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NEMAPTAMEHT EVIETVERL, MOMOIEKHOM TONUTHEM M CIIOPTA I CYETYTA
TANTEPEA COBPEMEHHOTO MCKVCCTBA CTEPX, I. CYPTYT
MVAEN TEONOIMM HESTH M TAZA, I XAHThI-MAHCHACK

uHAHCOBRE CIOHCODBL

000 «A3POIIOPT-CEPBMC (TOCTUHMIA «I0NET», I. CYPIVT)

HMudo pMauuonnsle NapTHE L
«PYCCKOE PANMO» — CYPIVT
«XWUT FM» — XAHTH-MAHCHIACK
M3TATENLCKMMA TOM «TIOBE T A»
«HOTPA-CITY»

['anepea coepeMerHoro uckyccTea CTEPX B pamkax MeskpermoHansHoro gecTUEANA COBpe-
MeEHHOro UCKyccTEa «Crepxtbect —bonbwaa eona» NpencTaensgeT HOBBIW POEKT MHOTOTETHE -
ro napTHepa raneped MoCKOBCKOTO XVOmKHWKa CeATocnaea [loHoMapeea. 3To MyNETUMEQUN-
HBIW TTPOEKT, MIOCEALIE HHBIA MPEAMETY MHOTONMETHUX MHTEPECOR XYI0KHWUKA — doTorpadvu,
TOYHEee, TOMY, KaKOBEI B3aUMOCOTHOWMEHWUA GoTorpadvu Co 3pUTENEeM M BpEMeHeM, TTPOLINBIM
W Bymyummm,

Cearocnas [ToHoMaper —dunocod, XYAGKHWUK, paboTaiumi ¢ pasHEIMWA Menua, ocobedHo
AKTMBHO ¢ oTorpadven 1 3BYKOM, My3bIKaHT, co3naTens Teatpa Tuberckon Myssiun «[lypbas
B Mockee, kypaTop W nenaror. B npoextax ranepeu CTEPX paboran kax xynosxHuE (co3nasad
CMELWANEHO MPOU3BEISHUA) W KaK KypaTop — MesknyHapoaHeM (hecTURaNk COBPEMEHHOTO
WcKyccTBa «ApT-TpaH3uT» B QUHNAHOWK, pasgen ranepen CTEPX Ha ApMapKe cOBpeMeHHOTo
WcKkyceTBa «ApT-Mockea 2007». Ero mpov3Benedus XpaHATcA B cobpaHuu ranepeu.
CTEPX — yHMKaneHad WHCTUTYLIUA, MTPeacTABNAWLIIAA, U3yIalollas, KOMNeKIMO HUpyolaa
COBPEMEHHOE WCKyCeTBO B CypryTe yike bonee necaru net. XaHTe-MaHCWIACK cTan W3BecTeH
Ha MUPOBOW KVIETYPHOR KapTe bnaropaps decTiBano KuHeMaTtorpada, Cypryr— bnarona-
psa MHoronerxen pabore CTEPXa Ha TeppMTOpWUW COBPEMEHHOTO MCKYCCTBA, AEATENEHOCTh
NBYX TOPONOE, UHTEJUTMIe HIIUM M KYNETYPHBIX MHCTUTYTOB CTONMWLIBI W BTOPOTO KPYITHerie-
ro ropona XaHTel-MaHCcWItCKoro aBTOHOMHOTO OKpYTa, OeNaoT 3T0T Kpai, boraTeiii mpupon-
HBIMW PECYPCAMM, KOMPOPTHBIM ONA JKUTENER, MPUBNEKATENEHBIM IANA TYPUCTOE M TOCTEN
Kpad, WHTepecHbIM A7 oA pacTaloulero MoOKoneH WA pernoHa.
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BE3 [IBATIIATI TPI
B II0MCKAX VTPAUEHHOT'D BPEMEH .
APXEONOTHA GOTOTPADIHM

«Apxeonorua»

HeucumcnmMmoe KOMWYECTEO ATOMOB BELIECTEA, W3 KOTOPBIX COCTOSAT TENa W MPEAMETHI BO
BceneHHON, MPeACTaT NMepe 3PUTENAMU B TTYCTHIX TTPOCTPAHCTBAX HEKOMW TaNepeu, exax
OCTABNEHHOTO 3aBOAA WK 3abpomeHHoTo noMa.

Marepuanom ang paboTsl ocnyKMN W BEIOpOLIEHHEE Ha IOMOWKY GoTorpadm M3 Hems-
BECTHOTO MHE CEMEWHOT0 apXvBa. Mx cynpba Opina 651 mpenpeuexa, ecnu H5l He BHUMATENE-
HBIW IMa3 MPOX0XKETo, CydanHo HpocMBLIEro B3rNAA Ha BanAWUIMECA ¥ MycopHOTO baka
KOHBEPTBL

OH WX MTORHAN M CNOXKWI PASAMMW B KNaJ0BKe.

OKono Monyrofa KOHBEPThI [TOKPHIBANUCE MTBIBI0, TIOKA ABTOP HE TTON0KW HEKOTO PEIE U3
HWX Ha CKaHHep W He CTan PasrnAnbBaTh Kak [oj MUK POCKOTIOM AeTany u3obpake HuA.
Jvua, pykw, onexna, MpenMeThl, OKpyKawnag obcTaHOBKa CTAHOBUAWCE MeTadW3UIeCKu-
MW 0OBEKTAMM, CAMON0CTATOYHEIMM OTTIEYATKAMUW BPEMEHM.

BeluecTeo 3MYyNECU MW, TPaHYNE cepedbpa CrpynmMpoBHIBANUCE B APaMaTMYECKOM TIOPATKEe
MOKWHYTOTO N0AEMU W300pakeHuA.

TyT BO3HWKANA M HAYMHANA JXMTE HOBaA PEANBHOCTE CO CBOMMU B3aUMOCBA3AMU W JIOTUKOT.
Kanpupya KoMIO3WiMK0 OCHOBHOW doTorpadmu, A 0bHapy:KMBan HOBbIE KOMMO3WIIM,
CAMONOCTATOYHBIE M TaPMOHWYHBIE, XA0TMIHBIE M abCTPaKTHEIE.

@parMeHThl CKNaablBanuch B KAKYI0-TO HOBYH UCTOPW IO, BEDHEE, BO MHOMKECTBO WCTOPW,
KOTOpEIE, TepebuBasa 4pyr Apyra, 40CTUTanu HEBE DOATHOTO MONWGOHUYECKOTO 3BYIaHUA.
B 3T0it paboTe He 6o enN.

M 3107 paboTe He OBINO BMAHO KOHLIA.

UncToe MyTewecTEUE, COCTOSHUE, aTMoChepa.

Beino, BMaMMo, Havano XX Beka, — BENMUKOTO W YKACcHOTO.

[[pormMTaHHasA 3BYKaMu HEVOEUMOW MEeNnoaun KapTUHa.

OnHa W3 repoMHB CHUMKA WIPaeT Ha posne, Apyrad — CyLIaeT, CToA ¥ OKHa.
ApPReTUITMYECKWA PYCCKWIA MHTEPBED CO COBWHYTEIM KOBPUKAaMH W BUCALIMMM Ha CTEHe
MEKAY OKOH YacaMu.

Bpem# Ha Yacax 0CTAHOBWNOCE HABCETA.

Bes npanliaTi TPU.

Ceamocnas [lonomapes

ATTWENTY TO THREE
IN SEARCH OF LOST TIME.
THE ARCHAEOLOGY OF PHOTOGRAPHY

An infinite number of atoms of matter, out of which the bodies and objects in the Universe
are made, appear before the viewers in the empty spaces of some gallery or neglected house,
in the workshops of an abandoned factory.

The material for the project was photographs, thrown into the mubbish, from a family archive
unknown to me. Their fate would have already been sealed had the attentive eye of a passer-
by not happened to notice the envelopes discarded around the rubbish bin.

He picked them up and stacked them in rows in the storage room.

For about half a year the envelopes gathered dust until the artist put some of them on the
scanner and began to look at the image details, as if under a microscope.

Faces, hands, clothes, things, the surroundings became metaphysical objects, self-sufficient
imprints of time.

The material of the emulsion, the granules of silver clustered together in the dramatic man-
ner of an image abandoned by people.

Here a new reality, with its own relationships and logic, emerged and began to live.

Framing the composition of the main photograph, I discovered new compositions, self-suffi-
cient and harmonious, chaotic and abstract.

The fragments were evolving into a kind of new story, or rather, into a variety of stories that,
intermupting each other, resulted in an incredible polyphonic sound.

There was no aim in this work.

And this work had no end.

It is a pure journey, state, atmosphere.

It was, apparently, the beginning of the twentieth century — great and terrible.

It is a picture imbued with sounds of an elusive melody.

One of the heroines of the photograph is playing the piano, the other —is listening, standing
at a window, in the archetypal Russian interior with mumpled rugs and a clock hanging on
the wall between the windows.

The time on the clock has stopped forever.

At twenty to three.

Svyatosiav Ponomarev
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CBATOCIAE TIOHOMAPEE

WMcxycerpo Becerna MetadopuaHo. B HeM, BHe 3aBMCMMOCTU 0T BDEMEHW W MOJHBIX [TPUBA-
3AHHOCTEN, HUKOTNa HET NMPAMBIX MYTEW MOCTHKeHWA M BYKBansHeIX BAPWAHTOB OHWUMa-
HUA. [[pUMUTUBHBIE U ManoKaverTBeHHble MPOU3BeNeH WA BCerna 0N W03HO-0NHO3HaYHEI

W U30ETAKT MHOXKECTEEHHOCTH CMEICNOE. TakuM obpazoM, npesvpaa BpeMeHHOW MOTOK,
WUCKYCCTBO COXPAHAET TE JKE TEMBI W 3MOLIMOHANEHEIE TpeDOBaHWA, YTO M CTONETHA Ha3am,
CTeneHb MHOTO3HAYHOCTH MPAMO MPOMOPLMOHANBHA KadecTBY XVI0KeCTBeHHOTO TTPOU3Bee-
HWA. [pyrvMu cnoBaMu, Yem DONBile CMBICOBBIX MHTE PITPETALIMA W KOHCTPYKTOE CONEpKUTCA
B TKAHW CO30aHHON XYO0KHUKOM paboTst, TeM bonee BO3PAcTaeT BEPOATHOCTE BXOXKIEHUA
ABTOPA M €r0 COBOKYITHOTO HACTIEN WA B He 3I0NeMEIe CKPWKANW UCTOPUM MCKYCCTBa.

EcTE enle oAMH MyTE B UCKVCCTBE, KOTOPBI W MOABWACA BO BTOPOW NMONOBWHe XX Beka.

3To, ckopee dunocodcroe, YeM peMecneHHOe NOCTHIKeHWe MaTepuana XynoKeCcTBEHHOTO
MPOU3BENEHUAL

MEI CMOTPUM Ha NPOU3BeAeHWe, TPOHUKASCE HEWHTENNEeKTYaNnsHbIM, d, CKopee, llaMaHCKUM
MPOYTEHWEM MAEW XYIOKHMKA. ATMOChEPHOCTE W UCCRen0BaTeNbCKaA 0DPasHOCTE CTAHO -
BATCH [TPOBONHMKAMUW WIS XYO0KHUKE, MUHYS PallMoHaNBH B MUP MCeBR000Be KTM BU3MA
COBpPEMEHHOT0 WCKYCCTBA.

[Ipoext CeaTocnaea [lonomapeera, «bes npanuati Tpu. Apxeonorus doTtorpadgumns, ABnAA
cob0M 3TaNOHHEIA TPMMED UKOHOTpadMu COBPEMEHHOTO UCKYCCTEA, 0DNajaeT KavecTEOM
BOTWUBHOTO TTPEAMETA, MPUHECEHHOTO B CAKPankHyo 304y «benoro kyba» Mys3eiHoTO mpo-
cTpaHCcTEa. TeKCT, ABNANUIMACH COCTABHON YacTh0 POW3IBENeH WA epecTaeT ObTh hoHoM
W BM3YansHOW Cpenoi niobpakeHua w IEPeX0NUT U3 rpadMdecKoro COCTOAHUA B TNOCKOCTh
BHYIIEHHOTO aTMocepHoro cocToaruA. Taxum obpaszom, onTwdeckue 3{ekTs CTAHOBATCA
CPENOBBIM OKDVIKEHUEM MOEW XVI0KHW KA.

TekcT Becerna ABNANCA MKOHONOTWYECKOW COCTABNA MMM UcKyccTBa XX Beka. B mpoexre
Cearocnaea [loHoMapeea, «Bes neaniiaru Tpu.Apxeonorus GoTorpadus TEKCT CTAHOBUT-
Cl MHCTPYMEHTOM NS MHCTANNALWW 3HAHUA M CMHTeTHYeCcKoro CMelleHUA MM TepaTyphl

W w3obpasurensHocTU. [locTKeHWE OKPYIKAUIETO MUPA CTAHOBWUTCA HEBO3IMOXKHEIM De3
orpeneneHus MOHATUA BpeMeHM, Hac oKpyaoniero. CoppeMeHHasd XPOHONOIMA CTaHOBUT-
CA W3MepeHWeM W MPoBePKOW KauecTEa TBOPeHW AL

TekcT cTaHOBMTCA PACTPOM OKPV3KAOUIEW JKM3HHW, eT0 MEPUAOM M MoOyneM. IKCIIO3UIINOH-
Hasl My3eWHas WHCTaNNAUA NpeEpanlaeTca B PUTYanbHoe TPOCT PaHCTBO XpaMa, a XyIoK-
HWK YIoR0bnAeTCA AEMWUYDTY, YBUM CIOBOM CO3AaeTcs HOBaA MOAENE MUDA.
MHOro3HaYHOCTE U UHBAPUAHTHOCTE CPenbl, 3a8aHHo i CeaTocnaeoM [loHoMapeBEM

B MpoekTe «bes neanaTi Tpu.Apxeonorua doTorpadvu» 3anaeT BecbMa ollpelenedHHoe
MOHATWE KauecTBa MPOU3BeleHUA COBPEeMEHHOTO UCKYCCTBaA. Mbicnb, aprMKynupoBaHHas
XYOOKHWUKOM, CTAHOBWTCH MaTepWanbHOW M BellleCTEeHHOW B IMTPOCTPaHCTRe My 3ed — MyJilero
KPWTHKA ABTOPA.

Kupunn Anexcees
uckyccmaosed, kypamop locydapemeenHotl Tpembaxoackoil [anepeu (Mockaa)

SVYATOSLAV PONOMAREV

Art is always metaphorical. Init, regardless of the period and attachments to trends, there
are never any direct ways of comprehending and possibilities of literal understanding.
Primitive and low-quality works of art are always odiously simple and they avoid multiple
meanings. Thus, disdaining the flow of time, Art retains themes and emotional demands,
the same as they were a century ago.

The degree of the multiplicity of meanings is directly proportional to the quality of the
artwork. In other words, the greater number of meaningful interpretations and constructs
contained in the fabric of the work created by the artist, the greater the probability is that
the artist and his whole legacy will enter the immutable annals of the history of Art.

There is another path in Art, which emerged in the second half of the twentieth century.
This is more a philosophical rather than artisanal comprehension of the material of the
artwork.

We look at a work of art and are imbued with the non-intellectual, even, better to say, sha-
manic interpretation of the artist's idea. The atmosphere and exploratory imagery become
conductors of the artist’s ideas, bypassing the rational woild of the pseudo-objectivism of
contemporary att.

Svyatoslav Ponomarev's project "At twenty to three. The archaeology of photography”, being
a model example of the iconography of contemporary art, possesses the quality of a votive
object brought into the sacred zone of the "white cube” of the museum space. Text, when

a part of artworks, ceases to be the background and the visual envirorunent of the image,
and transforms from the graphic state into the plane of the atmosphere instilled. Thus, the
optical effects become an envirorument for the artist's idea.

Text has always been an iconological part of twentieth century art.

In Svyatoslav Ponomarev's project, "At twenty to three. The archaeology of photography ™,
the text becomes an instrument for an installation of knowledge and of the synthetic fusion
of literature and imagery. Comprehension of the surrounding world becomes impossible
without defining the times that surrounds us. Modern chronology becomes the measure-
ment and verification of the quality of an artwork.

Text becomes a pattern of life around, its measure and module. The exhibited museum
installation turns into the ritual space of a temple and the artist becomes a demiurge, whose
word creates a new model of the world.

The multiplicity of meanings and invariance of the environment created by Svyatoslav
Ponomarev in the project “At twenty to three. The archaeclogy of photography™ sets a very
clear notion of the quality of a work of contemporary art. The idea, articulated by the artist,
acquires materiality and substance in the space of the museum — the artist’s best critic.

Kirill Alekseev
Art critic, curator of the State Tretyakov Gallery (Moscow)

75



Bs

CeaTocnak [loHoMapés — Xy L OKHUE C LeNOCTHRIM MWUDOOIIYIIEHWeM , 9T0 MO3BONSAeT eMy
OpraHWYHO Peanu30BBIBaTECA B aPT-TIPAaKTHKe. 3TO ABNAeTCA TPYIHBIM W AKTYaNBHBIM

B [MOCT-COBETCKOM WCKYCCTBE W MPUHOCUT eMy 3aciysKeHHoe IPU3HaHWe He Tonkko B Poc-
cuu, Ho W B HOrpe, CypryTe.

Ing HOBOW ranepewu, MPOXOAANIEN MY TE CTAHOBNEHWS, WIIYIIEH CBOE MECTO B POCCUACKOM
APT-TIPOLIECCE COTPYARWYECTRO co CBATocnaBoM [TonomapésrM (¢ 2004 rona) okasanock

He pPANOBRIM. [IMYHOCTE U TROpYECKAA MO3UITMA XY I0KHWKA TTOBNUANU Ha NeATeNbHOCTE
«CTepxan», ciocobCTEOBANM TPOBENEHWK CODCTEEHHEIX APT-TIPOEKTOR, PAaCIIUDPEH M) KOHTAK-
ToB. M, xoHeuHo, ranepes o:viaeT HOBBIX COBMECTHBIX TBOPYeCKUX MOBOPOTOR W B3NeTOoB.
dectueans «Crepxdect — bonewag eona 2013» NoKeH He TONBKO coBUpaTk A0CTOWHOe

W MepCiieKTMBHOE WCKYCCTEO, HO M ABNATE IpeMbepbl — HOBBIe NpoekTH. Ha sTom decte
(ocobeHHO BaXKHOM ONA raNepen — 0PraHu3aTopa) BO3MOXKHOCTE MPEeNcTaEUTE ABTOP-

CKWW TpoekT «be3nsaniiaTh Tpuy» daHa CeaTocnasy [loHoMapéBy, 468 McKyccTBo XaH-
TEI-MaHCUACK BCTpedaeT yiKe B YeTBEDTHIN pas 3a JecATWNeTHe, KOTOPBIN CBOMM TBOpYe-
CTBOM — apT-MIPAaKTU KON, 0b pallleHWeM K Pa3HBIM JKaHpaM W BUIdM MCKYCCTBA, BHUMaHWEeM
K apXaudeckol KyneType — HaXoOMTCA B KOHTeKCTe coBpeMeHHoro uckyccTea XMAO-KHrpm
W MOKeT OBITh IEPCTIEKTUBHBIM O PUEHTUPOM ANA MONOABIX XYA0KHUKOB OKDYTA.

Mapuca I'yposa —uckyccmesosed, kypamop, dupexkmop [anepeu cospe MEHHO20 UCKYCCTBA
«Cmepx» (Cypeym)

vyatoslav Ponomarev is an artist with a holistic worldview that allows him to express him-
self naturally in the practice of art. This is a demanding but necessary stance in post-Soviet
art and brings him well-deserved recognition not only in Russia, but also in Yugra, Surgut.
For the new gallery, which has been establishing itself and seeking its place in the Russian
art-process, cooperation with Svyatoslav Ponomarev (since 2004) has turned out to be very
special. The personality and creative position of the artist have influenced the activity of
the “Sterkh” Gallery, helping it to hold its own art projects and broaden its relations. And,
of course, the Gallery is expecting new joint creative events and achievements,

The festival “SterkhFest — High Water 2013" aims not only to gather together worthy and

promising art, but also to premier new projects. In this festival (especially important for

the Gallery — the organiser) the opportunity of presenting his personal project “At twenty

to three” has been given to Svyatoslav Ponomarev, whose art will be welcomed by Khan-
ty-Mansiysk for the fourth time this decade. The artist’s creative ait-practice — by developing
in different genres and art forms, and paying attention to archaic culture—is in the context
of the contemporary art of Khanty-Mansiysk Autonomous Okrug-Yugra and may become the
inspiration for its young artists.

Larisa Gurova —art critic, curator and director of the "Sterkh™ Gallery for contemporary arts,
(Surqut),
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HOBAH MIEOIPADIIA
COENMHEHHME OBPA3A 1 CIIOBA YV CBATOCTABA ITOHOMAPERA

«PeaneHOCTh, KOTOPYIO A 3HAN, He cyulecTEYeT bonee». Tak 3akaHIMBaeTcA poMat «B cTopo-
HYy CBaHa».

Cearocnae [lToHoMapes MccnenyeT yTpadeHHoe. HannenHyo doTtorpadmio OH COEAUHALT

c oM mipo noTepo. [TonyuMBIIMECd OTITEYATKW MPOHUW3aHE cnoBamMu Mapcena [pycTta.

«be3 nBaaaTH TpW» — 3TO MPOEKT, MOCBAIEHHBIW CAKPansHOMY TEKCTY YMePUIeH KyNbTYDBL.

MBI BMOMM CTAPBIE HAAITUCK, HO VIKE IOHWUMAEM MX CMBICH TONEKO rpadwuecku. Kak cea-
IEHHBIE 3HAKW JPEBHWUX, BHIOWTEIE Ha KaMeHHBIX cTenax. OHW NMPOoCTyIanT CKBO3b PUCYHOK,
KOTZa-TO HAPWCOBAHHBIW CBETOM.

MBI HEe 3HAEeM, KTO 3TW IK0OW, W 3a9eM 0HU 30eCh. Bes nMMUHOro KOHTeKCTa Kaxasi obpas
CTAHOBMTCA MWL 0TONecKoM cBoen cpeasl. Inas bnyknaeT mo MoBepXHOCTH OTYYIKIE HHBIX
BELIFH, LeINAACE 3a OeTaNu, IO3h U CTPYKTYPEL

JInoxa ocTaensAeT ceo cnen. dacod npudecku, hopMa Kabnyka, Iu3aiH XOOUMKOB, — BCE

3TO MPUHAANEKUT NMPOUINOMY, B KOTOPOM MBI He XXWNW. BUHTaX 3amycKaeT MalluHY 1o
MPOW3IBONCTEY BooDpaaeMblX BOCTIOMWHAHWA. MBI MOXKeM CKasaTh: «3T0 DBINO W C HAMU».
Ho sToro © HaMu HMKOrna He Osino.

M&bI npMHUMaeM HEM3BECTHBIE HAM CHUMKW. [[oTOoMY YTO ViKe BUIAENW ODVIHe TIOXOMHE.

MBI MOXEM 0TIO3HATE MTOKONEHUE 0 ero Moge. Mel MoxeM MoHATE, Korna bein coenaH cTy.
Ho HaM He BepHYThH TOr0 YVHUKaNBHOTO OUIYUIEH WA, KOTOPOE MPWAABANo 3TOMY KNOodKy
CBETOMYBCTBUTENRHOW MAaTePWH ero 11eHHOCTE. YYBCTRA CONMPUYAC THOCTHU.

lanaxktuka lareppa w TansboTa — BeckpaiHese BUsyankHoe mone. OHO coO30aeTCq MeXa-
HWIECKWUM [71a30M, NpeBpallaioiiuM NPoCTPAHCTBO-BPEMSA B IBYXMePHbBIEe BelllW. Kaxxnbsiia
HOEBBIW Kaop — ellie o0Ha MecYIMHKA Ha 3ToM Knanbuile MrHOBEHWIR, ManeH BKMA KYCOK 3ToOM|
Heobo3pUMOon MoBe pxHocTH. OBelleCTENEHHBIE CEKYVHIB CO3IANT WK GU3WIec Koro
MPUCYTCTEMA MPOLINOro — pANOM, ¢ HaMu. YToOsl 0TKa3aThCA OT 3TOT0 MOPOKA, HALo IPK-
3HAThk CaMy WUO30PHOCTE W300pasUTENBHOTO reliTansTa. Kak rnaBHbiit npuHLMI doToTpa-
hvueckoin obpasHoCTu.

HaM He MoHIOXAThk 3TOT UEETOK. HaM He yCABIATE 3TV MY3BIKY. HaM He monynaTs 3TMX
JKeHIIMH. MBI BMOMM TONBKO MNOCKoE W3obpaxerue. OHO ABNAETCA JKMBBIM CEWIETENECTBOM
0 MOMHEeWeM pasgeneiMu M pasBeneHu 3pUTENEHOro W 0B0HATENEHOTO, AV MaNEHOTo,
TakTUnsHoro. PoTorpadud KaK caMOCTOATENEH B 0Bpas cynecTBYeT Tonkko bnaronaps
UCXOOHOMY PacyNeHeH W0 PeansHoCTW. bnaronapa TpaeMe.

Kaxneiit CHUMOK — CNie], pa3phiBa B BOCOPUATWUW. Ho Halle co3HaHWe Tak MPUBBIKNO TPU-
HUMATE YaCTH 3a LeNnoe, W PeKOHCTDYWU POBATE LIeN0e T0 ero YacTaM, JTO0 HYXKHO aBTopCKoe
younue, Tob bl 0OHapYEMTE 3Ty TpeuuHy. JeTanus3aliua — nNpueM, TIpH IOMO W KOTOporo
Cearocnas [loHoMapeB MHTEPNPETUPYVET HauaeH e 00bekT. Takad perpeccMBHas TpaHC-
hopMalIMa TOMOTAET NMOHATE UCXOAHVI0 TPAaEMY GoTorpadMuIeCcKoro BOCTIPUATUA.

ABTOpD paccMaTpuBaeT LenoCcTHEIA 00pas aHanuTudeck. M MpousBoNEHO BEIOENAET B 3TOM
BU3YaNkHOM MoNne GparMeHTEl, OTKPBITHIE ANA WKoHOorpadwWaeckoro Tonkoearnuda. Torpa
nwobas 30Ha M300paKeHWA CTAHOBUTCA CAMOCTOATENBHON M 3HAKOBOW, Korna Mbl obHapy#u-

BAeM B HEW CBOW CMBICABI M cODCTBEHHBIE KpacoTsl. 3To urpa HabnwopaTens c HabnwonaeMeIM.
CHWMOK OTKPBIBAET HAM DecKoHeYHY0 monvdoHn WHTe pripeTauvit. Hosas Yepena euaya-
nusaimui beckodeuHa. Ho BHYTPWM HUX MBI BWAMM CNOBA, CHOBA M CHOEA.

CeaTocnae [loHOMapeB OMWCHIBAET TPABMY doTorpadwvyeckoi ob pasHocTy. OH neTanusu-
PYET MCXONHBIM 0bpas, ABMradack Brnyde, Tya, rae sHadeHue GoTorpadun pacnagaerca

Ha OTHENLHBIE MAaNneHbKue cMbIcnbl. M ente rnybike, 3a MoBepXHOCTE BEWIEN, TV, TAE CAMO
w30bpakeHne pacnagaeTcs Ha aToMel. Ho 3TuMM aToMaMu oKassiBaoTesa OYKEEL.

M&i kM BeM B BoobpaxkaeMerx BeeneHHbix. Boe 0HM co30aHBI HAMMMM criocobamMu TpaHcdop-
Maluu peankHOCTU. PoHeTUYEeCKMI andaBUT — MOLIHOE CPEACTED, KOTNA-TO OTAENUEIIeE
«ITWCEMEHHOID YenoBeKar» 0T YenoBseKa nneMedHoro. Cearocnae [loHoMapee TeMaTusupyer
HOBBIW LW BUMW3aLIMOHH BN ckadok. OH — rnamiatan nobensl TeXHo-TNeMeH .

M 3o0bpaxkeHue CKOHCTPYMPOBAaHO U3 TekeTa. C usobpetenveM dotorpaduu Bein coenax
«urar w3 anoxu KauroneyatHoro Yenosexa B snoxy [padmueckoro Yenosexa» (kaxk rmacan
Mapwann Maxnioss). [loHoMapes Bo3BEpalideT HAC B 3TOXY [TEPBBIX IMBMAU3ALUA € UX
HagmMcAMU-u3obpaxeduamu. CTapas MUCBMEHHOCTE YMEPNA, HOBAA TONBKO POXKOAETCA,

Ha cTeiKe obpasa/cnoea.

«be3 npanaTH TPU» — 3TO MAMATHWEK MEPTEOW eBPONEeHCKOW KYNBTYPE, KOTOPBIW HanucaH
Ha pacTaBuieMca 43pIKe. 3T0 — MIOMCK HOBOW uaeorpadMu, Ha pyMHAX CTAPON IIMBUAMIALTMK.

Muxaun Cudnun
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NEW IDEOGRAPHY
THE COMBINING OF IMAGE AND WORD IN THE WORK OF SVYATOSLAV PONOMAREY

“The reality that I knew does not exist any more”™. Thus ends the novel "Swann's Way™.
Svyatoslav Ponomarev explores that which has been lost. He combines a found photograph
with the myth about loss. The resulting prints are imbued with Marcel Proust's words.

"At twenty to three” is a project dedicated to the sacral text of a culture that has perished.
We see old inscriptions, but understand their meaning only visually, as sacred symbols of
the ancients, carved on stone stelae. They show through the image, once drawn by light.
We do not know who these people are and why they are here. Without a personal context
each image becomes only a reflex of its milieu. The eye wanders over the surface of es-
tranged things, halting at the details, poses and structures.

The epoch leaves its mark. The hairstyles, the fonmn of heels, the design of clocks — all this be-
longs to a past in which we did not live. Collectability starts the machine that produces imagi-
naiv memoties. We can say: “that happened to us as well”. But that never happened to us.

We accept photographs unknown to us, because we have seen others that are similar.

We can identify a generation by what is fashionable. We can understand when a chair was
made. But it is not possible for us to bring back that unique experience which gave value

to this piece of light-sensitive material — the sense of involvement.

The galaxy of Daguerre and Talbot is an endless visual field. It is created by a mechanical
eye that turns space-time into two-dimensional objects. Each new frame is one more grain
of sand in this cemetery of moments, a small fragment of this immense surface. Materialised
seconds create the illusion of the physical presence of the past —right here, with us. In order
to opt out of this confusion it is necessary to recognise namely the illusory nature of the
visual gestalt as the main principle of photographic imagery.

We cannot smell this flower. We cannot hear this music. We cannot touch these women.

We see only a flat image. It is a living testimony of the complete division and separation of
the visual and the olfactory, the auditory, the tactile. A photograph as a self-sufficient image
exists only because of the original dissection of reality. Because of trauma.

Each photograph is a mark of the rupture in perception. But our mind has become so accus-
tomed to seeing parts as being whole, and to reconstructing the whole based on its parts,
that effort by the artist is required to find this crack. Detailing —is a technique by which
Svyatoslav Ponomarev interprets a found object. Such a regressive transformation helps
explain the initial trauma of photographic perception.

The artist examines the holistic image analytically. And in this visual field he randomly sin-
gles out fragments that are open to iconographic interpretation. Then any part of the image
becomes independent and symbolic when we notice in it its own meanings and beauty. This
is the game of the observer with the observed.

The photograph reveals an infinite polyphony of interpretations to us. The new series of vi-
sualisations is infinite. But within them we see words, again and again.

Svyatoslav Ponomarev describes the trauma of photographic imagery. He fragments the
original image, moving into the depths, to there where the photograph’s meaning breaks up

into separate small meanings. And even deeper, beyond the surface of things, to there where
the image itself disintegrates into atoms. But these atoms turn out to be letters.

We live in imagined Universes. All of them are created by our methods of transfomming
reality. The phonetic alphabet is a powerful tool, used some time in the past to separate
*literate man” from tiibal man. Svyatoslav Ponomarev makes the new leap of civilisation
into a theme. He is the herald of the techno-tribe’s victory.

Image is constiucted out of text. With the invention of photography a “step out of the era

of Typographic Man into the era of Visual Man” was made {as wrote Marshall McLuhan).
Ponomarev makes us retuin to the era of the frst civilisations with their inscriptions-images.
The old writing is dead, the new is only being bom, at the image/word juncture,

“At twenty to three” —is a monument to a dead European culture, written in a disintegrated
language. It is the search for a new ideography, on the ruins of old civilisation.

Mikhail Sidlin
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BE3 JIBANIIIATH TPM.
POMAH [IPYCTA B OIHOM KAJIPE

OnmuH knuxk «deletes —w ot doTorpadmu He ocTaeTea naxe nenna. Ecnv 6wt 3To 6Bino BO3-
MOMKHO B TIPOUINELY CTONETUAX, CETONHA MEl HE CMOMW OB VEWIETE €3aCTHIBLIVIO» UCTOPHID

B Kagpax. ¥ Tem bonee, NpouMTaTh B OOHOW M3 HUX LIeNWKoM poMad Mapcensa [IpycTa

«B mowckax yTpaue HHOTO BPEMEHU »,

() ToM, KaK co3naBancd HOBBIM YHUKaNnkHBIN ayaW0 -BU3YanbHBIA NMPOeKT « ApXeonorusa
dhoTorpadmu. Bes neaniaT Tpu», W HEMHOTO 0 cebe, pacckasan dotorpad, XyI0KHMK,
MY3BIKAHT, MacTep nepdomatca, dunocod — Cearocnas [loHoOMapeE, MPUMeXaBUIMA YIUENATE
JKUTENeW W rocTen XanTel-MaHouwitcka.

CeATOCNaB: OCHOBOW NOCYKWIK GoTorpadMu U3 YbEro-To CEMENHOT0 apXUBa, BRbpoueH-
HbIe Ha MOMOWKY. ITUX N0 e YKe IaBHO HeT, MPoCcnenMTE H0KYMEeHTaNnbHO KT0 WUMEeHHO

Ha (OTO He MPenCcTABNAeTCA BO3MOXKHBIM. [la v Tak nu 3To BaxkHO? MCTOPUIO 3TUX KanpoB

1, KaK U 3PWTEeNU, NOMBICTTMEALD, CO30aBad MUQBI, 2 OHW, B CBOW 0YEPENb — HALIY JXU3HE.
JTa BEICTABKA, CKOPEE, MOCNAHWEe M3 NMaMATH YeN0OBeYeCTRA.

Cronbko 6peMerl noHadobunock, ymobsl npoexm Moz npedcmams 8 uHAALHOM sude?
CesATocnas: Ouens MHoro, bonee Tpex net 1 paboTtan Hag HUM. «DUIIKa» B ToM, YToBsl 0TCEYE
BCE NUIIHee, Bellb MaTepuarna Bcerna MHOTO, Kak M WAeW, pyka He YCITeBaeT 3a MOTOKOM MBbICTEeN.
f1 oTobpan HeobxoaMMBlE M300paKEHWA, OCHOBBIBASACE Ha CBOWMX OLIYIIEHUAX, 3TO NaNe He
hoTO, 2@ PEKBEUEM IO HAM. 30eck HeT doTorpadmu, XOTA MBI BUOWM HedTo noxokee. Bee coenalo
MCKMIOYUTENEHO C TIOMOIIBIO 1M POBOW TEXHONOI MW, MAHWUITYTMPOEAHWA BCAKUMM KHOTTKAMMW
W PBIYANKAMM, HACTPOUKAMY, HANMKeHWAMW W MpouuM. Mcnonbk3oBan no3wTuesL. Kaxnoe
W300pasKeHWe COCTOMT W3 TEKCTa poMaHa « B mouckax yrpauerHoro epeMerv» Mapcena [1pycTa,
MEePBOTO €r0 W3naHwda. [IoNHOCTEI0 MPOYMTATE MPOU3IBENEHWE, CNU BNaneeTe GpaHiy3CKuM,
naxe bes nynsl, MOKHO Ha 0BV doTorpadmax — 1o noprpet [IpycTa v paMst 3a MaHuHO.
Omryda maxaa udea? KHuza Ha odHoM Aucme?

CesiTocnas: HasepHoe, 370 004 TEX, KTO NEHWTCH MEPEBOPAYHMBATE CTPAHMWLIE KHUT (cMe-
eTcd). A TYT — Mofouen W YBUIen cpasy Beck pOMaH LIeNUMKOoM. 3TO KaK TeKCTH Ha CTennax

B apeeHeM Erunre unu Basunoxe. 3to Mmetadopa, BOCIIOMUHAHME.

XVOOXNHUK CUMTAeT, YTO Peanu3oBaThk CBOW TBOpYeCKWe CUMBI MOXKET KaKA b, ecniv Hanpa-
BMThE BHUMaHue B HyKHOM kniode. Mekycecreo Cearocnaea [ToHoMapeBa ynsTpa cOBpe-
MEHHO, HO BNAM3K0 Mo cCBoeMY BHYTPEHHEMY COOE HKAHWI0 AHTMKBaPHATY. ABTOD He O0WH
NecATOK NeT 3aHuMaeTca doTorpaduei W nepdoMaHcaMu, €T0 MPOeKTH OBINW oKA3aHb

Ha MHOTMX POCCHACKUX W 3apyOesHBIX apPT-NOUAHKAX.

Houemy [pyem? B yuxne poMaHos 3aukcUposaHo sHUMAHUE HO YImpame WU 3L, Yumda-
meAb NPUKOBAH U K PEAABHOCTMU Mexoma, U K npowaoMy — ezo ucmoxam. Hoxyccmso [pycma
noxoxe Ha UCKycomeo pecmaspamopa kapmun. A thomoepadhusa y Ceamocnasa Hoxomapesa
HE MoAsKo 06pas, Cyiecmesyowull 8 8000paXeHUL, HO U BEWECTIB0, 3AHUMaWEe onpedeneH-
HBI (U 3LMeCKUL 00BEM,

CeaTocnas: Korna g cMOTpen Ha 3TW goTorpadiu, OyMan, Kakad e My3biKa K HUM Moaoi-
net? Kakyw My3bIKY OHW MOTTIWM MTPaThk B TO BpeMda? M nmoHqAn, YTo NoMKeH 3By4aTh IPUK

CaTu. Korpga-To OH BRIXOOW Ha CUEHY C KNeTKOW, B KOTOPOW CUMAENW MTHLUEL. CaTu cagunca
33 POSANB, MEPUOAWYECKH BBIMTYCKANn MTULL, OHW NeTanu o 3any W YMpukanv. BoT Takou soT
dBaHrapm.

Korna s paboTtaw, He ByMaw o CBA3W MIOKONEHWNA, Kak neT B 20-Te. Ceituac MeHA TpeBoXKaT
cyrybo mpakTudeckue Beurn. Hanpumep, kaxum obpasom nokasaTe aTMochepy doTonabo-
PATOPWHW B BRICTABOMHOM MIPOCTPAHCTEE, KAK COEOMHWTE W3obpakeHue Ha HETATUBE WAW
[MO3WTUEE B CNANIE C PEANEHBIM OTNeYaToM. MeHda BonHyeT Texuudeckad pabota. M B atu
MOMEHTHL A IyMalo, HY HEVKenu 0HW Torha He MOIMW CHATE 3TOT Kaap HOPManbHBIM 00Bek-
TueoM? M mouemy Tak besobpaszHo BEICTaBUAM cBeT (cMeeTca)? Bo BCeM 3TOM, M AAXKE B 3TOM
npoexTe «bes NBanaTH TPU» HeT POMAHTMEW. XoTqa 0BCcTaHoBKa pacnonaraeT. 3To Mon

0B pas XM3HKW, UCKYCCTEOM MOKeT OwiTe Bee. [IpocTo HyKHO BEITE MAKCUMANEHO eCTECTEEH-
HBIM B CBOMX MTPOU3BENeHHUAX.

«PeaneHOCTE, KOTOPYIO 1 3HAM, He cylulecTeyeT bonees — 370 mocnenHas pasa U3 onHOW-
MeHHOro poMata Il pycta. YeuaeTs npoekT [loHOMapeBa Bee elle MOXKHO B My3ee reonoruu,
HedTH W rasa. OTBICKAE CBOD PeAnbHOCTE, TIPUAYMABR CBOW MUQEL.

Tamapa Bacunvesa
27 man 2013
http:/fugranow.ru/?p=18300
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CBATOCIAE TIOHOMAPEE

Pomunca e 1949 rooy B Mockee. Beiciee Texnudeckoe obpasoBaHue.
doTorpad, XyNoKHWK, MY3IBIKAHT, MAcTep mepdomatca, @unocod, KypaTop, Menaror.

3axoHaun MockoBCKY0 CTYIMIO OXKa3a. Bpan yacTHele ypoKW pUCOBAHWSA M KMEOITMCU B CTpO-
raHoBcKoM yawnuure. Paboran wixernepom so BHMUM u MunaucTepCTEE BHETHEN TOPTOEMM,
MANApoM, XVI0KHUKOM-PECTAEPATOPOM W XYVIMKHUKOM-TIOCTAHOBIIMKOM B KMHo. C 2003
rona npenogaeT oTorpadmio Ha hakyneTeTe rpadmueckux UeKkyccTs Mockoeckoro rocynap-
CTBEHHOTO YHUBEPCWTETA [edaTH, LoueHT. Ynen MockoBCKoro cow3a XyooKHUKOE, Teopue-
croro Cowsa xynoxauKos Pocouu, Cowsa dotoxynoxaukos Pocouun. Oceauean GponreH Hete
[MPOCTPaHCTEA I8 CO30aHWA BRICTABOYHOW WHTEPAKTUBHOW MYyNETUMEIWWHOW CPensl, B TOM
YMCMNEe 3SHAMEHWTOS 30aHue ¢ masaycoM 1929 r. apxurerkropa C. Hukonaeea. OcHoean TeaTp
TubeTcron Myssin PURBA.

(OcHosHblE 8LICMABKL U NPOEKTbL:

1993 — «Two museums», Pum, Mranua,

1995 — nepcoHanbHad BeicTaBka «Configura?», MexxayHaponHeii decTMBans UCKYCCTB
DialogDerKulturen, 3pdypr, lepmManms,

1996 — «Inside»{coeMecTHo ¢ d.MudanTe), ranepes «Kuxo», Mockea,

1997 — «HaumoHaneHble TPAOWLIMK W ITOCTMOAepHU3M», [ocynapcTeeHHada TpeTeaKOBCKaA
I'anepena, Mockea,

1998 — «Inner weather», The Ridge Street Gallery, Heio-Mopx, CIIIA,

MepcoHankHada epicTaeka «[1yTe k becnpenMeTHomy», Knyb xoHcTpykrueucToe, Mysei
APXUTeKTYPRI, MocKEa,

«Hedopmaneiaa Mockea», ranepea I'ensmana,Mockea,

2000 — nepcoHankHaq BHCTABKA « BOAMOXKHOCTE TpaHc@opMavuy ranepea EneHn
Bpybnesckon v [ocynapcTEeHHBIN MY38MHO-BEICTABOYHBINA eHTp POCH30 MunucTepeTea
KVNETYPRL Pocouu, Mockea,

MexnyHaponHasa spMapka coepeMedHoro wckycctea « ART FORUM 2000», bepnun, 'epManus,
MexayHaponHad ApMapka COEpeMeHHoro uckyccTea Apt Mockea 2000, HeHTpansHeiM goM
XynoKHuKoB, Mockea

MepcoHankHas BeicTaBKa «Vpan, Tubet...», Pyccwuit kyneTypHe wenTp, Katmanny, Heman,
2001 — MexxnyHaponHad ApMapka coBpeMeHHoro uckyccTea Apt Mockea 2001, [leHTpans-
HBIW OOM XVIOKHUKOB, Mockea

2002 — MexnyHaponHag ApMapEa COEpeMeHHoOTo uckyccTea Apt Mockea 2002, llenTpans-
HBI OOM XynoKHUKOB, Mockea

«The russian nude XX-th century photography», Jlonnon Adrnvwa, Beda, AecTpua,
nepcoHankHaa esicTaeka, X1l Festival of photography, Bpamucnaga, Cnosakus,
MexayHaonHe GecTuBans GoTorpaduu Mockoeckas doTobuennane 2002,
MexnyHaponHaa apMapka coepeMmerHon dotorpaduu «The Armory photography shows, -
Heio-Mopx, CIIA,

2003 — MexnyHaponHeit KoHKype doTorpaduu «Cepebpannan kamepas, oM dotorpadmmn,
Mockea,

2004 — «Cuswomad TeMa» raneped uM.bp. /liomeep, Mockea, Apt Manex 2004, Mockea,
2006 — «ApT TpaHsuT» [lopeoo-Xenbcuuru-Typry{Dunnanoua), opranuvsatop lanepes
COBpPEMEHHOMO MckyccTBa «Crepxs (CypryT),

«Korna seyk nepexpeiBaeT wiobpaxenuwes, [ocynapc TEEHHBINA EHT P COBPEMEHHOTO UCKYC-
ctea (['1ICH ), Mockga,

2007 — MexnyHaponHada ApMapka COEPeMeEHHOTO wckyccTea ApT Mockea 2007 —ranepes

«Crepx», CypryT,
2008 — «TpaHc-apT MNW UHTYULIMA TeNa B IPOCTpaHCTBer, [anepea COBPeMEHHOTO MCKYC-

cTea «CTepx», CypryT

2009 «Bnox eeipox», lanepesa « MARS», Mockea,

2010 aeTopcxun npoekT «HoBoe puTyaneHOE MCKYCCTEO® B paMKAX porpaMMsel « Hogb
My3eeB», [ocynapcTeeHHad TpeTeAKOBCKaA raneped, Mockea,

«East calls West», MesxnyHaponHsii decTiBans dotorpaduu,-Pingyvao, Kuran,

«Yenorek v Mopes, MexxnyHapoaustit dectureant dororpaduu « PHOTOVISA» Kpacronap,
Pocowuad,

2011 — «FACE — spomiiua noprpeTa B dotorpadmus- Pocoua, Eepona, AMepuxa,

2012 — «Ot [lepecTpoiky 00 HAWWMK OHEW», B paMKax MexnyHaponHoi buenHane gortorpa-
pvn FotoFest, Houston, CIIA

2012 — «21 — Mon Twxun okean», locynapcTeeddana TpeTeAKoBCKaa ranepeda, Mockea

Pabomw Haxodamea 6 wacmHblX, KOPNOPamusHelx coOpaHUax U My3eax:
Duke Museum of Art. Darkheim. 11SA;
l'ocynapcreedHad TpeTeakoeckad ['anepeq, Mockea;
HaimmoHaneHasa ['anepes CnoBakuu, bpaTucnaea;
Mockoeckui Mysen CoepeMedHoro MckyccTea;
Mockosciuin Myzen @otorpadvu;

Kolodzei collection, USA;

I'anepes coepemerHoro wckyccTea CTEPX, CypryT;
ranepes Enenst Bpybnesckon, Mockea;

lenTtp doTorpadgun uM. Bpateer liomeep, Mockea;
ranepes [Tonunet lobavesckon, Mockea.
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SVYATOSLAV PONOMAREV

Bornin 1949 in Moscow. Higher technical education. He graduated from the Moscow studio
of jazz. He took private lessons in drawing and painting at the Stroganov School. He worked
as an engineer in the Research Institute and the Ministry of Foreign Trade, painter, art
restorer and art director in films. Since 2003, working as a teacher at the Faculty of photos
of Graphic Arts, The Moscow State University of Priting Arts. Member of Moscow Union of
Artists, International Federation of Artists, Union of Photo Artists of Russia. Mastered the

abandoned space to create interactive multimedia exhibition environment. He founded the
Theatre of Tibetan music PURBA.

Exhibitions and projects:

1993 — “Two museums”, Rome, Italy,

1995 — “ConfiguraZ”, DialogDerKulturen”, Erfurt, Germany,

1996 — “Inside “(with F. Infante), gallery” Kino *, Moscow,

1997 — “National traditions and postmodernism”, The State Tretyakov Gallery, Moscow,
1998 — “Inner weather”, The Ridge Street Gallery, New York, 1SA,

“The road to non-objective”, Club of the Constructivists, Museum of Architecture, Moscow,
“Informal Moscow”, Gelman Gallery, Moscow,

2000 — " The possibility of transformation”, Gallery Elena Viublevskaya, ROSIZ0, Moscow,
“ART FORUM", Berlin, Germany,

Art Moscow 2000,

“Ural, Tibet...", Russian Cultural Centre, Kathmandu, Nepal,

2001 — At Moscow 2001

2002 — Art Moscow 2002, "The russian nude XX-th century photography”, London,
England, Vienna, Austria,

“X11 Festival of photography ™, Biatislava, Slovakia, Moscow Photo Biennale

2002 — “The Anmory photography show™, New New York, USA,

2003 — "Silver Camera”, House of Photography, Moscow,

2004 — "Shining Darkness”. Brothers Lyumer gallery, Moscow,

2004 — Art Manege, Moscow,

2006 — "Art transit™ Porvoo-Helsinki-Turku (Finland) Surgut State Art Gallery,

“When the sound overlaps the image of” National Centre for Contemporary Arts (NCCA), Moscow,
2007 — Art Gallery, "Siberian Crane”, Surgut,

2008 — "Trans-art or intuition of the body in space”, Surgut,

2009 — "Breathe in breathe out,” Gallery “M'ARS”, Moscow,

2010 —"The Night of Museums” project “A new ritual art”, State Tretyakov Gallery, Moscow,
“East calls West”, Pingyao, China,

“"PHOTOVISA” Krasnodar, Russia,

2011 —"FACE-evolution of the portrait in photography™ — Russia, Europe and America.
2012 — FOTOFEST, Houston, USA

“XX1. MY PACIFIC OCEAN/XX1.” State Tretyakov Gallery, Moscow

Collections:
Duke Museum of Art.Darkheim.USA,
The State Tretyakov Gallery, Moscow,

The National Gallery of Slovakia, Bratislava,

Moscow Museum of Modern Art,
Moscow Museum of Photography,
Kolodzei collection, L1SA,

Surgut State Art Gallery,

Elena Viublevskava Gallery,
Lumier Brothers gallery,

Polina Lobachevskaya Gallery.
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BE3 [IBATIIATI TPI
B II0MCKAX VTPAUEHHOT'D BPEMEH .
APXEONOTHA GOTOTPADIHM

B nowckax yrpageHHoro epeMedu. dotorpadua Kaxk 00BeKT, BEpeMsa 0CcTaHaBNWBa-

LIWA W CTYIIaNIMi B cebe, Kak cMona, ynaenueannas byKauky M — Kakon-To MUIMMOH
NET — MPeEPalllalIAA €8 U BPEMA €8 B KPUCTAIN, CEEPKANIWA B Ny49aX CBETa KaK Oparo-
IIEHHOCT . AHTaph BpeMenu — oTorpadua?

V KadKnoro XyamKHWEA B KAKNBW MEpUON TEOPYECTEA eCTE IOMWHUDYIONIAD UOed W N0 -
MWHAHTHaA dunocodua. B nepuon TEopyYeckoro paclBeTa AN XVI0KHWUKA, paboTawmero
c hoTorpaduen, pasMEILIMAWIILTD Han npuponon dotorpadguu, rnagHOW TEMOW CTAHO-
BUTCA BpeMa — Kak UCTOpPUYECKas 3TOXa W KaK MPOTAKEHHOCTh, Tpebyioman hukcalmu,
OMpeneneHuns, ero Uies — HanTu onpenenedve Bpemenu (HaWTH onpeneneHue — COenaTh
NOCTYITHEIM [TOHWMAHWI0 M 00pa3sHOMY NpencTaBne U0 Yenoeeka). Tak, MHe npencTae-
naetcda, Bpema BakHo nng xynoxHuka CeaTocnaga [loHomapesa, paboTawmero ¢ Menua
doTorpaduu VKe TpU ecaTUNeTHA.

Ceartocnae [loHoMapeB — gMTypa CHHTETUYECKANA, OH XV OKHUK, INA KOTOPOTO PA3HBIE
WHCTPYMEHTERI BEICKA3BIBAH WA, BITNOTE 40 PA3HBIX BUILOE UCKYCCTEA — OUEEWIHBIE GiODMEL
BHIpaPHWSA Pe3yNETaToR eIMHOTO Npollecca UCcleloBaHWA MUpa. MMeHHo Tak, He 3anadu
(HanpuMep, BEIPasuTs BpeMa) BEITEKAOT M3 MHOT00OPA3UA €T0 UHTEPECOB K (hopMaM
BRIPAKEHWA, @ (POPMBI, KK MHOXKECTBO KapaHIanien B AeTCKOW pyKe, HabupawTca MM B 3a-
BUCMMOCTW OT 33034 M 3HAHWA BO3MOXKHOCTEN hopM, UX CKPRITEIX noTeHumMancs. Ina [ToHo-
MapeEa nwoboi BUn UCKYCCTEA — DEHOMEH COBPEMEHHOCTH, UCKYCCTEEHHO CETDETUPOBAH-
HBEIW, OTEEMHEHHEIA OT e0UHOTO TIPA-KOPHA MY3IBKW-PUTYANA-MaTEMATUKM, HO TIPU 3TOM,
(feHOMeH ecThk o pMa, HeCYIIaA B CEOETW MaTpULIe CEA3E C 3TUM KOpPHEM, OTTOrC W OCTaloma-
ACA TIPUEMNEMBIM WHCTPYMEHTOM ANA XYO0KHWKA-WCCNedoBaTens.

MuTepec [loHoMapera Ko BpeMeHW opraHudecKu B3aUMOCBA3AH ¢ ero rnybokuMM BHUMaA-
HUEM K TEKCTY KaK 3HAKY M KaK 3alTUCH CMBICTA, TIOCKONBKY TEKCT — opMa Mpeononetua
BpeMenu yenoBexoM (M B cnydae, ecnv Kareropua BpeMenu — uneq YenoBevdeckoro pasyMa,
CTPEMANIETOCH CYDCTAHINID JKM3HW VIIOPALOYMTE W COENATE AOCTYITHOW A5 MOHUMAHWSA),
W, OOHOBpPeMeHHO, TEKCT — (hopMa YTEEpIeHWA Yel0BEKOM 3a ITpedenaMu CEOeT0 BpeMeH!
(BMonOrMIECKOM JKM3HM, UCTOPWUYECKOR 3moxu). [JoHoMapeEa TeKCTBL, CaKpanbHBIE, Hall-Bpe-
MEHHBIE, BONMHYIOT CO EPEMEH €r0 IKCIIEPMMEHTOE € YACTHIM 3BYVKOM (Kas) M PUTYaNnbHBIM
3BYKOM (TMBETCKaA My3BIKanbHas TpagMiMa) —rae-To ¢ 1980-x Celtgac, B ronsl yIIPOLIEHHOTO
B3[NANA Ha MCTOPWIO KoHa XX eeka (bein 3acToi —HMYero He B0, MpUIINA IepecT poi-

Ka — MOABUNOCE COBPEMEHHOE UCKYCCTBO), MYYMTENEHO TPYIHO OCO3HARATE PeanbHOCTE

TOTO JECATUAETUA, KOTIA KYNETYpa Oyayiiero BH3pesana BHYTPU CBOSH 3MOXH, U IMIHOCTE
OTAENBHOTO XYOOKHWKA, UCTOPUA €70 CEMBM I ENANW ET0 VHUKANBHBIM ANXMMUIeCKuM Kybom,
e Habop el — MoNYYMBIIMX ITWPOKOE DEITOBAHWE B €T0 3TI0XY M COBEPIIEHHD 3a0bITHIX,
BBITAHYTBIX B BEPXHUME CNOM COIHAHUA CAMUM Xy OKHWUKOM W3 HeBUAUMoro Berrusa bBubnu-
OTEK, — IPOXONW BO3TOHKY B IWYHOM IMITMPWYECKOM MIPOCTPAHCTER ABTopa. CBATOCNAE
[ToHoMaper — OMTA CBOETD COLMANBHOTO KNacca W CaMBbIi JKeCTKUA OMIO3UITHOHED CUCTEMBI,

HeJadAHHO ero mopoaveuiel. OH W3 ceMbM COBETCKUX VUPHBIX — XO3AWMCTBEHHBIX VIIPABNEeH-
I1EE, A1 KOTOPBIX OIBIT COBPEMEHHOW MUPOBOW KYNETYPLI, BEKNOYAA DOK W aKTyanksHoe
WCKYCCTBO, OB JOCTYITHEM 3HAHWEeM, HO DONBIUIMHCTEO NIpeACTABUTENEW TOW Cpensl Osumm
#TIPUBWTHl CMCTEMOW? UTHOPUPOBATE TO 3HaHUeE. OH e BOCTIDUHSAN ero, MOCTPOW A0M

cob CTEEHHOTO MBILINEHWA, OITMPAACE HA HETO, KAK B 3eMI0, W, VIIYOUBLIMCE CKBO3E COBpe-
MeHHYI0 eBPOTEeH CKYI0 KYABETYPY, Halllen onopy @yHAAMeHTY CBOETD «10Ma® B apXeTUImde-
CKWX KyNETYpax apeeHux: Erumnra, Tubeta. BepHyBmce M3 nmyTelecTEWA B CTONE Janexoe
npounoe, CEATOCNAE MCTOPUI CTONETHEN JABHOCTH, 10 CUX MOP HEMEPEeXXU TV, HeBwbo-
NEHH Y HALWMU COBPEMEHHMKAMM, BCTABWN, KAK OTCYTCTBYIOWIEE 3BEHO B Masn boneuroro
Koneca CaHcapsl.

[lpoexT «Bes neanuaTi Tpu» — obpauleHue K peantHOCTH, CYIIECTBOBABLIEN 0 W MIOMMMO
apTopa, CeaTocnaea [loHoMapesa. OH — apXeonor NoHeBone, cnyganHo obpeTwMi moTepsaH-
HBIE JOKYMEHTH — cTaphle GoTtorpaduu. B 3Tol Haxonke HeT panocTv obpeTeHns, HO HeT

W TIeYanw, ropedw, oHa byaTo BHEWHOMBMAYANkHA, W, COXPAHAA MHTOHALMIO OTCTPaHEHHO-
CTW, OTIEPUPYA € HAXOOKOW Ha BRICOTE 00BbEKTMEMPOBAHHOID IKCTIEPUMENHTA, XVIOMHUK CO-
equHAeT ee ¢ TeketoM Mapceena [Ipyera «B movckax yrpadedHoro epeMedns. OO BIKHOBEHHO
TEKCT ppaHily3a KOMMEHTUPYIOT B KOHTEKCTE UMITPeCcCMoOHW3IMa W dunocodun AHpu Bepr-
COHa, 3a0bIBad, 9T0 M3 Hero Bupoc Pere [eHOH, INA KOTOPOTO HAOWHIWEWOYANM CTHYEC KU
YpPOBEHb DBITUA WM BO3BPAT K APEBHUM KYNETYPaM CMMBONA €CTh ITYTh COXPAHEHUA YeN0Be-
yecTEa. [loHoMaper BEoaMT TekeT [IpycTa B TKaHb HAWAEHHOW UM doTorpaduu, BCVIIK-
BAACE B INYDWHHBN pokoT McTopuu Mon TOHKOW BRILIMEBKOW NMWIHOW NaMATH «B monckax
yTpaueHHoro BpeMedus». [lna Ceatocnaea Texct [IpycTa — obpas Tpareguu 4enoBedeckon
JKW3HUW, U TParenuu BeKa, Korna poMaH ben Hamicat. [louemy He Bynud, He [opbruit, He
[lacTepHax? — [IpycT oTENREYeHHEee 0T rpyboro BENIECTEA POCCUICKOW UCTOPWUM, @ OTTOTO €10
KPACoTa U XPYMKOCTh MepeKUBanTed enle bonesHeHHes TEMM, KOTO 3Td MCTOPWA 0 pOaUA.
Hagepnoe, [Ipyer v [lonoMapesa nosenseTcsa bnaropapsa NpounsM oN6TaM XyI0KHUKA

B Npo9YTeH W Huile — yenoeedeckoe, CNMIIKOM YenoBeYeckKoe, CTAHOBWTCH, B KOHLIE KOH-
IO B, KOCMWYIeCKUM. [Ina XxynoKHWKa BasKHO MONHOCTEK «BYUTATE» BECh TEKCT, HE YVITYCTUE
HW CTPOYKM, HY 3HaKa, HUW 3aIATON BHYTPb w3obpakedua. Tak opeBHWe MM CLIBl YyI0M
VENansiEanu MpoTAKe HHbIE TUPANE 0 CBEPUIEHWAX CBOST0 TPABUTENA B OrpaHUYeHHYID
(opMy manmupyca, pe3uuKku TeKCTa — Ha MOBEPXHOCTE MEMOPUMANEHOW CTENBI, KONOCCAansHOW
Mo pasMepaM W BCe-Taku KOHeYHO!.

OmMUpasck Ha OMBIT YTeHWA KHWT MepPTEBIX eTMIITAH W cnyauTenei box-no B Tubere, [ToHo-
MapeB M TEKCT NMTepaTyPHBIM BOCIPUHWMAET € VBaKeHWeM W IMTOYTUTENBHOCTELD TIEpe-
MWCYMKA, KOTOPBIA He MOXeT [MOCATHYTh Ha COKpalleHWA OPUrMHANA — MHAade U3MeHATCS
CaKkpankHble CBOWCTEA CMNOE...

Bes npaniiaTv TpW — BCETD UL TOYHOE BPEMA, OCTAHOBWELISECH Ha Yacax B HalAeHHOW
tpoTorpadmu. Hackoneko cnygai HOCTE MOXKET CTAaTh CUMBONOM? — HacTONBKO, HACKONEKO
CYYAWHOrO B CMEHE 3MW3010E B MacTabax BceneHcKon peansHocT DHTE He MOXKET.
CeaTocnas [loHOMapes BNOGKWL B NIPOeKT «bes nBanlaru TpU» BCe CBOE 3HdHWE CMHTeTHYe-
CKOTO WCKYCCTEA NepoMatca ([loHoMapes — omMH M3 ero IIMOHEPOE Ha POCCWIACKON Xyno-
JKeCTBEHHOW ClIeHe ). 3BVK, CBeT, aTpUOVTHL, JaMKe May3sl W 3a0eD:KKa OBXAHW A BasKHB Ond
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DOCTWKEHWS LIeNW XYAMKHWKA, AN YCTaHOBNeHUA KOHTAKTA CO 3PUTeNeM W Nepenadu eMy
3HAHWA OT aBTOpa. To JXe U B MHCTannauu. MckyccTBO MHCTANNALIMM He TONBKO B TOMElIe-
HWW 00BEKTA B IPOCTPAHCTEO M HANENEHWW 3TOW HOBOM CUCTEMBI ABTOPCTBOM. 3T0 paboTa
CO CBETOM WM NMaMATBHI0, YMeHWe CTYIATE TPOLINbIA OMBIT 3PUTENS 00 TOW KOHLEHTDALU X,
YTQ MOCNenHWi OYIeT ToTOB MPU3HATE MYCTOTY 3HAYMTENEHOW, TIPU3HATE 33 MyCTHIM 3anoM
C HECKONBKWMM 1T PUXAMM, BHECEHHBIMU TYa XyN0KHWKOM, TIPAR0 OBITh 3HAYUMEM 00BEK-
ToM...[loHOMApeR B 3ane pasMecTwun doTorpadu M KIOBETH CO CHUMKAMW, CO3Man mpo-
CTPAHCTEO Hanomobue nabopaTopuu ctaporo doTorpada, BHYTPW KOTOPOW BCTPETUAMCE IEA
BpeMeHM, MPOLINOe W Hallle, 3PUTeNBCKOe.

«be3 nBanlaTH TpU» — Menkoe CUTO, CKBO3b kKoTopoe CeATocnak [loHomapes npocesn
aHOHWMHBe QoTorpaduu. [[poeepun cuny ux BM3yansHoOro Bo3gencTeuA. Met, sapurenm,
ocobeHHO B COBPEMEHHOM KYNETYPE, OKA3EEAEMCA ITOJ BIUAHWUEM KOMITEKCHOTO BO3-
NEWCTBUA — BUOUM He CTOTBKO TO, YT0 HaM MPeNBARNEHO, HO TO, YTO HAM BENUT CNOBO,
COMPOBOXKA A IIEE BUIEHUE; HE CTONBKO CaMa KapTHa (Mnu dotorpadma), cCKONBKO Halle
3HaHWE O HeW, ABTOPUTET aBTopa, cyabba repoes W Mpod., — Hall MPenbiayuvi (M YacTo He
BM3YaNnbHBINA, @ UMEHHO BepbanbHeli) OMBIT AAeT KPUTEPUW B OLIEHKE HOBOTO BU3YaNnbkHOTO
nepexxuBatua. [loHOMapes, W MyCTh He MyTalT 3PUTeNd NapanoKkchl, 3HATOK CUHTe3a, B TOW
JKe Mepe CTPeMWTCS K YMCTOTE M CUe KaKO0ro KOMIIOHeHTA XYA0KecTBEHHOTO CUHTe3a.

B mepByio 0uepenk, K cune BusyansHoro obpasa. Mbt He 3HaeM HWYETO HW O TEPOAX Hait-
NeHHBIX UM GoTorpadmii, HW 0 JKM3HU UX aBTOpa; Be3yCnoEHO, MBI KOHCT PYMPYEM HEKYI
MOIENE WX BO3MOXKHOW CyABOBL, 0MPAACk HA CTEPEOTHIT O APAMATWIECKUX KOMTU3WAX
cyneb B emacopybke XX pexa». Ho [loHOMapeR BHPEIBAET CTONE Manble AETANW W3 CTAPBIX
tdoTorpadmi: JkecTsl, TYQensKy, B3TNANLL, —YTO OHW, KaK MABIBYLIMA B MapeBe aBrycTa
Mernen, NenawT IPUCYTCTBUE Y KOCTPa BOCIIOMWHAHWIA (M 3MdeCKW TIOUTW HeCTePITUMBIM.
Xyno:KHWK BO3OENCTEYET UMeHHO obpasaMu, 3HakaMu. He cnoeaMu. CnoBa Kak pUTVanbHbLe
3HAKW TONBKO Ha MOBEPXHOCTW IMABHOW paboTh POEKTa, TaM, TIE Yackl, Ha KOTOPHIX «be3
NBanlaTv TPW», OCTANBHOE — CTOT-KaAapaMu, ObHIIMMU TOYHO B LENE.

Tema mamaATH, IONBITKM pa3obpaThea B cebe («KTo Mbl, OTKYAA MBI») — BaXKHad YacTh poc-
CUACKOT KyNbTYypHt 1980-1990-x, ocobedHo nepeoi nonoeunet 1990-x. [lozke Menkue, Ka-
3aBUIMECH HACYIIHBIMMW TIpOONeMbl, 3KOHOMM KA BEDKWBAHWA, TIEPEPOCIIASA B KOHCHIOMEDU3M,
BBITECHWIM 3TH DE30TBETHEIE MEOUTALIWM TIEPel MMIIOM McTopWK W3 nona obulecTEE HHOTO
co3HaHuA. Ho Te MONWTEBI, BOMpowatua v bsinu ciocoboM BO3BBILIEHWA YEN0BEKA Hall CO-
6010, M3 HUX, OE3BRITOAHEIX, C TOUKW 3peHUA 0OBIBATENA, M CTPOMTCA KyNsTYpa. [loHoMaper
He caanca. OH 0OMH W3 HEMHOTUX CTDaKe M KpPelloB, TPoN0DKaNIME XPAHUTE UCKYCCTBO
3a1aBaTh BOMPOCH! 0 YeNOBeKe, BRIPEIBAACH 33 Mpeenbl HAIeTo BpEMeHN.

Hpuna F0. Umeipesa, k. uck.

ATTWENTY TO THREE.

IN SEARCH OF LOST TIME.

THE ARCHAEOLOGY OF PHOTOGRAPHY.

In search of lost time. The photograph — as an object that stops and condenses time within
itself, like resin that catches an insect and —after just a million years —turns it and its time
into a crystal, spatkling in the rays of light like a jewel. The photograph —is it not the amber
of time?

Every artist in every period of his work has one dominating idea and a dominant philosophy:.

During the creative zenith of the aitist working in photography;, reflecting on the nature of
photography, the main theme becomes Time — as a historical epoch and as duration, which
needs to be captured and defined, and his idea is to find the definition of Time (to find
a definition means to make something accessible to the understanding and imagination
of man). So, it seems to me, that Time is important for Svyatoslav Ponomarev, an artist who
has been working in photography for three decades.

vyatoslav Ponomarev —a complex figure, is an artist for whom different instruments of
expression —even including different kinds of art — are the obvious forms of expressing the
results of an integrated process for exploring the world. In fact, it is not tasks (for example,
expressing Time) that are detived from the diversity of his interests in forms of expression,

but forms, like many cravons in child’s hand, are selected by him depending on the tasks

and knowledge of the possibilities of forms, their hidden potential. For Ponomarev any
kind of art is a phenomenon of modernity, artificially segregated, separated from the single
pre-root of music-ritual-mathematics, but, at the same time, a phenomenon is a form which
carries a bond with this root in its matrix, and therefore remains a suitable instmument for
the artist-explorer.

Ponomarev's interest in Time is organically interconnected with his profound attention to
text as a sign and as a record of meaning, because man uses text as a form of overcoming

Time (the same in the case when the concept of Time is an idea born by the human mind

that is striving to bring order to the substance of life and make it accessible to understand-
ing) and, simultaneously, text is a fonm of man’s assertion of himself beyond the limits of
his own time (biclogical life, historical epoch). Ponomarev's texts, sacred and timeless,
have been intriguing us since his experiments with pure sound (jazz) and ritual sound (the

Tibetan musical tradition)— from around the 1980s. Now, in the years of the simplified view

on the history of the late twentieth centuiy (there was stagnation —nothing was happening,
then Perestroika came — contemporary art emerged), it is painfully difficult to comprehend
the reality of that decade when the future culture was maturing within its own epoch. Then

the personality of an individual artist, his family history made him into a unique alchemical

cube, in which a set of ideas — that had become widespread in his day, and had been totally
forgotten, raised by the artist to the higher levels of consciousness from the invisible exis-
tence of libraries, — was distilled in the artist’s personal empirical space.

Svyatoslav Ponomarev is a child of his own social class and the toughest critic of the system
which inadvertently nurtured him. He is from a family of Soviet intellectuals — high othcials
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in the sphere of the economy, for whom experiencing modern world culture, including rock
and contemporary art, was accessible, but the majority of representatives of that milieu
were “immunised by the System” to ignore it. But he absorbed it, built a "house” of his own
way of thinking, relying on it, as on the ground, and having delved deeply through modem
European culture, found support for the foundation of his "house™ in the archetypal ancient
cultures of Egypt and Tibet. Having retumed from a journey to such a distant past, Svyato-
slav inserted century-old histary, still not experienced, not lived through by our contempo-
raries, into the puzzle of the big wheel of Samsara, as the missing link.

The project "At twenty to three” addresses the reality that existed separate from and before
the artist, Svyatoslav Ponomarev. He is an archaeologist against his own will, who acciden-
tally found lost documents— old photographs. In this find there is no joy of acquisition, but
there is also no sadness, bittemess, it is as though it is impersonal. Maintaining the intona-
Hon of detachment, working with the find on the level of an objective experiment, the artist
fuses it with Marcel Proust’s text “In Search of Lost Time”. Usually the Frenchman’s text is
referred to in the context of Impressionism and the philosophy of Henrti Beigson, forgetting
that it influenced Rene Guenon, for whom the super-individualistic level of existence and
the return to the ancient cultures of symbol are the path to saving mankind. Ponomarev

has embedded Proust’s text into the fabric of a photograph found, listening to the deep
rumble of History under the ine embroidery of personal memory in “In Search of Lost Time™.
For Svyatoslav Proust's text is an image of the tragedy of human life, and the tragedy of the
century when the novel was written. Why not Bunin or Gotloy, or Pasternak? — Proust is more
detached from the rough matter of Russian history, and therefore his beauty and fragility are
felt more acutely by those who were bom by this history.

Perhaps Proust in Ponomarev’s work appears due to the artist's past experiments in interpret-
ing Nietzsche — the human, all too human, iinally becomes cosmic. It is important for the artist
that neither a single line nor sign, nor comima is missed, — that the whole text is “read into” the
picture fully. That is how the ancient scribes miraculously fitted lengthy tirades about the
accomplishments of their ruler into the limited form of a papyrus, the carvers of the text —into
the surface of a memaorial stele, colossal in size, but, nevertheless, finite.

Having experience of reading the Egyptian Book of the Dead and votaries of Bon-Po in Tibet,
Ponomarev treats literary texts also with the respect and reverence of the copyist, who is not
penmitted to abridge the original —otherwise the sacial properties of the words would change...
Twenty to three —is only the precise time that had stopped on the clock in a found pho-
tograph. To what extent can a chance incident become a symbol? — In as much that there
cannot be a chance happening in the succession of episodes on the scale of universal reality.
Svyatoslav Ponomarev has invested all his knowledge of the syncretic art of performance
(Ponomarev is one of its pioneers in the Russian art scene) in the project “At twenty to
three”. Sound, light, props, even pauses and the holding of breath are important for achiev-
ing the artist’s goal, for establishing contact with the audience and for transmitting the
artist’s knowledge. It is the same with installations. The art of installation is not only in the
placing of an object in space and endowing this new system with authorship. It is working
with light and memory, the ability to condense the viewer’s past experience to such a degree

of concentration that the latter will be ready to acknowledge emptiness as being meaningful,
acknowledge the right of an empty hall with a few elements, brought there by the artist, to
be a meaningful object... Ponomarev has placed photographs and developing trays contain-
ing photos in a hall, has created a space like the laboratory of a photographer in the olden
days, within which two times have met — the past and ours, the viewer's.

“At twenty to three” is a fine sieve through which Svyatoslav Ponomarev has sifted anony-
mous photographs, has tested the power of their visual impact. We, the viewers, especially
in today’'s culture, are influenced by the composite effect —we see not so much what we
have been shown, but what the word that accompanies the visuals tells us; not so much the
picture (or photograph) itself, but our knowledge of it, the prestige of the artist, the fate of
the heroes and so on. Our previous {(and often not visual, but namely verbal) experience
provides us with the criteria for evaluating the new visual experience. Ponomarev, and may
the viewer not be put off by paradoxes, an expert in synthesis, strives equally towards the
purity and power of each component of the artistic synthesis. Primarily, towards the power
of the visual image. We know nothing about the heroes in the photographs that he found,
notr about the life of the person who made them; needless to say, but we construct a certain
maodel of their possible fate, relying on the stereotypes of the dramatic development of fates
in the "meat grinder of the twentieth century”. But Ponomarev pulls out of the old pictures
such small details: gestures, a slipper, glances —that they, like ashes floating in a haze of
August, make being near the bonfire of memories almost physically unbearable. The artist
creates an effect namely through images, signs. Not through words. Words, as ritual signs,
are only on the surface of the main work of the project, where there is a clock showing
“twenty to three”, the rest is achieved by still-frames, which strike home.

The theme of memary, the attemnpts to understand oneself (“who we are, where we are
from™) —is an important part of Russian culture of the 1980s-1990s, especially the first
half of the 1990s. Later, small, seemingly urgent problems, the economics of survival
which developed into consumerism, pushed these unanswered eternal questions out of the
sphere of social consciousness. But those prayers, that querying were in fact man’s means
of aspiration; it is out of these, futile things, from the point of view of the average man, that
culture is built. Ponomarev has not given up. He is one of the few guardians and priests who
continue to preserve the art of asking questions about man, breaking out beyond the limits
of our time.

Irina Tchmyreva, PhD
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YEMOBEK B IIMAMNE, 2013

Uudpopoe Manunmyn MpOBAHHOE W300DAXEHWUE HA OCHOBE
CKAHWPOBAHHOTD Winbpaxenua doTorpadun Hauana XX Beka;
UWPPOBAA NEYATh HA MNACTHKE

Pazmep 1082109 cm

Tupax 5

THE MAN IN A HAT, 2013

Digital manipulation of imoges based on the scarned image
of photographs of the early twentieth century, digital printing
an plastic

Size 108x 109 cm

5 prints

Basmep 109x79 oM

&
EE3 NBANIUATH TPH 5, 2013

Hudposoe Marumyn MpOBAHHOE W30DDAXEHUE HA OCHOBE
CEAHWPOBAHHOTD W3nbpaxenua doTorpadmn Hauana XX Beka;
UMPpPOBAR NEYATh HA MNACTHKE

Pasmep 130x175cm

Tupax 5

AT TWENTY T0 THREE 5. 2013

Digital manipulation of images based on the scanned image
of photographs of the early twentieth century, digital printing
on plastic

Size 130x175 cm

5 prints

AT TWENTY TO THREE

NEBVIIKA C SOTOAIMAPATONM, 2013

Hudporoe MAaHUMyNUPO BAHHOE W3ID0DIKEHUE HA OCHOBE
CEAHWPOBAHHOTO W300paxenun dotorpadmun Havana XX peka;
undpoBan MEYATh HA MNACTUKE

Pazmep 72x72 cm

Tupam 5

THE GIRL WITH A CAMERA, 2013
Digital manipulation of images based on the scanned image

of photographs of the early twentieth century. digital printing
an plastic

Size 72x72 cm

5 prints

PYKA, 2013

Hudporoe MAHUMYNUPOBAHHOE W3I00PIKEHUE HA OCHOBE
CEaHWPOBaHHOTO W3obpaxenun dotorpadmu Hadana XX Beka;
UMPPOBaR MEYATE HA MNACTUKE

Pasmep 54x53

Tupas 5

A HAND. 2013

Digital manipulation of images based on the scanned image
of phatographs of the early twentieth century, digital printing
on plastic

Size 54x53 cm

& prints
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EEMOE MMNATRE L, 2013

Uudposoe Manumynuposantoe W3cbpaxenue
Ha OCHOBE CEAHMPOBAHHOND W30OpaKeHunA
dwororpad i navana XX sexa; uudposan
MEYATE HA M3 TUEE

Pazmepl 30x130 cw

Tupax 5

A WHITE DRESS 1, 2013

Digital manipulation of images basad on the
scanned image of photographs of the early
twentieth century, digital printing on plastic
Size 130x130cm

& prints

PYEH, 2013
Uubposoe manumynuposantoe wichbpaxenue
HA OCHOBE CKAHWPOBAHHOTO W3o0paxenns

ipoTorpad i Havana XX Bexa; UM poBan

MEYATh Ha MA3C TUKE
Pazmep 123x118 cm

Tupax 5

HANDS, 2013

Digital manipulation of images based on the
scanned image of photographs of the early
twentiath century, digital printing or plastic
Srze 123x118. cm

5 prints

EENUE [TNATEE 2, 2013

Undposoe Manumynupoeaitoe W3obpaxenue
Ha OCHOBE CKAHWP OBAHHDTO W00 pake HUA
dwororpadmn navana XX sera; undposan
MEYATE HA MAACTHEE

Pazmep 125x121 cm

Tupax 5

A WHITE DRESS 2 2013

Digita] manipulation of images basad on the
scannad image of photographs of the aarly
twentioth century, digital printing on plastic
Size 125x121 cm

& prints

BE3 NBANLATH TPI 2, 2013

Uudpo poe manunynuposantoe wicbpazxerne
Ha OCHD BE CKAHWPO BAHHOTD W3chpamenun
ipoTorpadun Havana XX eexa; undposas
MEYATh HA MNACTUKE

Pazmep 72x102 cm

Tupax 5

AT TWENTY TD THREE 2, 2013

Digital maripulation of images basad an the
scanned image of photographs of the early
twentieth century, digital printing on plastic
Size T2x 102 cm

5 prints

AT TWENTY TO THREE
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AT TWENTY TO THREE

BE3 JBANUATH TPH 1, 2013
Undpoboe MaHANyAMPOBaHHDE M30DPAXKEHUE HA OCHOBE

CKAHWPOBAHHOID W3obpaxenns dwotorpadmm Havana XX sexa;
UMdpOBAA MEYATH HA M7 ACTUKE

Pazmep 61x45cm
Tupam 5

AT TWENTY TOTHREE 1, 2013

Digital manipulation of images basaed on the scanned fmage
af photographs of the early twentieth century, digital printing
on plastic

Size 61x45 cm

5 prints



MAPCEMS MTPYVCT, 2013

Uudposoe manunynuposantoe wiobpazxerne
Ha OCHD BE CKAHWPO BAHHOTD W3chpamenun
ipoTorpadun Havana XX eexa; undposas
MEYATh HA MNACTUKE

Fazmep 100x150 cm

Tupax 5

MARCELLE PROUST, 2013

Digital maripulation of images basad an the
scanned image of photographs of the early
twentieth century, digital printing on plastic
Size 100x 150 cm

5 prints

AT TWENTY TO THREE

" .

bt gt

OINETTA, 2013

Hudposoe Manunynuposantoe wsobpaxenue
Ha OCHOBE CEAHUP 0BAHHOMD M3obpaxe AR
ipoTorpadmu Hagana XX Bexa; MgpoBan
MEYaTh HA MAACTUEE

Pasmep 150x110cwm

Tupax 5

ODETT, 2013

Digital mani pulation of images based on the
scanned image of photographs of the early
twentieth century, digital printing on plastic
Size 150x110cm

5 prinis



RE3 JIBANLIATH TPH

[MOYTOBRAR OTEPRITEA, 2013

Hudposoe ManumynupoBaHHOE W3 00pakeHne

Ha OCHOBE CKAHWPOBAHHOTO W3ohpamenua
ipoTorpaduu Havana XX BeKa; IMgpoBan
MEYaTh Ha MNacTUKE

Paamep 109x79 cm

Tupax 5

A ROSTCARD, 2013
Digital mani pulation of imoges based on the

scanmad image of photographs of the early

twentiath century, digital printing on plastic
Size 109x7% cm
5 prinis

BE3 IBAMNLIATH TPH 3, 2013

Uudporoe ManunynupoeaHHOE M3obpaxenne

Ha 0CHOBE CKAHWPOBAHHOTO U300 pame s
doTorpaduu Havana XX Bera; uudposan
MEYATh HA MAACTHKE

Paimep 42x42 cm

Tupax 5

AT TWENTY 70 THREE 3, 2013

Digital manipulation of images based on the
scanned image of photographs of the early
twentiath century, digital printing on plastic
alze 42x4.d cm

& prints
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«Bes vazpanuA, us npoexra «Bes apapuam tpus, 2013 ' ' A dETacz
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8 CUVETT TARLES WITH PHOTS, 2013 B e A
aach “Untitled" from “At twenty to tree” project {-plamgrr o _' '
Digital mani pulation of images based an the scannead image o -h:--'-"..-i"' e = v - vt g u g -
of photographs of the early twentieth century, digital printing i - '
an plastic - LI —— s b

Size 20x30cm g e vt asihe _
12 prints : 'Fm": T J,., via.ie w1 = .
5 prints bt ve i
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