint Petersburg is not the city of light envisioned
by the French architects who, under Peter the Great, attempted to transpose their vision from the banks of the Seine to the
banks of the Neva. For all its occasional grandeur, this is a word of shadows and often a world of tears. In an article entitled
"After Raskolnikov: Russian Photography Today, critic John P. Jacob referred to Smelov as “a master of the school of spiritual
aestheticism.? Indeed, the series In Memory of Dostoevsky might serve to describe the entire oeuvre of this remarkably gifted
outsider.
Prof. David Galloway
Art historian; art critic (ARTnews (New York),
International Herald Tribune (Paris);
contributing editor for Art in America,
international curator and

author of a varity of art books

MeTtadusuka ropoaa

Y bopuca Cmenosa ecTb doTorpadus, aaTvpoBaHHasa 1995 r.: CHK3Y, Cpeav TpaBbl, CHAT KyCT MYLIXCTbIX OyBaHUYMKOB, 1 CKBO3b
Hero, Ha GoHe 6e3061auHoro Heba, BUAHbLI CTBOS CTAPOro ePeBa, YacTb UyryHHOW orpadbl 1 yron 60MbWOoro yxoaauero pe3xko
AMaroHanbto Brayob 3aaHnaA. Ha obopoTe KapaHaaLiom pyko camoro CMenoBa HanvcaHo aBTOpPCKoe Ha3BaHve — «OfyBaHUUKIAY.
DoTorpadus cpasy OCTaHaBAMBAET B3MNAA: XPYMKOMY, MarioMy, MTHOBEHHOMY BHUMAaHWsA B Hell yaeneHo ropasao 6osblie, Yem
BEUYHOMY, FPaHANO3HOMY, HEU3MEHHOMY. [TopaXkaeT CMeLLIEHVE aKLIEHTOB, 1 CPAa3y BO3HMKAIOT BOMPOCHI. YTO 3TO C TOUKM 3peHmA
*aHpa? [pynnoBow NOPTPET OflyBaHUMKOB? HaTypannctnuyeckmin nensax? MNetepbyprckmin MoTuB, BEAYTa, B ropoaa? YncToil
CMBONM3M?

Yem npucTanbHen CMOTPULb Ha 3Ty KOMMNO3MLMIO, Tem bonee 1 bonee 3arajo4yHom OHa CTaHOBUTCA. B TOM, 4TO 3TO CHAT lNeTep-
Oypr, COMHeHUI HeT. KyCOK UyryHHOW Orpajpl, YeTKO BUAMMbIA CMPaBa, CBOMM Y30POM ACHO CBUAETENBbCTBYET O TOM, YTO 3TO Habe-
pexxHas MoWKkM C ee HEMOBTOPUMBIM OPHAMEHTOM KOBAHOW PELLIETKIN MEX[Y PaHNTHBIX TyMO; a 1 pe3Koe COoKpallleHe nepcrek-
TVIBbI, CO3flaBaeMoe rpadmuyHON 1 SKCMPECCUBHOW NIMHKUEN Yra 30aHVs, YBOAALLIEN B3rAL BAaSb, CO3aeT 0coboe, NeTepbyprckoe,
HaCTpoeHKe, KOTOpOoe TPYAHO CryTaTb C HACTPOEHMeM NoOOro ApYyroro ropoaa. Ho, Npw NerkocTvi NepBoro y3HaBaHWsA, HauMHAIOTCA
CTpaHHbIe 3aragKu.

[a, 6e3ycnoBHo, 370 MNeTepbypr. HO 4TO 370, UTO 3TO 33 MeCTO? [epPBOHaYaNbHO Y MeHs He OblfI0 COMHEHWIA, YTO CHUMOK CAenaH
rae-To B parioHe MunxannoBCKOro cafa, B TOM MarmyeCckom MecTe, rae EKaTepuHMHCKUIA KaHan CnrBaeTca ¢ Monkow, rae nnete-
HVEe MOCTOB, PaCcTyT AepeBbs 1 rie rpoMajia AoMa AflaMnHm yoeraeT B WWpb MapcoBa Nons, poxKaas olylieHne pUTMa WNPOKOro
netepOyprckoro MMNEPCKOro ABUKEHIA, MOHOTOHHOTMO, BENMYECTBEHHOMO 1 HEPBHOTO. [1a 1 BCe Oblnn C 3TM cornacHbl. OfHako,
00na3vB BCe TOUKM BOKPYT 3TOr0 MeCTa, i MOHSAN, YTO HUKOWM 0BPpa3oM STOT CHMMOK Tam cfienaH ObiTb He MOT, a 1 Ha JoM Agamu-
HV 3aHKe Ha GoTorpaduv MOXOXKe OUeHb OTAANEHHO: KaK-TO MoMnanw Obl B Kap KOMOHHbI, U HET y oMa AIaMMHN TaKOro Pe3Koro
yberatollero pakypca. Tak YTo »e 3TO 3a 3/1aHne, Takoe OrPOMHOE, BHYLIWTEIbHOE 1 BMeCTe C TeM Takoe YC/IOBHOE, TPYHOY3Ha-
Baemoe? B HeobblYHOM COKpalLlleHNW CHATBI MXalinoBCKMI 3aMOK? Ho OKoso 3amKa Molika nuiilieHa cBoelt y3HaBaeMow orpaspbi.
[0e xe elle Ha ee NPOTAKEHUM eCTb IePEeBbA, OAYBaHUNKN, CINETEHE MOCTOB M pe3Kkada AMaroHal b MOWHOIO 38aHnA? M uto 3a
CTPaHHOE COOPYXEHME BMAHO C/1eBa OT AepeBa, Manoy3HaBaemoe, GaHTacTndeckoe? CHauana A peLuns, 4to 3To Npr3pak Tyane-
Ta B yry MyxannoBCcKoro caga okono Monku, ypoavBOro XpyLieBCkOro COOPYXeHUA, HelaBHO NPEBPALLEHHOTO B UTANTbAHCKNIA
pecTopaH «lapk»; HO ecnu 3gaHne Ha GoTorpadun He 4OM AJAMUHK, TO U TMNOTE3a OTHOCUTENBHO XPYLLEBKM CTaHOBWUIACh HECO-
CTOATESIbHOW.

Koe-KTO Aaxe BbICKasblBan COOOPaXKeHe, COBEPLIEHHO HUYeMy He COOTBETCTBYIOLLEe, UTO 3TO KOMOVHUPOBAHHaA CbemKa. [1poii-
AA BAO/b 1 nonepek Bcto MoKy, A HakoHeL, cCO0bpasus, YT 3TO Takoe: 3TO BW/ Ha OFPOMHOE KNPAVYHOE 3AaH1e MaTPOCCKOM
KazapMbl, CHATbIM C yrna Moliku 1 KptokoBa KaHana, Mexay louenyesbiM 1 KpacHOGAOTCKMM MOCTaMK. KameHHble
YCTynMbl, BUAHbIE B LIEHTPE 1 B IEBOV YaCTW KOMMAO3ULIWK, — 3TO MOAHOXKMA GOHAPEN, CTOALIMX B HaYane 1 B KOHLe
KpacHOGNOTCKOro MOCTa, a HeobbIUHbIM PaKypC 3AaHKa 06pa3oBaH AByMs dhacagamn Kazapmbl, PacTAHYTOM no Moin-
Ke 1 no KploKoBy kaHany Hanpotre Hosow [onnaHamu. Koraa A Bce-Taki Halles 3TOT pakypcC W OKasancsa OKOMO TOro

MeCTa, rae NPUMepPHO TpMHAALATL NeT ToMy Hazan bopuc CMenos cienan 3ToT CHUMOK, TO OOHaPYKWS1, YTO MOACNTH

K 3TOMY MeCTYy HeJ1b3A: BCe o) OrOPOXKEHO, Pa3PbITO, WK Kakne-TO CTpOouTeSibHbIe pa6OTbI, 1 He ObINo yxe TONONA,

KOTOprI7I 34eCb KOrga-1o aBHO POC, N TeM bonee OyBaH4YMNKOB.

Kart. 80

OcTanacbk Tonbko potorpadpua Cmenosa.
YyBCTBO yxoAALlen peanbHOCTW, MOTOHA 3a yTPauYeHHbIM BpeMeHeM. B Tpaanumu, nayuien ot CpeiHEBEKOBbA, OAYBaHUMK CUM-
BONM3NPYET CKOPOTEUHOCTb »KM3HW, XPYMKOCTb ObITUA. B ronnanackoi xmeonucn XVII B. MOXKHO BCTPETUTL M300paKeHna nyxo-

LeKnX geTunilek, Ctapate/ibHO AYWKMX Ha benble Waprkn o4yBaH4YMKOB. Ha I'IepBblﬁ B3r1A0 OHWN KaXyTCA MPOCTbIMK XKaHPOBbIMK
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KapTVHKaMK, HO Ha CaMOM fiefie IeTKI FONaHACKMX XyAOXHUKOB COXPaHAIOT CBA3b C APEBHEe TemMon Vanitas — obpeyeHHOCTH
BCEro 3eMHOr0, YHOCKMOTO TeUeHMeM BPEMEHW, ONMLIETBOPEHHOM B KAMEHHbBIX CKY/IbMTYPax roTUYecknx cobopos, M3obpaxato-
LLWX TO CKENET B LIaPCKOM BEHLIE 1 MONYUCTAEBLIEN MAHTNW, TO JKEHLLMHY, NULIOM NPEKPaCHYI0, MPenbCTUTENBHO YblbatoLLytoca
3puUTento, HO C3a11 BCIO M3bEAEHHYIO YepBaMY, Xabamn 1 3mesamu. [lyHelllb Ha OflyBaHUMK — U HET ero, nc4e3aeT ero nblliHas be-
Nas WarkKa, OCTAaeTCA »KaslkadA NbiCad rofIoBKa. TakKOBa 1 Halla »M3Hb: BCE YIETaeT, MCUe3aeT, OCTAlTCA NLWb BOCMOMUHAHWA, NOCTe-
NeHHO CTaHOBALMeCA BCe Oonee faneknumu, bnekbiMu, CMyTHEIMA. [TOTOM MCYE3aI0T U OHW.

CohoTorpadmposaHHble CMeNoBbiM OflyBaHUMKKM OKOMO [oLienyeBa MOCTa OKa3blBalOTCA BMETEHbl B CIOKHENLLIMIM OPHAMEHT acCo-
LmaLMi, BO3HUKAIOLLMX BOKPYT 3TOro neTepbyprckoro mecTa. [1o ogHow 13 nerexp, [ouenyer MOCT Mosy4Yu CBOe Ha3BaHme no-
TOMY, YTO OKOJSIO HETO MPOLLANINCH C OCYKAEHHBIMM, KOTOPbIX OTBOAWIIN B TOPOACKYIO TIOPbMY — JINTOBCKIMI 3aMOK, HaXOOMBLIWICA
Ha apyrom 6epery Mowiku. [Mouenyes MOCT — MOCT MPOLLanbHbIX MoLienyeB, MOCT B3[1OX0OB, HAMOMUHAIOLLUI O 3HAMEHWUTOM KPbITOM
nepexoe-ranepee, MOCTe, NEPEKMHYTOM Yepes KaHan 1 Befylem 13 nanauuo Joxen 8 BeHelmaHckne Prigioni, TiopbMbl. Heoxu-
AaHHan cBA3b CeBepHOW BeHelnm co CBOUM MaeanbHbIM Npoobpasom. Mo-UTanbaHCKK ofyBaHunK — sofflone, UTo, Kak v B pyc-
CKOM, AIBNAETCA NPOW3BOAHBIM OT rnarona AyTb — soffiare, TonbKO C HECKONBKO APYTM OTTEHKOM. ECv pyccKoe Ha3BaHue 3Toro
LiBeTOYKa bnarofapa NpucTaBke 3By4nT NnevanbHoO 1 OMHOKO, CO3[aBas 0bpa3 yero-To obpeyeHHOro, onafatoLLero, oTneTatolle-
ro, OTLBETAOLLErO, TO UTaNbAHCKOE Ha3BaHMe BIPAMYIO CBA3AHO C CylleCTBUTENbHbIM SOffio, UTO 03HauUaeT «BedHNe, AyHOBEHVE,
AblXaHvie», 1 CyllecTBUTeNbHOe soffione 3HauUWT 1 «0flyBaHUMKY, U OAHOBPEMEHHO «MeXxuy», /TanbaHCKoe Ha3BaHMe LiBeTKa Bbi3bl-
BaeT B MaMATU MHOXECTBO KOHHOTALMI, CBA3aHHbIX C 0OPa3oM lyHOBEHMS, HaulHasa C COTBOPEHMA Yenoseka: </ cozaan focnoab
bor uenoseka 13 Npaxa 3eMHOTO, 1 BAYHYN B NIULIE €0 AbIXaHWE XKW3HW, U CTa YenoBeK AyLieto XnBoto» (beitne, 2, 7).

Kpome TOro 4to oflyBaHuUMK CTan CMMBOSIOM Vanitas — XPynKkoCTW BCErO 3eMHOTO, OH TakKe ABMAETCA 1 CYMBOJIOM Ye/TOBEYECKO
aywn. JlaTmHckoe cnoBo anima — Aylla — NPOUCXOAUT OT MPeYeCKOro C1I0Ba, O3HaYatoWEero ABUXEHE BO3AYXa, AblxaHue. 3a6aBHO,
HO 3TOT CKPOMHbIN L|BETOK CTasn SoOMMbIM LIBETKOM NpekpacHol Mcnxeu, 6orvnm aywn. B CpeaHeBeKOBbe OflyBaHUMK CTaHOBUT-
cs cumBosom MoBa, a B bonee nosaHelt nkoHorpadun XVI-XVII BB. LIBETOK 3TOT 0O6beAVHNT aHTUYHbIA 00pa3 [ylieHbku-Mcunxen,
HeflHOM CMePTHOW MyYeHHLIbl, BbICTPadaBLIen cebe boxecTBEHHOE beccmepTre, C 06pazom 6OroboA3HEHHOMO 1 HECYACTHOMO
NpaBefHVIKa, BOMOTMBLLMM YenoBedecKkmne MbiITapCTBa. Ha CTapuHHOM HemelKoW rpastope 6apoKKo nof n3obpaxeHuem ofyBaH-
yrKa NnomeLleHbl CnoBa Envys, ykopsiowlero VIoBa, C KOTOPbIMI OKa3anca TECHO CBA3aH 3TOT LIBETOK KaK BOMJIOLWEHMe YenoBeyec-
KOW XPYMKOCTH, MO0 He MOXKeT YenoBek MPOTUBOCTOATb boxeCTBEHHOW MyApOCTV 1 Nepef borom OH — BCE PaBHO UTO OflyBaHUVIK,

obpeuyeHHbI 0OHaXNTbCA OT Manenwero AyHOBeH!s:

WTak, cnywan, VIoB, peur Mov 1 BHMMaM BCEM CIIOBaM MOUM.

BOT, A OTKPbIBatO YCTa MOW, A3bIK MOV FOBOPUT B TOPTaHW MOEN.

CnoBa MOM OT UCKPEHHOCTM MOETO CepaLa, ¥ yCTa MOV MPOU3HECYT 3HaHNe YnCToe.

Lyx boxunn co3pan meHs, 1 AbixaHve Bcegepxmtend 0ano MHe Xn3Hb.

Ecnm moxellb, OTBEYa MHE 1 CTaHb NMPeao MHOIO.

BoT 7, N0 xenanHuio TBOemMy, BMecTo bora. 1 06pa3oBaH Takke 13 OpeHus.

[o3ToMy CTpax nepeno MHOM He MOXET CMyTUTb Tebs, 1 pyKa MoA He OyaeT Taxkena ana 1ebs.
Tbl FOBOPWIT B YL MO, U A CbllWan 3BYK CJIOB:

«YncT 1, 663 NOPOKa, HEBUHEH A, 1 HET BO MHE HEMpPaBAabI;

A OH Halen 06BUHEHME NMPOTUB MEHA U CUUTAET MEHs CBOMM [TDOTUBHUKOM,

[NocTaBun HOrv MOu B Kononay, Ha6mo;1aeT 3a BCeMn nNyTAMMN MOVIMMN>.

BOT B 3TOM Tbl HEMpaB, oTBeuvato Tebe; NOTOMy UTO bor Bbille YenoBekKa.
[na uero Tebe coctazatbca ¢ Hum? OH He JaeT oTyeTa Hi B Kakux genax CBoux.
bor roBoOpuWT ofiHaX/bl, U €C/I TOrO He 3aMeTAT, B IPYroi pas:

Bo cHe, B HOYHOM BUAEHWM, KOrAa COH HAaXOAMUT Ha lofei, BO Bpema ApemMoTsl Ha noxe (Mos, 33, 1-15).

Peyn Ennysa obpaliieHbl K ayliie 4enoBeyeckom, Kak Obl K OflyBaHUWKY, 1 3TV CNOBa 13 BeTxoro 3aBeta MOXHO Obin1o Obl HaNK-
catb v nopa dotorpaduen Cmenosa. Beab Bce «0bpa3zoBaHO 13 BpeHma» U NPaxoM CTaHEeT, 1 HeT yKe AaBHO JIMTOBCKOrO 3a-

MKa, 1 YyMepX BCe Te, KOro NMPOBOXan Yepes MOCT, U Te, KTO MX MPOBOXal, U AepeBa HeT, M OAyBaHUMKa... JlnTepaTyplimHa?
[a, Morno 6bl CTaTb MTEPATYPLIMHON, eCnn Bbl BCE 3TV acCoUMaLMM CO3HATENBHO Dbl HANOKEHDBI XYAOXKHUKOM Ha 3amnevat-
NEeHHbIN M 06pa3. Ho 3TOro HanoXxeHus HeT — NNLIb HEHABA3YMBO CHATHI OfyBaHUMKN Ha GOHe 6OMbLIOro 3aaHKs, 60oNbLLIO-

ro ropopa, bonbloro Heba. CMenoBa NPOCTo MHTEPEeCYIoT benble LWapKKKW, FoToBble 0bneTeTb B OO0 MOMEHT, U NpUBeKaeT
3amMeyaTesibHad BO3IMOXHOCTb 3amneyaTtneTb UX XPYynKoCTb. Huuero 6onblie, HO neTepbyprckas nereHaa, ApeBHAs MKoHorpadus,
XPUCTMAHCKaA TPaAMLUKMA: BCe BMECTe TaK 1erko 1 HEMPUHYAEHHO COeANHUNOCH B 0bLlee HAaCTPOEeHWe, MHBIMK CIIOBaMM —

B 7O, uTO Cam CMenoB, 0TBeYad Ha BOMPOC, MCMOSMb3yeT N OH PEXUCCYPY Kafpa Wiy NonaraeTca Ha Ciyyal, onpeaennn Kak
UHTYUTUBHBIV CNydali». Bce coeAnHMNOCH «B HEMPENOXHOCTb, TO eCTb B CyAbOy» Taknm 0bpa3om, 4to «OayBaHunKu» bopuca
CmenoBa CTanu 4em-To ropasno 6OnbLINM, YeM MPOCTO OAYBaHYMKM, pacTylive OKoNo KplokoBa KaHana, KoTopble BUAeNy ThiCs-
U NPOXOAALLMUX MUMO fofel. VIHTYMUMA XYAOKHUKA HAMHOTO BaXKHee, YeM YMCTOe 3HaHMe, U MEHHO OHa onpefenmnna B 3Ton
doTorpadum 1o, uto KapTbe-bpeccoH Ha3biBas «pellatoLMmMm MOMEHTOMy. To, UTO OTAMYaeT NPOCTOM CNeMNoK peanbHOCTH OT ee
obpasa 1 genaeT GpoTorpaduio MCKYCCTBOM.

CmenoBa BooOLLe Bcerfa MHTEPECOBaNO BCe NOABUKHOE, HEBECOMOE, CKOMb3ALLEE: UHEN, TOMOMMHBIN MyX, NEPBbLIN,
HEeOXWIAHHbIW, CHET, TYMaH, B3Max KpblibeB NTULbl. YTO-TO 3pMmo Bonnoulaoliee 6er BpemeHy, yCKOMb3atoLLyio He-
YNIOBUMOCTb MOMEHTaNbHOCTW. Ha ofiHOM GoTorpadun CHAT y3KWin NMPOXOA MeX[y ABYMA JOMamu B O[HOM 13 Mpauy-
HbIX IEHNHIPAACKIX 1BOPOB. [1paKTMuecK BCe NMPOCTPAHCTBO 3aHMMAET YHbINas CTeHa — NnycTas, 6e3 BCAKOW apXu-
TEKTYPbI, — K KOTOPOW NPUAENUNOCH UCKaNeYeHHOE XeCTAHOE COOPYKEeHE, Kakaa-TO MOMOMKa, yborasa u »asnkas,
Kak BCe MOMOWIKM, @ B OCODEHHOCTM NOMOWKIN OTeyeCTBeHHble. CKBO3b MPOCBET MeXAY 3AaHVAMM BUAHO Hebo, BUA-
Hbl AePeBbs, APYras X13Hb, OTINMYAOWAACA OT XKW3HN Y3KOro 3aLeMeHTVPOBAHHOIO MPOCTPAHCTBA BOPA-KONOAUa,
HarMOMVHaIOLLIEro O TPEMHOM MPOCTPAHCTBE BAHTOrOBCKOW «[TPOrYKM 3aK/MoUeHHbBIX». Ha CTeHe — rotnyeckas TeHb
3[1aHVIA, CTOALLErO HAaNPOTKB, Y3Kad U U3TIOMaHHas, yrposKatolle »reas. Ha doHe uepHo TeHw, Ha doHe cepolt Liep-
WABOW WTYKaTYPKM CTEHbI C 1blpaMi OKOH NapAT ferkre Gerble NyWWHKK, 3aCTbiBLUME Nepe 0ObeKTUBOM. [1yXoTa

¥ CNlenoTa TeCHOro MPOCTPAHCTBA, MOAYEPKHYThIE X BO3AYLIHBIM TaHLIEM, CTAaHOBATCA ellle be3HagexHel. CHavyana

KaXeTCA, YTO 3TO YyTb I HE ﬂe(])eKT neyvyatn UM NIeHKn, HO 3aTeM OCO3Haelb, YTO HEXHbIe CHEXWHKW U MPUAA0T

CMBICTT BCEMY 1300PaXKeHMIo, COOOLAIOT AyLly abCTPAKTHOMY, OTUYKAEHHOMY, HEMOABUXHOMY MPOCTPAHCTBY ypba-

HUCTUYECKOM KOMMO3MUMK. [ToneT TONMoNMHOro Nyxa — Aylia ropoa. He ayx mecta, genius loci, 0 KOTOPOM Tak MHOTO

Kat. 17,71

rOBOPAT B NOCNeHee BPeMs, HO MMEHHO Aylla, anima. MorcKn anima — rmaBHas 3afjada UckyccTea bopurca Cmenosa.

Bce bonbluvie ropofa NoxXoxu Apyr Ha Apyra. Habop cnoB, KOTOPBIMI Mbl XapaKTepuyem ropog, NpakTUYecki Bceraa OfMHaKoB:
LeHTP, OKpanHa, ynvua, 0M, MNoLWab, XPaM, PbIHOK, MaraswH, cafl, Tonna, BbIBECKA, MPOXOXKMI, OMHOYECTBO, OXMBAEHNE, CBET,
BOf1a, OTUYK[IEHHOCTb, 31Ma 1 1€TO, OCEHb W BECHA, A0 Ab 1 COMHLIE, IeHb 1 HOUb, — BCE 3TW CNIOBA, onpefenstolie 1 0ObeKTuB-

HOCTb ABNEHWUI 1 NPEAMETOB, U CYOBEKTUBHOCTb NMEPEXMBAHNA 11X, 00PA3YIOT HEKMNI 0OWMIN HAbOP Tem, xapakTepuaytoLyx nboi

26-27



ropog, 6yab To MNapux unn XapTym, Hbto-Vlopk wnn [lenu. Ha reorpaduyeckimx Kaptax Bce ropofa OTMeUEHbI OAVHAKOBbIMM TOUKa-
MV, Pa3NnYaoWLMMUCA NKLLb PAa3MEPOM. ITa YHUOUKALWA CTUPAEeT MHAVBWAYAIbHOCTb OTAENBHOMO ropoAa, OCTaBAA 338 CKOOKamK
€ro [y, *KM13Hb, NCTOPUIO, AbIXaHNE, KOTOPbIE TOMBKO W AENatOT €ro eANHCTBEHHbBIM 1 HEMOBTOPUMbBIM Ha BCIO BCeneHHy!o.

Kak onpenennn Mapcens lNpycT, ropod HaumHaeTca ¢ nMmeHu. C TOro MMEHM, YTO CTOUT PALOM C TOYKOW, MOXOMKEN Ha ThICAYM APYTUX.
vis ropofia nveeT cBO 0Ccobyto Marndeckyto cuy. MoxHO H1Koraa He ObiTb B [NeTepbypre, Pume, BeHelmmy unm Tokmo, HO oamH
MWL 3BYK 110O0TO 13 3TVX UMEH BAPYT, HEOXKNAHHO, 3aCTaBNAET BCMIbITb B MAMATU HEUTO OCOOEHHOE, TONbKO STOMY FropO/ly CBOVC-
TBEHHOE, HEYJIOBMMOE, COTKAHHOE 13 MHOXECTBA OLLYLLIEHWI, BKNOYatoLMxX B cebs 0cobbI LIBET, CBET, 3BYK, 3aMax, 0COD0e ABWKe-
HIe, CBOVICTBEHHOE TOMBKO 3TOMY FropOAYy, 0CO0bIA PUTM, 0COB0e HacTpoeHWe, 0CObbIN TVM MWL, VIMA ropoaa XpaHWUT B cebe MHOXeC-
TBO BMeYaTIeHNiA, MOMYYEeHHbIX OT ITEPATYPbI, XKNBOMUCY, UCTOPWN, 13 BOCTTOMUHAHWIA 1 3aMeYaHNi COTEH XUBLUMX B HEM JTIOLEN,
OLLYUIABLUVIX FOPOA 1 CO3AaBABLUVIX €10 VMS, CTaBLiee MUDOM, Hora bonee peasbHbIM, Yem Cama PeanbHOCTb, MO0 MMA 6OMbLLIOTO
ropofia npeBpallaeTca B ero Muponoremy, B HeUTO, YTo CTAHOBMUTCS OT ropo/ia HEOTAENVMBIM 1 YKe MOMUMO ero BOAIN onpeaensaeT
ero obpas v ero obiTVe,

Y lMNeTepbypra ocobble OTHOLWEHNA CO CBOMM MMEHeM. B TeueHre OBOSIbHO KOPOTKOrO BPEMEHM, BCEMO Ha MPOTAKEHWN OfJHO-

ro CTONETUA, OH YeTbipe Pa3a MeHAN UMA — @ 3HaUWT, U CBOW 0Opas, — M3MEHAA ero: CHavana cierka, notepas NpUcTaBky «CaHKT»,
«CBATOW®, N PyCUOULIMPOBAB OKOHYaHME, @ 3aTem MOSTHOCTbIO CBOE VIMA YTPATW, UTOObI BEPHYTh B KOHLE BeKa. [ouTn BCe ABaf-
LaToe CToneTne ropof NPOXMA NOA KNUUYKOW, AAHHOW eMy MPaBUTENbCTBOM B YECTb YENTOBEKA, K TOPO[Y VIMEBLLIETO Mano OTHO-
WeHWNA, He NoOMBLIErO €ro 1 CTapaBLIErocs M3MeHWUTb ero CyLieCTBOBaHWe 1 06pa3 HaCUIbHO, MPOTUBOECTECTBEHHO, BOMpe-

K1 HOPManbHOMY TeUYEHWIO XKIN3HW. [103TOMY A1 MHOMMX MOSTOB, XYLOXHWUKOB W NinCaTener 3Toro ropofa B XX B. BaXKHee BCero
Oblna peTpocneKLma, BOCMOMMHAHNE, OHI CTapanicb BCAYECKM MPOTUBOCTOATb AEMCTBUTENBHOCTY M COBPEMEHHOCTY, Chepeyb
BHYTPEHHIOI0 CBA3b C MPOLWIbIM, C TEM, YTO MO0 COXpaHuTb [MeTepbypr B [leHnHrpaae. fopos ¢ HOBbIM MMEHEM POC, 0bpacTan
PaioHaMM HOBOCTPOEK, 3aCTaBIeHHbBIX KOPOOKAMM, MOXOXKMMU IPYT Ha IPYra 1 Ha COTHW ThICAY [IPYIMX TaKMX e KOPODOOK, pacKku-
[aHHbIX MO BCEN CTPaHe, HOCALLeN CTpaHHoe ycnoBHOe HaszgaHne — CCCP, Ho LeHTp ropofa, uctopudeckuin MNetepbypr, yrnopHO
H6oponcs 3a T, uTobObl OCTaBaTLCA OOPALLIEHHbBIM B MPOLLNOE, M30eXKaTb CBETNIONO COLMANMCTUYECKOro Byayulero. YTpaTue TUTy
CTOANUBI W ByAyuM HU3BEAEH B HOBOW COBETCKOW MEPapXMK [JO MONOKEHNA NPOCTOrO MPOBUHLMANIBHOIO ropoaa, 06NacTHOro
LeHTpa, 06HMLLAB, MOTEPAB CBOW ABOPLbl, 0OPALLEHHbIE B KOMMYHaSTbHblE KBAaPTVPbI, COOOPbI, €CAIN 1 HE Pa3pyLUEHHbIE, TO 3aHs-
Tble GabprKamm 1 CKNagamu, MMWNBLIMCH CBOUX MMMNEPCKIX ambuLmi, MeTepbypr npeBpaTuncs B BOCMOMMHaHMe, HoBbIN ro-
poA — JleHnHrpaa — men CBoto, opuLmanbHyto KynbTypy. OHa, MOMUMO MAEaN0B COLMANMUCTMYECKOrO peann3ma, BKitouana B cebs
1 onpeaeneHHbln Habop «LieHHOCTENM NPOWOroy: foCyaapcTBeHHbIN opaeHa JleHnHa dpMnTax, [oCy1apCTBEHHbIN akaeMmnyec-
Kuii TeaTp onepbl 1 6aneta nveHn C. M. Knposa, JleHnHrpaackyto GprnapmMoHuio, NpUropoHble ABOPLbI U MapKu, MpespalleHHble
B «MaPKM KyNbTYPbl 1 OTAbIXa», PEKOHCTPYMPOBAHHbIE, 3aHOBO OTCTPOEHHbIE, C KapyCenAaMM 1 aTTpaKLMOHamK, 4OOaBAEHHbIMY

K apxuTeKkType And npuaaHna e 6onblielt CoumanicTUYHOCTU. ITU «LI@HHOCTY MPOLLIOro» Obiv OTNAKUPOBAaHbI, MO30104EHDI,

O HUX FOCYAAPCTBO 3a60TUNOCh, OHW bV MPOBOK ropAaocTbio CCCP, K HUM Hanpasnsanv aBTobyChl «HTYpUCTay, U OHW NpPo-
CNaBAANN COUMANNCTUYECKMI JTEHWHIPAA B KPACOUHbBIX anbbomax, 1M31aBaeMbiX MASTTMOHHbIMY Tvpaskamu. OcTanbHoM ropog Obin
npenocTaBneH camomy cebe. Tam Bbinn ABOPLI C ANOANOHaMK, 1 0BLapnaHHble KOIOHHbI, 1 CBOAbI, W aHrefbl, 1 CTPaHHasA Urpa
CBETa Ha CTapbIX NeCTHULAX, 1 HeobblYalHble BUAbI, Oblna MOAAMHHOCTb, 1 TaM ellle YyBCTBOBaNCA [leTepbypr, CTaHOBAWMACA

BCe bonee 1 Honee Npr3payHbIM. 3a TO, UTOOBI CienaThb 3TOT NPU3PaK Kak MOXKHO Bonee peanbHbiM, 60ponach KynbTypa ropoaa,
13 MoCNeHNX CUI COMPOTUBAAACH MOOON HOBU3HE 1 NpefrnounTas ObiTb PyMHOWM, MAMATHUKOM, KNaaouLiem, HO TOMbKO He y4acT-
BOBAaTb B HOBOM CTPOUTENBCTBE, MOAPA3yMEBRAIOLIEM YHUUTOXKEHME NPOLWOro. 70T MeTepbypr 1 chopMmUpoBan MMPOOLLYLeHNe

bopuca Cmvenosa, 1 3Tomy [NeTepbypry 6bi10 MOCBALEHO €ro UCKYCCTBO.

CTpaHHbIM ropoiom Obin JleHnHrpag B XX Beke. HecMoTpA Ha BCe yCUANA, MPEBPATUTL €ro B 00Pa3LiOBbIi COBETCKMIA TOPOA He
yAaBanocb. OH COCTOAN U3 aPXUTEKTYPHbBIX MAMATHUKOB, UTHOPUPYIOLWMX COBPEMEHHOCTL M AaKe MPOTUBOCTOALLMX e1; COBPe-
MEHHOCTb He MMeNla HUKAKOro OTHOLIEHUA K apXUTEKTYpe, 1 Bonee Toro, He UMena Hajl Hell HKakow BnacTu. Bce rosopwuny,
MHOT e MPOAOKAIOT FOBOPUTb 1 CeMYac, YTo Hanbonee npekpaceH ropod Obii Noce BOWHbI, KOrAa, 0€3KM3HEHHDIN 1 MYCTbiH-
HblIl, OH ObINT 3aMKHYT B CBOEM FOPAOM TParM3Me yMMUpPaHus, XonoaHoM, 6e3anocTHOM 1 6e3pa3nuyHom. fopoa BOCMPUHMIMAn-
CA KaK BeNMYeCTBEHHAA PYMHA, N COBPEMEHHOCTD Y»Ke He KacallaCb ero, Kak He Kacanach oHa [epkynaHyma niv MoxeHao-
[lapo, AaBHO ymMepwVX ropo10B, MPEBPATUBLLUXCSA B My3eliHOe CODpaHve apxXMTeKTYPHbBIX MaMATHUKOB MO OTKPbITbIM HEOOM.
3acTbIBWMI B rpe3ax 06 yTpayeHHOM UMNepCKOM Benlnkonenun, MNetepOypr, CBbICOKA B3MPas Ha UyKao0e eMy HaceneHmne, Komno-
walleeca y NOAHOXMA 330pOWEeHHbBIX ABOPLIOB 1 XPaMOB, MOrPY3MICA B MEIAHXONNIO BOCMOMUHAHWI, OKPALIEHHbBIX B CyMe-
peuHble cepble TOHA, M B MPOMO3IYI0 TOCKY OAMHOKMX NPOrYI0K MO NPOWAOMY. JIeHUHIPaacKkaa UHTENNTUTEHLNA, He XKenato-
Was noaYMHATECA odULMO3Y, MECTOBANA W Nlefiesna 3T0 YyBCTBO OAUHOYECTBA, MAPTMHAbHOCTH, OTBEPIHYTOCTM OT 6OMbLIOTO
nyTu. TaKUMK HaCTPOeHUAMM Obinla MPONMUTaHa BCA NeHNHIpaAcKas HeoduumanbHasa Kynbtypa 60, 70 1 80-x rofoB, KynbTypa
nutepatypbl CaMmn3aaTa, KBAPTUPHbIX BbICTABOK, KYXOHHbIX UTeHNIA. KynbTypa TBOPLIOB, paboTalolmx B KOTe/bHbIX, KynbTypa fe-
HUHIpaAcKkow borembl. CairoHCKas KynbTypa, Kak ee 4acTo Ha3bliBaloT MO MeCTy BCTPeY B MonynapHON KoderHe Ha yriny Hesc-
KOro v Bnagummpckoro NpocneKkToB, MPo3BaHHON cpean 6orembl «CanroHOM» — UDOHWYHOE YKaszaHWe Ha MUPOBYIO «rOPAYYIo
TOUKY» MOSIUTUYECKOW XM3HM TOro BpeMeHU, — rae BCTpeyanucb TBOPLbI U GPUKKM, MOPOV APYr OT Apyra NoYTU HEOTAUUYNMbIE.
STa KynbTypa bbina caMofoCTaTOuHa, OrpaHnyeHHa 1 3amkHyTa. OHa ollyllana cBolo obpeyeHHOCTb 1 Obina BbicokoMmepHa. OHa
6bina 0bunbHO crobpera ankoronem. OHa Obifla MOHCTPYO3HA M 4acTo NOXOAMNA Ha CyOKynbTypy. Ho oHa Obina 3amevaTtesibHON
1 oueHb reponyHoi. OHa Obina beckopbICTHA, B MpoLiecce bonee 3anHTepecoBaHa, Yem B pesynbraTe, 1 PacTBOPAIACh B MaHe-
pe M3HW, NoBefeHVs, OOLLEeHNA. DTa KyNbTypa MHOroe onpeaenuna B }13Hu 1 nckycctee bopunca Cmenosa.

MeTepbypr Ana NeHVHrpaacKon 6oreMbl 03Hauan 6ercTeo. STOT FOPOA BAPYT, HEOXKMAAHHO, HECMOTPA Ha TO YTO MO CyTW CBOEW, C Ca-
MOTO CBOEro OCHOBaHMA, Obll HOBbIM, MOOABIM 1 aBaHTaPAHBIM FOPOAOM (1a 1 UCTOPVISt EM0 HE HACUMUTBIBaNA TPEX CTONETUN), Cae-
Nancs cTap, Kak-To Katactpoduueckn ctap. Kak B dotorpadumn bopuca Cmenosa 1995 r. «TyukoB nepeyioks, CUMBOIOM ropofa CTana
durypa onnHoKo bpefyLler BAONb MyxXx 0OyNIeHHbIX CTeH CTapyxK, 1 BO BCEM NEHUHIPAACKOM KybType, CIafiko MeuTaBLIen
ObITb NPOAOIKEHNEM KY/BTYPbI NeTepOyprckoi, ObiNo UTo-To CTapylueybe, 6eCnioaHoe, CTapoobpasHoe. [NproputeT meauTaumn ne-
pen nencranem He obcyxaanca. CosepliaHme LeHUNOCh Bbillie BblpaXKeHWs, MOTEHLMA — Bbille peanu3aLmn. Bcemm NoBTOpPAIOCh, UTo
[NeTepbypry o4eHb NMoBE3/0: MPW COBETCKOW BNACTW OH MepecTan ObiTb cTonunuer. CToNMYHOCTb OTKPOBEHHO MPe31Mpanach, 1 Uyx-
JOCTb CTONMMYHOCTY BOCMIPUHMMANACh Kak OMMO3MLUMOHHOCTb, @ He Kak MPOBMHLMANbHOCTb. HaxoanTbcsa Ha obounHe —
1 NyCTb flaxe Npo3a6aTb Tam — ObINO MOYETHEN, UeM BXOAWTL B Mainstream. B oep,1MoCcTv MaprimHanbHOCTbIO Obina
6onblas ONacHOCTb, HO 3TO ¥ OOYCNOBMNO NHAMBUAYANBHOCTL FOPOAa BTOPOM NONOBUHbI XX B. Ero nonoxeHwve onpe-
AeNANoch He nonoxeHviem JleHrHrpaaa 8 Cosetckom Cotose, Ho cTaTycom eTepbypra B MUpe 1 B MUPOBOW MCTOPUN.

BOpl/IC Cvenos 6bin OAHUM M3 TeX, KTO, MNPOYYBCTBOBAB, OCMbIC/TNB U Hepepa6OTaB o1y 060CO0NEHHOCTb ropoda, COTBO-

pun o6pa3b|, HEePa3pPbIBHO C Hel CBA3aHHbIE, U IMEHHO B cnny CBO€l OTHYXOEHHOCTN OT OCHOBHOIO HalMpaBleHWA, B

CYNY CBOETO HeXenaHWA CYNTaTbCA UM COPEBHOBATBLCS C Mainstream’om, OH CO3Aan CBOW OCOObIN MUP, MUP XyAOKeC-

Kat. 33

TBEHHOCTH, CTOALLEN BHE BPEMEHW U Haf BpeMeHeM. YTo 3Han oH 0 coBpemeHHOoM GoTorpadpum? OueHb mano. Koe-uto
3Han o PoueHKo Aa BUAeN HeCKONbKO anbbomor KapTbe-bpeccoHa 1 Cyneka, KoTopble bepexHo NepefaBanncs 13 pyk B pykn. Of-
Hako doTorpad bopmc Cvenos, TeCHenWw M 06Pa3oM CBA3aHHbIN C IEeHWHIPaaCcKkon 6OremMon, repoVYHOM 1 CMeLLHOW, BbipblBaeTCA
3 ee KOHTEKCTa 1 BbIBOAUT NEHUHIPALCKYIO KYNBTYPY 13 3aMKHYTOCTH, €1 CBOMCTBEHHOW, Ha YPOBEHb, MO KOTOPOMY CyaAUIV U CyaaT

He o JleHVHrpage, NPOBMHLMANBHOM COBETCKOM rOPO/IE, @ O MUPOBOV cTonvLe — MeTepbypre.
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[na neHuHrpanckom borembl Metepbypr, CTapbiv ropog, Obil OCTPOBOM B COBETCKOM J1eHMHrpaje. 1o cOOCTBEHHOMY KenaHuio
3TOT OCTPOB OblN OTbeanHeH oT Bcero CoseTckoro Colo3a, a BONPEKM CBOEMY KENaHWI0 — OTbeAMHEH OT BCErO OCTAIbHOro MUpPa.
Ero 3Hanu, pyranu v nobunn. 3Hanm TONbKO ero, U OH OUYeHb MOXOAWS Ha FOPOA MO3TOB M3 CTUXOTBOPEHMs broka: «3a ropoaom
BbIPOC MYCTbIHHbBIV KBapTan / Ha noyse 6010THOM 1 3bI0KOW. / TaM >Knin NO3Thl, — U Kaxabll BCTpevan / [pyroro HagMeHHoM
ynblbKoW. / HanpacHo v fieHb CBeTO3apHbIM BCTaBan / Haa 3T1M nevanbHbiM 60n10TOM: / Ero obutatens CBOW fieHb NoceALlan /
BuHy v ycepaHbiM paboTam. / Koraa HanvBanuch, To B Apybe KNanucs, / bonTanu UnmHUYHo 1 npaHo. / Mo yTpo vx peano. Motom,
3anepumnce, / Pabotanu Tyno v pbaHo. / [oTom Bbinesanu 13 Byaok, Kak ncbl, / CMOTPenu, Kak Mope ropeno. / V1 3010ToM Kaxkaow
NPOXoxeW Kocbl / [NeHANNCh CO 3HaHVeM Aena. / PazHexxacb, Medtanu o Beke 3n1atoM, / Pyranv nspatenen apyxHo. / /I nnakanu
rOpbKO HaA ManbiM LIBETKOM, / Hall ManeHbKOM TYUKOM XKeMUYKHOW. .. / Tak Xunu noatsl. Yutatens 1 apyr! / Tol Aymaellb, MO-

XET ObITb, — Xy>ke / TBOUX exefiHEBHbIX 6ECCUNbHbIX MOTYT, / TBOEl 00bIBAaTENLCKOW Ny ?» ITO OblN HE MPOCTO ropof, HO fopof

c 6onbuwown bykabl. boprc Cmenos He GoTorpadrnpoBan KOHKPETNKY peanbHOro JleHHrpaaa, 1 6bio Obl HECKOMbKO MOBEPXHOC-
THO CKa3aTb, YTO B CBOMX GoTOrpaduax oH MbiTanca normaThb npuspak MNetepbypra. bopuc Cmenos co3pnasan flopog, B 06LeM-To,
noxoxnit Ha fopoa apyroro Benunkoro ¢otorpada — NapmKaHMHa Hauana Beka dxeHa ATxe, K KoTopoMy CMeNoB OKa3asncsa OYeHb

ONM30K, XOTS, ObITb MOXET, €ro 1 He 3Han. Bo BCcakom CNyYae, HUrge o Hem He yrnoMnHasl.

Bce bonblivie ropofa Noxoxu Apyr Ha Apyra. Ho ropofa ymepline, MoKWUHyTble abCOMOTHO MAEHTUYHBI. HeT pas-
HULbBI Mexxay Momneamu n MoxeHao-[1apo, Tak Kak v3 HYX YlWen raBHbI HePB — Myfbcalus, co3aatoliasn obpas
ropoaa, — 3ak/toueHHbI B HEMOBTOPUMOCTM €ro MOCTOAHHO MEHAIOLLENCA »KN3HW, COTKAHHOM 13 6eCCYeTHOro Ymcsa
MIHOBEHWI, Nerko CKONb3ALLMX Cpean HeU3MEHHbBIX apXUTEKTYPHbIX AekopaLnit. [opoa He 6e3pa3nnuHbIi NaMATHIK
13 30aHUI 1 MOHYMEHTOB, HO BbICOKOOPIaHM30BaHHbI OPraHi3Mm, AblWallmiz, AyMatoLLMK, YyBCTBYOLWMNA. Y ropoaa
AO/MKHA ObITb AyLIa, anima, ApYanb, HEYNOBUMBIV [iyX, BUTAIOLLMI CPean KamHel, 1 6e3 Hero KamHm1 ropofa — 310
TONBKO KaMHW. ApVaMb He KOHKPETEH, OH MOXXET 00epHYTbCA Kem YrofHO, OH TeKYY 1 M3MEHUVB, OH He No3Mpy-

eT — NO3MPOBaHVe NOAPA3yMEBAET CTaTUUHOCTb, Oe3 1BMKEHMA OH NMPOCTO He cyllecTByeT. OH MOXKeT CTaTb BCMOPX-
HYBLUEM NTULEN, NYWKUHKOW, NapALLen B BO3AyxXe, AEBYLIKOW, Cnelallien Ha CB1OaHNe, MOPLIBOM BETPA, CONMHEYHbIM
6nMMKom, pebeHKoM B MOABOPOTHE, CTAPYXOW, KOBBINAIOLLEN BAOSb yXOW CTEHbI, CBEXEBbINABLUMM CHEIOM, CTaTyel

aHresla Ha 3a6pOLLIEHHOI7I Morunie, TYMaHoM, 1O HEY3HaBaeMOCTH I'Ip606pa3|/IBLLII/IM 3HAKOMbIW B, — 3TOT HEYNOBU-

MbI lyx onpefenaeT CMbICA rOpofa, IAET KM3Hb ero UMeHwu. bes Hero ropof ymmpaer.

fopop — 370 ABWXeHWe. [IBUXeHWe YAnLbl, TONMbI, KONec, Hor, Tefl, L, BO3AYyxa, BOAbl, CBETA, NTIL, 0OMAKOB, CHe-

Kar42471 a3, cMeHa 1L, 1M BUAOB, CMEeHa AHA 1 HOUM, MOCTOSHHOE NPeobparkeHne, MHOXECTBEHHOCTb BreyaT/IeHuI, acco-
LMaLWIA, LYMOB, LIAroB, LenoTOB U KPUKOB, B CBOEM MHOFO06pa3sn CIMBAIOLLMXCA B HEPa3aennMoe eANHCTBO OAHOTO Bre-
yaTneHuna, onpeaensaoLlero CyWHOCTb rOPoAa, BeAb CYLWHOCTb FTOPOAa — »M3Hb, a He 6ercTeo oT Hee. [opoa — 3To cLenneHne
MFHOBEHWI, XaOTUYHOE, 3araflouHOe, UHTPUrYIoLLee. [opo NPUXOTIVB, U3MEHUMB, HEMOCTOSIHEH. [OpPO[] — 3TO CaMO BPeMS,
CKOSb3ALee, HeYOBMMOE, HeMOCTUXKIMOE, 1 BHE BPEMEHW FOPOJ He CyLIeCTBYeT. [IBMKeHMe 1 Bpemsa ropoaa He ncyeprbi-
BaIOTCA AABVKEHMEM BHELIHUM, YIMUYHBIM — HE MEHEe BaXKHa ero BHYTPEHHAA AMHAMMKA, CKPbITas OT NOCTOPOHHWX a3 CUna,
onpegenaoLlas G13MOHOMMIO TOPOAA, Kak onpeaensaeT Hala BHYTPEHHSAN X13Hb Hallk BHELIHWe NOoCTynKW. Mano KTo Bu-
AVT rOpof U3HYTPW, U ellie MeHblLLe TEX, KTO ero U3HYTPM NOKa3blBaeT: CIMLLIKOM CNTOXHas 1 HebnarogapHas 3aada — Konatb-
CA B €ro BHYTPEHHOCTSX, e YpeBO COCeCTBYET C Cep/LeMm, a NPAMas K1LKa HeoTaMYMMa OT Mo3ra. [leTepbypr obpeyeH Ha
TO, YTO BOCMPUATME €r0 BO MHOIOM OMPEeAeNeHo CO3AaHHOoM B «MegHOM BCagHMKe» BEYHO NPEKPacHOM NaHopaMow napaj-

HOW CTOMMLbI — UIMEHHO OHa KaXKeTCs eANMHCTBEHHO LIEHHOW, COXPaHSIoLLel CBA3b BPeMEH, CTOMb CTapaTesibHO pa3pyLlaemyio

Ha NPOTAKEeHUW CToNeTUA. Tak Y MOMyUYnIoCh, YTo valle Bcero obpas Metepbypra — 370 CBOEro poaa rMmnspoBcKnii «imH Benw-
Komy [opofly», AaBHO Y»Ke aCCOLMUPYIOLLUIACS C NPUBUAErMPOBaHHON «KpacHoW cTpenol» 6onblie, YeM C CamVM FOPOLOM, U Bbl-
3bIBAOLLMI B MAMATK [1BOPLbI, aDKK, KOMIOHHbI, COOOPbI, Orpajibl, MOCTbI, FPAHIT, MO30/10TY 1 — HEMPEMEHHO — KPAaCHOE 3HaMs Hafl
CmonbHbIM. Tak ero potorpadrposany ana oduLmanbHbIX anbboMoB. Bce ocTanbHOe M3roHANOC, B TOM Yncie cTaddak, To eCTb
HaceneHue, Kak HeUYTo HeHYXXHOe U He MMetoLLiee HMKAKOro 3HaueHnA. Ellle Morna noaBmTbLCA ToMMa PagoCTHbIX AEMOHCTPAHTOB,
[a v To peaKko. BmecTe co cTaddarkem U3roHANOCH U ABMXeHME; od1LMaNbHblE NWLa NPEANOUUTaNN BUAETb FOPOA BbIUMULIEHHDBIM,
MOHYMEHTaNbHbIM W 3aCTbIBLIVIM, XONOAHbBIM U KPACKBbIM, MPWUAM3aHHBIM, TOLWEHbBIM. A Ty4llie BCEro — MYCTbIM, TAKM, KaKUM OH Bbl-
rNAfen B CTPallHOe NOCNEeBOEHHOE BPeMA, KOrAa aCCOLMMPOBANCA B MEPBYIO ouepeb C MOKUHYTOCTbIO U CMepTbio. CMenoBa 3ToT
NpWnV3aHHbin MNeTepbypr-JIeHnHrpaa MHTePeCoBan Mao, XOTA OH MHOMAA CHUMAN ero Ans oGuLManbHbIX 3aKka3uKkos. Ho HUKor-
[la He OTHOCUNCA K NOAOOHBIM CbeMKaM CepbesHee, YeM NPOCTO K paboTe, KOTOPYIO HYKHO KaueCTBEHHO BbIMOMHNUTL. OH He cobu-
PancA NPOTECTOBATL M aKTVBHO C KEM-TO U C 4eM-TO BOPOTbCA, LieneHanpasieHHas CoUmanbHOCTb GoTorpadum Obina emy uyxaa,
HO VIMEeHHO OTTOrO, UTo fopoa Ha poTorpaduax CmenoBa He COOTBETCTBOBAS TOMY JIEHUHTPAlY, KaKUM ero xoTena BUAeTb MapTuii-
HaA NponaraHaa, ero nepBas NepCcoHanbHasa BbICTaBKa, COCTOABLLIAACA B 1975 1. B Bolboprckom ABopLiE KyNbTypbl, MPOCYLeCTBO-
BaB OIMH Beuep, Oblna 3akpbiTa parikoMom NapTim. Gotorpadua Obina He MeHee ONacHa, Yem NPOV3BEAEHNA NEBbLIX XYAOXHUKOB.
MorKeT ObITb, Aaxe B UeM-TO 1 Bosee onacHa.

QoTorpadus — 370 OTKPLITME NO3aNPOLLIOrO BEKA — M3MEHWMa W onpeaenina MMpoBOCMPUATIE COBPEMEHHOIO YeNoBeKa Yy Thb
Nn He B bornblUel cTeneHy, Yem noboe apyroe oTkpbiTVe. DOTOBCMbILIKA, CIOBHO Uyao, NnofobHoe vyay Mnata Ceatol BepoHuky,
CNocobHa 3aneyaTneTb MTHOBEHbE, OCTAaHOBUTL BEr BpemeHM, AaTb Ye0BEKY BO3MOXKHOCTb, MPEXAe HEMBICTIMMYO, BOUTY B Of-
HY 1 Ty e BOAY ABaX[bl, TOVPKAbI, CKOMbKO YrOAHO — CKOMbKO [yLlla NoxesnaeT. PaHblile OCTaHOBNEHHOE MIHOBEHME 03Hauano
CMEpPTb, KOHeL| BCEro CyLIero, 370 Obl/1o OUeBNIHOM UCTUHOW, Tak Kak 3eMHOe BpeMs HeobpaTUMO U TO, UTO A BUAEN CEKYHLY Ha-
3a[, YXKe B CliefiytoLyto CeKyHaY M3MEeHMNOCh, MPOLLSIO, OKa3anoCh YHECEHO NMOTOKOM BPeMeHH. Tenepb NoTOK BpemMeHn npeoao-
NeH, OCTaHOBNEH M €CTb BO3MOXHOCTb O€CKOHEUHOTO BO3BPALLEHMS K NepexmuTomy MrHoseHuto. QoTorpadus — Bcerna ceuae-
TENbCTBO O TOM, YEro yxe HeT. KaxkeTcs, UTo 3TO CBUAETENbCTBO CAAeNaHO C NpefesibHOM 00beKTMBHOCTbI0. OHaKO OOBbEKTVIBEH
nm 06bekTne? O6beKTUBHA NV Ta PeaNbHOCTb, KOTOPOW [JaBHO HET, KOTOPas McUe3na 1 OT KOTOPOM OCTaNCA Nib NPU3PaYHbIV
oTrneyaTok? Bce e Henb3sa He MpU3HaTh, UTO 3Ta OOBEKTUBHOCTD — KaXKyLLAACA 1 MHUMAsA 1 UTO GoTOrpad, Kak Kaxk b Xy[OKHMK,
CKpynynesHo obpabaTbiBaeT peanbHOCTb, PACMOPAKAETCA €10 MO CBOEMY YCMOTPEHMIO, BLIOVPAET MM JaKe UMUTUPYET MrHOBE-
Hve. Kaxxaaa oTopaboTa — 370 He MPOCTOV AOKYMEHT, @ BOMJ/IOLLEHME TOrO, YTO NIEXUT Ha [IHEe Hallero CO3HaHWs, B Mo/Banax na-
MATW, U UTO ABNSETCA TOMBKO B CHAaX 1 GpaHTa3naAx, Mbo BOCMOMMHaHMe — ofiHa 13 Gopm daHTazmu.

[loBonbHO paHHAA, faTMpoBaHHaa 1974 r, dotorpadus bopuca Cvenosa — ofHa 13 Tex, UTo Mora ObiTb Ha ero NepBoW BbICTaB-
Ke B Boiboprckom [IK, Tak pazapaxkuvslien NnapTpaboTHNKOB, — NpeACTaBAAeT ABOP-KONOMELL, CHATLIV CBEPXY U MOTOMY KaxyLLMIA-
CA Kak-TO 0COBEHHO Be3HaEXHO MyOoKMM. MOXHO CKasaTb, UTO 3TO «TUMNYHBIN NeTepOYPrcKUm MOTUBY, XOTA HUKAKNX OCODbIX
OTIMUUTENBHBIX MPU3HAKOB Y 1BOPA Ha GoTorpaduim He HaTu. DTO, Kak Yallle Bcero bbiaeT y CMenoBa, ero CobcTeeHHbI fopog,
MM BbIZYMAHHbIV 1 UM CKOHCTPYMPOBAHHbIV. K KMPMINYHOWM CTEHE, KaXKyLLEeNCA rpOMaHOW, MOUTH TyXOW, C KPOXOTHBIMU, MPO-
OUTBIMI B HEV OKHaMK, MPUNENUACS CTPAHHBIN Y3KNIA JOMUK C OONYMAEHHON LITYKaTyPKOW 1 HEMPOMNOPLMOHaNbHO OONbLWVMM,
Henerno TopyaLMK 13 ero NoKaTol Kpbllw Tpybamu. fopasno bonee, yem JleHnHrpaa-letepbypr, 31a dotorpadua HanommHaeT
Mpaxckui [paa, B koTopom bopurc Cmenos H1Koraa He ObiBan. Bo BCel KOMMO3MLMM €CTb UTO-TO KabKuaHCKoe, UTO-TO HamoMm-
HatoLlee o «3amke» 1 «[Tpouecce», n 0cobyio OCTPOTY et NpuAAeT UrypKa YenoBeKa B NAXKAKE 1 LUNAMNE, BXOAALLETO B TEMHbIN
MpOoBas OYeHb ManeHbKoW ABEPW. ITOT BXOAALLNI, duUrypa Bpoae Obl CllyyaliHas, NpuaaeT BCel KOMMO3MLMN 3aKOHYEHHOCTb 1,

HYEero He PacCka3blBaA KOHKPETHO, TOBOPUT O MHOTOM. O TOM, Yyero cnoBamm nepenarb Kak 6y,D,TO Obl 11 HeJb3A, HO O YemM MOXHO
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HaMMCaTb PacCKas, POMaH, MPUAYMaTh CIOXET. A MOXKHO 1 He NpuayMbiBaTb. M 6e3 clokeTa Bcero npeaoctatoyHo. Gurypa Bxofs-

L|ero B TEMHbI NPOBaN ManeHbKov ABEPU Ha AHE ABOPa-KoNofLa — MyHKTYM 3Toi doTorpadum, To eCTb UMEHHO B HEl cocpe-

[JOTOYEH TOT CMbIC/T, KOTOprI7I, no MHeHuto PonaHa BapTa, N OTNINYaeT C])OTOI'pad)I/HO KaK npow3segeHne NMCKyCCTBa OT MPOCTOro

C/1enkKa peaibHOCTU. CmenoB PacCKa3blBall, YTO, Hal;lﬂﬂ 3TOT O4eHb I'IOHpaBI/IBLLII/IPICFl emy Bna C YepAaka cocegHero AomMa, OH npo-

BeJ1 TaM HECKOJIbKO YacoB, Mpexae Yem, MoMaBs B OOBbEKTUB 3Ty GUIYpY, MOHSA, UTO 9TO UMEHHO TO, UTO eMy HYy»KHO. Ha3sbiBaeTca

doTorpadua «Henosek C Befpom».

Kar. 12,85, 30,76

DoTorpadua B bonblien cTeneHu, Yem Kakoe-nmbo Apyroe NCKyCCTBO, CNOCOOHA BbICTODOWUTL NOC/eA0BaTENbHYIO
LeMb MrHOBEHWI, ONPefenatoLnX HEPBHYIO MyNbCaLMI0 XKMU3HWU TOPOAA. BOT HECKOIBKO YenoBeK No3npyoT 414
rPyNNOBOro NOPTPETA, UX N1LA HanpsxeHbl, GoTorpad BbICTPANBAET KaAp, TOBUT BblPaXKEHME, HO Yepe3 HECKONbKO
CeKyH[ OHM Pa3onayTCA, CHUMYT CO CBOVIX NNL, OXMAAHWE — 1 BbICTPOEHHbIN MOPTPET MNPEBPATATCA B MOMMAHHYHO
CYYaHOCTb, B @ AVHCTBEHHOE 1 HENOBTOPUMOE MIHOBEHKE, KOTOPOE OCTaHEeTCA HaBeuHo Bnarofapsa MOMeHTasb-
HOMY WenyKy 3aTBopa GpoToannapata. OO6beKTUBHO N1 3TO? YTO 3TO, NO3UPOBAHME U YNaBAVBAHUE MOMEHTA?

To 1 apyroe naet 8 poTorpadun 6ok o OOK, YaCTo He NMOAAABAACL HMKAKOMY pa3faeneHunto. BOT B3mMaxHYyn Kpbliba-

MV ronybb Ha GOHe KPbILL; 3aCTbiNN NeTeprodCKme TPUTOHDI, CBEPKasA MO300TOM U BblyBas 13 CBOVIX BUTbIX POTOB
TONCTble BOAAHbIE CTPYW; OTNeYaTanach TeHb AepeBa Ha GOHe OCBELLIEHHOWN CTeHbI, U APKO, MOYTW HEBBIHOCKMO AN1A
rnasa, bnecHyno 13-noj TeHW CTEKIO OKHa; COMHKCHI YCTaBUINCH Ha CTato ronybel, pacChinaBWMXCa Marnyeckmy
TOUYKaMM Ha CBeXKeBbIMaBlEM CHery; GaHTaCTUUHO MENbKHYO CONHLIE CKBO3b NINCTBY AepeBa, Nof KOTOPLIM TP
ManbumKa yCTpounu akpobaTmueckoe npeAcTaBneHre, HaMOMUHaIOLWIEe O MUCTEPUAX CPeAHEBEKOBbBIX KOHI1EPOB;
B TyMaHe TanHCTBEHHO Npeobpa3nnack HabepexHas, 1 YyaHbIMU repornndamu NPoCTynuIn 0ObIKHOBEHHbIE [10-
POXHble 3HaKW; pacyepyUeHHOe YePHbIMN TIMHUAMM TPAMBAWHbBIX PeNbC, MONOTHO CBEXKEBbIMNABLUEro CHera Harnom-
HWMO KapTWHY abCTPaKTHOro akcnpeccroHncTa ®panua Knanna. CiyyanHoCcTv CReTaloTca B BaXKHOE MOCaHue,
B LieNbHbIN TeKCT 0 [opope, 0 ero HEeMOBTOPVIMOW BbIPa3nTeNbHOCTY, ObiTb MOXET, 60nee LIeEHHOM U 3HaYMMOW, YeM
€ro Hem3MeHHble, HeflBMXHble MOHYMEeHTbI. B ocTpoTe nepexmnsanuii NoA0OHbIX MOMEHTOB, Yy1OM BbIPBAHHbIX

13 NOTOKa BPEMEHW, M 3aK/I0YAETCA HEMOBTOPVMbIN apoMaT NCKyCCTBa boprca CmenoBa. 310 1 eCTb TO, 4To CMe-
NIOB Ha3bIBaN «UHTYUTUBHOW GoTOrpaduens. VIHTyuLmnaA, OAHaKo, BCeraa CONMPOBOXAAETCA Y HEro 6e30WmnboYHbIM
N TOYHBIM PAaCYETOM MHTENIeKTa.

Cmenosy B ero ¢poTorpadusax yaanocb Co3faTb HEKYO YCNOBHYIO MPOrysKy Mo fopofy, Nporynky Bo BpemeHnu, co-
CTOALLYIO U3 CLENNeHMsA HEMOBTOPUMbIX MTHOBEHMI, OTOOPAHHbIX HE CTOMBKO 33 MX XaPaKTEPHOCTb, CKOMBKO 3a WX
BbIPA3UTENbHOCTb. ADXMTEKTYPA rOpoa ABNAETCA KOHCTAHTOW, MOCTOAHHOM BENNYMHON, TEM, YTO [IOCKOHANbHO 13-
BECTHO, 3ayYeHO 1 3aTBEPXKEHO, 1, B MPUHLMMNE, OHa NNLWb GOH 1 0bpamneHe ropoACKON XU3HK, CyLLLeCTBYOLLIEN

B MOCTOSHHOM [BVKEHUUW. HeoXunaaHHbIV pakypc BAPYT NPUaaeT 3HAKOMOMY 1 OaHanbHOMY HOBbIV CMbICIT: FOPO[
nepecTaeT ObiTb 3aCTbIBLUMM TEKCTOM, HO BCTYMaEeT B ANaIOr CO 3puTeniem, CoobLIaeT HeYTO HOBO., HexkaHHoe, Oylb
3TO MarnyecKnii CBeT, UCXOAALLNIA U3HYTPW VicaakneBckoro cobopa, CpUPMOBAHHbIN CO CBETALLMMCA OAUHOKIM OK-
HOM B CTEHE, TEeMHbIM MATHOM BO3BbILLAIOLLENCA Haf 3aCHEXEHHBIMY KPbILLaMW, UV yCTanble CUTYSTbl CyYanHbIX
MaccaxmpoB Ha GOHe HEBCKOW NaHOPaMbl, BUAHOWM CKBO3b OKHO BeuepHero Tpamead. BonHa, cxBaueHHas B ee ce-
KyHIOHOM B3/1€Te 1 3aCTaBNAIoWan yrpoxatole HakpeHUTbCA CTpenky BacnnbeBCkoro 0CTpoBa, bupxy, PocTpanbHble
KOJIOHHbI, BCE TBOPEHMA PYK YenioBeyeCKyX, MPUAAET STOMY KNaCcCUYeCKOMY BMOY OCTPOTY HEMOCPEACTBEHHO nepe-
MKVBAEMOrO MFHOBEHMA, MEPEXMBAHNA HEKON €ANHCTBEHHOW 1 HEMOBTOPUMOW TOUKM B BEUHOCTM, OfyXOTBOPAET U

OKMBAET MPUBbIYHbBIV OTKPBITOUHbIN BUA. KOHKPETHOCT GpoTOorpadum CybbekT1BHa 1 MHAVBWAYaNbHA, OHa CNOCO6-

Ha ntoboMy BneyaTneHnto NpraaTh CMbICT 060OLLEHNA, 1 CMENOBCKMIA BUA Ha CTPENKY, HECKONBKO CAIULLIKOM MbILHO
Ha3BaHHbIN UM «HaBOAHEHMEY, CTAHOBUTCA HE MEHEE eMKMM U HACbILWEHHBbIM MO KOMMYECTBY TAALLMXCA B HEM CMbIC-
NOB, YeM UCTpaumm Anekcangpa beHya K nywkmHckomy «MefHOoMY BCaHNKY».

Cmenosckuit fopoa npefnonaraeT He TObKO OTCTPaHeHHOe MNoO0BaHME OCBALLEHHBIMU BDEMEHEM KPAaCOTaMu, HO
HanpAXeHHOe NepexrBaHue ero BHyTPEHHErO PUTMa, 06Pa30BAHHOTO MHOXECTBOM GParMeHTOB 1 CJTy4YanHOCTEN.
Ha KptokoBoM KaHarne, B caavike okono Hrkonbckoro cobopa, becenytot mexay coOom XyAOXKHVIKK, Y OAHOTO 13 HMX
Ha CAMHe BMCUT NeoHapAoBCcKasa MaaoHHa beHya, 1 TO, UTo BCe MPOMCXOANT COBCEM HeflaneKko OT AoMa camoro be-
Hya, NpKUaaeT ObITOBOM KOMMO3MUMW NPUYYANMBYIO BbIPA3UTENbHOCTb, @ TO, BAPYT, HEXAaHHO-HeraaaHHo, 6abyna B
xanate TpeT WBabpor MPaMOPHYI0 Tepncrxopy, 1 CKONb3ALWas yblbka My3bl TaHLa OOpeTaeT MNEHUTENBHO HEYKITIO-
XKYI0 MNACTUYHOCTb, M KaXkeTCA, UTo OOrMHe CTano CMeLWHO OT WeKoTKK. MeTepbypr npuuyanms v GaHTacTUYEH, 1 Hau-
bonee daHTaCTMUYEH OH B CBOEI NOBCEAHEBHOCTW, MOCTOAHHO CTaNKMBaloLWe NP13pak NPOLLAOro C 0ObIAEHHOCTBIO,
noavac bonee NCKYCCTBEHHOW 1 MPPeanbHOW, Yem ero BefvKas 1 HaflyMaHHas apxutekTypa. B Metepbypre BCé He To,

«BCE 0OMaH, BCE MeuTa, BCE HE TO, UEM KarKeTCa».

B lNeTepbypre, Kak 1 BO BCAKOM rOpoAe, eCTb OnpeaeneHHbl Habop MecCT, KpacoTa 1 ClaBa KOTOPbIX BO3BOAUT HEYTO
BPOJE CTEHbI, 33 KOTOPYIO Maso KTO pellaeTca BhiiTW. HabepexHble HeBbl 1 KaHanos, HeBckumi npocnekT, [1sopLo-
Bas nnoulaab, MicaakmeBckui, KazaHckui 1 CmonbHbin, Hosas fonnaHaws, leTHnin ca, — BCe OHM Kak OyaTo obpasy-
IOT 3aMKHYTbIM KPYT, BbIXOA 33 Mpefiefibl KOTOPOro CTPALLNT LieHWUTenen noannHHoro Metepbypra. VIMeHHO 3T1 BLb
CHVIManNM, CHAMAIOT ¥ ByayT CHUMATb, M MPUBA3AHHOCTL K HM 0OYCIOBIEeHa NOCTOAHHOM 60pbOOM MPOLIAOro NPOTHB
HaCTOALLEro, BbI3BAaHHOW CTpeMAeHeM OTAENNTD [1eTepbypr UCTUHHbBIV OT NOXHOWM COBPEMEHHOCTW, BPaXKAeOHOM
emy. OiHaKo He CTOUT 3abbIBaTb O TOM, YTO 13HavanbHO [leTepbypr Obin MOAYEPKHYTO PaaMKaibHbIM U COBPEMEHHbIM
rOpPOAOM, UTO ero OCHOBaHWE ABMIOCh AeKNAPATVUBHBIM OTPULIAHUEM MPOLLIOTO U UTO UMEHHO TaKMM ropof MblCINA-
CA W BOCMPVIHUMANCA Ha NPOTAXEHNM OONbLUIeN YacTi CBOen NCTopUn. HO CTOUT I TaK YK Pe3Ko pazfnmuaTh NoHs-
TUA «MPOLWNOE» N «COBPEMEHHOCTb»? Befb Kak B MPOLIeAWEeM rpadyLlee 3peeT, Tak 1 B rpadyLieM Npownoe TneeT —
CTPaWHbIV NPU3PaK MePTBOW JIMCTBbI. 3TV MNOHATUA NPEAENbHO YCOBHDI, 1 GoTorpadua, ObiTb MOXKET, Kak HUKaKoe
ApYroe 1CKyCCTBO, CNOCOOHa BHATHO 3TO I0Ka3aTb.

CoBeplieHHO ocobas Tema B TBopYecTBe CMenoBa — JleTHuI cag. JIeTHWMiA caf He MPOCTO YAVBUTENBbHbIV NAMATHNK
KyNbTYpbl, HO HEYTO ropasfo bonbliee, 370 cepaue MeTepbypra. CTaTyw, ero ykpallatoliue, He TONbKO NaMATHUKY,
HO CBOEro pofa 3alndpoBaHHOe NpefCcTaBleHne 0 MUPe, e B CUMBOMMYECKON dopmMe NpeacTaBNeHo BCe ero
MHoroobpaswue: Mup 1 BoiHa, Jltlobosb 1 CvepTb, Bpema u McTrHa, KpacoTa 1 bpeHHOCTb, BpemeHa roga, Temnepa-
MeHTbI, BpemeHa CyTok, KOHTHeHTI, IckyccTBa, CTpaHbl CBeTa, Benvikie MyapeLbl AHTUYHOCTA U BENMKNE PUMC-
Kune nmnepaTtopsl. M3HauanbHO caf 3TOT ObiN CO3MaH Kak Bceobbemniolan Mofens BceneHHol, notomy JleTHnin caa
BCcerfa Obin 1 BCerfja eCTb COBPEMEHHOCTb: ero CKy/bMTypa He MOXKeT YCTapeTb, BbITY U3 MOfbl, MPEBPATUTLCA B
NaMATHWUK NPOLLAOTO.

JIeTHWUI cafl — MaKPOKOCM, HO OH »Ke 1 MUKPOKOCM [I/19 KaXK[JOrO MBIC/IALLErO YenoBeKa, XOTa Obl HEMHOrO 3HaKOMOTO
c MNeTepbyprom. Kaxaoro cBA3bIBaOT € JIeTHUM CaioM Kakme-To Cyrybo NnUHble, ClydaliHble, HO Onpeaensiolme BCto
MW3Hb BOCMOMUHAHNA — AETCKME NMPOTYSIKM, MPOMOKLUNE HOTW, NePBble MPU3HAKM BECHbI, OCEHHWE JINCTbA, OANHO-
ueCTBO, MepBble 1 NocaeAHe BCTPEUN, OXKMAAHNSA, Pa304apoBaHNA — MHOrOO0pa3Has ramMmma YyBCTB U OLLYLIEeHN,

KOTOpbIE 1 AeNatoT CYLeCTBOBaHNE boiTnem. B JleTHem Cafly IMYHOCTb BCTPEYHAETCA C KOCMOCOM.

Kar. 66, 86, 24, 90, 59
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B cmenosckumx potorpaduax ckynbnTyp JleTHero cafa NnpoLunioe 1 COBPeMEHHOCTb 0ObenHEHbI 1 A3bIK OTBIEYEHHO-
CUMBOJIMYHBIN, CTPEMALMICA K YHMBEPCANbHOCTY, CIMBAETCA C BbICKa3blBaHWeM Cyrybo NHAMBMAYaNnbHbIM. BOKpyr
KaX /A0 CKyNbNTypbl Pa3BopadYnBaeTca Lenasa nctopud. Bot gpeBHepumckuii AHyc, 6or MecAla AHBaps, NepBOro me-
CAUa rofja, NepPBOro AHA BCAKOro MecaLa, O0r Hauana »m3H1 YenoBeka, BCeX BXOAOB ¥ BbIXOLOB, 00T, K MMeHW KOTO-
POro NMPUAArannch SMUTETHI «OTMMPAIOLWMIY 1 «3anvpatoLLmiiy. [0N0Ba ero 3amblKaeT JaHHYI0 B OCTPOM COKPaLLeHum
NIVHWIO NepCneKTVBLI, B AAHYCa yNMpaeTca B3rNA4, SHEPrMYHO yBOAMMBIN GOTOrpadomM CKBO3b MyCTble 3apOC/v TPaBbl,
VI MOLLHble, PaCKNANCTbIE AepeBbA C 0OeVX CTOPOH CO3AAI0T BOKPYT HEro KNacCMyecKme Kyanchl, Kak B PUMCKIX Nei-
3axkax Knopa JloppeHa. B3rnaa 6ora Bcex Havyan CTpor 1 cepbeseH, ryobl CKaTbl, JIMK €ro XPaHWT TalHy: Kakyo — Mbl
MOMeM Wb YrafblBaTb. BIOCT NOBEPHYT K Ham NPAMO, GPOHTANBHO, BMAHO MWL OAHO €ro L0, MONIOAOE, HO HET
HUKaKMX COMHEHNIA, YTO 33 HUM TanTCA Apyroe NMUo, Befb AHYC ABYVIK, 1, OyAyun 6Orom BCAKOrO Hayana, OH B TO e
BpemA 1 60T BCAKOIO KOHLIA, B JII0OYI0 MUHYTY OH MOXeT 06paT1TbCA K HaM CBOMM PYTMM JIMLIOM, KOTOPOE He TO YTObbI
APYroe, HO TO e camoe, in my beginning is my end, «B MOEM Hauane MoV KOHeL, — 3TO CKasas NMOT, HECOMHEHHO
VIMes B BUY APEBHEPUMCKOrO 6ora. To, Kak BbICTYMaeT 13 TymaHa CTPOMMI MWK, Kak CKNOHUAMCH Nepes HMm CTebnu 1
BEHUVIKM LIBETOB, TO, Kak OCEHAIOT ero BETBM AePEBLEB, — BCE 3TO NpeBpallaeT ¢oTorpaduio CaoBOM CKYNbNTYPbI B MU
bonornyeckyto KoMno3nLuio.

CeHeka C MCKaKeHHbIM CTpaAaHuem IMLOM, MOXOXNIA Ha XPUCTMAHCKOTO OTLIeSTbHMKA B IECHbIX 3apocnax. Guno-
codbl, TMXO NeperoBapyrBaloLMeca B yTPEHHeN TUWNHE, OOMEHMBAIOTCA ANMHHbLIMK, JaneKnMm B3rnAgamn B «YTpe B
JleTHem capy», rae TOYHO HaA@HO NPOCTPAHCTBEHHOE COOTHOLWEHWE ABYX AaNeKo APYr OT Apyra OTCTOAWMX Mpa-
MOPHbIX OIOCTOB, UTO 1 POXKAAET HANPAKEHHYIO AVHAMUIKY UX BHYTPEHHEro Avanora. ANOANOH C NayKOM Ha LLEKe,
Of1Ha M3 CaMblIX 13BECTHbIX poTorpaduin CMenosa, v Kanam Ha Nby v Wekax, NoT 1 CNe3bl, 1 Kanaa Ha Hocy bora Knac-
CULIM3MA, HMYYTb He YHIKAtoLWan ero, HO Aenarolan elle bonee ropabim, elle bonee NpekpacHbIM 1 KNACcCUYHbIM, —
3TO Lenada nosma o Knaccnumsme B Poccnu, aa v BooOLLe O Knaccnum3me B ABaALATOM BeKe. AMypP, YKPbITbI NEPBbIM
MYLWMNCTbIM CHErOM Kak MyXOM, Kak PYCCKIM MyXOBbIM OAeANOM, YTOObl 6@ AHOMY UTaNbAHCKOMY tOHOLWE He Oblo Tak
XONOAHO B OCeHHeM [leTepbypre, 1 [cuxen, CKNOHNBLWIAACA HAZl HAM C TAKOW HEXXHOCTbIO, HEXHOCTBIO MEPBbIX CHe-

YKWHOK, UTO CTaHOBUTCH COBCeM BIM3KON, TporatenbHo, He Mcuxeelt, a Mcunwei, [ylieHbKow 13 UyBCTBUTENbHOM

noambl borgaHoBuya. CTaTyu, CHATbIE B Pa3Hble BPeMeHa rofla, B Pa3Hoe Bpems CyTOK, B Pa3HOM CBETe, MpefcTatoT

He Kak NpocTo GoTorpadum KpacvBom AeKoPaTUBHOWM CKYbMTYPbI, HO Kak CUMBONMYecKne obpasbl. bopnc Cvenos
PaCKpPbIBaeT TAMHCTBEHHYIO CYLIHOCTb JlTeTHero cafia, MokasblBas BHYTPEHHIOK XI3Hb €ro MPamMOPHbIX obuTaTtenei,
Pa3HO0OPa3sHY0, CYyObEKTUBHYIO, XKI3Hb ONUMMNMIALEB cerofna. MpAamMo Anpaik Kakomn-To.

AHTUYHble 60T BeYHbI. HO BEYUHOCTb COTKAHa W3 MMPUA MTHOBEHMIA: MayK, ObICTPO CEMEHALLMI MO MPaMOPHOMN
lleke AMOJIOHa; NMepBbIi, MOMEHTaNbHO PACTasBLUNM CHET, YKPbIBLUMIA HaroTy AMypa; TyMaH BOKPYT CTPOroro nvka
AHyca. AHTMYHble 60TV — Hala NamATb. HO MamsaTb MCUYNCIAETCA MIHOBEHUAMM, M KaXK[0€ MTHOBEHME CBA3aHO

C BOCINMOMHaHWeM. CDOTOI'paq)I/Iﬂ A€P3HOBEHHO CTaBWT 3HAK PaBeHCTBa MeXy BEYHOCTbIO 1 BOCMTOMMHAHNEM.

[vrntanbHas pesonoums — rmnepTpodrpoBaHHan namaTtb. OT nepersdbiTKa BU3yanbHON MHGOPMaLMK 3emns

Kar. 3,27,5, 25,22

YCKOJIb3a€eT y HaC M3-MoA HOT. Yxe HeMOHATHA Pa3HnLa mexgy Tem, 4To eCTb, 4TO 6bIN10 U YTO 6y£l,eT. BpeMﬂ PacTeK-
JTOCb, KaK Ha KapThnHe CaﬂbBauopa Hann, - npeBpPaTACb B BA3KYIO, JINTMKYIO MacCcCy. KonuuecTtBo o6pasoB, MHOKaLWWXCA BOKPYT
Kak[j0e MTHOBeHWMe, 3allkanmneaeT. Bce gponTcs, TOOUTCA, YETBEPUTCH, yBENNYMNBAACL O HEBOO6paSI/IMOCTl/I. Ckonbko CyuecT-

ByeT Bawux ¢oTorpadunin? CotHa nnu onbwe? Y MHOrMx 13 Hac GoTorpadunm HaCUUTLIBAIOTCA ThiCAYAMM, ThICAUM BCMbIWEK

oTneyaTany B BEYHOCTY IECATKU MWL, BOKPYT HUX POSTCA AECATKM CTaTUCTOB, 1 3TU [ECATKM ThiCAY N1L, COMPOBOXAAIOWINX KaXK-
JIOr0 Ha NMPOTAXEHUN €70 KM3HW, HUKOT/a He UCUe3HYT, OHW HaBCeraa BoWM B ObiTve, Npeoaonen Bpems, U 3T AeCATKM ThicAY
HaA0 MOMHOXMTb Ha MUNNAPALI KMBLIUX U XKUBYLLIMX. BCE 3TO peanbHOCTb, U XyTKoe 1300peTeHe YenoBeyecTsa, No3BovBLLIee
3a71BaTb PACMNABNEHHOW 3MybCel GOTOBCMBILLIKK YCKOSb3aIOLLYIO XI3Hb, CIOBHO MyXY B Karje AHTapsA, — CBOAUT C yMa. YBU-
AETb MOXHO BCE, NO3TOMY He OCTaeTCA BpemMeHM YTo-TO yBMAETb. [1poLunoe 3anofHAET HacToALLee, U BECb CNEAYIOLLMIA AEHD MOX-
HO NPOBECTM B CO3epLaHuM AHA NpeablayLlero. Ha camom e fene BCE elle CTpallHee: Kaka0oe MrHOBEHMe NPefoCTaBnAeT Takoe
MHOroobpasue To4ek 3peHnsa Ha Mool NpeaMeT, GakT, CobbITIE, UTO CO3EPLIAHME OIHOW CEKYHbI KIM3HW MYPa MOXET 3aHATH
ThICAUN YENOBEYUECKNX XKIM3HEN. Beflb MUP B AaHHYIO CEKYHAY — 3TO U OAVMHOKMI NacTyx B MOXHATOW Wybe cpean cHeros TubeTa,

1 [ypPaKu-TypuCTbl, NpONbiBatoLiMe nofg MocTom B3aoxos B BeHelnu, 1 naHopama MaHX3TTeHa, OTKpbliBatowaacs co c1atymn Ceo-
6oabl, 1 Vincyc XpucToc, packuUHYBLLWUIA PyKI Haa Pro-ae-MaHenpo, v loHoLLa, yOUTbIN B YIMYHOW NepecTpesKe, v FopbKo niady-
WM CBOMM NEPBbIM Mayem HOBOPOXKAEHHbIN pebeHOK. Bce 3TO OKpy»aeT Hac, BCE 3TO MOXKHO YBUAETb, BCE 3TO AOCTYMHO, Kak
AOCTyNHa 0003peHmio Balla COOCTBEHHAA XKM3Hb, M XKM3Hb BCEX OAN3KMX BaM, U BCEX MOCTOPOHHMX.

Ye MOXKHO CO3eplLiaTb NepBoe ABWUXeHe SMOPUOHA BO YpeBe MaTepw, 3TO ABMKEHNE MOXKHO 3aCHATb, MOMECTUTb B PAMKY —

1 NOCTaBUTb GOTO Ha MUCbMEHHbIV CTON. [1yCTb MOTOM Balla JOYb WA Ball CbiH BUAAT, KaKMMK OHW Obinn. CTpaHHas BO3MOXHOCTb
yBUAETb CebA Toraa, Koraa v MMeHN-To y Teba He ObIfo. Ykac CO3HaHMA TOro, YTO BCE YKE HABEUHO 3adUKCMPOBAHO BO BPEMEHM,
YTO NPOLLNOe NepecTanc OblTb NPOLWLIM, TaK Kak Balla AeTcKad GoTorpadma MMEHHO Cervac CMOTPUT Ha Bac. Y»Kac TOro, YTO Ha-
CTOALLee MCYe3aeT, Befb Balle AeTCKoe ML Ha poTorpadum, CMOTpALLEe Ha Bac, HACTOALLMM He ABAAeTCA. [1a 1 Bbl Ha Hel HUC-
KOJbKO Ha Cebs He MOXOKK. YKac TOro, YTO Balle IETCKOE NULI0 MOXKET NepeXknTb Bac, CTaTb OyayLIVM, B KOTOPOM BacC He OyaeT, Tak
KaK uepes COTHIO NeT B KaKOM-HWOY/b apXM1BE MOXET COXPAHMTBLCA 3Ta GoTorpadus, MU0 NATUAETHEro pebeHKa, yke NoTepsABLIEro
uma. Qotorpadma NnepexkmBeT BacC. A CKOMbKO ellle MUANMAPAOB Ntoaen OyayT KuTb 1 doTorpaduposaTh ceba? OHM TakKe 3acTps-
HYT B 9TOM BA3KOM BpeMeHHM 63 MPOLLSIOro, HAaCTOALLEro 1 OyayLIero, Kak Myxa B Kanne AHTapA. [ouTh Kaxaoe Kr3HeHHoe CobbiTve
MOUTU KaXA0r0 MBYLLIEro OTKMAbIBAETCA B aPXMB, apXMBbI PACTYT, 0O0bEAVHAACH B OAVH OrPOMHbIN apXn1B 06Pa30B, CTAHOBALMIACA
CTOJb OFPOMHbIM, YTO OH CKOPO 3aMOIOHUT BECb MUP. BUPTyanbHaa 0aep*MMOCTb 1 OAEPKMMOCTb BUPTYanbHOCTb0. DoTorpadmpy-
0T BCE noapaa, v GoTorpadurpyioT BCe KOMY He NeHb.

Ecnu 661110 Obl BO3MOXHO MOABMEHME YeNoBeKa, CMOCOOHOIO MOMHINTE BCE, M OKa3anca Obl MOHCTP C HEBeAOMOW GOPMOI NCKXI-
yeckoro 3abonesaHuA. Y bopxeca ecTb pacckas «DyHec, Uyao NaMATA» O YenoBeKe, MOMHALLEM BCE. B TO Bpema Kak HOpMasbHbIN
yenoBeK BUAWT Y MOMHWT BUHOTPaAHVIK B Lienom, «DyHec B1aen BCe N03bl, INCTbA ¥ Arofbl Ha BUHOMPAAHOM KycTey, Kaxabl nncT
OH MOMHWIT CTOMb OTYETIMBO, YTO MeJTbUaNLLIAA MPOXKUIKA, AbIPOYK], MPOeeHHas YIUTKOW, TOPOXKa CIV3W, TAHYLIAACH 3a Helo,
Kanna pochl Ha NUCTe, CBET, NPeNOMAAILIMACA B Karse, Camo ABVXKEHVe Kannw, 3ByK NaleHNA Karim Ha IPYron NUCT v NyTb 3TON
Kanav Ha Apyrom ncTe, — BCe 3TO OTMNeYaThbiBanoch B €ro GeHoMeHabHOM NaMATU C HEYMOSIMMOCTbBIO, KaKoW OT/IMYaeTCA BOS-
WwebHbIN NpeaMeT 3a1p, HafeNeHHbI CBEPXbeCTECTBEHHOW BACTBIO Haf CO3HAHMEM TOrO, KTO YBUAWT €ro XOTA Obl pa3 B XM3HM.
3anpomM MOXeT OblTb UTO YrOfHO, CTEPTaA MOHETA AN MCKOPKa B MPAMOPE, HO, YBUAEB 3aMp, YeNoBeK HUKOTAA YKe He CMOXET
BblUEPKHYTb ero 13 namatu. Ana OyHeca mnp coctoan 13 6eCcKoHeYHoro Yncia 3amMpos. Ha BOCMOMMHaHKe OAHOro 11MCTa MOrIo
YWTN HECKOMbKO AHEN, MecaLeB, NeT. B BUHOrPafiHNKE MHOXECTBO KYCTOB, Ha KaXK[IOM KYCTe — MHOXECTBO INCTLEB, U B KOHL|E KOH-
LIOB JIUCT MOXKET 3aC/IOHNTL U KYCT, U BUHOTPaAHWK, 1 BooOLLe BeCb M1P. PeanbHOCTb AeTann He MeHee CTPallHa, YeM BEUHOCTb
BcenerHoi. Ho camoe CTpalHoe, UToO OH CYLLEeCTBYET Ha CaMOM AeNe, 3TOT BUHOMPaAHVIK, 1 Kaxkaad N103a U Kakabl KyCT B HeM pe-
anbHbl TaK »Ke, KaK peasbHbl Kaxabl OTAENbHbIN NNCT 1 Kaxaaa Arofa.

K cuacTblo, deHoMeHanbHaa NamATb VipeHeo OyHeca nuwb GaHTasnA 1 MOPOK. Ho Mbl Aenaem BCE ANnA TOro, YTobbl 3TOT MOPOK

CTan AencTBUTENbHOCTbIO. He MOTOMY 1M, UTO MOABKSIACb 06MaHUMBas BO3MOXKHOCTb npeofoneHna BpemeHun, NNto3na NpoHNK-
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HOBEHWA B UbtO-TO M3Hb MOMUMO COOCTBEHHOM, Be/lb 1A PAa3yMHOr0 CyLLeCTBa HeT H1uero bonee neyanbHoro, Yem obpeyeH-
HOCTb Ha 3aMKHYTOCTb B CaMoMm cebe. [1oArnaabiBaHME — 3TO Xe XOTb Kako-TO BbIXOZ.

O TOM, UTO Mbl OOBIYHO Ha3blBaeM «peasibHbIM BpeMeHeMy, IHAN YOPXON CHAN GUIbM, ANALMIACA BOCEMb YaCOB M NOKa3blBa-
oUW CAALLErO YenloBeKa. 3aXBaTbiBalOWasA YHbINOCTb GuibMa Yopxona ouepurBaeT peanbHO CyLeCTBYIOLLYIO YIPO3y: yOpXOo-
NOBCKWI CALLMM 0bnafaeT 3aBoparkmBatoLlen cunoin. Guabm noxox Ha ceputo Gotorpadnii, PUKCUPYIOLIMX KAyl CEKYHY.
BcmaTtprBanch B Hero, MoCTeNeHHO NOACAKMBaellbCA Ha BOMLLEOCTBO Byareprama, NPpUOAMKAIOLLErO K TaliHE UyXOro Cyllec-
TBOBaHWA. B 1eiCTBUTENbHOCTY Byariepam ellie bonee cobnasHUTENEH, Tak Kak MUP Hencyepnaem: CyLLeCTBYIOT U CNALLWN

Ha rasetax bpofdra cpean HebockpeboB [OHKOHTa, 1 CNALLaa B PO30BOM CManbHe MOpPHO3Be3aa B beBepnmn-xunn3; ectb Noc-
NefHUI COH CamoyOniLibl, MPUHABLIErO CMepTeSbHYI0 103y CHOTBOPHOTO, M COH OCYXKAEHHOIO Ha CMEPTHYIO KazHb NPeCTymnHu-
Ka, 0bpeyeHHOro ObiTb HAYTPO PaCCTPENAHHbIM 3a YOUICTBO MHOXECTBa HeCOBEPLIEHHONETHYX; MPeNecTHbI COH MaeHLa,
CTPaLLHbIV COH CTapuKa, YAYLWAMBO KalNAollero n 6ecnpecTaHHO BOPOUAIOLIErOCs TakK, UTO ero COH OOoJblie MOXOX Ha MyKY,
UeM Ha OTAbIX, — CYLIECTBYET ellle MHOXECTBO Kyfla 6onee MHTEPECHbIX CRALLMX, YeM CALmMA SHAM Yopxona. CylecTByoT Tbi-
CAYY, MUNTIMOHDI, MUAAMAPAbI, BCErO NATb C AUWHMM MUIIMAPA0B CHOB KaXKAyto oMo HOUb, 1 BCE OHW AOCTOMHbBI BHUMAHWA,
BCe YHMKasbHbI, BCE HEMOBTOPUMBI. ECTb ClALlME KpacaBLibl 1 YPO/bl, CMIALLME HOYBIO 1 CRisiLLMe AHeM, Oblnv MUNAUaPAbLI CNA-
WX Ao HAW Yopxona, v 6yayT MUAAvapabl Nocie, v HY OANH CAAWWIA He MOBTOPAET APYroro, U KaXAbl 13 HAC Kax bl pa3
CnnT No-pasHomy. MoxeT 6biTh, [ocnofb bor ecTb TOT, KTO Kax bt MUT GOTOrpadupyeT Cpasy e NATb MUNIUAPAO0B KUBYLLKX,
a NOTOM OTKNafblBaET BCE 3TO B apxu1B A0 CTpaHoro cyaa’

[NepBble, camble 3axBaTbiBatoLne, oTorpaduuecKkmne CbeMkm, AoWeALIME 1O HAC, — 3TO OKaMEHEBLLVIE B PAaCKaNeHHOW NaBe »KuTenn
Nomneln, Tenepb 6eCCThIAHO BbICTAaBNEHHbIE B My3ee Ha BCeobLiee 0003peHne. KoHeYHO, ChbeMKM 3TU ellje HECOBEPLUEHHbI, OHW
CTOMb e NpUbAM3UTENbHBI, Kak NepBble fgareppoTunsl XIX B, HO TONMY 3aBOPaxmBatoT. BeuHas cmepTb, MoyymBLLIan NPaBo Ha
BEYHY0 »KI3Hb, — €CTb 11 B MUPe 3penuiie bonee 3axBaTtbiBalollee? Teneps NpeAcTaBbTe cebe, YTO B MOCTAMEHT, Ha KOTOPOM Mo-
KOWTCA CKOPUMBLLAACA QUIYPKa HECYACTHOTO »KuTens lNomMneit, BMOHTMPOBaHbI cepuin GoTorpaduii, AEMOHCTPUPYIOLLIUX XKN3Hb
s7oro las, KeuHTa 1nn Mopumm oT Camoro Hadana 1o Camoro KoHUa. PUMCKan akyllepKa BbITaCKMBAET ero, OKPOBABIEHHOTO, 113
upeBa MaTepw, NOTOM CIIy»aHKV OOMbBIBAIOT ro, CPe3aloT NepBble BOMOCh, OeBa0OT BO B3POC/IYIO TOTY, OH YelleT NATKY, NepBbil
Pa3 B XKM3HM 3aHNUMAETCA NI0OOBbIO, YUUTCA PUTOPKKE, YMTAeT Beprnnma 1, B KOHLE CaMoe yBeKaTenbHoe, — nepepe3aeT cebe
BeHbl MO MoBeneHno CBoero nMnepatopa. LLnkapHoe 3penutle. M yxkacatollee, Tak Kak Lenas X13Hb YAeT Ha CO3ePLaHme KI13HW
las, KeuHTa unu Mopumn, a CKOMbKO MX BCErO OTMeYaTaHo B BeYHOCTI? Mbl ke CTPEMUMCS MEHHO K 3TOMY W 4acTo HasbiBaem $o-
Torpaduio AOKYMEHTOM, Takiv 0O6pa3om OTnYas ee OT MCKYCCTBa.

JlaTnHckoe cnoso documentum o3HavaeT cBuaeTenbcTBO. CBUAETENbCTBA DECKOHEYHO MHOKATCA, TDOMO3AATCA APYT Ha
ApYyra, v NPOLWbI BEK YKe MOXXHO BOCMPOM3BECTI OT Havana 0 KOHL@ BO BCEW ero M3mMeH4YMBOCTU. CheMKM MUMOHEPCKOro
nareps TPUALATLIX TOA0B. Bce aeTw yxke AaBHO MepTBbl. TpeTbe ThicAdeneTne BoobLle OCTaBUT CBOW Cnenok-Ay6inb, v 13Hb
€ro, CTaHOBACH BCe Honee MOOUIBHOMN, 3aCTbIHET B CBOEM JOKYMEHTANIbHOM [1IBOVIHWKE C NefieHsAllen aywy onpeaeneHHoC-
Tb10. CbeMKa ToNMbl Ha yauLe MNapuxa, Mocksbl unn Hblo-Mopka, caenadHas ceroaHs. Yepes HeKOTopoe Bpems BCe 3aneyar-
NeHHble B Kafpe noan OyayT MepTBbl, HO Ha GoTorpadum oHK OyayT NPOAOIKaTh AblWaTb, KYPUTb, OrNAAbIBATLCA, 1BUMATHCA,
KaK HI B Yem He OblBano 4eMOHCTPUPYA NPaBHYKamM CBOM CTapomMoHble oaexabl. CTpallHaa KapTiHa MppeanbHOM KU3HN
MepTBeLOB.

Hapa Hamu BUCKT yrpo3a OKYMeHTanbHOCTK, Yrpo3a nepen30biTka CBUAETeNbCTB. Mbl BMOHE MOXEM OKa3aTbCsA B MONOKEHWN
MpeHeo OyHeca, BCA XM3Hb KOTOPOTO YLIMa Ha BOCMOMMHAHME OfJHOTO IMCTA, TaK Kak MOMHWIT OH €ro C/IULLIKOM OTYET/IMBO.

Ho He okaxemca. Cnaa bory, OKyMeHT JoKyMeHTOM, a doTorpadua — dotorpaduenn.

Koraa 4acTb Hallew »M3HW BO3BPaLLAeTCA 13 MPOLWIIOro 1 MPOKPYYMBAETCA BHOBb 1 BHOBb, MOXET CTaTb CTPALIHO, BeAb GpoTorpa-
duvs ABMNACk BbI30BOM bory, obnafatoliemy SKCKMO3VBHBIM MPABOM Ha BeYHOCTb. COBPEMEHHOCTb C ee MUIIMOHaMKM doToanna-
PATOB He YTO MHOe, Kak BOCCTaHMe NpoTue bora, Mofens HoBOV BaBMIOHCKOM GallHu.
Yem fanblue, Tem 6obLIe B MMPe HaKananBaeTca OTCHATLIX KaapoB.. Bce BCE cHMaIOT. JIlobuTeny MHOXaT ThicAUM CBOVX Gapbekio
1 CeMENHbIX BbINA30K Ha MOpe, TenepOoHbl CHUMAIOT AeBYLKY HAaNpOTWB U ropALve balHn BceMnpHoro LeHTpa, nanapayum Ha-
APVBAIOT KaApbl C MUaLLENCA NO TYHHENO MalLMHOW NPUHLIECCH! [InaHbl, THICAUM PEeNOPTEPOB B ThiCAYE FOPALLMX TOYEK, ChbEMKM
CIY4YarHbIX MPOXOXMX U MUPOBbIX 6efCTBIIA. Kak COpneHTMPOBaThCA B 3TOM 6e3nHe doTorpaduin? YTto Booblle OHa Takoe, 3Ta
doTorpadua? VIckyccTBo, Marns Unm NpocTo TeXHNYeCKan nprimeTa COBPEMEHHOCTI?
70,  opyroe, 1 TpeTbe. Ho Ha BONPOC, Yem UCKycCTBO GoTorpadum otnmndyaetca ot potorpadrposaHns, boprc Cmenos an Ham
O[HO3HaYHbIV OTBET.
Apkaout Minnonumos
CTapwuii Hay4YHbIn COTPYAHMK OTaena 3anagHoeBpOnencKoro
1300pa3nTeNbHOIO NCKYCCTBA [OCY1apCTBEHHOIO SPMUTAXa,

ABTOP KOHLIEMUMWN 1 KypaTOP BbICTaBKM



Metaphysics of the City

There is a photograph by Boris Smelov dated 1995. A bunch of fluffy dandelions has been shot from below, amongst the grass.
Through it, against the backdrop of a cloudless sky, we see the trunk of an old tree, part of a cast-iron fence, and the corner of a
large building, which recedes into the background at an acute angle. On the reverse of the photo, Smelov has penciled in his own
title for the photo—Dandelions. The photograph immediately arrests our gaze: the fragile, tiny, and ephemeral is accorded much
more attention in this photograph than what is eternal, grandiose, and unchanging. We are struck by the shift of accents, and we
immediately start asking questions. What is the genre? A group portrait of dandelions? A naturalist landscape? The Petersburg
motif, a veduta, a cityscape? Pure symbolism?

The more closely you examine this composition, the more mysterious it becomes. There is no question that you are looking at a
picture of Petersburg. The pattern on the fragment of the cast-iron fence, precisely legible on the right, clearly testifies to the fact
that this is the Moika Embankment with its unique décor of forged railings strung between granite bollards. And the abruptly
foreshortened perspective produced by the building corner’s graphic, expressive line imparts a particular—Petersburgian—
mood that cannot be confused with the mood evoked by any other city. But although we easily recognize the city on first view-
ing, we are immediately beset by strange riddles.

Yes, this is definitely Petersburg. But what is this place? At first | was certain that the photo was taken somewhere in the neighbor-
hood of the Mikhailovsky Garden—in that magical place where the Ekaterina Canal empties into the Moika, where the bridges
come together, there are trees growing, and the massive Adamini House retreats into the wide Field of Mars, thus generating

a sense of Petersburg’s imperial rhythm—monotonous, magnificent, nervous. And everyone agreed with me. However, after |
climbed all round this place and examined all the viewpoints, | realized that there was no way this photograph could have been
taken there. Besides, the building in the photograph bears only a passing resemblance to the Adamini House: one of its columns
would have ended up in the frame, and that building possesses no such abruptly foreshortened perspective. So what is this
building, so massive and inspiring and, at the same time, so hypothetical and hard to recognize? Is it a severely cropped shot of
the Mikhailovsky Castle? Next to the castle, however, the Moika lacks its trademark railings. But where else along its length can
you find trees, dandelions, interlacing bridges, and the acute diagonal of a mighty building? And what is the odd construction
that we see to the left of the tree, hard to recognize and fantastic in appearance? At first | decided that this was the phantom of
the public toilet on the corner of the Mikhailovsky Garden near the Moika, the monstrous Khrushchev-era construction that was
recently turned into the Italian restaurant Park. But since the building in the photo was not the Adamini House, then my hypothesis
about the Khrushchevian toilet also proved baseless.

Someone even voiced an opinion that made no sense at all: this was a trick photograph, a superimposition or double
exposure. After walking the entire Moika backwards and forwards, | finally solved the mystery: the photo is a view of
the massive redbrick sailors barracks between the Bridge of Kisses and Red Fleet Bridge, and it was taken at the in-
tersection of the Moika and the Kriukov Canal. The stone ledges visible in the center and left section of the composi-
tion are the bases of the street lamps situated at both ends of Red Fleet Bridge, while the unusual perspective of the
building is formed by two fagades of the barracks, which extends along the Moika and the Kriukov Canal opposite
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New Holland. When [ finally located this perspective and found myself near the place where Boris Smelov had taken
this photo thirty some years ago, | discovered that | couldn't get near the exact spot. Everything had been fenced off and dug up:
some kind of construction work was underway, and the poplar that once had grown there was gone, as well as (it goes without
saying) the dandelions.

Smelov’s photograph is all we have left.

The photograph evokes a sense of fading reality, the pursuit of lost time. In a tradition that dates to the Middle Ages, the dan-
delion symbolizes the transience of life, the fragility of being. In seventeenth-century Dutch painting, you can find images of
fat-cheeked children assiduously puffing away at the white tops of dandelions. At first glance, they appear to be ordinary genre
scenes, but in fact the Dutch kiddies preserve the link with the ancient theme of vanitas—the notion that all earthly things are
doomed to be swept away by the flow of time. Vanitas is embodied in the stone sculptures in Gothic cathedrals: a skeleton bearing
a royal crown and clothed in a half-rotten robe; a woman with a beautiful face who smiles enticingly at the viewer, but whose
back has been entirely consumed by worms, toads, and snakes. You blow on a dandelion and it is gone: its fluffy white cap van-
ishes, leaving only its pitiful bald head. Such is life. Everything flies away, vanishes: all that remains are memories, which gradually
grow more distant, faded, vague. Then they disappear, too.

The dandelions that Smelov photographed near the Bridge of Kisses turn out to be woven into an exceedingly complex
pattern of associations that arise in connection with this Petersburg place. According to one legend, the Bridge of Kisses is so
named because it was near the bridge that people said their farewells to convicted prisoners on their way to the city’s prison,
the Lithuanian Castle, which was on the opposite bank of the Moika. The Bridge of Kisses is thus a bridge of farewell kisses, a
Bridge of Sighs. It is thus reminiscent of the famous enclosed bridge over the Rio di Palazzo that leads from the Doge’s Palace
into the old Venetian prisons, the Prigioni—an unexpected link between the Venice of the North and its ideal prototype. The
Italian for dandelion is soffione, which like its Russian equivalent (oduvanchik) is derived from the verb “to blow” (dut’)—soffi-
are, but it has a slightly different connotation. Whereas, thanks to its prefix, the Russian term has a sad, lonely air to it, evoking
an image of something doomed, falling, flying away, something that has lost its bloom, the Italian term is directly linked to the
noun soffio—"blowing,"breath” (of the wind), “breathing.” Moreover, the noun soffione means both “dandelion”and “bellows.
The Italian term for the flower calls to mind a host of connotations involving the image of the breath, of inspiration, beginning
with the creation of man:“And the Lord God formed man of the dust of the ground, and breathed into his nostrils the breath
of life; and man became a living soul” (Genesis 2:7).

Aside from the fact that the dandelion became a symbol of vanitas—the fragility of all earthly things—it is likewise a symbol

of the human soul. The Latin word anima, “soul,” derives from a Greek word denoting the movement of the air, breathing. It is
amusing, but this modest flower was the favorite of beautiful Psyche, the goddess of the soul. In the Middle Ages, the dandelion
became a symbol of Job, while in much latter iconography (during the sixteenth and seventeenth centuries) this flower com-
bined antiquity’s image of Psyche, the poor mortal martyr whose sufferings earned her divine immortality, with the image of the
righteous, God-fearing unfortunate Job, the embodiment of human hardship. On an old German engraving from the baroque
period we find an image of a dandelion above the words of Elihu, who rebukes Job. His speech is closely bound up with this
flower, the incarnation of human fragility, for man cannot oppose the Divine wisdom. Before God, he is a like a dandelion,
doomed to being laid bare by the slightest gust of wind:

Wherefore, Job, | pray thee, hear my speeches, and hearken to all my words.

Behold, now | have opened my mouth, my tongue hath spoken in my mouth.

My words shall be of the uprightness of my heart: and my lips shall utter knowledge clearly.
The Spirit of God hath made me, and the breath of the Almighty hath given me life.

If thou canst answer me, set thy words in order before me, stand up.

Behold, I am according to thy wish in God’s stead: | also am formed out of the clay.

Behold, my terror shall not make thee afraid, neither shall my hand be heavy upon thee.
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Surely thou hast spoken in mine hearing, and | have heard the voice of thy words, saying,

| am clean without transgression, | am innocent; neither is there iniquity in me.

Behold, he findeth occasions against me, he counteth me for his enemy,

He putteth my feet in the stocks, he marketh all my paths.

Behold, in this thou art not just: | will answer thee, that God is greater than man.

Why dost thou strive against him? for he giveth not account of any of his matters.

For God speaketh once, yea twice, yet man perceiveth it not.

In a dream, in a vision of the night, when deep sleep falleth upon men, in slumberings upon the bed. (Job 33: 1-15)

Elihu's speech is addressed to the human soul as if it were a dandelion, and these words from the Old Testament might serve
as an epigraph to Smelov’s photograph. For everything is “formed out of the clay”and will turn to dust. The Lithuanian Castle
is long gone, and all the people who were marched across the bridge and all the people who saw them off are dead. The tree
is gone, and the dandelions are gone, too. A striving for literary effects, you say? Yes, this would be the case had the artist
consciously superimposed all these associations on the image he recorded. But there is no such superimposition—only
dandelions inconspicuously photographed against the backdrop of a big building, a big city, a big sky. Smelov was simply in-
terested in the white caps of the flowers, liable to fly off at any moment, and he was attracted by the chance to record their
fragility. He was not interested in anything else, but Petersburg legend, ancient iconography, and Christian tradition are here
combined so easily and effortlessly into an overall mood—in other words, into what Smelov himself, when he was asked
whether he stage-managed his frames or left it all to chance, defined as “intuitive chance.” Everything flowed together “into im-
mutability, that is, into fate” in such a way that Boris Smelov’s Dandelions became something much more than a
simple patch of dandelions growing along the Kriukov Canal, dandelions seen by the thousands of people who
walked by them that day. The artist’s intuition is much more important than pure knowledge, and it was this in-
tuition that determined in this photograph what Cartier-Bresson called the “decisive moment.” This is what distin-
guishes a simple copy of reality from its image and makes photography an art.

Smelov was always interested in everything mobile, weightless, elusive—frost, poplar fuzz, the first (unexpected)
snowfall, fog, the beating of a bird’s wings—anything that visibly manifests the race of time, the elusiveness of the
moment. In one of his photographs we see a narrow passageway between two buildings in a gloomy Leningrad
courtyard. Nearly the entire pictorial space is occupied by a cheerless wall—blank, without a trace of architectural
detail—onto which a ramshackle tin structure has been stuck. It is some kind of garbage dump, and it is wretched
and pitiful like all garbage dumps, especially Russian garbage dumps. In the opening between the buildings we
see the sky, we see trees: another life, a life that is different from life inside the narrow, cemented space of this shaft-

courtyard, which reminds us of the prison space in Van Gogh's Prisoners Exercising. On the wall we see the Gothic

iz | shadow of the building opposite—narrow and broken, menacingly alive. Against the backdrop of this black
shadow, against the backdrop of the wall's rough gray plaster with its window holes, float delicate white snow-
flakes, frozen still by the camera’s lens. Underscored by their aerial dance, the soundlessness and sightlessness of the cramped
space becomes even more hopeless. At first it seems as if this is a defect on the film or the print, but then you realize that it is the
tender snowflakes that give a soul to this abstract, alienated, motionless urban landscape. The flight of poplar fuzz is the soul of
the city. Not the spirit of the place, the genius loci about which so much has been said in recent years, but the soul, the anima.
The search for this anima was the principal task of Boris Smelov’s art.

All big cities resemble one another. The set of words that we use to describe cities is practically always the same: downtown,
outskirts, street, building, square, temple, market, shop, park, crowd, shop sign, passerby, loneliness, buzz, light, water, aliena-
tion, winter and summer, fall and spring, rain and sunshine, night and day. All these words, which define both the objectivity of
phenomena and things, and our subjective experience of them, make up that general set of motifs that characterizes any city,
be it Paris or Khartoum, New York or Delhi. All cities are designated on maps with identical points; the only thing that varies is
the size of these points. This standardization erases the individuality of any particular city, relegating to the margins its spirit,
life, history, and air, atmosphere, breath—the only things that make it unique, the only place like it in the entire universe.

As Marcel Proust wrote, a city begins with its name—with the name printed alongside the dot on the map that resembles thou-
sands of other such dots. The city’s name has its own unigue magic power. You might never have been to Petersburg, Rome,
Venice or Tokyo, but the mere sound of one of these names—suddenly, unexpectedly—causes something particular to resurface
in your memory, something peculiar to that city alone, something elusive, something woven from a multitude of sensations: a
particular color, light, sound, smell, the way that city and that city alone moves, a particular rhythm, a particular mood, a particular
facial type. The city’s name serves a repository for the multitude of impressions we get from literature, painting, history, from the
recollections and remarks of hundreds of people who lived there, who felt the city and made its name. This name has become a
myth, and sometimes this myth is more real than reality itself, for the name of a big city becomes its mythologeme. It becomes
something that is indivisible from the city itself and thus against its will defines its image and its being.

Petersburg has a peculiar relationship to its name. Over a fairly short period of time, a mere century, it changed its name four
times and thus it changed its image. The first change was slight: it dropped the prefix “Saint”and russified the rest (“Petersburg” >
"Petrograd”). Then it lost its name altogether, only to return it at the century’s end. For nearly the entire twentieth century, the city
lived with a nickname given to it by the government in memory of a man who had little to do with the city, who didn't like it and
had attempted to alter its existence and image by force, unnaturally, in violation of the normal flow of life. That is why for many of
the city’s twentieth-century poets, artists, and writers retrospection and recollection were the most important things of all. They
tried in any way they could to resist reality and contemporaneity, to preserve their inner link with the past, with anything that
could preserve the Petersburg hidden inside Leningrad.

The renamed city grew: it accreted districts of new housing blocks—boxes that looked like one another and like the hundreds of
thousands of similar boxes scattered all across a country that bore a strange theoretical name—USSR. But the city center, histori-
cal Petersburg, stubbornly fought to remain turned towards the past, to avoid the bright socialist future. Having lost its title as
the capital, reduced in the new Soviet hierarchy to the condition of a simple provincial city, a regional center, impoverished and
stripped of its palaces (turned into communal flats) and cathedrals (which, when they were not demolished outright, housed
factories and warehouses), deprived of its imperial ambitions, Petersburg turned into a memory. The new city—Leningrad—had
its own official culture. Aside from the ideals of socialist realism, this culture included a discrete set of “treasures of the past”: the
Order of Lenin State Hermitage Museum; the S.M. Kirov State Academic Opera and Ballet Theater; the Leningrad Philharmonic; the
suburban palaces and gardens, which were turned into “parks of culture and rest,"reconstructed and built up, their architecture
supplemented with carousels and other attractions so as to impart to them a more socialistic flavor. These “treasures of the past”
were lacquered and gilded; the state took care of them. They were the USSR’s source of pride before the eyes of the world:
Intourist sent its buses to these places, and they brought renown to socialist Leningrad on the pages of sumptuously illustrated
albums, published in editions of several million copies.

The rest of the city was left to its own devices. In this city there were courtyards with Apollos, and crumbling columns, and vaulted
arches, and angels, and the strange play of light in old stairwells, and extraordinary views. There was authenticity. In that city you
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could sense Petersburg, which was becoming ever more ghost-like. To make this ghost as real as possible the city’s culture fought,
making a last-ditch stand against all novelty, preferring to be a ruin, a monument, a cemetery, rather than participate in new con-
struction, which was tantamount to destroying the past. It was this Petersburg that shaped Boris Smelov’s sensibility, and his art
was dedicated to this Petersburg.

Leningrad was a strange twentieth-century city. Despite all the efforts they made, the powers that be did not succeed in trans-
forming it into a model Soviet city. It consisted of architectural landmarks, which ignored contemporaneity and even opposed it.
This contemporaneity had nothing to do with the architecture; what is more, it had no power over it. Everyone said (many con-
tinue to say this today) that the city was most beautiful after the war, when, lifeless and deserted, it was locked within its proud,
moribund tragedy, cold, pitiless, indifferent. The city was seen as a magnificent ruin, and contemporaneity no longer concerned

it, just as it no longer concerned Herculaneum or Mahenjo-daro, long dead cities that have turned into open-air architecture
museums. Frozen in reveries of its lost imperial splendor, Petersburg, gazing down upon the alien population swarming at the
feet of its neglected palaces and temples, sunk into twilight-gray melancholic recollections, into the dank ennui of lonely walks
through the past. Having no desire to submit to officialdom, the Leningrad intelligentsia fostered this feeling of loneliness and
marginality, of having been shunted off the main road. All of Leningrad unofficial culture of the sixties, seventies, and eighties—the
culture of samizdat literature, apartment exhibitions, and kitchen readings—was saturated with these moods. This was a culture of
artists and writers who worked in boiler plants, the culture of Leningrad bohemianism. This was Saigon culture: it is often given
this name because creative types and freaks (sometimes indistinguishable from one another) met in a popular coffee shop on
the corner of Nevsky and Vladimirsky Prospect that had been dubbed “Saigon”by the bohemians. (The moniker was an ironic
reference to an international political hotspot of the time.) This culture was self-sufficient, limited, and closed. It sensed its own
doom and was arrogant. It was alcohol-fueled. It was monstrous and it often smacked of a subculture. But it was wonderful
and quite heroic. It was selfless, more interested in process than in results; and it was diffused within lifestyles, behaviors, con-
versations and interactions. This culture had a huge impact on the life and art of Boris Smelov.

For the Leningrad bohemians, Petersburg meant escape. Despite the fact that, in its essence, from the very moment

of its founding, it was a new, young, avant-garde city (its history was less than three centuries long), this city had sud-
denly, unexpectedly become old, catastrophically old. As in Boris Smelov’s photograph Tuchkov Alley (1995), the city’s
symbol became the figure of a lonely old woman wandering along cracked, god-forsaken walls, and in all of Leningrad
culture, which dreamed sweetly of being the continuation of Petersburg culture, there was something old-maidenly,
sterile, old-fashioned. The fact that meditation had priority over action was not even discussed. Greater store was set
by contemplation than expression; potential was more important than realization. Everyone reiterated that Petersburg

ce33 | had been quite lucky: under the Soviet regime, it had ceased to be the capital. The status of capital and all it stood
for was openly despised, and this alienation was perceived as a form of opposition, not of provincialism. Being on the side of the
road, even if that meant vegetating there, was more honorable than entering the mainstream. There was something quite dan-
gerous in this mania for marginality, but it was this that underwrote the city’s individuality during the second half of the twentieth
century. Its status was not determined by the status of Leningrad within the Soviet Union, but by the place of Petersburg in the
world and world history. Boris Smelov was one of those people who had deeply felt, comprehended, and re-elaborated the city’s
isolation. He created images inextricably bound up with this isolation, and it was precisely by virtue of his own alienation from the
mainstream, his unwillingness to reckon or compete with it, that he fashioned his own particular world, a world of art that was
situated outside and above time. What did he know about contemporary photography? Very little. He knew something about
Rodchenko and he had seen several albums of works by Cartier-Bresson and Sudek, which were carefully passed from hand to

hand. However, it was the photographer Boris Smelov, a man who was intimately bound up with the heroic and ridiculous
world of the Leningrad bohemians, who would break free from its context and lead Leningrad culture out of its characteristic
self-isolation. He would take it to a level by which it has been and is judged: not as Leningrad, a provincial Soviet city, but as
Petersburg, a world capital.

For the Leningrad bohemians, Petersburg, an old city, was an island in the midst of Soviet Leningrad. In accordance with its
wishes, it had seceded from the rest of the Soviet Union; despite its own wishes, it had seceded from the rest of the world. It was
this city that people knew, cursed, and loved. It was the only city they knew, and it bore a striking resemblance to the city of poets

in this Alexander Blok poem:

Outside the city rose a deserted district
On soil swampy and unsteady.

Poets lived there, and each would meet
The other with a smile haughty.

The radiant dawn rose in vain
Over this swamp so dour:

Its inhabitants devoted their days
To wine and zealous labor.

When they got drunk, they swore friendship.

Their banter was cynical and heady.

At dawn they vomited. Then shutting themselves up,
They toiled diligently and dully.

Then, like hounds, they would exit their kennels,
To watch the sea aflame.

And they marveled with competence

At every passing ray.

Feeling tender, they dreamt of I'dge dor,
And cursed their publishers as one.
They'd weep bitterly over a tiny flower,
And a little pearly storm cloud.

That's how these poets lived. Reader and friend!
Do you think, perhaps, this is no better

Than your daily impotent strain,

Than your narrow-minded muddle?
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This was not just a city—it was a City with a capital “c’ Boris Smelov did not photograph specific aspects of the real Leningrad, and
it would be somewhat superficial to say that, in his photographs, he tried to capture the ghost of Petersburg. Boris Smelov cre-
ated a City that was like the City of another great photographer—the fin-de-siecle Parisian Eugéne Atget, a quite kindred spirit,
although, perhaps, Smelov didn't know his work. In any case, he never mentioned him anywhere.

All big cities resemble one another. But all dead cities are identically abandoned. There is no difference between Pompeii and
Mohenjo-daro, because each of them was abandoned by its nerve center, the pulsation that creates the city’s image. This nerve
center is found in the unrepeatability of the city’s constantly changing life, which is woven from an endless number
of moments that glide easily amidst the unchanging architectural scenery. The city is not an indifferent collection of
buildings and monuments, but a highly organized organism, breathing, thinking, feeling. A city has to have a soul,

an anima, an Ariel, an elusive spirit that wanders among the stones. Without this spirit, the stones of the city are only
stones. Ariel is not a concrete being: it can become whomever it likes. It is fluid and mercurial. It doesn't pose; posing
is tantamount to stasis, and without movement this spirit simply doesn't exist. It might become a bird taking wing; a
girl hurrying to meet her date; a gust of wind; a patch of sunlight; a child in a gateway; an old woman hobbling along
a blind wall; new fallen snow; the statue of an angel on a neglected grave; fog that makes a familiar view unrecogniz-
able. This elusive spirit defines a city’s meaning; it gives life to its name. Without it, a city dies.

The city is movement. The movement of streets, crowds, wheels, feet, bodies, faces, air, water, light, bird, clouds, snow.
Changing faces and changing views, the change of day and night, constant transformation, the multiplicity of im-
pressions, associations, noises, footsteps, whispers and cries, their variety giving way to the indivisible unity of the

one impression that defines the essence of the city. For the essence of the city is life, not an escape from life. The city

k4247 | is @ concatenation of moments, chaotic, mysterious, intriguing. The city is capricious, mercurial, inconstant. The city is
time itself, slippery, elusive, inscrutable, and outside of time the city does not exist. The city’s time and movement are

not limited to outward movement, the motion of the streets. No less important is its internal dynamic, a force that is hidden from
the eyes of strangers. It defines the city’s physiognomy just as our inner life is determined by our outward acts. There are few peo-
ple who see the city from the inside, and there are even fewer people who show us the city from the inside. It is a much too com-
plicated and thankless task—to root around in the city’s innards, where the womb rests next to the heart, and the large intestine
is indistinguishable from the brain.
To a great extent, Petersburg is doomed to be perceived vis-a-vis the eternally beautiful panorama of the magnificent capital
summoned up in Pushkin's “Bronze HorsemanIt is precisely this panorama that alone seems to have value, the only one to have
preserved the historical continuity that has been so deliberately demolished during the past century. Often as not, the image of
Petersburg resembled Gliere’s "Hymn to the Great City,’which has long been associated more with the swanky Krasnaya Strela
train than with the city itself. It calls to mind palaces, arches, columns, cathedrals, grillwork fences, bridges, granite, gilding, and
(without fail) the red banner fluttering above the Smolny. This is how the city was photographed for official albums. Everything
else was banished, including the staffage (that is, the population), as something superfluous and utterly insignificant. We might
also have seen in these albums the joyous crowds at a May Day demonstration, but even that was rare. Movement was banished
along with the staffage: officialdom preferred to see the city cleaned up, monumental, frozen, cold and beautiful, smarmed-down
and polished. Most of all, they liked seeing it empty, the way it looked during the terrible time after the war, when it was associ-
ated with death and abandonment. Smelov had little interest in this spitshine-clean Petersburg/Leningrad, although he would
sometimes photograph it for official commissions. But he never took these shoots more seriously than any other job that had to
be done well. He had no intention of protesting or actively fighting someone or something. Socially engaged photography was

alien to him, but precisely because the City in Smelov’s photographs did not correspond to the way Party propa-
ganda wanted to see it, his first solo exhibition, which took place in 1975 at the Vyborg District Palace of Culture,
lasted all of one evening before the Party’s district committee shut it down. Perhaps Smelov’s work was somehow
more dangerous than socially engaged photograph.

An invention of the nineteenth century, photography changed and defined the way modern man sees the world
almost more than any other invention. Like the miracle of Saint Veronica's Veil, the camera’s flash can record the
instant and halt the race of time. It gives us the possibility of entering the same river twice, thrice, however many
times we like. Before the invention of photography, the stayed moment meant death, the end of all existence. This
was an obvious truth insofar as earthly time is irreversible, and what | saw a second before had already changed

in the next instant; it had passed, carried away by the flow of time. But now the flow of time has been overcome,
stopped: we can return eternally to a moment we have already lived through. A photograph always witnesses to
what no longer exists. It seems that this witnessing is performed in an utterly objective way. Is the camera lens
objective, however? How objective is a reality that is long gone, that has vanished, leaving only a spectral imprint?
We cannot avoid admitting that this objectivity is imaginary and that the photographer, like any artist, scrupulously
reprocesses reality. He has a free hand with it, choosing or even imitating the moment. Every photograph is not
merely a document, but a manifestation of what lies in the depths of our consciousness, in the cellars of memory,
of what appears to us only in dreams and fantasies. For recollection is a form of fantasy.

There is a fairly early photograph by Boris Smelov (dated 1974, it could have been one of the photographs from
that first show, at the Vyborg District Palace of Culture, that so irritated the Party functionaries) that depicts a shaft-
courtyard, which has been shot from above and thus seems quite hopelessly deep. We might say that this is a “typi-
cal Petersburg motif, although you won't find any particular distinguishing marks in the photograph. As is most
often the case in Smelov’s work, this is his own City, a city that he dreamt up and constructed. Up against the brick
wall (seemingly massive, almost blind, with tiny windows punched into it) leans an odd, thin little house with cracked
plaster and disproportionately large chimneys sticking out from its sloped roof. This photograph reminds us much
more of the Viy$ehrad district of Prague (a city Boris Smelov never visited) than Leningrad/Petersburg. There is some-
thing Kafkaesque in the whole composition, something reminiscent of The Castle and The Trial. The photo is lent par-
ticular piquancy by the figure of the man in a jacket and hat entering the dark gap of a very small door. Although this
figure is seemingly accidental, it imparts completeness to the entire composition, and without telling us anything
concrete, it tells us a lot. It tells us something that seemingly cannot be conveyed with words, but about which one

could write a story or novel, think up a plot. Or one can just not think up anything at all: even without a plot there is
more than enough to see. The figure of the man entering the dark gap of the tiny door at the bottom of the shaft-

Kat. 12, 85,30, 76

courtyard is the punctum of this photograph. That is, it is precisely here that we find concentrated that sense which,

according to Roland Barthes, distinguishes the photograph as a work of art from a mere copy of reality. Smelov recounted that when
he had found this view from the attic of a neighboring building, he spent several hours there before, catching sight of this figure in
his lens, he understood that this was just what he needed. The photograph is entitled Man with a Bucket.

To a greater degree than all the other arts, photography has the capacity to construct a consecutive chain of the moments that define
the nervous pulsation of the city’s life. For example, several people pose for a group portrait. Their faces are tensed; the photographer
composes the shot, trying to capture their expression. But then, a few seconds later, they disperse and the sense of expectation disap-
pears from their faces—and the composed portrait turns into a captured accident, into that unique, unrepeatable moment that will
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remain in perpetuity thanks to the instantaneous click of the camera’s shutter. Is this objective? What is this—posing or
seizing the moment? Both these things exist side by side in photography, and often we cannot distinguish them at all.

A dove flaps its wings against a backdrop of rooftops. The gilded Tritons in the park at Peterhof stand frozen, sparkling
and blowing out thick streams of water from their spiral horns. A tree’s shadow is imprinted on the backdrop of an illu-
minated wall, and brightly, almost unbearably for the eye, the glass in a window shines through the shadow. Sphinxes
stare down a flock of pigeons, which are scattered like magic spots on new fallen snow. The sun glimpses fantastically
through the leaves of a tree under which three boys perform a display of acrobatics reminiscent of the mystery plays
of medieval jugglers. An embankment is mysteriously transfigured by fog, and ordinary road signs peer through it like
magical hieroglyphs. Crisscrossed by the black lines of the tramway, a canvass of new fallen snow recalls a painting by
the abstract expressionist Franz Kline. Accidents are woven into an important message, into a single text about the City,

about its unrepeatable expressiveness, which is perhaps more valuable and meaningful than its unchanging, motion-
less monuments. The keenness with which such moments (miraculously snatched from the flow of time) are lived con-
stitutes the unique aroma of Boris Smelov’s art. This is what Smelov called “intuitive photography:’ In his work, however,
intuition is always complemented by the unerring, precise calculation of the intellect.

In his photographs, Smelov succeeded in creating an imaginary walk through the City, a walk through Time that con-
sists of a chain of moments, which were selected less for their typicality, more for their expressiveness. The city’s archi-
tecture is a constant magnitude. It is a known quantity, something that has been well studied and learnt by rote, and

it serves fundamentally as a mere frame and backdrop to the life of the city, which exists in constant motion. An unex-
pected angle suddenly imparts new meaning to the familiar and the banal. The city ceases to be a frozen text, entering
instead into a dialogue with the viewer. It tells him something new, something he wasn't looking for—like the magical
light emanating from within Saint Isaac’s Cathedral, which rhymes with a lonely, glittering window in a wall, a dark spot
that towers above snow-covered rooftops; or the tired silhouettes of random passengers against a panorama of the
Neva, seen through the window of a tram in evening. Captured in its momentary ascent, a wave causes the Spit of Va-
silievsky Island, the Bourse, the Rostral Columns (all works of the hands of men) to list threateningly. This classical view is
thus imparted the poignancy of the moment as immediately lived, as an experience of a certain unique, unrepeatable
point in eternity. The photograph animates and inspires the customary postcard view. The specificity of the photograph
is subjective and individual; it is capable of turning any impression into a generalization. Thus, Smelov's view of the Spit
(which he has given the somehow too pretentious title “Linnondation”) becomes no less capacious and saturated in
terms of the number of meanings it conceals than Alexander Benois's illustrations to Pushkin’s “Bronze Horseman!
Smelov’s City presumes not only the distanced admiration of beautiful places illuminated by time, but intense in-
volvement with its inner rhythm, which is formed by a multitude of fragments and accidents. On the Kriukov Canal,
in the park next to the Saint Nicholas Cathedral, two artists are having a chat. One of these artists has Leonardo’s
Benois Madonna slung over his back, and the fact that this takes place mere footsteps away from the house of Benois
himself suffuses this genre scene with a whimsical expressiveness. Quite unexpectedly, an old lady in a smock scrubs

a marble Terpsichore with a mop, and the slight smile on the face of the Muse of Dance takes on a captivatingly
clumsy charm: it seems she is being tickled and is on the verge of laughter. Petersburg is whimsical and fantastic, and

Kar.66,86,24.90,59 1 jts most fantastic aspect is its daily life, in which the specter of the past constantly collides with the everyday, which
is often more artificial and unreal than its magnificent, far-fetched architecture. In Petersburg, everything is not quite right: “Every-
thing is an illusion, everything is a dream, everything is not what it seems.”

In Petersburg, as in any other city, there is a particular set of places whose beauty and fame erects something like a wall that few
people have the courage to walk around. The embankments of the Neva and the canals, Nevsky Prospect, Palace Square, Saint
Isaac’s Cathedral, Kazan Cathedral, Smolny Cathedral, New Holland, the Summer Garden. All theses places form as it were a closed
circle that connoisseurs of the authentic Petersburg are afraid to exit. It is precisely these views that people have photographed,
photograph nowadays, and will continue to photograph. The attachment to these places is conditioned by the past’s constant
struggle against the present, a struggle occasioned by the desire to separate the real Petersburg from a sham contemporaneity
that it is inimical to it. We should not forget, however, that originally Petersburg was an emphatically radical, contemporary city,
that its founding was a pointed rejection of the past, and that this is how the city was conceived and perceived during the greater
part of its history. But should we insist on this sharp distinction between “past”and “present”? For just as the future ripens in the
past, so too does the past molder in the future like the terrible specter of dead leaves. These notions are extremely relative, and
photography is perhaps more capable than any other art of demonstrating this clearly.

The Summer Garden occupies a particularly important place in Smelov’s oeuvre. The Summer Garden is not simply an amazing
cultural landmark, but also something more than the heart of Petersburg. The statues that grace it are not merely monuments,
but also a kind of encoded conception of the world in which all its variety is represented in symbolic form: Peace and War, Love
and Death, Time and Truth, Beauty and Transience, the Seasons, the Continents, the Arts, the Countries of the World, the great
sages of antiquity and the great Roman emperors. This garden was originally conceived as a comprehensive model of the
Universe, and that is why the Summer Garden has always been and always will be contemporaneity itself. Its sculptures cannot
become antiquated, go out of fashion or turn into a monument to the past.

The Summer Garden is a macrocosm, but it is also a microcosm for every thoughtful person who is at least a little bit familiar with
Petersburg. In the minds of all these people, the Summer Garden is linked with profoundly personal and accidental recollections
that are nevertheless life defining. Strolls in childhood, soaked feet, the first signs of spring, autumn leaves, loneliness, first and last
meetings, expectations, disappointments—the gamut of emotions and sensations that turn existence into Being. In the Summer
Garden, the personal encounters the cosmic.

In Smelov’s photographs of the Summer Garden’s sculptures, past and present are united, and abstract symbolic language, which
aspires to universality, merges with profoundly individual utterance. A whole story unfolds around every sculpture. Here is the
ancient Roman Janus, the god of the month of January, of the first month of the year, of the first day of every month. The god
who presides over the beginning of a man’s life; the god of all entrances and exists, the god to whose name the epithets
“unlocking”and “locking” were applied. His head closes the photograph's extremely foreshortened perspective. The photographer
energetically guides the gaze fixed on Janus off into a dense thicket of grass, while the powerful spreading trees form a classi-

cal canopy around him of the kind we see in Claude Lorrain's Roman landscapes. The gaze of the god of all beginnings is severe
and serious. His lips are pursed, his visage keeps its counsel—we can only guess what his secret is. The bust is turned towards

us directly, frontally: all that we see is his young face. But there can be no question that this face conceals another face, for Janus
is two-faced and, being the god of every beginning, he is simultaneously the god of every ending. At any minute he can turn

this other face towards us. This face is not another face, it is the same face: as Eliot wrote, “In my beginning is my end,"and he no
doubt had in mind this ancient Roman god. All the details—the way this severe visage emerges from the fog, the way the stems
and petals of flowers bow before him, the way the tree branches shade him—turn this photograph of a garden sculpture into a
mythological composition.

His face distorted by suffering, Seneca resembles a Christian hermit hiding in forest thickets. Quietly bantering in the morning
quiet, philosophers exchange long, distant glances in Morning in the Summer Garden, where Smelov has found the precise
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spatial correlation between two marble busts standing at a distance from one another, and this in turn generates the
intense dynamic of their internal dialogue. The Apollo with a spider on its cheek (one of Smelov’s most well-known
photographs), and the drops of water on its brow and cheeks (sweat and tears), and the drop on the nose of the god
of classicism (which does not degrade him at all, but instead makes him even prouder and lovelier, even more clas-
sical): this photograph is a veritable poem about classicism in Russia, about classicism in the twentieth century. Eros,
swaddled in the first fluffy snow as if it were down, as if it were a Russian eiderdown quilt meant to make the poor
Italian youth a little less chilly in the Petersburg autumn; and Psyche, who leans over him with such tenderness

(the tenderness of the first snowflakes) that she becomes quite dear to us and touching; she is no longer Psyche but
(in the Russian diminutive manner) Psiusha, Dushenka, the heroine Ippolit Bogdanovich's sentimental eighteenth-
century poem. Taken during various seasons, at different times of the day, in various kinds of lighting, these are not
merely photographs of beautiful park sculptures, but symbolic images. Boris Smelov reveals the mysterious essence
of the Summer Garden by showing us the inner life of its marble inhabitants, a life that is varied and subjective, the
life of the Olympians today. Just like some kind of Updike.

The gods of antiquity are eternal. But eternity is woven from a myriad of moments: the spider quickly scrambling
across Apollo's marble cheek; the first snow, melting instantly but covering Eros's nakedness; the fog enfolding the
severe visage of Janus. The gods of antiquity are our memory. But memory is measured in moments, and each
moment is bound up with a recollection. Photography audaciously equates eternity and recollection.

The digital revolution is hypertrophied memory. The excess of visual information is causing the ground to slip from
under our feet. We can no longer tell the difference between what is, what was, and what will be. Time has spread

in every direction, as in Salvador Dali's painting, turning into a sticky, viscous mass. The quantity of images that have
multiplied around every instant has gone off the scale. Everything doubles, triples, and quadruples, beggaring the
imagination. How many photographs do you have? A hundred? Or more? Many of us have photo collections that
number in the thousands. A thousand flashes have imprinted dozens of faces in eternity. Dozens of extras swarm
around these faces, and these tens of thousands of faces, accompanying each of us throughout the course of his life,

will never disappear. They have entered being forever, they have overcome time, and these tens of thousands have to
be multiplied by the billions of the living and the dead. All this reality, and humankind’s terrible invention, which
enables us to inundate elusive life with the liquid emulsion of the photoflash like a fly in a drop of amber, drives us
mad. We can see everything: that is why there is no time to see anything. The past fills up the present, and we can
spend each new day contemplating the day before. In fact, things are much worse: each instance presents us with
such a variety of viewpoints on any object, fact or event that contemplating one second of life on earth could occupy
thousands of human lifetimes. For right this second the world is: a solitary shepherd in a shaggy fur coat amidst the
snows of Tibet; idiotic tourists sailing under the Bridge of Sighs in Venice; the view of Manhattan from the Statue of

Liberty; Jesus Christ stretching his arms above Rio de Janeiro; a young man killed in a shootout on the streets; and a

newborn baby, crying his first bitter cry. All this surrounds us. You can see it all. It is all accessible, just as your own life
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is open to view, and the lives of all your loved ones, and the lives of every stranger.
You can now contemplate the embryo’s first movements in the mother's womb. You can photograph it, frame it, and put the
photo on your desk. Your daughter or son will be able to see what they looked like. It's a strange thing—the ability to see yourself
at a time when you didn't even have a name. The horror of realizing that everything has already been fixed in time, that the past

has ceased to be the past, insofar as it is precisely now that your childhood photograph gazes back at you. The horror at the
thought that the present is disappearing: your childish face in the photograph, the face gazing at you, is not real, it is not your
present face. And, in point of fact, you don't quite look like yourself in this photograph. The horror of recognizing that your
childish face might outlive you, might become the future (the future where you won't exist): a hundred years from now this pho-
tograph—the face of a five-year-old child who will have already lost its name—might be preserved in some archive. The photo-
graph will survive you. And how many more billions of people will live and photograph themselves? Like a fly in a drop of amber,
they will likewise get stuck in this viscous time without past, present, and future. Nearly every life event of nearly everyone alive is
archived. The archives grow, forming one gigantic archive of images. It has become so enormous that it will soon fill all the ends
of the earth. Virtual obsession and an obsession with the virtual.

Everything but everything is photographed, and anyone who feels like it takes photographs.

If it were possible for a human being to remember everything, then a person with this capability would be a monster with a pre-
viously unknown mental illness. There is a Borges story called “Funes the Memorious”about a man who remembers everything.
While a normal man sees and remembers a vineyard as a whole, “Funes saw all the shoots, clusters, and grapes of the vine He
recalled each leaf so precisely that a miniscule vein, a little hole made in the leaf by a snail, a trail of slime left by the snail, a drop
of dew on the leaf, the light refracted in the drop, the drop’s motion itself, the sound made by the drop as it fell onto another leaf,
and the path taken by this drop on the other leaf were all impressed in his phenomenal memory with the implacability of the
Zahir (from another Borges story), a magical object endowed with supernatural power over the consciousness of anyone who
sees it at least once in life. The Zahir can be anything, an old worn coin or shiny vein in a piece of marble, but once he has seen
the Zahir, a person can never erase it from his memory. For Funes, the world consisted of an endless number of Zahirs. His recol-
lection of a single leaf might last several days, months, years. There are a multitude of grapevines in the vineyard, and on every
vine there are a multitude of leaves. In the end, the leaf can block out the vine, the vineyard, and the world. The reality of detail is
no less frightening than the eternity of the universe. But the most horrible thing is that it exists, this vineyard, and every vine and
every cluster in that vineyard is just as real as each individual leaf and each grape.

Fortunately, the phenomenal memory of Ireneo Funes is just a fantasy, a mirage. But we do everything we can to make this
mirage a reality. Isn't it because we now have the deceptive possibility of overcoming time, the illusion of penetrating someone’s
life besides our own? After all, for an intelligent being there is nothing sadder than being trapped in oneself. Peeping is at least
some kind of outlet.

Andy Warhol made a film about what we ordinarily call “real time" It runs eight hours and shows us a sleeping man. The captivat-
ing dolefulness of Warhol’s film outlines a real danger: Warhol's sleep possesses the power to entrance us. As you get into the film,
you gradually become hooked on the magic of voyeurism, which brings you closer to the mystery of someone else’s existence. In
reality, voyeurism is even more seductive since the world is inexhaustible. There is a vagrant sleeping on newspapers amidst the
tall office buildings of Hong Kong, and a porn star sleeping in a pink boudoir in Beverly Hills. There is the final sleep of the suicide
who has taken a lethal dose of sleeping pills, and the sleep of the death row prisoner, condemned to be shot at dawn for the murder
of several teenagers. There is the charming sleep of the infant, and the terrifying sleep of the old man, whose suffocating cough and
ceaseless tossing and turning make his sleep more like torture than like rest. There is a whole multitude of sleepers more interest-
ing than Andy Warhol’s sleeper. There are thousands, millions, billions—a total of five billion and some slumbers every night—and
all of them are worthy of our attention. They are all unique, all unrepeatable. There are sleeping beauties and beasts; there are
people who sleep at night and people who sleep by day. There were billions of sleepers before Andy Warhol, and there will be
billions after, and no one sleeper is like another, and each of us sleeps in a different way each time we go to sleep. Perhaps the



Lord God is that being who each instant photographs the five billion people living today and then files away these photos into an
archive until the Last Judgment?
The first, most fascinating photographic prints that have come down to us are the inhabitants of Pompeii petrified in hot lava,
which are now shamelessly displayed in a museum for everyone to see. These snapshots are not perfect, of course: they are as
approximate as the first daguerreotypes of the nineteenth century, but they fascinate the crowd. Eternal death granted the right
to eternal life: is there any spectacle in the world more captivating? Now imagine that, mounted in the pedestal on which the
contorted figure of an unfortunate inhabitant of Pompeii stands, we find a series of photographs chronicling the life of this Gaius,
Quintius or Portia from the very beginning to the very end. A Roman midwife pulls him, bloody, from the womb of his mother.
Then the servant women bathe him, trim his first hair, and dress him in an adult toga. We see him scratching his heel, making love
for the first time, learning rhetoric, reading Virgil. And, at the end, the most entertaining moment: he slits his wrists at the behest
of his emperor. A gorgeous spectacle. And a frightening one because it will take a whole lifetime to review the life of Gaius, Quin-
tius or Portia. And how many other lives are imprinted in eternity? This is precisely what we aspire to: we often call photography
documentation, thus distinguishing it from art.
The Latin word documentum means “evidence,“proof. The proofs are multiplying endlessly, piling on top of one another, and the
past century in all its inconstancy can already be reproduced from beginning to end. Pictures of a Young Pioneer camp in the
thirties. All the children are long dead. The third millennium will leave behind an exact copy of itself. Becoming ever more mobile,
life in this millennium will be frozen within its documentary doppelgdnger with soul-chilling certainty. A shot of a street crowd in
Paris, Moscow or New York, taken today. At some point, all the people captured in this shot will be dead, but in the photograph
they will continue to breathe, smoke, look around, and move, showing off their old-fashioned clothes to their great-grandchildren
as if there were nothing the matter. A terrifying picture of the unreal life of the dead.
We face the threat of documentation, the threat of the excess production of proofs. We could easily find ourselves in the situation
of Ireneo Funes, whose entire life was spent in the recollection of a single leaf because he remembered it too clearly. But we won't
end up this way. There is a difference between documentation and photography, thank God.
When part of our life returns from the past and is reeled before our gaze again and again, things could get scary. After all, pho-
tography was invented as a challenge to God, who has exclusive rights to eternity. The present age with its millions of cameras is
nothing other than a rebellion against God, the model of a new Tower of Babel.
The more time goes by, the greater the accumulation of snapshots. Everyone photographs everything. Amateurs multiply thousands
of barbeques and family outings to the seaside, telephones take pictures of the girl seated across the table and the burning towers
of the World Trade Center, paparazzi crank out photos of Princess Diana’s car speeding through the tunnel. There are thousands of
reporters in a thousand hotspots, shots of random passersby and international disasters. How are we to get our bearings in this abyss
of photographs? What is this thing called photography? Art? Magic? Or just a technical detail of the contemporary age?
It is all those things. But to the question of how the art of photography differs from taking photographs Boris Smelov has given us
an unambiguous answer.
Arkady Ippolitov
Senior Research Fellow,
Department of West European Art,
State Hermitage Museum;
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1971/ Still Life on a Down Shawl,* 1971
ABTOPCKUI OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

159 x 242; 398 x 298

Ha o6opome 8 nesom 8epxHem yas1y asmozpag
kapa+oawom: © Boris Smelov

IMy6nvkaumm / Publications:

OnTMn3M NamaTh. JleHnHrpag 70-x.

Cne., 2000

Cobparue / Collection: pARTnerproject gallery
Ne 159

4. MNamatu ®.M. loctoeBckoro*. 1971/
In Memory of F.M. Dostoevsky,* 1971
ABTOPCKUIA OTMNeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

279 x 265; 403 x 304

Ha obopome & nesom sepxHem yery asmoepag
kapaHoawom: ‘Tlamamu O.M. [Jocmoesckozo”
1971 © ABmopckas nodnuce 1IAMUHCKUMU
6yksamu 4/15

Cobparue / Collection: pARTnerproject gallery
Ne 073

5. MNo>t KoHcTaHTuH KysbMUHCKni*.
1972 / The Poet Konstantin Kuzminsky,*
1972

ABTOPCKMI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

361 x 240; 403 x 303

Ha o6opome 8 nesom 8epxHem yas1y asmozpag
kapaHoawom: © Boris Smelov "KoHcmaHmuH
Ky3emuHckud”

Cobparue / Collection: pARTnerproject gallery
Ne 084

6. Mpopasey weHka*. 1972 / Puppy
Seller,* 1972

ABTOPCKUIA OTMeYaToKk Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

350 x 232;397 x 303

Ha obopome & nesom sepxHem yery asmoepag
kapaHoawom: © Boris Smelov

My6nunkauuy / Publications:

OnTUMM3M NamaTn. JleHnHrpag 70-x.

Cne., 2000

Cobparue/ Collection: pARTnerproject gallery
Ne 370
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7.BbectyxeBKa*. 1973 / Bestuzhev Girl,*
1973

ABTOPCKUI OTMEeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

359 x 240; 404 x 305

Ha o6opome 8 1e6om 8epxHem yas1y asmozpag
kapaxdawom: © Boris Smelov “becmysxeska”
Cobpatrue/ Collection: pARTnerproject gallery
Ne 087

8. MopTpert cTapuKa B 3UMHEM NanbTo.
1973 / Portrait of an Old Man in a Winter
Coat, 1973

ABTOPCKUIA OTMNEeYaToK Ha BpoMocepebpaHoN
6Gymare / Vintage silver gelatin print

275 x 262; 397 x 303

Ha obopome & nesom sepxHem yery asmoepag
Kkapa+oawom: bopuc Cmenos CaHkm-llemep-
6ype

INy6nvkaumm / Publications:

Ypanos ., Baxxoea M. Metepbypr. TpeBOXHbI
ropoga. Cl16., 2003.

Cobpatue / Collection: pARTnerproject gallery
Ne 420

9. O6uTaTtenu goma ckop6m. 1973 /

I Asylum Residents, 1973

ABTOPCKUIA OTNEeYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

159 % 241; 399 x 300

Ha obopome & nesom eepxHem yery asmoepag
Kkapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 161

10. CapoBHMK foMa cKop6u*. 1973 /
Insane Asylum Gardener,* 1973
ABTOPCKUIA OTMeYaToK Ha BpoMocepebpaHON
6ymare / Vintage silver gelatin print

361 x 240; 403 x 303

Ha obopome & nesom sepxHem yery asmoepag
Kkaparoawom: © Boris Smelov “CadosHuk”
Cobpatue / Collection: pARTnerproject gallery
Ne 023

11.Jlopouka*. 1973 / Boat,* 1973
ABTOPCKUI OTNeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

324 x 224; 400 x 303

Ha o6opome 8 ie6om 8epxHem yas1y asmozpag
Kkaparoawom: bopuc Cmenos

Cobpatue/ Collection: pARTnerproject gallery
Ne 340

12. Kpbiwa Houblo*. 1973 / Rooftop

at Night,* 1973

ABTOPCKUI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

202 x 314; 299 x 401

Ha o6opome 8 1e6om 8epxHeMm yas1y asmozpag
kapaxdawiom: Boris Smelov "Kpbiwa HoYbk0»
1973

Cobpatue / Collection: pARTnerproject gallery
Ne 547

13. HaTiopmopT ¢ wwuamnuHboHamu*.
1973 / Still Life with Mushrooms,* 1973
ABTOPCKUIA OTMeYaTok Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

254 x 255; 399 x 300

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
kapaxoawom: Boris Smelov; 8 npasom HuxHem
yeny: C.I.6 1973

Cobparue/ Collection: pARTnerproject gallery
Ne 660
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14. bopoBas ynuua*. 1973 / Borovaya
Street,* 1973

ABTOPCKUI OTMeuaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

241 x 359; 305 x 403

Ha obopome 8 1e8om 8epxHeMm yaiy asmozpag
yepHunamu: © Boris Smelov 73 1/15 "boposas
yauya”

Cobparue / Collection: pARTnerproject gallery
Ne 088

15. CHoBupeHnna*. 1973 / Dreams,* 1973
ABTOPCKUI OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

278 x 266; 399 x 304

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kapaHoawom: b. Cmenoe 1973 "3abpoweHHsil
0sop” “CHosudeHuA" © [loonuce 4/15
Cobpatue / Collection: pARTnerproject gallery
Ne 055

16. Y3opbi*. 1974 / Patterns,* 1974
ABTOPCKUI OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

220 x 220; 399 x 299

Ha o6opome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

IMy6nvkaumm / Publications:

Bopwic Cvenos. ®otorpadua. pARTnerproject
gallery. M., 2007

Cobpatue / Collection: pARTnerproject gallery
Ne 262

17.JlecTHMYa-poToHaa*. 1974 / Rotunda
Stairwell,* 1974

ABTOPCKUIN OTNeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

360 x 240; 403 x 303

Ha o6opome 6 nesom eepxHem yeny asmoepag
Kkapa+oawom: © Boris Smelov “JlecmHuya-
pomoHda”

IMy6nvkaumm / Publications:

Bopwic Cvenos. ®otorpadua. pARTnerproject
gallery. M., 2007

Cobparue/ Collection: pARTnerproject gallery
Ne 367

18. NMunanunHo*. 1975 / Upright Piano,* 1975
ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kapaHdawiom: © Boris Smelov 75 “TuaHuHo”
Cobparue / Collection: pARTnerproject gallery
Ne 180

19. ABTonoptpert. 1975 / Self-Portrait, 1975
ABTOPCKUIA OTMNEYaToK Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

239 x 359; 302 x 403

Ha obopome 8 iegom 8epxHem yeny asmozpacgh
Kkaparoawom: Boris Smelov; 8 npagom HuxHem
yeny: C.I6 1975

Cobparue/ Collection: pARTnerproject gallery
Ne 624

20. Yenosek c Tonopom*. 1975 / Man
with an Ax,* 1975

ABTOPCKUI OTMEeUaTok Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

227 x 227,367 x 290

Ha obopome 8 iesom 8epxHem yery asmozpacgh
kapaHdawiom: © Boris Smelov "Yenosex

¢ monopom” 1975 Cn6 ABmopckas noonuce
JIAMUHCKUMU 6yK8amu

Cobparue / Collection: pARTnerproject gallery
Ne 582
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21. Bup Bo gBop. 1975 / View of

a Courtyard, 1975

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

222 x219; 397 x 299

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
uepHunamu: © Boris Smelov; nod uzobpaxeru-
em YepHUIamu: ABMopcKas NooNUCk pyccKuMu
6ykeamu u dama: 75

Cobparue/ Collection: pARTnerproject gallery
Ne 482

22. Crapyxa C MeNIbXnopoBOi1 MUCKOIT*.
1975 / Old Woman with German Silver
Bowl,* 1975

ABTOPCKUIA OTMNeYaTok Ha bpomocepebpaHoN
6Gymare / Vintage silver gelatin print

361 x 240; 403 x 303

Ha obopome 8 iegom sepxHem yeny asmozpacgh
Kkaparoawom: bopuc Cmenos, CaHkm-llemep-
6ype, 1975 B.Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 337

23. HaTiopMOPpT € UrpanbHO KOCTbIO*.
1976 / Still Life with Die,* 1976

ABTOPCKUI OTMEeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

220 x 221;395 x 300

Ha o6opome 8 1e8om 8epxHem yaiy asmozpag
kapaHdawiom: Boris Smelov

IMy6nvkaumm / Publications:

CoseTtckoe poTo. 1979. N2 2

Cobpatue/ Collection: pARTnerproject gallery
Ne 286

24. Neteprodckuii ABOpEL, CO CTOPOHbDI
BepxHero capa.* 1976 / Peterhof Palace
from the Upper Park,* 1976

ABTOPCKUIA OTNEeUYaToK Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

220 x 220; 400 x 298

Ha obopome & nesom eepxHem yeny asmoepag
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 190

25. lomuk B Konomue*. 1976 / A Little
House in Kolomna,* 1976

ABTOPCKUIA OTMNEeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

265 x 267; 404 x 303

Ha obopome & nesom eepxHem yesy asmoepag
kaparoawom: © Boris Smelov ‘/lomuk 8 Ko-
JIOMHe" 76

Cobpatue/ Collection: pARTnerproject gallery
NeOT1

26.K Tna*. 1976/ Cl tia,* 1976
ABTOPCKUIA OTMNEeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print
339x231;397 x 305

Ha obopome 6 neeom eepxHem yesy asmozpagp
kaparoawom: 16. Knemermua Boris Smelov
Cobparue/ Collection: pARTnerproject gallery
Ne 280

27.JletHun cap. Ckynbntypa. 1976 /
Summer Garden. Sculpture, 1976
ABTOPCKUIA OTMEYaToK Ha BpoMocepebpaHon
6ymare / Vintage silver gelatin print

231 x 338; 304 x 396

Ha obopome 6 ne6om eepxHem yesy asmozpagp
Kkaparoawom: © Boris Smelov

CobpaHue / Collection: pARTnerproject gallery
Ne 132
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28. ActpoHom Hukonai KosbipeB*.

1977 (79?) / The Astronomer Nikolai
Kozyrev,* 1977 (79?)

ABTOPCKMIA OTNeYaTok Ha bpomocepebpAHoN
6Gymare / Vintage silver gelatin print

297 x 267;403 x 303

Ha obopome 8 niegom sepxHem yeny asmozpacgh
Kkaparoawom: © Boris Smelov “AcmpoHom
Hukonati Ko3eipes”

Cobparue / Collection: pARTnerproject gallery
N2 059

29. MopTper xyaoxHNKa AnekcaHgpa
ApedbeBa. 1977 / A Portrait of the Artist
Alexander Arefiev, 1977

ABTOPCKMIN OTNEYaTok Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print
325x221;396 x 304

Ha obopome 6 1esom eepxHem yeny asmoepag
kapaHoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 284

30. Kpbiwn*. 1977 / Rooftops,* 1977
ABTOPCKUI OTMeuYaToK Ha bpomocepebpaHoON
6ymare / Vintage silver gelatin print

358 x 240; 403 x 303

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
yepHunamu: © Boris Smelov 77 1/15 “Kpeiwu”
Cobparue / Collection: pARTnerproject gallery
Ne 514

31. AHrnHa. Mawa n Muta* (Amutpuin
Warnx n Mapusa CHurnpesckas). 1978 /
Tonsillitis. Masha and Mitya* [Dmitry
Shagin and Maria Snigirevksaya], 1978
ABTOPCKUI OTMeuYaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

220 x 221,400 x 298

Ha obopome 8 ie8om 8epxHeMm yary asmozpag
Kkaparoawom: © ABmopckas Noodnucs 1amMuH-
cKuMu bykeamu

IMy6nukaumm / Publications:

Ypanos ., Baxxosa M. Metepbypr. TpeBOXHbI
ropog. (Metep6yprckuin cnmtok). Cr6., 2003
Cobparue / Collection: pARTnerproject gallery
Ne 037

32. Moprper Hatanbu XKunuxoi. 1977 /
A Portrait of Natalia Zhilina, 1977
ABTOPCKUI OTMeuaTok Ha bpomocepebpaHoON
6ymare / Vintage silver gelatin print

444 x 431

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: © bopuc Cmenos 772. «Hamasnes
KunuHa»

IMy6nukaumm / Publications:

lMeTepbyprckune nuua. CemelHblin anbbom.
Cne., 2003

Cobparue imumpus LLlazura / Collection
Dmitry Shagin

33. MyuHoi mocTuk*. 1978 / Muchnoi
Bridge,* 1978

ABTOPCKMIN OTNeYaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

281 x 404

Ha obopome 6 1esom eepxHem yesy asmozpag
Kkapardawiom: ‘My4Hot mocmuk” 1978 e. “Myy-
Hotl Mocmuk” 1983 2. b.Cmenos. «60—
Ny6nvkauum / Publications:

[ge Boapbl. CaHkT-Metepbypr. CM6., 2003
CobpaHue/ Collection: pARTnerproject gallery
Ne 553
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34.N K. A HY A AuaTn
popoxek. 1978 / Pavilosk. Apollo by the
Dozen Paths, 1978

ABTOPCKMIA OTNEYaToK Ha GpomocepebpaHoi
6ymare / Vintage silver gelatin print

261 x 381; 281 x 391

Ha o6opome 6 nesom eepxHem yesy asmoepag
kapaHoawom: bopuc Cmenog CaHkm-llemep-
6bype 1978

IMy6nvkauum / Publications:

Cosetckoe poTo. 1988. N2 10

®oTo-89. AnbmaHax. M., 1989

Co6parue / Collection: pARTnerproject gallery
Ne 149

35. Ha 7-i nuHum BacunbeBcKoro octposa.
1979 / Seventh Line, Vasilievsky Island, 1979
ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHoi
6ymare / Vintage silver gelatin print

219 x 335; 304 x 400

Ha obopome 8 niegom sepxHem yeny asmozpac
yepHuUnamu: bopuc Cmenos; KapaHoauwiom:
1979e.

Cobparue / Collection: pARTnerproject gallery
Ne 148

36. TatbAHa MlHegny - nepeBoAUNK
baiipona*. 1979 / Tatyana Gnedich,
Translator of Byron,* 1979

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

266 x 264; 404 x 302

Ha o6opome 6 1esom eepxHem yesy asmoepag
KkapaHoawom: © Boris Smelov “TamesHa
[Heduy — nepesodyuk batipoHa”

Cobparue / Collection: pARTnerproject gallery
Ne 353

37.NopTpet MuTn WaruHa c HeBecTo.
1979 / A Portrait of Mitya Shagin with His
Bride, 1979

ABTOPCKMIA OTNEYaToK Ha BpomocepebpaHol
6ymare / Vintage silver gelatin print

295 x 231

Ha obopome 8 niegom sepxHem yeny asmozpac
KkapaHoawom: © bopuc Cmenos 79 «Ceadbba
Mumu u Taru»

Cobparue imumpus lLazuHa / Collection
Dmitry Shagin

38. HaTtiopmopT ¢ TeHAMK. 1970-e / Still
Life with Shadows, 1970s

ABTOPCKMIA OTNEYaTok Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

269 x 270; 398 x 298

Ha obopome 8 iesom 8epxHem yary asmozpach
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne418

39. Monouka c aHrenamun*. 1970-e / Shelf
with Angels,* 1970s

ABTOPCKMIA OTNEYaTok Ha bpomocepedpaHom
6ymare / Vintage silver gelatin print

403 x 304; 264 x 264

Ha o6opome 6 1esom eepxHem yesy asmozpag
kaparoawom: © Boris Smelov

“Tlonoyka ¢ aHeenamu”

Cobparue / Collection: pARTnerproject gallery
Ne 478

40. KpiokoB KaHan. ®oHtaH. 1970-e /
Kriukov Canal. Fountain, 1970s
ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print
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230 x 342; 300 x 400

Ha o6opome 8 nesom 8epxHem yesty asmozpag
kapaHoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 128

41. JIbBUHbIN MOCTUK. 1970-e / Lions
Bridge, 1970s

ABTOPCKMI OTMeYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

239 x350; 303 x 401

Ha o6opome 8 nesom 8epxHem yas1y asmozpag
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne138

42, bonbwas NMopbaveckan. 1970-e /
Bolshaya Podyacheskaya Street, 1970s
ABTOPCKMIN OTNEYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

159 x 240; 400 x 298

Ha o6opome 8 nesom 8epxHem yas1y asmozpag
kapaHoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 793

43. KpiokoBs kaHan N2 13. 1970-e / No. 13
Kriukov Canal, 1970s

ABTOPCKMIN OTMEYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

169 x 258; 398 x 297

Ha o6opome 8 nesom 8epxHem yasy asmozpag
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 270

44, OoHTaHKa. 1970-e / Fontanka, 1970s
ABTOPCKUIA OTNEeYaToK Ha bBpoMocepebpaHoN
6Gymare / Vintage silver gelatin print

240 x 356; 279 x 383

Ha obopome & nesom sepxHem yery asmoepag
Kkapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery:
Ne 129

45. MocTuk. 1970-e / Bridge, 1970s
ABTOPCKMI OTNEUaTOK Ha bpoMocepebpPAHON
6ymare / Vintage silver gelatin print

159 x 241; 399 x 300

Ha o6opome 8 nesom 8epxHem yes1y asmozpag
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 199

46. ®oHTaHkKa. 1970-e / Fontanka, 1970s
ABTOPCKUIA OTNEYaToK Ha BpoMocepebpaHON
6Gymare / Vintage silver gelatin print

159 x 241; 400 x 299

Ha obopome & nesom sepxHem yery asmoepag
kapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 146

47. JlbBUHbIN MOCTUK. Mpoxoxuii. 1970-e /
Lions Bridge. Passerby, 1970s

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpsaHoN
6Gymare / Vintage silver gelatin print

238 x 349; 304 x 400

Ha obopome 8 siegom 8epxHem yesy asmozpacgh
kapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 139
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48. Cap ocobHAKa bo6puHckmnx. Opar-
MeHT. 1970-e / Garden of the Bobrinsky
Mansion (Fragment), 1970s

ABTOPCKUIA OTNeYaToKk Ha BpomocepebpAHON
6ymare / Vintage silver gelatin print

220 x 209; 395 x 300

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
kapaHoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne210

49. Cap oco6HAKa Bo6punHckux. 1970-e /
Garden of the Bobrinsky Mansion, 1970s
ABTOPCKUIA OTNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

240 x 356; 298 x 398

Ha obopome & nesom sepxHem yery asmoepag
kapaHoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 268

50. Hnkonbckuin co6op, BUA cBepxy.
CepepuHa 1970-x / Saint Nicholas
Cathedral. View from Above, Mid-1970s
ABTOPCKUI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

250 x 368; 297 x 398

Ha o6opome 8 1e6om 8epxHeMm yas1y asmozpag
kapa+oawom: © Boris Smelov

Cobpatrue/ Collection: pARTnerproject gallery
Ne213

51. Pycckue ¢
Samovars, 1970s

ABTOPCKMI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print
235x342;302 x 397

Ha o6opome 8 1e6om 8epxHeMm yas1y asmozpag
kaparoawom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne 245

pbl. 1970-e / Ri

52. Kprokos kaHan y Hukonbckoro co-
60pa. 1970-e / Kriukov Canal near Saint
Nicholas Cathedral, 1970s

ABTOPCKUIA OTMEeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

213 x330; 302 x 397

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
Kkapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 240

53. Fony6u Ha KptokoBom KaHane. 1970-e /
Pigeons on Kriukov Canal, 1970s

ABTOPCKUIA OTNEeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

230 x 340; 297 x 397

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
Kkapa+oawom: © Boris Smelov

Cobpanue/ Collection: pARTnerproject gallery
Ne 229

54. AnonnoH c naykom. 1970-e / Apollo
with Spider, 1970s

ABTOPCKUIA OTMEYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

355 x 234; 399 x 301

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
Kkaparoawom: JlemHuli cad. AnonsioH 1978 2.

b. Cmesos

Cobparue/ Collection: pARTnerproject gallery:
Ne 465
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55. MocTuk B MaBnoBcke. 1970-e / Bridge
in Pavlovsk, 1970s

ABTOPCKUI OTMeuaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

243 x363; 303 x 397

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparodwom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne 109

56. TemHbii gom. 1970-e / Dark House,
1970s

ABTOPCKUI OTMeuaToK Ha bpomocepebpAHoON
6ymare / Vintage silver gelatin print

229 x 341; 297 x 398

Ha o6opome 8 ie6om 8epxHem yaiy asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 248

57. Kpbiwa psoposoro ¢nurens. 1970-e /
Roof of Courtyard Building, 1970s
ABTOPCKUIN OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

160 x 231; 399 x 299

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 194

58. MpocnekT MaknuHa. 1970-e / Maklin
Prospect, 1970s

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

220 x 221; 399 x 299

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 145

59. KupnuuHbin ¢pacag. 1970-e / Brick
Facade, 1970s

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

268 x 181;399 x 299

Ha obopome 8 1ie80M 8epxHeMm yai1y asmozpag
kaparoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 144

60. Orpapa JleTHero caga. 1970-e / Fence
of the Summer Garden, 1970s

ABTOPCKUI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

220 x 221,400 x 299

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 391

61.Metepro¢. DoHTaH. 1970-e / Peterhof.
Fountain, 1970s

ABTOPCKUI OTMEeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

228 x 343; 302 x 396

Ha obopome 8 iesom 8epxHem yery asmozpacgh
kaparoawom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne 264
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62. JletHuin peopey MNMetpa l. 1970-e /
Summer Palace of Peter the Great, 1970s
ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print
219x221;399 x 301

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kapaxdawiom: Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 178

63. 3acHeKeHHbIN cPuHKC. 1970-e /
Snow-Covered Sphinx, 1970s

ABTOPCKUI OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

221 x221; 398 x 300

Ha o6opome 8 1e80M 8epxHeMm yai1y asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 198

64. Hapexxpa BuktopoBHa*. CepeanHa
1970-x / Nadezhda Viktorovna,*
Mid-1970s

ABTOPCKUIN OTMNeYaToKk Ha bpoMocepebpaHoN
6Gymare / Vintage silver gelatin print

360 x 240; 399 x 298

Ha obopome & nesom eepxHem yeny asmoepag
kapaHoawom: © Boris Smelov “Hadexoa
BukmoposHa”

Cobpatue/ Collection: pARTnerproject gallery
Ne 389

65. babywka*. 1970-e / Grandmother,*
1970s

ABTOPCKUI OTMEeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

362 x 249; 405 x 303

Ha obopome 8 1e80M 8epxHeM yai1y asmozpag
kapaHdawom: © Boris Smelov “babywka”
IMy6nvkaumm / Publications:

Ypanos ., Baxxosa M. Metepbypr. HaeanHe

¢ coboin. (Metepbyprckuii cnutok). Cr6., 2003
Cobpatue / Collection: pARTnerproject gallery
Ne 060

66. OTel*. 1970-e / Father,* 1970s
ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

220 x 220; 398 x 299

Ha obopome 8 1e8om 8epxHeMm yai1y asmozpag
kaparoawom: © B. Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne 062

67. CrapbeBlyuK. 1970-e / Junk Dealer,
1970s

ABTOPCKUI OTMEUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

236 x 355; 303 x 397

Ha obopome 8 ie8om 8epxHeMm yai1y asmozpag
kaparoawom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne173

68. AnekcaHgpo-HeBckas naBpa*. 1970-e /
Al der Nevsky M tery,* 1970s
ABTOPCKUI OTMeUaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

222 x 324;303 x 395

Ha o6opome & 1e6om epxHem yesy asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
N2 404
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69. KopoTkas TeHb*. 1970-e / Short
Shadow,* 1970s

ABTOPCKUI OTMeuaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

285 x 292; 398 x 304

Ha obopome 8 iesom 8epxHem yary asmozpag
kaparoawom: bopuc Cmenog — “Kopomkas
meHb”—

Cobparue / Collection: pARTnerproject gallery
Ne 432

70. JleTHuin cap. AnonnoH. 1970-e /

The Summer Garden. Apollo, 1970s
ABTOPCKUIA OTNeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

246 x 356; 279 x 379

Ha o6opome 6 1esom eepxHem yeny asmoepagp
kapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
NeT719

71.Kpbiwa poma Agamnun. 1970-e /
Rooftop of the Adamini House, 1970s
ABTOPCKUIN OTNEYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

220 x 325; 305 x 400

Ha o6opome 6 1esom eepxHem yeny asmoepagp
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 222

72. KameHHbIIl MOCT HOYbl10. 1970-e /
Stone Bridge at Night, 1970s

ABTOPCKUIA OTNEYaToKk Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

175 x266;378 x 311

Ha obopome 6 1esom eepxHem yeny asmoepagp
Kkapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 265

73.Mukanos moct. 1970-e / Pikalov
Bridge, 1970s

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

230 x 341; 297 x 399

Ha obopome 6 nesom eepxHem yeny asmoepag
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 380

74. TatbaAHa HukonaeBHa Me6osa*. 1980 /
Tatyana Nikolaevna Glebova,* 1980
ABTOPCKUIN OTNEYaToK Ha bpoMocepebpaHoN
bymare / Vintage silver gelatin print

220 x 221; 395 x 300

Ha obopome 8 niegom 8epxHem yeny asmozpacg
kaparoawom: © Boris Smelov TambsHa Huko-
naesHa [ne6osa 1980 2.

Cobparue / Collection: pARTnerproject gallery
Ne 355

75. flepeBo*. 1980 / Tree,* 1980
ABTOPCKUIN OTNEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

242 x 242; 352 x 298

Ha obopome 6 ne6om eepxHem yesy asmozpagp
yepHunamu: © Boris Smeloff u asmopckas
noonuce namuHckumu bykeamu “Derevo”
1980, CT16

CobpaHue/ Collection: pARTnerproject gallery
Ne 036
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76. MyuHoii mocT*. 1980 / Muchnoi
Bridge,* 1980

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHOi
6ymare / Vintage silver gelatin print
225x221;399 x 300

Ha obopome 8 iesom 8epxHem yary asmozpacg
kapadawiom: Boris Smelov “My4+Hol mocm”
CI1.6 1980

Co6parue / Collection: pARTnerproject gallery
Ne 645

77.MeTtponaBnioBcKasa KpenocTtb*. 1980 /
Peter and Paul Fortress,* 1980

ABTOPCKMIA OTNEYaTok Ha BpomocepebpaHoi
6ymare / Vintage silver gelatin print

265 x 263; 404 x 302

Ha obopome 8 niegom sepxHem yeny asmozpac
KkapaHoawom: © Boris Smelov CaHkm-llemep-
bype

Cobparue / Collection: pARTnerproject gallery
Ne 156

78.Yeta OnopeHckmnx*. 1981/

The Florenskys,* 1981

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHON
6ymare / Vintage silver gelatin print

362 x 240; 405 x 303

Ha obopome 8 iesom 8epxHem yary asmozpacg
kapaHdauiom: © Boris Smelov «4ema ®no-
PEHCKUX»

Ny6nukauyum / Publications:

®nopeHcknit A. Mpo bopio Cmenosa // Lind-
poBuK. 2008. N2 9

Cobparue / Collection: pARTnerproject gallery
Neo61

79. Kanan lpn6oeposa*. 1981/
Griboedov Canal,* 1981

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHON
6ymare / Vintage silver gelatin print

265 x 264; 405 x 303

Ha obopome 8 iesom 8epxHem yary asmozpacgh
yepHunamu: © bopuc Cmenos 81 “KaHan
puboedosa”

Ny6nukauyum / Publications:

Boris Smeloy, Piter. Carnets de Rhinoceros,
2007

Cobparue / Collection: pARTnerproject gallery
Ne 052

80. HaTiopmopT ¢ pUrypHom Tbik-

ol II*. 1982 / Still Life with Decorative
Gourd - II,* 1982

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHoi
6ymare / Vintage silver gelatin print

398 x 300; 330 x 295

Ha obopome 6 ne6om 6epxHem yesy asmozpagp
KkapaHoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 390

81. Hukonbckuii cap*. 1982 / Nikolsky
Garden,* 1982

ABTOPCKMIA OTNEYaTOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

228 x 338; 299 x 397

Ha obopome 6 neeom 6epxHem yesy asmozpagp
kapa+dawom: Boris Smelov “Hukoneckuti cad”
Cr.b 1982

Cobparue / Collection: pARTnerproject gallery
Ne 527
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82. JlbBUHbBIN MOCTUK. 1982/ Lions
Bridge, 1982

ABTOPCKMI OTMeYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

229 x 348; 299 x 398

Ha o6opome 8 nesom 8epxHem yzs1y asmoepag
kapaHoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery:
Ne278

83. JIbBMHBINI MOCTUK C NpoxoXxunm. 1982 /
Lions Bridge with Passerby, 1982
ABTOPCKMIN OTNEYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

203 x 300; 298 x 400

Ha o6opome 8 nesom 8epxHem yas1y asmozpag
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 127

84. Ha6epexHasn KplokoBa kaHana. 1982 /
Kriukov Canal Embankment, 1982
ABTOPCKMIN OTMEYaToK Ha bpoMocepebpAHON
6ymare / Vintage silver gelatin print

245 x 362; 297 x 397

Ha o6opome 8 nesom gepxHem yasy asmozpag
kapa+oawom: © Boris Smelov

IMy6nvkauum / Publications:

Ypanos V., Baxosa M. [eTepbypr. TpeBOXKHbIN
ropoga. Cl16., 2003.

Cobpatue / Collection: pARTnerproject gallery
Ne 105

85. Ycton KpacHoreappaenckoro moc-

Ta (KptokoB KaHan). 1982 / Pier of
Krasnogvardeisky Bridge (Kriukov Canal),
1982

ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpaHON
6Gymare / Vintage silver gelatin print

241 x 360; 304 x 404

Ha obopome & nesom sepxHem yery asmoepag
Kapa+oawom: Boris Smelov; 8 npagom HUXHem
yeny: C.I1.6 1982

IMy6nvkauwm / Publications:

Bopwic Cvenos. ®otorpadua. pARTnerproject
gallery. M., 2007

Cobpatue / Collection: pARTnerproject gallery
Ne 563

86. Manbumk c caukom*. 1982 / Boy with
Butterfly Net,* 1982

ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

267 x 180; 400 x 298

Ha obopome 8 siegom 8epxHem yesy asmozpacgh
Kkapaxoawom: © ABmopckas nodnUCs pyccKu-
Mu 6yKkeamu

Cobparue/ Collection: pARTnerproject gallery
Ne 056

87. Hukonbckuin co6op*. 1983 / Saint
Nicholas Cathedral,* 1983

ABTOPCKMIN OTNEeYaToKk Ha bpomocepebpaHON
6ymare / Vintage silver gelatin print

241 x 369; 303 x 403

Ha o6opome & nesom eepxHem yery asmoepag
kapa+oawom: © Boris Smelov

IMy6nvkauwm / Publications:

[le Boabl. CaHkT-Metepbypr. C16., 2003.
Cobparue / Collection: pARTnerproject gallery
Ne 154
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88. JlbBuHbIi mocTuk Il. 1982/ Lions
Bridge - 1, 1982

ABTOPCKUIN OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

201 x 300; 297 x 398

Ha o6opome 8 1e6om 8epxHem yas1y asmozpag
kapaHdawom: Boris Smelov; 8 npasom HuxHem
yeny: C.l1b. 1982

Cobpatue / Collection: pARTnerproject gallery
Ne 551

89. HaTliopmopT ¢ ncnaHcKMMu Beepamu.
1983 / Still Life with Spanish Fans, 1983
ABTOPCKUIA OTMNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

231 x292; 298 x 398

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
Kapa+oawom: Boris Smelov; 8 npagom HuxHem
yeny: C.I1.6 1983

Cobparue/ Collection: pARTnerproject gallery
Ne6T3

90. HaTiopmopT ¢ purypHoi Toikoi I*,
1982/ still Life with Decorative Gourd - I*,
1982

ABTOPCKUIA OTNEeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

279 x 287; 398 x 300

Ha obopome 8 npasom HuxHem yaiy asmo-
2pagh kapaHoawom: Hamiopmopm c ¢ueypHol
meikeoll 1982 2. b. Cmesnos

Cobpatue/ Collection: pARTnerproject gallery
Ne 393

91. Cymepku*. 1983 / Twilight,* 1983
ABTOPCKUIA OTNEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

| 242 x363;305x 406

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
yepHunamu: © bopuc Cmesnos 83 “Cymepku”
Cobpatue / Collection: pARTnerproject gallery
Ne 498

92. JIbBUHbII MOCTUK. 1984 / Lions
Bridge, 1984

ABTOPCKUIA OTMEeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

220 x 305; 301 x 399

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
Kkaparoawom: “Jle8uHelli MOCMUK” 1984 2. Yep-
HUMaMU: asmopcKas NOONUCH IAMUHCKUMU
6bykeamu.

Cobparue/ Collection: pARTnerproject gallery
Ne 005

93. Bykcnpbi Ha HeBe. 1985 / Tugboats
on the Neva, 1985

ABTOPCKUIA OTMEeUYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

207 x 308; 298 x 395

Ha obopome 6 nesom eepxHem yesy asmozpagp
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 123

94. Kopabnu y HabepexxHoi1 JleliTeHaHTa
LWimupara. 1985 / Ships by the Lieutenant
Schmidt Embankment, 1985

ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHoi
6Gymare / Vintage silver gelatin print

212 x320; 298 x 394

Ha o6opome 8 iesom 8epxHem ya/1y asmozpag
KapaHoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 107
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95. KameHHbli1 mocT. 1985 / Stone Bridge,
1985

ABTOPCKUIA OTMeuaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

241 x 360; 303 x 403

Ha obopome 8 1e8om 8epxHeMm yaiy asmozpag
kapaHdawiom: Boris Smelov; 8 HuxHem npagom
yeny: Clb, 1985

Cobparue / Collection: pARTnerproject gallery
Ne 557

96. ConoBbeBcKuii can*. 1985 / Soloviev
Garden,* 1985

ABTOPCKUIN OTNeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

277 x 266; 403 x 304

Ha obopome 6 nesom eepxHem yeny asmoepag
uepHunamu: © Boris Smelov 85 2/15 “Conoge-
esckuli cad”

Cobparue / Collection: pARTnerproject gallery
Ne515

97.J1eB n cobaku. 1985 / Lion and Dogs,
1985

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

347 x 229; 399 x 298

Ha obopome 8 1e8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
NeT112

98. Moiika*. 1985 / Moika,* 1985
ABTOPCKUIA OTMEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

242 x 362; 305 x 406

Ha obopome 6 ne6om eepxHem yesy asmozpagp
yepHunamu: © bopuc Cmesnos 85 “Motika”
CobpaHue/ Collection: pARTnerproject gallery
Ne 513

99. Moat Oner OxankuH*. 1986 / The Poet
Oleg Okhapkin,* 1986

ABTOPCKUIA OTMEeUYaToK Ha BpoMocepebpaHon
6ymare / Vintage silver gelatin print

360 x 240; 404 x 304

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov 86 “Tlosm Onez
OxankuH”

Cobparue/ Collection: pARTnerproject gallery
N 480

100. Moiika c cepebpsHoii nyHon*. 1986 /
Moika with a Silver Moon,* 1986
ABTOPCKMIA OTMeyaTok Ha bpomocepebpaHom
6ymare / Vintage silver gelatin print

180 x 269; 399 x 299

Ha obopome 8 ie6om 8epxHeMm yai1y asmozpag
KkapaHdawiom: bopuc Cmenos

Cobparue / Collection: pARTnerproject gallery
Ne 242

101. KentaBpckuii mocrt I*. 1986 /
Centaur Bridge - I,* 1986

ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHol
6ymare / Vintage silver gelatin print

206 x 314; 281 x 380

Ha obopome 8 ie6om 8epxHeMm yai1y asmozpag
yepHunamu: © Boris Smeloff; asmopckas
NnooNUCe IAMUHCKUMU 6yK8amu U Haonucs:
“KeHmaspckuti mocm” [asnosck 1986 e.
IMy6nvkaumm / Publications:

Bopuc Cvenos. ®otorpadua. pARTner project
Gallery. M., 2007

CobpaHue / Collection: pARTnerproject gallery
Ne 079
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102. OgHoi nopoabi*. 1987 / The Same
Breed,* 1987

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

257 x 380; 305 x 406

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kapaHdawom: Boris Smelov CI1.56 "OdHoU
nopoos!” 1987

Cobpatue / Collection: pARTnerproject gallery
N2 583

103. HaTiopmoprT ¢ 3epkanom. 1987 /
Still Life with Mirrow, 1987

ABTOPCKUIA OTMeYaTok Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print
218x219;397 x 298

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
Kkaparoawom: bopuc Cmenos CaHkm-llemep-
6ype 1987

Cobpatue/ Collection: pARTnerproject gallery:
Ne 424

104. HaTiopMOpT € NbINbHbIMY GYTbiN-
Kamun. 1988/ Still Life with Dusty Bottles,
1988

ABTOPCKUIA OTNeYaToKk Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

271 x 338; 299 x 398

Ha obopome 8 iegom 8epxHem yeny asmozpacgh
kapa+oawom: © Boris Smelov

Cobpanue/ Collection: pARTnerproject gallery
Ne415

105. HaTiopmopT ¢ pbi6beii ronosoii. 1988
| Still Life with Fish Head, 1988

ABTOPCKUIA OTMEeYaToK Ha BpomocepebpaHoN
6ymare / Vintage silver gelatin print

297 x 297; 406 x 305

Ha obopome 8 niegom 8epxHem yeny asmozpacgh
Kkapa+oawom: © Boris Smelov

Cobpanue / Collection: pARTnerproject gallery
Ne317

106. HaTiopmopT c Beepom. 1988 / Still
Life with Fan, 1988

ABTOPCKUIA OTMNEeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

265 x 257; 399 x 300

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kapaxdawom: Boris Smelov; 8 npasom HuxHem
yeny: C.I1.6. 1987

Cobparue/ Collection: pARTnerproject gallery:
Ne612

107. HaTiopmopT ¢ 3acOXLUNM anenbcmn-
Hom. 1988/ Still Life with Dried Orange,
1988

ABTOPCKUIA OTMEYaToK Ha BpomocepebpsaHon
6ymare / Vintage silver gelatin print

355 x237;398 x 299

Ha obopome 6 ne6om eepxHem yesy asmozpagp
Kkaparodwom: © bopuc Cmesnos; 8 Nnpagom
HuxHem yery: bopuc Cmesnos

IMy6nvikaumm / Publications:

bopuc Cvenos. ®otorpadua. pARTner project
Gallery. M., 2007

CobpaHue/ Collection: pARTnerproject gallery
Ne318

108. MamaTtn B. Ha6okoBa*. 1988 /

In M 'y of Vladimir Nabokov,* 1988
ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpsaHon
6ymare / Vintage silver gelatin print

267 x 179; 398 x 298

Ha obopome 6 nesom eepxHem yesy asmozpagp
kapaxoawom: Boris Smelov; 8 npasom HuxHem
yeny: C.I1.6 1988

Cobpatue / Collection: pARTnerproject gallery
Ne 184
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109. NamaTn B. Ha6okosa* I1*. 1988 /

In Memory of Vladimir Nabokov - II*, 1988
ABTOPCKUI OTMeuaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

324 x 234; 399 x 300

Ha obopome 8 iesom 8epxHem yary asmozpag
cepebpaHeiM Mapkepom: © Boris Smelov 89 3/15
«[lamamu B. Habokosa»

Cobparue / Collection: pARTnerproject gallery
Ne477

110. KpiokoB kaHan*. 1989 / Kriukov
Canal,* 1989

ABTOPCKUIA OTNeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

241 x 363; 305 x 406

Ha obopome 8 iegom 8epxHem yeny asmozpacgh
yepHunamu: © bopuc Cmesnos 89 “Kpiokos
KaHan"

Cobparue / Collection: pARTnerproject gallery
NeO010

111. OctpoB Banaam. 1989 / Valaam
Island, 1989

ABTOPCKUI OTMeUaToK Ha bpomocepebpaHoON
6ymare / Vintage silver gelatin print

239 x 359; 302 x 403

Ha obopome 8 ie8om 8epxHeMm yary asmozpag
kapaHdawiom: © Boris Smelov «Ocmpos
Banaam» 89

Cobparue/ Collection: pARTnerproject gallery:
Ne 254

112. [leBywKa c Kowkoii. 1980-e /

Girl with a Cat, 1980s

ABTOPCKUIN OTNEYaToKk Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

268 x 181; 399 x 298

Ha obopome 8 iegom sepxHem yeny asmozpacgh
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 151

113. BoTHbIll gomuK. 1980-e / Boathouse,
1980s

ABTOPCKUIA OTNEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

257 x 260; 396 x 300

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov

CobpaHue / Collection: pARTnerproject gallery
Ne 266

114. Mo>1 Oner OxankuH c Apyrom.
1980-e / The Poet Oleg Okhapkin

with a Friend, 1980s

ABTOPCKMIA OTNeYaTok Ha bpomocepebpaHom
6ymare / Vintage silver gelatin print

320 x 223;400 x 304

Ha obopome 8 1esom 8epxHem yerty asmoepag
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne214

115. MNetep6ypKeHKa c cob6aukoir. 1980-e /
Petersburg Lady with a Dog, 1980s
ABTOPCKMIA OTNeYaTok Ha bpomocepebpaHom
6ymare / Vintage silver gelatin print

357 x 240; 398 x 298

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 165

cmp./p. 330

cmp./p.279

cmp./p. 333

cmp./p. 329

116. B ptomouHoii. 1980-e / At the Shot
Bar, 1980s

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHOi
6ymare / Vintage silver gelatin print

220 x 305; 300 x 400

Ha obopome 8 51ie8om 8epxHem yery Hadnuce
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 124

117. KoHiowHn*. 1980-e / The Stables,*
1980s

ABTOPCKMI1 OTMeYaTok Ha 6pomMocepebpAHO
6ymare / Vintage silver gelatin print

240 x 359; 302 x 403

Ha obopome 8 iesom 8epxHem yary asmozpacg
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 024

118. Kanan lpn6oepnosa. 1980-e /
Griboedov Canal, 1980s

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHO
6ymare / Vintage silver gelatin print

330 x217;394 x 302

Ha obopome 8 iesom 8epxHem yary asmozpach
yepHoU wapukosol pyykol: Cmenos bo-
puc—A Nave Va— 1986

Ny6nukauyum / Publications:

Bopuc Cvenos. GoTorpadwa. pARTner project
Gallery. M., 2007

Cobparue Kpucmocga Kepbepa / Collection of
Christof Kerber

119. ®oHapb Ha JIbBUHOM MOCTUKE.
1980-e / Streetlamp on Lions Bridge,
1980s

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHol
6ymare / Vintage silver gelatin print

358 x 255; 398 x 301

Ha obopome 8 niegom 8epxHem yeny asmozpac
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
NeT13

120. CBupaHune*. 1980-e / Rendezvous,*
1980s

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kapaHoawom: © Boris Smelov “CeudaHue”
CobpaHue/ Collection: pARTnerproject gallery
Ne 533

121. MAaTHUCTBIA por. 1980-e / Spotted
Dog, 1980s

ABTOPCKMIA OTNEYaTOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

320 x 215; 405 x 302

Ha obopome 6 neeom eepxHem yesy asmozpag
kapaHoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 398

122.1 i MOCTUK . 1980-e /
Lions Bridge in Winter, 1980s

ABTOPCKMIA OTNEYaTOK Ha GpomocepedpaHol
6ymare / Vintage silver gelatin print

360 x 243; 395 x 302

Ha obopome 6 nesom eepxHem yesy asmozpagp
kapaHoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 110

cmp./p.321

cmp./p. 320

cmp./p. 327

cmp./p. 322

cmp./p. 326

123. JIbBUHBI MOCTUK Ha KaHane
Ipn6oepnosa. 1980-e / Lions Bridge

on Griboedov Canal, 1980s

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpAHON
6Gymare / Vintage silver gelatin print
232x347;297 x 395

Ha obopome & nesom sepxHem yery asmoepag
kapa+oawom: bopuc Cmenos CarHkm-llemep-
6ype

Cobparue/ Collection: pARTnerproject gallery
Ne 269

124. iga nbBa. 1980-e / Two Lions, 1980s
ABTOPCKUIA OTMEeYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

257 x 257;399 x 299

Ha obopome & nesom sepxHem yery asmoepag
Kkapa+oawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 098

125. BeuepHee conHue*. 1980-e / Evening
Sun,* 1980s

ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpaHON
6Gymare / Vintage silver gelatin print

241 x 361; 303 x 403

Ha obopome 8 5iegom 8epxHem yesy asmozpacgh
Kkapa+oawom: © Boris Smelov “BeuepHee
conHue”

Cobparue/ Collection: pARTnerproject gallery
Ne 072

126. HaTiopmopT ¢ AByMA nogHOCaMu.
1980-e / Still Life with Two Serving Trays,
1980

ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpsaHoN
6ymare / Vintage silver gelatin print

295 x 287; 397 x 302

Ha obopome 8 siegom 8epxHem yesy asmozpacgh
kapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 422

127. ByTbIiKu Ha cTekne*. 1980-e /
Bottles on Glass,* 1980s

ABTOPCKUIA OTMEUYaTOK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

280 x 267; 403 x 303

Ha obopome 8 siegom 8epxHem yesy asmozpacgh
kapa+oawom: © Boris Smelov “bymebiniku

Ha cmekne”

Cobparue/ Collection: pARTnerproject gallery
Ne 065

128. HaTiopmMoOpT € ronoBoi WyKn*.
1980-e / Still Life with Pike’s Head,* 1980s
ABTOPCKMI OTNEUaTOK Ha bpoMocepebpPAHON
6ymare / Vintage silver gelatin print

261 x 264; 399 x 300

Ha obopome & iesom eepxHem yery asmoepagp
kapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
N2 408

129. HaTiopmopT Ha poHe nepeBepHyTO-
ro kodeiHuka. 1980-e / Still Life against
the Backdrop of an Upside-Down Coffee
Pot, 1980s

ABTOPCKMIA OTMeYaToK Ha bpomocepebpaHoi
6ymare / Vintage silver gelatin print

237 x358;301 x 396

Ha o6opome 8 nesom 8epxHem yasty asmoepag
Kkapa+oawom: Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne372

cmp./p. 325

cmp./p. 304

cmp./p. 335

cmp./p. 301

cmp./p. 289

cmp./p. 302

cmp./p. 311

130. HaTiopmopT ¢ nexatuei 6yTbinkoii.
1980-e / Still Life with Horizontal Bottle,
1980s

ABTOPCKUIA OTMNeYaToKk Ha bpoMocepebpAHoN
6ymare / Vintage silver gelatin print

310 x 295; 397 x 302

Ha obopome & nesom sepxHem yeny asmoepag
kapaHoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 386

131.TpudoHbl BaHKOBCcKOro mocra.
1980-e / Griffins on Bank Bridge, 1980s
ABTOPCKUIA OTMNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

254 x 381; 305 x 406

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
kapaHoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
NeT16

132. NMepeHocka nanbmbl. 1980-e /
Transporting Palms, 1980s

ABTOPCKUIA OTNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

311 x 208; 395 x 298

Ha obopome & nesom sepxHem yesy asmoepag
kapaHoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 125

133. YenoBek, CHUMalOWMii py6aluKy.
1980-e / Man Taking Off His Shirt, 1980s
ABTOPCKUIA OTNEeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

205 x 315; 299 x 400

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
Kkapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 243

134. 15-n kopnyc lNeTponasnosckon
Kpenoctu. 1980-e / Building 15, Peter
and Paul Fortress, 1980s

ABTOPCKMI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

240 x 359; 300 x 398

Ha o6opome 8 ie6om 8epxHem yas1y asmozpag
kapa+oawom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne219

135. JleTHuiA cag. ANONIOH B NOAN3TUNE-
He. 1980-e / The Summer Garden. Apollo
in Plastic, 1980s

ABTOPCKUIA OTMEYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

241 x 239; 401 x 299

Ha obopome 6 nesom eepxHem yesy asmozpagp
kapa+oawom: bopuc Cmenos

Cobpanue/ Collection: pARTnerproject gallery
NeT18

136. ®oHTaHKa. TymaH. 1980-e /
Fontanka. Fog, 1980s

ABTOPCKUIA OTMEeYaToK Ha bpoMocepebpsaHoN
6ymare / Vintage silver gelatin print
210x310; 297 x 394

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
kapa+oawom: © Boris Smelov

Cobpanue / Collection: pARTnerproject gallery:
Ne 106

cmp./p. 290

cmp./p. 319

cmp./p. 318

-

cmp./p. 286

cmp./p. 315

cmp./p.336

137. Houb Ha 19-it nuHnn*. 1980-e /
Night on the Nineteenth Line,* 1980s
ABTOPCKUIA OTMeuaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

265 x 263; 404 x 301

Ha obopome 8 1e8om 8epxHeMm yaiy asmozpag
kapaHdawiom: © Boris Smelov "Houb Ha 19
JUHUU"

Cobparue / Collection: pARTnerproject gallery
Ne 007

138. Tpy6bi 1 okHa. 1980-e / Chimneys
and Windows, 1980s

ABTOPCKUIN OTNeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

220 x 221;400 x 298

Ha obopome 8 iegom sepxHem yeny asmozpacgh
Kkapa+oawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 274

139. Tpy6bi. 1980-e / Chimneys, 1980
ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

220 x 220; 400 x 299

Ha o6opome 8 ie8om 8epxHeMm yai1y asmozpag
kaparoawom: © Boris Smelov

Cobpatue/ Collection: pARTnerproject gallery
Ne172

140. Tpy6ni Il. 1980-e / Chimneys - I,
1980s

ABTOPCKUI OTMEeUaToK Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print
220x221;399 x 299

Ha obopome 8 iesom 8epxHem yery asmozpacgh
kapaHdawiom: Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne261

141. CHer Ha Kpblwax. 1980-e / Snow

on Rooftops, 1980s

ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHoi
6ymare / Vintage silver gelatin print

220 x 221;398 x 300

Ha obopome 8 1e6om 8epxHeMm yai1y asmozpag
Kkaparoawom: © Boris Smelov

IMy6nvikaumm / Pulications:

Boris Smelov. Piter. Carnets de Rhinoceros.
2007.

CobpaHue/ Collection: pARTnerproject gallery
Ne 200

142. [leBywKa c peneiiHukom. 1980-e /
Girl with Burdocks, 1980s

ABTOPCKUIA OTMEeYaToK Ha BpoMocepebpsaHon
6ymare / Vintage silver gelatin print

268 x 181; 347 x 248

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov

CobpaHue / Collection: pARTnerproject gallery
Ne 366

143. Yenosek B nogsopoTHe. 1980-e /
Man in an Archway, 1980s

ABTOPCKUIA OTMEeYaToK Ha BpoMocepebpsaHon
6ymare / Vintage silver gelatin print

361 x 258; 395 x 298

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kapa+oawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 253

440-441
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144. JlectHuua co nbBom. 1980-e /
Staircase with a Lion, 1980s

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

359 x 239; 398 x 299

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 578

145. OKHo c TpaBneHnem*. 1980-e /
Window with Etching,* 1980s

ABTOPCKUI OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

268 x 181; 399 x 300

Ha o6opome 8 1e80M 8epxHeMm yai1y asmozpag
kapaHdawom: © bopuc Cmenos CaHkm-
Temepbype

My6nykauum / Publications:

Cogetckoe doTo. 1988. N2 10

Cobparue / Collection: pARTnerproject gallery
N2 392

146. AKapeMnA Xy 0XKecTB — ycbinasib-
Huua TanaHToB*, 1980-e / The Academy
of Arts: Burial Vault of Talent,* 1980s
ABTOPCKUI OTMEeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha o6opome 8 1e8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov “Akademus
Xydoxecme. YcelnaneHuya manaHmog”
My6nykaumnm / Publications:

Cogetckoe doTo, N° 10, 1988

Cobpatue / Collection: pARTnerproject gallery
Ne 054

147. HaTiopmopT c Beepom*. 1990 / Still
Life with Fan,* 1990

ABTOPCKUIA OTMEeYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

290 x 346; 303 x 398

Ha obopome 8 niegom 8epxHem yeny asmozpacgh
Kkaparoawom: Boris Smelov; 8 npagom HuxHem
yeny: Cl.6 1990

Cobpatue/ Collection: pARTnerproject gallery
Ne615

148. HaTiopMopT c 3epKanom v xenes-
HbIM KodeltHnkom. 1990 / Still Life with
Mirror and Iron Coffee Pot, 1990
ABTOPCKUIA OTMEeYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

270 x 270; 399 x 298

Ha obopome 8 niegom 8epxHem yesy asmozpacgh
Kkaparoawom: Boris Smelov CaHm-llemepbype
1990

Cobpaue/ Collection: pARTnerproject gallery
Ne 605

149. HaTiopmopT ¢ Kniounkom. 1990 /
Still Life with Key, 1990

ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHoi
6ymare / Vintage silver gelatin print

273 x 275; 397 x 300

Ha obopome 8 ie6om 8epxHeMm yai1y asmozpag
kaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne373

150. HaTiopmopT c rpaHaTom. 1990 / Still
Life with Pomegranate, 1990

ABTOPCKMIA OTMevYaTok Ha bpomocepebpaHo
6ymare / Vintage silver gelatin print

274 x 275; 400 x 300

Ha obopome 8 1e6om 8epxHeM yai1y asmozpag
kapaHoawom: © Boris Smelov; 8 npagom
HuxHem yeny: C.I1.6. 1990

cmp./p. 346

cmp./p. 345

cmp./ p. 344

cmp./p. 347

cmp./p. 349

cmp./p. 351

cmp./p. 348

Cobparue / Collection: pARTnerproject gallery
Ne 597

151. Tpy6ounuk ®epopos*. 1990 /

The Pipemaker Fyodorov,* 1990
ABTOPCKUIA OTNeYaTok Ha bpomocepebpaHoN
6Gymare / Vintage silver gelatin print

361 x 240; 402 x 302

Ha obopome 8 iegom sepxHem yeny asmozpacg
kaparoawom: © Boris Smelov “Tpy6o4yHuUK
Dédopos”

Cobparue / Collection: pARTnerproject gallery
Ne 202

152. Mukanos moct. KopmneHue nTuy.
1990 / Pikalov Bridge. Feeding the Birds,
1990

ABTOPCKMIA OTNEYaToK Ha bpoMocepebpaHON
6ymare / Vintage silver gelatin print

220 x 220; 396 x 298

Ha obopome 6 1esom eepxHem yeny asmoepag
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 397

153. CeHHoll mocT 3umoii. 1990 / Sennoi
Bridge in Winter, 1990

ABTOPCKUIN OTMNEYaToK Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

340 x 231; 398 x 302

Ha obopome 8 iegom 8epxHem yeny asmozpacgh
Kkaparoawom: Boris Smelov; 8 npagom HuxHem
yeny: C.M.b 1990

Cobparue / Collection: pARTnerproject gallery
Ne 653

154. HaTiopmopr c anuom. 1991 / Still Life
with Egg, 1991

ABTOPCKMIN OTNeYaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

220 x 220; 398 x 297

Ha obopome 6 1esom eepxHem yesy asmoepag
KkapaHdawiom: Boris Smelov; 8 npasom HuxHem
yeny: C.I1b6. 1991

Cobparue / Collection: pARTnerproject gallery
Ne 598

155. HaTiopmopT B Kpyrnom 3epkane.
1991/ Still Life in a Round Mirror, 1991
ABTOPCKMIA OTNEYATOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

258 x 260; 398 x 299

Ha obopome 6 neeom eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov 1991

CobpaHue / Collection: pARTnerproject gallery
Ne 606

156. HaTiopmopT ¢ AByMA pakoBUHaMW.
1991 / Still Life with Two Shells, 1991
ABTOPCKWIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

360 x 292; 399 x 300

Ha obopome 6 nesom eepxHem yesy asmozpagp
kaparoawom: 1991 bopuc Cmenos kam; 8
npasom HuxHem yeny: bopuc Cmenos CaHkm-
emepbype

IMy6nukaumm / Publications:

bopuc Cvenos. GoTorpadua. pARTner project
Gallery. M., 2007

Cobparue / Collection: pARTnerproject gallery
N 589

157. HaTiopmopT ¢ nepeBepHyTbIM
KoderiiHukom. 1991 / Still Life with
Overturned Coffee Pot, 1991

ABTOPCKMIA OTNEYATOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

366 x 291; 399 x 300

cmp./p. 352

cmp./p. 357

cmp./p. 355

cmp./p. 356

cmp./p. 362

Ha obopome 8 niegom sepxHem yeny asmozpac
Kaparoawom: Boris Smelov; 8 npagom HuxHem
yeny: C.M16 1991

Cobparue / Collection: pARTnerproject gallery
Ne 588

158. HaTiopmopT ¢ npunerteBLiei myxoii*.
1991/ Still Life with a Fly That Flew In,*
1991

ABTOPCKMIA OTNEYaToK Ha GpomocepebpaHoi
6ymare / Vintage silver gelatin print

256 x 259; 381 x 282

Ha obopome 8 niegom sepxHem yeny asmozpac
KkapaHoawom: © Boris Smelov

"Hamiopmopm ¢ npunemeguweti myxol” 912
A8mopckas noodnuce 1AMUHCKUMU 6yK8amu
Cobparue / Collection: pARTnerproject gallery
Ne 086

159. 3Hak*. 1991 / Sign,* 1991

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHON
6ymare / Vintage silver gelatin print

204 x301;279x 376

Ha obopome 8 iesom 8epxHem yary asmozpach
yepHunamu: © Boris Smelov “3Hak” 1991, asmo-
DCKas NooNUCb IAMUHCKUMU 6YK8aMU
Cobparue/ Collection: pARTnerproject gallery
Ne5TT

160. JIbBUHbIN MmocTuK. HaBogHeHwme.
1991 / Lions Bridge. Flood, 1991
ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHol
6ymare / Vintage silver gelatin print

223 x329;301 x 393

Ha o6opome 6 1esom eepxHem yesy asmoepag
KkapaHoawom: Boris Smelov; 8 npagom HuxHem
yeny: C.I6 1991

Cobparue / Collection: pARTnerproject gallery
Ne 564

161.JlyHa B HOub HaBOAHEeHNA*. 1991 /
Moon on the Night of a Flood,* 1991
ABTOPCKMI1 OTNEYaTok Ha BpomocepedpaHow
6ymare / Vintage silver gelatin print

363 x 240; 405 x 303

Ha o6opome 6 1esom 8epxHem yesy asmozpag
kapa+dauiom: © Boris Smelov “JlyHa 6 Houb
HasooHeHuA"

CobpaHue / Collection: pARTnerproject gallery
Ne 019

162. BcagHuubi*. 1991 / Horsewomen,*
1991

ABTOPCKMIA OTNEYaTOK Ha GpomocepebpaHow
6ymare / Vintage silver gelatin print

254 x 255; 367 x 281

Ha obopome 6 nesom eepxHem yesy asmozpagp
uepHunamu: Boris Smeloff “BcadHuuwi” 1991
Asmopckas NodNUCk IAMUHCKUMU Gykeamu
Cobparue / Collection: pARTnerproject gallery
Ne 068

163. lWWonom LBapuy n Puxapg Bacmu.
1991/ Sholom Shvarts and Rikhard Vasmi,
1991

ABTOPCKMIA OTNEYaToOK Ha GpomocepebpaHol
6ymare / Vintage silver gelatin print

316 x 222; 399 x 298

Ha obopome 6 ne6om 6epxHem yesy asmozpag
kapaHoawom: © Boris Smelov

CobpaHue / Collection: pARTnerproject gallery
Ne 255

cmp./p. 360

cmp./p. 361
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cmp./p. 375

cmp./p. 364
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164. OrpaHNYeHHasA OTBETCTBEHHOCTb*.
1992/ Limited Liability,* 1992

ABTOPCKMIN OTMEYaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

360 x 242; 394 x 300

Ha o6opome 8 nesom 8epxHem yzs1y asmoepag
kapaHoawom: © bopuc Cmesnos 93 Poccus,
CaHkm-Tlemep6ype, 199178, 18 nuHus, 0 23,
k8.13 men. 213-54-00 */]" “OcpaHuyeHHas
omeemcmeeHHocmo”

Cobpatue / Collection: pARTnerproject gallery
Ne 520

165. KnuHnka HeBpo3oB*. 1992 /
Neurosis Clinic,* 1992

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

261 x 262; 398 x 300

Ha obopome & nesom sepxHem yery asmoepag
uepHUnamu: bopuc Cmenos; KapaHoauIom:
1992 ¢ “KnuHuka Hegpo3og” © Aemopckas
noonuck IamuHcKuMu bykeamu 4/15
Cobpatue / Collection: pARTnerproject gallery
Ne 530

166. byTbinka kepupa*. 1993 / A Bottle of
Kefir,* 1993

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpaHON
6Gymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 8 siegom 8epxHem yesy asmozpacgh
cepebpAaHeiM Mapkepom: © Boris Smelov 93 3/15
“‘bymeoinka kepupa”

Cobparue/ Collection: pARTnerproject gallery
Ne 044

167. [letn Ha nbpy*. 1993 / Children on
the Ice,* 1993

ABTOPCKMI OTNEUaToK Ha BpoMocepebpPAHON
6ymare / Vintage silver gelatin print
255x319; 304 x 404

Ha obopome 8 riegom 8epxHem yesty asmozpacgh
Kkapaxoawom: b.Cmenos 1993 2. [lemu Ha 160y
© ABMOopcKas NooNuCe AAMUHCKUMU byKkeamu
4/15

IMy6nvikauwm / Publications:

Bbopuc Cmenos. ®otorpadua. pARTnerproject
Gallery. M., 2007

Cobparue/ Collection: pARTnerproject gallery
Ne 006

168. ABTOonopTpert ¢ pakosuHo Il. 1993 /
Self-Portrait with Shell - I, 1993
ABTOPCKUIA OTMEUYaTOK Ha BpoMocepebpsaHON
6ymare / Vintage silver gelatin print

259 x 260; 400 x 299

Ha obopome 6 nesom eepxHem yesy asmozpagp
kapaxoawom: Boris Smelov; 8 npasom HuxHem
yeny: C.I1b, 1993

Cobparue / Collection: pARTnerproject gallery
Ne625

169. ABTONMOPTpPET C pakoBUHOI. 1993 /
Self-Portrait with Shell, 1993

ABTOPCKMIA OTMeYaToK Ha bpomocepebpaHoi
6Gymare / Vintage silver gelatin print
220x221;399 x 298

Ha o6opome 8 nesom 8epxHem yasty asmoepag
kapaxdawom: Boris Smelov; 8 npasom HuxHem
yeny: C.l1b6. 1993

Cobparue/ Collection: pARTnerproject gallery
Ne 362
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170. ABTONOPTpET C curaperoi. 1993 /
Self-Portrait with Cigarette, 1993
ABTOPCKUIN OTMeUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

267 x 270; 399 x 298

Ha o6opome 8 Npasom HUxXHem yaiiy agmo-
2pag kaparoawom: bopuc Cmeno CaHkm-
Memepbype 1993

Cobpatue / Collection: pARTnerproject gallery
Ne 632

171. HaTiopmopT c ogyBaHUYMKamn*.
1993/ Still Life with Dandelions,* 1993
ABTOPCKUIA OTMNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

316 x 207; 400 x 301

Ha obopome & nesom sepxHem yeny asmoepag
kapa+oawom: bopuc Cmenos CarHkm [lemep-
6ype 1993 “Hamiopmopm ¢ odysaH4ukamu”
Cobparue/ Collection: pARTnerproject gallery
Ne 595

172. Huskne Tyun*. 1993 / Low Storm
Clouds,* 1993

ABTOPCKMI OTMEUaTOK Ha bpomMocepebpPAHON
6ymare / Vintage silver gelatin print

219 x 326; 300 x 400

Ha o6opome 8 iesom 8epxHem yas1y asmozpag
kapa+oawom: © Boris Smelov

Cobpatrue/ Collection: pARTnerproject gallery
Ne177

173. Benbin kot*. 1993 / White Tomcat,*
1993

ABTOPCKUI OTMEUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome & 1esom epxHem yesy asmozpag
kapaHdawom: © Boris Smelov “beneit kom” 93
Cobparue/ Collection: pARTnerproject gallery
Ne 438

174. Mapne3oHcKui 6anet*. 1993 /

The Ballet of La Merlaison,* 1993
ABTOPCKMI OTNEUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

241 x 361; 303 x 404

Ha o6opome & nesom eepxHem yery asmoepag
kapaHdawom: © Boris Smelov “Mapne3oHckul
6anem”

Cobparue/ Collection: pARTnerproject gallery
Ne 506

175. Manbuukn c nunnamn*. 1993 /

Boys with Lilies,* 1993

ABTOPCKUIA OTMEeUYaToKk Ha bpoMocepebpsaHoN
6ymare / Vintage silver gelatin print

233 x 345; 298 x 399

Ha obopome 6 nesom eepxHem yesy asmozpagp
Kkapaxdawom: © ABmopckas noonuCs 1AMuH-
cKumu bykeamu 1993

Cobparue/ Collection: pARTnerproject gallery
Ne 491

176. Hactoatenb AHApeeBcKoro co6opa
o. Anekcanpap*. 1993 / Father Alexander,
Senior Priest of Saint Andrew’s Cathedral,*
1993

ABTOPCKMIA OTMeuYaTok Ha bpomocepebpaHoi
6ymare / Vintage silver gelatin print

240 x 360; 303 x 404

Ha o6opome 8 ie6om 8epxHeMm ya/1y asmozpag
KapaHoawom: © Boris Smelov “Hacmosamerib
AHOpeescko2o cobopa o. AnekcaHop 93
Cobpatue/ Collection: pARTnerproject gallery
Ne 524

cmp./p. 386

cmp./p. 382

cmp./p. 383

cmp./p. 376

cmp./p. 379

cmp./p.377

177. Mepnysa loproHa*. 1994 / The Gorgon
Medusa,* 1994

ABTOPCKUIA OTMeUaToK Ha bpomocepebpAHoON
6ymare / Vintage silver gelatin print

241 x 360; 303 x 403

Ha o6opome 8 ie6om 8epxHem yesy cepeb-
DAHLIM Mapkepom: © Boris Smelov 94 4/15
‘Medy3a [opzoHa”

My6nukauum / Publications:

Bopuc Cmvenos. ®oTorpadua. pARTner project
Gallery. M., 2007

Cobparue/ Collection: pARTnerproject gallery
Ne 102

178. 3aaunih octpoB*. 1994 / Hare
Island,* 1994

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 8 7iegom 8epxHeM yerty asmozpac
KkapaHoauiom: © Boris Smelov 3asquti ocmpos” 94
Cobpatue / Collection: pARTnerproject gallery
Ne 344

179. HoBaa lonnangua*. 1994 / New
Holland,* 1994

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

241 x361;303 x 403

Ha obopome 8 1ie80M 8epxHeMm yai1y asmozpag
kapaHdawiom: © Boris Smelov 94 7/15 "Hosas
lonnaHous”

Cobparue/ Collection: pARTnerproject gallery
Ne 400

180. NMpayeyHbiii MocT*. 1994 /
Washerwoman Bridge,* 1994

ABTOPCKUIA OTMEeUYaToKk Ha bpoMocepebpaHon
6ymare / Vintage silver gelatin print

265 x 267; 404 x 303

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov “Tpayeytbiti
mocm” 94

Cobpatue / Collection: pARTnerproject gallery
Ne 430

181. CmotputenbHuua*. 1994 / Gallery
Attendant,* 1994

ABTOPCKMIN OTNeYaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

241 x 360; 303 x 404

Ha o6opome 8 ie6om 8epxHeM yai1y asmozpag
kaparoawom: © Boris Smelov “CmMompumers-
Huya" 1994

Cobpanue/ Collection: pARTnerproject gallery
Ne 175

182. dkBunun6puct*. 1994 / Equilibrist, *
1994

ABTOPCKUIA OTMEeYaToK Ha bpoMocepebpsaHon
6ymare / Vintage silver gelatin print

245 x 360; 304 x 403

Ha obopome 6 ie6om sepxHem yery asmozpach
KkapaHoawom: © Boris Smelov 94 “Skgunubpucm”
CobpaHue / Collection: pARTnerproject gallery
Ne 186

183. Bnio6neHHbie*. 1994 / Lovers,* 1994
ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHo
6ymare / Vintage silver gelatin print

241 x357; 299 x 399

Ha obopome 8 ie8om 8epxHeMm yai1y asmozpag
kapaHoawom: © Boris Smelov 94 “BritobrieHHble”
2/15

CobpaHue / Collection: pARTnerproject gallery
Ne 485
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184. AnekceeBcKkuii cag. 1994 /
Alekseevsky Garden, 1994

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 358; 298 x 397

Ha o6opome 8 1e6om 8epxHeMm yaiy asmozpag
Kkaparoawom: © ABmopckas Noonucs 1amMuH-
cKumu bykeamu ¢hesp 94e.

Cobpatue / Collection: pARTnerproject gallery
Ne 526

185. NaBnoBck. Basa. 1994 / Pavlovsk.
Vase, 1994

ABTOPCKUIA OTNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 6 nesom eepxHem yeny asmoepag
kapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 136

186. Jloaka. 1994 / Boat, 1994

ABTOPCKUIN OTMEUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

159 x 242; 398 x 298

Ha obopome 8 1e80M 8epxHeM yai1y asmozpag
kapaHoawiom: Boris Smelov C.[1.6. 1995
Cobpatue/ Collection: pARTnerproject gallery
N2 566

187. Mpowaxue*. 1994 / Farewell,* 1994
ABTOPCKUIA OTMEeYaToKk Ha bpoMocepebpaHon
6ymare / Vintage silver gelatin print

159 x 242; 399 x 298

Ha obopome 6 ne6om eepxHem yesy asmozpagp
Kkaparoawom: © Boris Smelov; 8 HuxHem
npasom yeny: “lpowarue” 1994 2

Cobparue / Collection: pARTnerproject gallery
Ne 374

188. Xpam Ha Cbe3p0BcKoi nnHUM Ba-
cunbeBcKoro octpoBa. 1994 / Temple on
the Congress Line, Vasilievsky Island, 1994
ABTOPCKUIN OTMEYaToK Ha BpoMocepebpsaHon
6ymare / Vintage silver gelatin print

240 x 360; 304 x 403

Ha obopome 6 ne6om eepxHem yery asmozpagp
kaparoawom: bopuc Cmenos CaHkm-llemep-
6ype 1994

Cobparue/ Collection: pARTnerproject gallery
Ne 541

189. HaTiopMopT ¢ AnaroHanbHbIM CBE-
Tom. 1994 / Still Life with Diagonal Light,
1994

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpsaHon
6ymare / Vintage silver gelatin print

220 x 220; 397 x 300

Ha obopome 6 nesom eepxHem yesy asmozpagp
kaparoawom: © bopuc Cmenos CaHkm
Temepbype 1994

Cobpanue/ Collection: pARTnerproject gallery
Ne61T

190. Cymepku*. 1994 / Twilight,* 1994
ABTOPCKUIA OTMEeYaTok Ha bpoMocepebpsaHom
6ymare / Vintage silver gelatin print

264 x 265; 394 x 300

Ha obopome 6 nesom eepxHem yesy asmozpagp
yepHunamu: © bopuc Cmenos 94

Poccus, CaHkm-lTemepbype, 199178, B.O. 18 nu-
Hu#A, 023, k8.13, men. 213-54-00 “B” “Cymepku”
CobpaHue Kpucmogpa Kepbepa / Collection of
Christof Kerber

cmp./p. 395

cmp./p. 394

cmp./p. 385

cmp./p. 398

cmp./p. 397
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191. Qoire spmuTaxkHoro Tearpa. 1995 /
Foyer of the Hermitage Theater, 1995
ABTOPCKUI OTMeuaTok Ha bpomocepebpAHoON
6ymare / Vintage silver gelatin print

365 x 244; 397 x 298

Ha obopome 8 iesom 8epxHem yary asmozpag
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 147

192. TeaTpanbHas ranepes. 1995 /

The Theater Gallery, 1995

ABTOPCKUI OTMeUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

365 x 243; 397 x 298

Ha obopome 8 ie8om 8epxHeMm yary asmozpag
kaparoawom: bopuc Cmenos CaHkm-llemep-
6ype 1995

IMy6nukaumm / Publications:

[se Bogpbl. CaHkT-TeTepbypr. Cnesa, CM16., 2003
Cobparue/ Collection: pARTnerproject gallery
N 543

193. PocTpanbHas KosioHHa. 1995 /
Rostral Column, 1995

ABTOPCKUIA OTNEeYaTok Ha bpomocepebpaHoN
6Gymare / Vintage silver gelatin print

361 x 241;398 x 298

Ha obopome 6 1esom eepxHem yesy asmoepag
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 142

194. TeHb oT PocTpanbHOI KOMIOHHbI.
1995 / Shadow from a Rostral Column,
1995

ABTOPCKUI OTMeuUaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

246 x 246; 359 x 291

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 250

195. BockpecHbie o6naka*. 1995 /
Sunday Clouds,* 1995

ABTOPCKUIN OTMeUaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

241 x 360; 304 x 404

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kapaHdawiom: © Boris Smelov 95 “BockpecHbie
obnaka”

CobpaHue / Collection: pARTnerproject gallery
Ne 444

196. ABTONOPTpPET CO NbBOM. 1995 /
Self-Portrait with Lion, 1995

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

240 x 360; 303 x 403

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: bopuc Cmenos, CaHkm-llemep-
6ype, 1995

Cobparue/ Collection: pARTnerproject gallery
N2 629

197. NoprpeT xyaoxHuKa LLlonoma
LiBapua*. 1995 / A Portrait of the Artist
Sholom Shvarts,* 1995

ABTOPCKWIA OTNEYaTOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print
315x211; 367 x 260

Ha obopome 6 nesom eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov

CobpaHue / Collection: pARTnerproject gallery
Ne616

cmp./p. 409

cmp./p. 405

cmp./p.413

cmp./ p. 406
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198. Huwrtaarckuii mup. Mup un U3o6um-
nue. 1995 (?) / The Peace of Nystad. Peace
and Plenty, 1995 (?)

ABTOPCKMIA OTNeYaTok Ha bpomocepebpsaHoi
6ymare / Vintage silver gelatin print

230 x 340; 299 x 395

Ha o6opome 6 1esom eepxHem yesy asmoepag
Kkaparoawom: © Boris Smelov

Co6parue / Collection: pARTnerproject gallery
Ne215

199. NoaHHOBCKMI MocT. 1995 /
loannovsky Bridge, 1995

ABTOPCKMIA OTNEYaToK Ha BpomocepedbpaHoi
6ymare / Vintage silver gelatin print

237 x 358; 304 x 440

Ha o6opome 6 1esom eepxHem yesy asmoepag
KkapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne275

200. Meteprod. TputoH. 1995 / Peterhof.
Triton, 1995

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

360 x 240; 400 x 298

Ha o6opome 6 1esom eepxHem yery asmoepag
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 170

201. bonbuwoii Kackapg Il. 1995 / Grand
Cascade - Il, 1995

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHoi
6ymare / Vintage silver gelatin print

270x 270; 399 x 299

Ha obopome 6 1e6om eepxHem yesy asmozpagp
kapaHoawom: bopuc Cmenos CaHkm-llemep-
6ype

Cobparue / Collection: pARTnerproject gallery
Ne 233

202. Bup Ha NukanoB mocTt. 1995 / A View
of Pikalov Bridge, 1995

ABTOPCKMIN OTNeYaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

268 x 181;399 x 299

Ha o6opome 8 1e80m 8epxHem yeny: asmozpagp
KkapaHdawiom: Boris Smelov; 8 HuxHem npagom
C.[l1b. 1995

CobpaHue/ Collection: pARTnerproject gallery
Ne 561

203. Mukanos mocT B rposy. 1995 /
Pikalov Bridge in a Storm, 1995
ABTOPCKMIA OTNEYaTOK Ha GpomocepedpaHol
6ymare / Vintage silver gelatin print

240 x 358; 304 x 404

Ha obopome 6 neeom eepxHem yesy asmozpagp
kapaHoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 100

204. JIbBUHbI MOCTUK B rpo3y. 1995 (?) /
Lions Bridge in a Storm, 1995 (?)
ABTOPCKMIA OTNEYaToOK Ha GpomocepebpaHoi
6ymare / Vintage silver gelatin print

242 x 360; 298 x 398

Ha obopome 6 1e6om 6epxHem yesy asmozpagp
kapaHoawom: © bopuc Cmenos CaHkm-
lemepbype

Cobparue / Collection: pARTnerproject gallery
Ne121
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205. TeHu Ha JIbBMHOM MocTuKe. 1995 /
Shadows on Lions Bridge, 1995

ABTOPCKMIN OTMEYaToK Ha bpomMocepebpPAHON
6ymare / Vintage silver gelatin print

362 x 239; 405 x 303

Ha o6opome 8 nesom 8epxHem yes1y asmozpag
kapaxoawom: Boris Smelov; 8 npasom HuxHem
yeny: C.I1.b 1995

Cobparue / Collection: pARTnerproject gallery
Ne 562

206. MosT n nepeoaunk Bukrtop Kpu-
BynuH*. 1995 / The Poet and Translator
Viktor Krivulin,* 1995

ABTOPCKMI OTNEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

239 x 360; 303 x 403

Ha o6opome 8 nesom 8epxHem yesy asmozpag
kapaHoawom: © Boris Smelov 95 “[loam

U nepegodyuk Bukmop KpusynuH”

Cobpatue / Collection: pARTnerproject gallery
Ne 529

207. bespomHan co6auka*. 1995 / Stray
Dog,* 1995

ABTOPCKUIA OTMEYaToK Ha BpoMocepebpsaHoN
6Gymare / Vintage silver gelatin print

239 x 359; 298 x 399

Ha obopome & niesom sepxHem yery asmoepag
Kkapa+oawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 163

208. Jlunua. 1995 / Lily, 1995

ABTOPCKMI OTNEYaTOK Ha bpoMocepebpPAHON
6ymare / Vintage silver gelatin print

240 x 356; 299 x 399

Ha obopome 8 iegom 8epxHem yesty asmozpacgh
KapaHoawom: © ABmopckas NooNuCe Ha pyc-
CKOM s3blke Mapm 95 e.

Cobpatue / Collection: pARTnerproject gallery
Ne 497

209. lama c panmaTtuHuem. 1995/

The Lady with the Dalmatian, 1995
ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpsaHoN
6ymare / Vintage silver gelatin print

268 x 270; 398 x 298

Ha obopome 6 nesom eepxHem yesy asmozpagp
Kkapaxoawom: © ABmopckas noonuCs 1AMuH-
ckumu bykeamu “1 anp. 952"

Cobparue / Collection: pARTnerproject gallery
Ne441

210. TeaTpanbHas ranepes. 1995 /

The Theater Gallery, 1995

ABTOPCKMIA OTMeYaToK Ha bpomocepebpaHoi
6ymare / Vintage silver gelatin print

365 x 243; 397 x 298

Ha o6opome & niesom epxHem yeny asmoepagd
kapaxdawiom: Boris Smelov; 8 HuxHeM npagom
yeny: CI1b. 1995

Cobparue/ Collection: pARTnerproject gallery
Ne 544

211. 3acHexeHHbIn aBop. 1995 / Snow-
Covered Courtyard, 1995

ABTOPCKUIA OTMEYaTOK Ha BpoMocepebpsaHoN
6ymare / Vintage silver gelatin print

269 x 271; 399 x 298

Ha obopome & ie6om epxHem yesy asmozpagp
Kkapaxdawom: © ABmopckas noonuCs TAMuH-
ckumu byksamu 30 mapma 95 2.

Cobparue / Collection: pARTnerproject gallery
Ne 133
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212. ChuHKcbl 3umoii. 1995 / Sphinxes

in Winter, 1995

ABTOPCKUI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

355 x 240; 400 x 298

Ha o6opome 8 1e6oM 8epxHeMm yas1y asmozpag
Kkaparoawom: © ABmopckas NoonuCs 1aMUH-
cKumu bykeamu 95 2.

Cobpatue / Collection: pARTnerproject gallery
Ne 516

213. ChuHke u nTuubi Il. 1995 / Sphinx
and Birds - Il, 1995

ABTOPCKUIA OTNeYaToKk Ha bpoMocepebpaHoN
6Gymare / Vintage silver gelatin print

260 x 263; 430 x 303

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
Kkapa+oawom: © Boris Smelov

Mybaukauuy / Publications:

Boris Smelov, Piter. Carnets de Rhinoceros,
2007

Cobpatrue/ Collection: pARTnerproject gallery
Ne 267

214. HaTiopmopT ¢ pa3nuToil BOAoI.
1995 / Still Life with Spilled Water, 1995
ABTOPCKUI OTMEUaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

270 x 270; 399 x 298

Ha o6opome 8 1e6om 8epxHem yas1y asmozpag
KapaHoawiom: asmopckas noonuce 1amuH-
cKumu byksamu, gesp. 95 2

Cobpatue / Collection: pARTnerproject gallery
Ne 085

215. HaTiopmopT Ha Kpyrnom crone*.
1995 / Still Life on a Round Table,* 1995
ABTOPCKUIA OTMEUYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

271 x 272; 399 x 299

Ha obopome & nesom sepxHem yery asmoepag
kapa+oawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 285

216. HaTiopmopT c XKenesHom Kpy»KKoin*.
1996 / Still Life with Iron Mug,* 1996
ABTOPCKUIA OTNEYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

264 x 265; 394 x 300

Ha obopome 8 iegom 8epxHem yesy asmozpacgh
yepHunamu: © bopuc Cmesnos 96
‘Hamiopmopm ¢ xene3Hol KpyxKol”
Cobparue/ Collection: pARTnerproject gallery
Ne 066

217. Moiika y HoBoii Ffonnanaun. 1996 /
The Moika at New Holland, 1996
ABTOPCKUI OTNEUaToK Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 304 x 403

Ha obopome & 1esom epxHem yesy asmoepag
kapaHdawiom: Boris Smelov; 8 HuxHemM npagom
yeny: C.l1b. 1996

Cobparue/ Collection: pARTnerproject gallery
Ne 560

218. CmoneHckan uepKkoBb*. 1996 /
Smolenskaya Church,* 1996

ABTOPCKUIA OTNeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

382 x 255; 406 x 305

cmp./p. 425

cmp./p.427

cmp./p. 428

cmp./p. 433

cmp./p. 429

cmp./p.416

Ha o6opome 8 71e80M 8epxHeM y2iy asmo-
2pag yepHoli wapukogoti py4ykou: © bopuc
Cmenog 96 «CMOseHCKas uepKosb»
Cobparue/ Collection: pARTnerproject gallery:
Ne 507

219. Apka HoBoii lonnanauu. 1996 /

The Arch of New Holland, 1996

ABTOPCKUIN OTMeuaToK Ha bpomMocepebpAHON
6ymare / Vintage silver gelatin print

361 x239;401 x 303

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: bopuc Cmenog CaHkm-
Temepbyp

Cobpatue / Collection: pARTnerproject gallery
Ne 223

220. MaBnoBcK. Ba3oHbl. 1996 / Paviovsk.
Flowerpots, 1996

ABTOPCKUIA OTNEeYaTok Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

230 x 340; 299 x 399

Ha obopome & nesom eepxHem yeny asmoepag
Kkaparoawom: Boris Smelov; 8 HuxHem npasom
yeny: C.IT.6 1996

IMy6nvkaumm / Publications:

Bopwic Cvenos. ®otorpadua. pARTner project
Gallery. M., 2007

Cobparue/ Collection: pARTnerproject gallery
Ne 568

221.Bup c Ucaakua*. 1996 / A View from
SaintIsaac’s,* 1996

ABTOPCKUIA OTMNEeYaTok Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

241 x 362; 305 x 406

Ha obopome 6 ie6om 8epxHem yeny Hadnuce
yepHunamu: © bopuc Cmenos 96 “Bud

¢ Wcaakua”

Cobpatue/ Collection: pARTnerproject gallery
Ne 008

222, TpamBaii. 1997 / Tram, 1997
ABTOPCKUIA OTMEeYaToK Ha BpoMocepebpaHoN
6ymare / Vintage silver gelatin print

242 x 362; 307 x 406

Ha obopome 6 ne6om eepxHem yesy asmozpagp
Kkaparoawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 328

223. HaTiopmopT C 3aBapHUKOM B CTa-
KaHe. 1998 / Still Life with Brewing Pot in
a Glass, 1998

ABTOPCKUIN OTNeYaTok Ha bpomocepebpAHoN
6ymare / Vintage silver gelatin print

271 x 270; 406 x 304

Ha o6opome & 1esom eepxHem yesy asmoepagp
KkapaHoawiom: Boris Smelov; 8 npasom HuxHem
yeny: C.[1.5 1998

CobpaHue / Collection: pARTnerproject gallery
Ne 591

224. Kpusoe 3epkano*. 1990-e /
Distorting Mirror,* 1990s

ABTOPCKUIA OTMeYaToK Ha bpoMocepebpaHon
6ymare / Vintage silver gelatin print

320 x 215; 400 x 304

Ha obopome 6 ne6om eepxHem yesy asmozpagp
kaparoawom: © Boris Smelov Kpugoe 3epkano
Cobpanue/ Collection: pARTnerproject gallery
Ne 494
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225. Hatiopmopt. 1990-e / Still Life, 1990s
ABTOPCKMIA OTMNeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

320 x 220; 401 x 304

Ha obopome 8 niegom sepxHem yeny asmozpacgh
Kapa+oawom: Boris Smelov; 8 npagom HuxHem
yeny: C.I1.6. 1991

Cobparue/ Collection: pARTnerproject gallery
N 599

226. HeBa. 1990-e (?) / The Neva, 1990s (?)
ABTOPCKMIA OTMNeYaTok Ha bpomocepebpaHoN
6Gymare / Vintage silver gelatin print

243 x 360; 302 x 394

Ha obopome & nesom eepxHem yeny asmoepag
kapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne231

227. ChuHKc B TymaHe. 1990-e (?) /
Sphinx in a Fog, 1990s (?)

ABTOPCKUIA OTNEeYaToKk Ha bpomocepebpaHoN
6Gymare / Vintage silver gelatin print

325 x220; 399 x 300

Ha obopome & nesom eepxHem yeny asmoepag
kapaHoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 256

228. Bup Ha Kpbiwmn. 1990-e (?) / A View of
Rooftops, 1990s (?)

ABTOPCKMIA OTMeYaTok Ha bpomocepebpaHoN
6ymare / Vintage silver gelatin print

220 x 221;397 x 300

Ha o6opome & nesom eepxHem yesy asmoepag
Kkaparoawom: Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne212

229. B Crokronbme. 1990-e /

In Stockholm, 1990s

ABTOPCKUIA OTNEeYaToKk Ha bpoMocepebpaHoN
6ymare / Vintage silver gelatin print

230 x 349; 298 x 398

Ha obopome 8 iegom 8epxHem yesy asmozpach
Kkaparoawom: © Boris Smelov

Cobpatue / Collection: pARTnerproject gallery
Ne 235

cmp./p. 399

cmp./p. 381

cmp./p. 396

cmp./p.407

230. CHeronag. 1990-e (?) / Snowfall,
1990s (?)

ABTOPCKUIA OTMeuaTok Ha bpomocepebpAHON
6ymare / Vintage silver gelatin print

228 x 336; 301 x 400

Ha obopome 8 iesom 8epxHem yary asmozpag
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 241

231. BaHKoBCKuUi mocT. 1990-e (?) / Bank
Bridge, 1990s (?)

ABTOPCKUI OTMeUaToK Ha bpomocepebpaHoON
6ymare / Vintage silver gelatin print

236 x 356; 303 x 399

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 167

232. Mukanos moct. 1990-e / Pikalov
Bridge, 1990s

ABTOPCKUIN OTMeuUaTok Ha bpomocepebpaHoON
6ymare / Vintage silver gelatin print

239 x 357; 303 x 402

Ha obopome 8 ie8om 8epxHeMm yaiy asmozpag
kapaHdawiom: © Boris Smelov «[Tukanos
mocm» 95

Ny6nvkauum / Publications:

Bopuc Cvenos. GoTorpadua. pARTner project
Gallery. M., 2007

Cobparue Kpucmoga Kepbepa / Collection of
Christof Kerber

233. fiepeBbA. 1990-e (?) / Trees, 1990s (?)
ABTOPCKMIA OTNEYaToOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

244 x 365; 298 x 398

Ha obopome 8 iegom 8epxHem yeny asmozpacgh
Kkaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne114

234. KanuHKnH mocT. 1990-e / Kalinkin
Bridge, 1990s

ABTOPCKMIA OTNEYaTOK Ha GpomocepedpaHow
6ymare / Vintage silver gelatin print

159 x 240; 400 x 298

Ha obopome 6 ne6om eepxHem yesy asmozpagp
Kkaparoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne 195

cmp./p.412

cmp./p.374

cmp./p. 369

e

cmp./p.431

cmp./p.432

235. Merepro¢. HentyH. 1990-e /
Peterhof. Neptune, 1990s

ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHON
6ymare / Vintage silver gelatin print

240 x 360; 297 x 399

Ha obopome 8 iesom 8epxHem yary asmozpacg
Kkapaxdauwiom: bopuc Cmesnos

Cobparue / Collection: pARTnerproject gallery
Ne Q77

236. Mec. 1990-e / Dog, 1990s

ABTOPCKMIA OTNEYaToK Ha BpomocepedpaHoi
6ymare / Vintage silver gelatin print

240 x 360; 303 x 404

Ha o6opome 6 1esom eepxHem yesy asmoepag
Kkaparoawom: © Boris Smelov

Cobparue / Collection: pARTnerproject gallery
Ne 257

237.Ha ceHe. 1990-e / In the Hay, 1990s
ABTOPCKMIA OTMeYaTok Ha 6pomMocepebpAHOi
6ymare / Vintage silver gelatin print

360 x 239; 405 x 302

Ha obopome 8 iesom 8epxHem yary asmozpach
kapaxdawiom: bopuc Cmenos Cakm-llemepbyp
Cobparue / Collection: pARTnerproject gallery
Ne 122

238. [iBop AKagemMnn XyA0xecTB 3MMoil.
1990-e / Courtyard of the Academy of Arts
in Winter, 1990s

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHol
6ymare / Vintage silver gelatin print

240 x 360; 299 x 398

Ha obopome 8 niegom 8epxHem yeny asmozpac
KapaHdawom: © Boris Smelov

Cobparue/ Collection: pARTnerproject gallery
Ne 220

239. AsTonopTpet B cennn. 1990-e /
Self-Portrait in Sepia, 1990s

ABTOPCKMIA OTNEYaToK Ha GpomocepedpaHoi
6ymare / Vintage silver gelatin print, sepia

374 x 244; 403 x 297

Ha obopome 6 ie6om 6epxHem yesy asmozpagp
KkapaHoawom: © Boris Smelov

CobpaHue/ Collection: pARTnerproject gallery
Ne137
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