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YaLe Bcero, BbICTaBKM, 411 KOTOPbIX CleLu-
anbHO co3aatoTcs PaboThl, NAYT OT TEMbI U
BOMPOCa, a He OT TeXHMKW. [NonbITKa ynpas-
NATb XyLOXKHUKOM B BbIOOpE Mefna gaxe
MOXET BOCNPUHMMATLCA Kak HEUTO YHU3M-
TenbHoe. B 3TOT pa3 Mbl NONPOCKN aBTOPOB,
B OCHOBHOM paboTatoLyux ¢ potorpaduer,
CAenaTb COBEPLUEHHO OnpefeneHHYyo BeLlb
— HaneyvaTaTtb poTorpadum Ha GbITOBbLIX
npegmeTax, TO eCTb OFPaHNYUTb Ce65 IMEH-
HO B TEXHMKE, UMes NMPY STOM MOJIHYI0 CBOOO-
Iy B Bbibope Tembl. B npouecce nogrotoeku
BbICTaBKM, 6bII0 MHTEPECHO BUAETD, KaK
HauyaB C Hanbonee oueBUAHbIX NPEAMETOB,
YUYaCTHUKM pa3BrBann CBOK MbICJb 1 Npu-
ZyMbIBanv MeHee obblieHHbIe NPeaMeThl,
6onee pafvikanbHble coyeTaHua poTorpadum
1 NpeaMeTOB, MHOTME 13 KOTOPbIX, K COXase-
HUIO, TaK 1 He OblfN Peann3oBaHbl.

BbicTaBKa, Mo CyTu, ABNAETCA NPOJOS-
XeHuneMm sKkcno3numm Mysesa ekopaTrBHO-
NPUKMIagHoro nckyccTea. NpegmeTsl 6bITa,
ob6nagatoLme NoBbILLEHHOW NCTOPUYECKON
WM XYOOXKECTBEHHON LLIEHHOCTbIO, pa3Mellie-
Hbl B My3€eMHbIX BUTPUHAX. HeoXungaHHo nm
OKa3blBaeTCA AOMNOIHUTENBHOE BHUMAHUE, U
MCMOMb30BaTh UX MO Ha3HAUYEHUIO CTAHOBUT-
CA COBCEM He yMeCTHO. Mbl npuaepX1uBaem-
CA 3TOro NPOBEPEHHOrO BPEMEHEM NPUHLM-
na B SKCMo3uLun, LOMOSHAA CUNTY BUTPVIHbI

CUJI0 6OJbLIOrO MPOCTPAHCTBA. Y 3puTens
He OCTAHeTCA COMHEHWIA, YTO KaXKaoMmy npea-
METY JOJIKHO ObITb yaeneHo 0cobeHHoe BHU-
MaHwue. OgHaKo, MHOTMe N3 My3elHbIX BeLlen
B COBPEMEHHYI0 M 3MOXY NCMONb30BaNNCh
MO Ha3HAYEHUIO 1 TEPANNCH CPEAUN [PYIUX,
MeHee yaaunuBbIX NPeaMeTOB, HE 3aC/TyKIB-
LUINX BNOCIEACTBUM MY3€MHOIO NPU3HAHKA.
Mo3Tomy B KaTanore Mbl No3Bonunu cebe
nokasaTb 3TV NPeaMeTbl B UX €CTECTBEHHOM
cpeqe, TaM, rae X Tak TsXeno byaeTt HanTn
yepes NATbAECAT JIeT.

MpeameTbl 6bITa, KOHEYHO, HE MOTYT
Bcerga 6bITb WTyYHbIMU n3genuamu. OgHako,
COBpPEeMEHHas KoMMepUMaA Npraymana npe-
KPaCHBbIN cnocob 6e3 NLWHMX XIoNoT Npu-
[aTb YeMY YrofHO VHAUBMAYASbHbIN O6NUK.
LlocTaToyHOo HanTy TUNorpaduio, NPUHECTH
Ty[ia NoHpaBmBLLYCA GoTorpaduio, 1 Ha
cnefyLnii eHb NONYUYUTb YHUKAIbHOE Mo-
CTenbHOE Oesbe, TAPesIKy, YaLKy Un gaxe
wropy. CaenaHHble Tak NPeaMETbl YacTo
OTAAIT OYPHOBKYCMEM, HO Belb HENb3A
3aKpblBaThb I/1a3a Ha Lenyto MHAYCTPUIO, He
noy4yacTBoBaB Hel camomy. COBpeMeHHble
doTorpadbl, Ubk PaboTbl 0O6LIYHO NPeaCTaB-
NeHbl B ropa3go 6onee 4OCTONHOM OKpYXKe-
HWUW, B ranepee 1 cneunann3npoBaHHOM
anbbome, nonpoboBanu oTaaTb CBOU PabOThI
BO BNIAaCTb 3TOM UHAYCTPUN.



B cBOel coBmecTHOW paboTe Oner
bopoanH n Cawa KapenunHa pasmelya-
toT cepun cBonx poTorpaduii Ha 6enbix
Kpy»Kax. B akcno3uumm Tpuauatb valuek
bopMMpyIOT OTAENbHBIN KnacTep, Ha-
NMOMVHAIOLWUNI ranepenHyto BbICTaBKYy,
ToNbKo poTobYMara 3ameHeHa Ha dpapdop.
B opyrow cBoeli paboTte OHU NO-HOBOMY
packpbiBatoT Temy poTooboeB, co3faBas
13 potorpaduin pparmMeHToB BHELLUHNX
ropofCcKMx NOBepXHOCTEN y30p, BNOJI-

He noaxoAALNA ANA fOMaLUHEeN cpefbl.
ApTyp LLypaes, nomectns potorpadum
HOYHOro Heba Ha nocTenbHoe 6enbe, no-
6y JaeT 3alyMaTbCA, He CTOUT NN 3a KaXk-
[bIM IKEeBCK/M Y30pOM UTO-TO Gonbluee.
ExaTepuHa AHOXVHa C MOMOLLbIO NevaT
Ha Nonynpo3payHo TKaHN fJaeT BO3MOX-
HOCTb CO3[aTb YHMKaJIbHY0 MPOEKLNIo

Ha ner3ak 3a OKHoM. Miropb Camoner,
neyatasa poTorpadnm Macok Ha Tapenkax,
npugaet HoByto crielndurKy AeTCKON urpe
«poellb efy A0 KapTUHKNY.

Omutpuin lmoH n Muwenb JInH sKc-
NepuUMEeHTUPYIOT CO 3HAKOMbIM C 1eTCTBa
doToyBennunTenem 1 co3patoT € ero no-
MolLLblo 3dpemepHoe n30bpakeHne Monoy-
HbIX NPOJYKTOB TOro e BpemMeHu. Onbra
MaTBeeBa BpyuHylo neyataeT Ha 3epKasax
doTorpaduun KpecToB, yCTaHOBIEHHbIX B
namaTb aBTokaTacTpod. Annca TaexxkHas
cobupaet HeoueBuaHble poTorpadpun,

Te, KOTOPbIM OObIYHO He yAenAT JomK-
HOro BHUMaHUA, 1 enaeT Ha X OCHoBe
BbILLMBKM, 3aCTaBNAA TeM CaMbIM JOJITO
1 COCpefoTOYEHHO Pa3rnaabliBaTb CBOU
paboTbl. 3aka3biBasa 6aHKOBCKME KapTbl
¢ poTorpadun 13 LWBeACKON FYOMHKN,
AHTOH 3abpoauH 3acTaBnAeT U3MeHUTb
HanpaB/ieHne MbICNel YenoBeKa, onnayu-
BatoLero ceou cyet. AnekcaHap JIlo6uH un
JaHnunn Yoo6HbI 3aMeHAIoT cofepKumoe
6ymarkHbIX MakeToB AnA eapl 13 dactdyana
Ha cepuio ObICTPbIX penopTarkHbIX GOTO-
rpadun.
CoHsA TMmoH,
AHTOH 3abpoauH



Usually when artists are asked to create the
pieces especially for an exhibition, they are
either given a theme, or the curators envi-
sion a general question of the show. Trying
to limit the artist in terms of the choice of his
media can even be seen as disgraceful. This
time, we asked the participants who work
mainly with photography, to do a very par-
ticular thing — to place their photographs
onto everyday objects. This way, we limited
them in the choice of technique, but gave
them a full freedom of the theme. Prepar-

ing this exhibition, we were excited to see
how the participants started from the most
obvious objects, but later moved to the more
radical combinations of the photographs and
the objects. Unfortunately, a lot of it stayed
at the idea level.

This show is in fact the continuation of
the Museum of Applied Arts itself where
everyday objects characterized by either
historical or artistic value are displayed to
public. Suddenly they get a lot of attention,
and using them for their intended purpose
becomes out of question. We stayed with
this time-proved exhibition principles and
complemented the power of the exhibition
case with the power of the large space. There
is no doubt that the visitor needs to give
every object a lot of attention.

However, a lot of museum objects were in
use back in times and were lost among other
less successful objects which later were not
placed under the museum glass. This is why
in the catalogue we show the objects in their
natural environments where it will be too dif-
ficult to see them fifty years later.

Everyday objects, of course, can't be
always produces individually. However, the
contemporary commerce has created the
way to individualize them. The only thing you
need to do is to bring your favorite photo to
a printing house, and the next day you will
get a unique cup, plate, curtain, or a set of
bedsheets. Such objects are usually made
with quite a bad taste but one can't leave
a whole industry unnoticed without even

trying to play with it. Contemporary photog-
raphers, whose works are usually shown in a
much decent environment, let their works be
a part of this industry.

In their works, Oleg Borodin and Sasha
Karelina place the sets of the photo series on
the surface of the white mugs. In a differ-
ent work they rethink the wallpapers in the
form of pattern transferring the outdoor city
surfaces into the home atmosphere. Thirty
mugs form a separate, gallery style, exhibi-
tion; only the paper is changed into the
ceramics. Arthur Shuraev places his photo-
graphs of the night sky onto the bedsheets.
He makes us realize that there might be

something we don't know about behind
the every lkea pattern. Ekaterina Anokhina
creates a unique projection on the view from
the window by printing her photograph on
a semi-transparent curtain. lgor Samolyot
gives a new functions to the children’s game
“eat until you see the picture” by printing the
photographs of the masks on the plates.
Dmitry Guimon and Michelle Lin ex-
periment with the familiar from the child-
hood photographic enlarger, and create an
ephemeral image of the same familiar foods
on the milk surface. Olga Matveeva manu-
ally prints the photographs of the crosses
installed next to the car accident sites and

places them on the mirrors. Alisa Taezhnaya
collects unobvious and usually disregarded
photographs and recreates them into the
needlework, thus making us spend more
time carefully looking at them. By ordering
customized bank cards with the photographs
from the Swedish “in the middle of nowhere”,
Anton Zabrodin changes the direction of our
thoughts at the moment of buying the lunch.
Alexander Lubin and Daniil Udobniy convert
the content of the food paper bags into the
series of quick documentary photos.

Sonya Guimon,
Anton Zabrodin
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B nctopuueckon nepcnekTiBe MOMeHT
0CO3HAHMA 0COBEHHOCTM BbIPA3UTENbHbIX
cpencts poTorpadumm HaCTynua BMecTe C ee
VHTErpaumen B KpUTUYECKOE MoJsie BbiCTa-
BOYHOrO MPOCTPaHCTBa. B cBOIO ouepeapb
3T0 0603HaUM0 PAL NPO6GNEM, CBA3AHHDBIX C
pa3paboTKol afeKkBaTHOro A3blka As onnca-
HUA 1 NOHVMMAHWNA ee SCTETUUYECKNX KauecTB,
0 KOTOPbIX NOAPOOHO paccKasbiBana elye
PozanuHp Kpaycc B cBoem scce «[AncKypcumB-
Hble NpocTpaHcTBa poTorpadum». lMommmo
npoyero, B HeM 3aTparnBaeTca Tema NernTu-
Maumn potorpadum Kak NponsBeeHns nc-
KyccTBa. CerogHa npobnema norpaHNYHOro
cocTosaHuA GoTorpadun Kak XyLoxeCcTBeH-
Horo o6beKTa 06yc/IoB/IeHa He CTOJIbKO KpU-
TUYECKUM NOTEHLMANIOM SKCMO3ULMOHHOIO
NPOCTPAHCTBA, CKOJNbKO ee CTPEMUTENbHO
pacTyLeli NoNyNAPHOCTbIO 3a CYeT colmanb-
HbIX CETEN 1 TEXHONOTNYECKNX OOCTUKEHWIA.
710 Npobnema CBOMMN KOPHAMMN YXOAUT B
1970-e rogpbl, KOraa Apyron amepuKaHCKni
KpuTuK Cblo3eH 30HTar, nmucana o nubepanu-
3al1u 3pUTENBHOIO BOCMpUATUA. Bpouem,
Ha paHHeM 3Tarne CBOero pa3suTus ¢oTtorpa-
¢du1A copeBHOBANACh C XXUBOMMUCbIO B 6onee
TOYHOM U1 eMKOM cnocobe nepefaBatb BCe
MHOroo6pasue oKpy»katoLlero mupa. B pe-
3ynbTaTe NMKTOPUanu3m CTan NomnbITKOW Nog-
pakaTb TEXHUYECKNM NPUEMaM XUBOMUCU 1
B YMEHUM OTOGpakaTb CBET, UBET U GaKTypy.
OpHako, no cyioBaM 30HTar € AanbHenLlen
nHAycTpuanmusaumen GoToTeXHUKM N ee
MacCOBbIM NPOV3BOACTBOM, peann3oBancs
CKPbITbIA NoTeHUMan ¢poTorpadumm, KOTOPbIN
NPOoABUIICA BMECTE C «AEMOKpaTU3aLunen
drKcaumm 3pUTeNIbHONO OMbiTa B N306paxe-
HUAX». KMBOMNCb OrpaHNYBana CloXKeTHOE
pa3HoOb6pa3Me >KaHPOBbIMU PaMKaMu, B TO
BpeMaA Kak ¢poTorpadua no3sonuia Bolntu
3a ux npegenbl. OCo3HaB NOJIHOTY CBOUX
BO3MOXKHOCTeW, poTorpadma BCKope cTa-

na KparHe nonynsapHbIM pa3BfieyeHneM U1
MaccoBol popmol nckyccTea. bonee Toro,

B Hallle BpeMsA CKOPOCTb pa3BUTMA 1 obora-
LweHnA NogobHOro KynbTypHoro ¢eHomeHa
NPOoNCXoauUT 6rarofapa TEXHONOrMYeCckoMy

nporpeccy pasnnyHbiX CPeCcTB KOMMYHM-
Kauuu, a ocobeHHO C NosABNeHNeM Takux
coumanbHbIX ceTel Kak Instagram, rge npu-
MeHeHVe pa3nnyHbIX «GUNLTPOB» Ha N306pa-
XeHue ¢ TenedoHHOM Kamepbl UMUTUPYET
dopmaTbl UepHoO-6enol NNeHKK, nonaponaa
1 npouyee. Pa3HnLa Mmexay XyAoeCTBEHHbIM
N NOOUTENBCKMM CHUMKOM OKa3blBaeTcA
MUHMMAsbHOMN.

MNMopo6Has apeMepHOCTb MOHATUIA OT-
HOCWTCA K PYroMy, He MeHee Ba>KHOMY
acnekTy, CBA3aHHOMY C COBPEMEHHbIM
notpebneHnem Bu3yanbHbix 06pa3os,
BNINAHNE KOTOPbIX Ha Pa3fINyHble CErMeHTbI
KYNbTYPHOW cpefibl HEMNOMepPHO BO3pac-

TaeT. Hawwe npepcraBneHmne o Tex Ui NHbIX
Co6bITMAX BbICTPAMBAETCA NOCPEACTBOM LN-
POKOro cnekTpa n3obpakeHnii, popmmpysn
onpeneneHHoe K HAM OTHoweHue. B faHHow
CUTYaUUM LeHHOCTb poTorpadumm KpoeTca B
ee TaK Ha3blBaeMOW «JOCTOBEPHOCTUY, Fae
00BbEKTVBHbIN XapaKTep CHMKA BbIMOSHA-
€T posb MaTepuanbHOro JoKasaTenbCTBa
npowusolewero cobbiTvA. Bocnponssogasa
peanbHOCTb, poTorpadura Bonnowlaer, pe-
npoayumpyeT B cebe GbiTve 3aneyaTieHHOro
obbekTa. HeBaxHO, 6yfeT 11 3TO ceMENHbI
anbbom unu potopenopTax, Mbl bygem
OXOTHee BEepUTb CHNMKY, @ COOTBECTBEHHO

B M306pakeHHYI0 M peanbHOCTb. Banbtep

BeHbAMUH Nncan, YTo CHUMKM HauMHaoT
npeBpaLLaTbCA B JOKa3aTeNbCTBa, Npes-
cTaBnsiemMble B npouecce nctopun. OfHako B
NOCTMOAEPHUCTKNX UCCNIefoBaHMAX GOTO-
rpadumn caMmo NOHATME «peanbHOCTb» UCKIO-
yaeTcs B BUAY HEBO3MOXHOCTU €€ MO3HaHW.
B 31Ol Napagurme Ha CMeHy NPUXOAUT CKO-
pee ee BM3yasibHble penpe3eHTaLun, KoTo-
pble popMUPYIOTCA B ONpefeneHHOM CoLm-
aNbHO-KY/bTYPHOM KOHTEKCTE, MapasnnenbHo
reHeprpys CMbIC/ N306parkeHns 1 cnocobbl
€ro NHTepnpeTaumun. Takum obpasom, NosHo-
Ta poTorpadurm Kak megriyma pacnpocTpaHs-
€TCA Kak Ha MaTepurasbHbliA, Tak U Ha Hema-
TepuanbHble ee acMeKTbl, CO34aBasA CIIOXKHbIIA




6anaHC MeXay MexaHU3MOM MPOV3BOACTBA U
noTpebneHns BU3yasnbHbiX 06Pa3oB.

foBopA 0 poTorpadurm B 3HaUeH
YTUANTAPHOIO NPELMETa, ee NepBOCTENEH-
HOW BaXXHOCTbIO OKa3blBaeTCA GpuKcauma un
«paKTM3aLMA» KOHKPETHOIO BPEMEHHOMO
oTpe3Ka MaTepuasibHoM nctopuu. Bnpouem,
B COBPEMEHHOM KOHTEKCTE NPV HaMunmn
coumanbHbix ceTen ¢poTorpadua BTopraeTca
B 9CTETUYECKOE U3MepeHue. BupTyanbHoe
NMPOCTPAHCTBO HMBENMPYET BELLECTBEHHDI
daKTop, yckopsa TpaHCchopmaLuto 1 pac-
NPOCTPAHEHVE XYAOXKEeCTBEHHOIO 0bpa3a.
Tenepb MaTepurianbHaa U HeMaTepuranbHas
COCTABALAA CHUMKA BHOBb aKTUBU3MpPYET
KpUTUYeCKoe Mnose, NpoBOLMpYA Crop BO-
Kpyr oOpeTeHnsA UM cTaTyca Npov3BeeHnn
NCKYCCTBA.

Bo3Bpallasch K NepBbIM OMNbITaM BKJ10-
YeHUA 1 NCKITIOYEHVA NPEeAMETOB YTUANTap-
HOrO Ha3HAYeHUs B BbICTABOYHOE MPOCTPaH-

CTBO, MOXKHO 6€3 COMHEHWA YTBEPXKAATb,
UTO OHU NMOPOZMIN LEeSbI ANCKYPC 06
OTHOCUTENBbHOCTY MPUPOAbI SCTETUUECKOTO,
OAHOBPEMEHHO MbiTasscb AnddepeHUnpo-
BaTb MacLUTab ero gencrTeums. B aTom Knoye
rMNoTeTUYECKOE NPEANnoJIOKEHNE 3aKIio-
YaeTCsl B TOM, YTO KOHTEKCT AEKOPATUBHO-
NPUKMIAZHOIO NCKYCCTBA CTAHOBUTCA HEKOM
0651aCTbio KOMMPOMKCCA, CO34aBast BHYTPU
Ce6s1 30Hy OOLHOCTL 1 CTANKUBAA NPOTMBO-
peyvalwyue gpyr apyry noHsatus. OgHako B
bopMMpPOBaHNM HappaTBa NPeaMeTHON
NCTOPUW YenloBEKa OO6HapY»K1BaeTca 6nu-
30CTb pOPM AEKOPATUBHO-NPUKIALHOTO
NCKYCCTBA UMEHHO C poTorpadmeit, KoTopon
TaKXe NPUCYLLY NapafoKCabHbIN XapakTep B
paMKax UccnenoBaHmA BM3yanbHOCTU. Kpome
TOro, ABNASACh HEOCMOPVIMbIM CBUAETENb-
CTBOM OMNpeaesieHHOro poaa TBOPUYECKON
LEeATeNIbHOCTH, YKe YNOMAHYTble Meaua fatoT
npencTaBfieHne O CBOEN XYQOXKeCTBEHHOM

LEeHHOCTU 1 YTUINTAPHOW NPUHAANEXHOCTN.
B sTo nepcnekTyBe 06pasLibl AEKOPATMBHO-
NPUKIAZHOr0 NCKYCCTBA SKBUNOPUPYIOT

Ha rpaHu NPaKTUYEeCKOro N 3CTETUYECKOTO,
npegenbl KOTOPOro NOCTOAHHO pacLInpPA-
toTcA. B 310 Xe Bpemsa poTorpadus Takxe
anenMpyeT K BELLECTBEHHOCTY, KOTOpas 06-
peTaeT HOBOE NPOUTEHME B CTAaTyCe MAaCCOBO-
ro NCKYCCTBa C yUEeTOM COBPEMEHHbBIX GOpPM
KOMMYHUVKaLUWUK, rae BU3yasnbHbI GakTop
CTaHOBUTCA OCHOBOMOJIAraoLLMM.

C ycnoBuem TpaHcpopmaL v Hallero
NPWBbIYHOIO THMa BOCNPUATHUA, Y doTorpa-
d1mn n npeameTa fEKOPATUBHO-NPUKIALHOTO
NCKYCCTBA eCTb HEYTO OOLLee: OHM HMKOoraa
He OrpaHMuYNBAOTCA CBOMMM MPAKTUYECKMU
bYyHKUMSAMM 1 BCcerga npobnematusnpytot
rpPaHuULbl CBOEN YCNOBHOM aBTOHOMMUU. VX
MaTepuranbHas CyLLHOCTb OKa3blBaeTCA
KpaliHe rmbkol B cBOe GYyHKLMOHANbHOCTY
N BUCPYHKLMOHANbHOCTK, NJIABHO NnepeTe-

KasA 13 O HOro cOCToAHUA B gpyroe. bayxayc
B CBOE BPEMS Halles peLleHne, YpaBHAB

B MpaBax NpeameTbl N300pasnTeNbHOro 1
NPWKIagHOro NCKYCCTBA, @ COBPEMEHHbIN
[AV3aliH YacTo anponpuupyeT JOCTMXKEHUA
n306pa3nTenbHOro nckycctea. CerogHsa
Jenatb pasnuuma Mexxay 3TMMn KaTeropus-
MM 3HAUUT OKa3aTbCA 3apaHee B TYNUKOBOW
cMTyaumn. XyaoxecTBeHHasA LeHHOCTb GOTO-
rpaduu, coenaHHom B Instagram wnv nio6on
ApYyromn coumnanbHON CeTn, OKa3biBaeTCA
TAKOW e peneBaHTHOM 1 IETMTUMHOM, KakK
1 BbICTaBJIEHHbIV NoONapoug B ranepee. Tem
He MeHee, ocTpoTa Bonpoca l‘art pour l'art
BHOBb CTAHOBUTCA OLLYTUMOW NPY HOBOM
BUTKE pPa3BUTMS MAaCCOBOrO NPOU3BOACTBA
BMeCTe C Ype3MepHOM 3CTeTM3aunen ero
npoayKLumu.

AHHa MnbueHko



In the historical perspective, the moment of
the first appreciation of the expressive quali-
ties of photography arrived together with

its integration into the exhibition space. This
opened a number of problems related to cre-
ation of an adequate language for describing
and understanding its aesthetic qualities.
This has been described by Rosalind E. Krauss
in her Photography’s Discursive Spaces where
she is talking about the legitimation of pho-
tography as art. The contemporary problem
of borderline state of photography is con-
ditioned not only by its blistering growth of
popularity by means of social networks and
technological advancements. This problem

is rooted in 1970s, and described by another
American critic, Susan Sontag, who wrote
about the liberalization of visual perception.
However, at its early stage of development,
photography competed with paintings in
regards to its ability to reproduce the world.
As a result of this competition, pictorialism
has become an effort to imitate the paint-
ing — its manner to represent light, colour,
and texture. Nevertheless, according to
Sontag, as the technique of photography

has progressed, the hidden potential of
photography revealed itself. It ensured the
“democratization of the fixation of the visual
experience”. The painting has limited vari-
ety of stories to tell because of the laws of
the genre, contrary to photography which
made it possible to break through these laws.
When photography understood its own pos-
sibilities, it very quickly became an extremely
popular entertainment and has been con-
verted into a form of mass art. Moreover, in
our times the speed of development and
enrichment of this cultural phenomenon
happens even faster, thanks to the techno-
logical progress as well as to the appearance
of the Instagram-type social networks where
the users can create the illusion of the black
and white or Polaroid photos with the help of
available filters. At this moment, the differ-
ence between the professional and amateur
photography almost disappears.

This mix of terms is also related to another
and not less important aspect of today’s life,
It is a contemporary consumption of the visu-
als which more and more influence different
segments of the cultural environment.

Our perception of the world events is
mostly built upon the basis of the large
spectrum of the images that we see. They
create a specific attitude towards the events
that they depict. This time, the value of pho-
tography consists in its so-called “veracity”
where the objective character of the photo-
graph plays the role of the material proof of
an event. Photography is reproducing the
real object. No matter whether these are the
family photos or a journalistic report, we will
trust a photo and, thus, the reality which it
represents. Walter Benjamin wrote that the
photographs become the proofs represent-
ing the history. However, in the post-modern
research of photography, the term “reality”
itself is denounced as for the impossibility of
its cognition. According to this paradigm, the
reality is interchanged by its representation
which is formed by a certain socio-cultural
context. It also generates the meaning of the
images and the ways to interpret them. This
way, the completeness of the photograph as
a medium expands onto both material and
immaterial aspects of the reality, creating a
balance between the mechanics of the pro-
duction and the consumption of the images.

If we speak about a photograph as a
practical object, its main importance lies in
the fixation of a certain time period of the
material history. However, in the contempo-
rary context photography also deals with
the aesthetic dimension through the social
networks. Virtual space neutralizes the mate-
rial factor and speeds up the transformation
of the image. Now the material and non-ma-
terial component of the photograph is again
provoking the argument around its status.

Turning back to the first experience of in-
cluding the practical objects into the exhibi-
tion space, one can be sure that they created
a whole new discourse on the relativity of

the nature of the aesthetic, at the same time
trying to differentiate the scale of its own
action. This way, we might suggest that the
context of the applied arts becomes a part of
a certain compromise where the contradic-
tory terms are put together. However, the
narrative of the human history demonstrates
the closeness of the forms of the applied arts
to those of the photography. Moreover, being
a manifestation of a certain creative activity,
these media give an understanding of their
own artistic value and practical use. In this
perspective, the applied arts balance on the
edge of practical and esthetical and are con-
stantly opening up their limits. At the same
time, photography also deals with the mate-
riality, which receives a new perception with
the mass art status and has in mind the con-
temporary forms of communication where
the visual factor becomes fundamental.

Both the photography and the applied
arts do not limit themselves to the practi-
cal functions and always question the limits
of their autonomy. Their material nature is
very flexible in its own functionality and dis-
functionality. The Bauhaus has once found
a solution to this by evening the rights of
the applied and visual arts. Contemporary
designs often appropriate the achievements
of the visual arts, and to make a distinction
between these two categories today means
coming to a dead-end. The artistic value of
Instagram becomes as relevant as the value
of a Polaroid exhibited in a gallery. However,
with the new round of the mass produc-
tion development and the overwhelming
aestheticization of the production, the /'art
pour l'art question becomes again extremely
urgent.

Anna lichenko
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