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The future belongs to ghosts: How photography produces ghosts.
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From the very beginning, photography was a medium that captures ghosts (not in the
"supernatural” sense). Every person caught in the picture will sooner or later become dead
- for generations of future generations who look at the photos. Bird in Flight describes
how contemporary philosophers and photographers work with this disappointing
thought.

It is believed that the last work of philosopher Roland Barthes - Camera Lucida is
dedicated to photography. But if you walk through Latin and layers of meaning in the
middle of a book, you find that it really talks about ghosts. Flipping through the photo
albums, Barthes found a picture of his recently departed mother Henrietta, who was five
years old, captured in a winter garden. "I looked at the little girl and finally found my
mother in her." As a declaration of love, a small, humble memorial, Camera Lucida tells
of the comforting, almost undying power of photography to keep warm the faces of those

already dead.

The nature of photography is twofold: the person in it smiles, laughs or looks thoughtfully
- that is, he is alive. At the same time, for subsequent generations, the photo is a statement
of the death of the person depicted. The family photo album conceals the wound,

becomes a guide to the micro-experience of death, promises to meet the ghost.



Do you believe in ghosts?

Visual culture is good for ghosts. A photographed person, like a phantom, is paradoxical:
he is unblemished and yet present, belongs to the past and yet shows himself in the
present, shimmering between nothingness and being, embodies the presence of
something absent. Susan Sontag later on, Barthes sums up: "Every photo is a memento

mori.

In 1982, another philosopher - Jacques Derrida agrees to play in the movie "Ghost Dance"
by English director Ken McMullen. In one of the scenes, actress Pascale Ogier asks him if
he believes in ghosts. The philosopher goes into a discussion about the nature of the
ghost: "Cinema is the art of phantoms... it is the art of causing ghosts... I think that the

future is haunted, that technology will release the power of ghosts".

The actress's question and answer Derrida will take on a dark, otherworldly tinge just two

years after shooting the scene when Ogier dies of a heroin overdose.

"At the end of my improvisation, I had to say, "Now it's your turn - do you believe in
ghosts?" And, repeating it at the request of the director of thirty times, she says the
phrase: "Yes, now it is" ... Pascale died, I watched the film again in America at the request
of students who wanted to discuss it with me. I suddenly saw Pascal's face on the screen -
I already knew it was the face of the deceased. She answered my question: "Do you believe
in ghosts?" Looking me almost in the eye, she was still talking from the big screen: "Yes,
she is now.” What's that "now" ? Years later, in Texas, I had the exciting feeling of her
ghost returning, as if the ghost of her ghost had come back to tell me, here and now:
"Now... now... now, I mean, in this dark hall on another continent, in another world, here,

now, yes, believe me, I believe in ghosts".

A few years later, in Marx's Ghosts, Derrida will introduce the concept of chontology
(from the words haunt - "to pursue”, "to give no rest" - and "ontology"), which explores
this threshold state of the ghost, which is between presence and absence, being and

"nullity".



The foreshadowing of death.

Camera Lucida came out in 1980, three years after Barthes' mother left and right after the
author himself was hit dead by a car. For the 40th anniversary of the publication,
American photographer Odette England is preparing the curatorial work "The Guardian
of the Hearth" (French meaning of Henrietta) - 200 photos, nodding respectfully with the
Barthes theme "ghosts".

It is the loss - of people and things, body and memory, loved ones and strangers - that is
the main plot of the photos, making his characters gone or gone, connecting them with

the one who Barthes calls in his book.

The mother's ommage becomes the subject of a photo provided by American
documentary filmmaker Alec Soth. The picture shows the mother lying on the sofa. "The
irony of choosing a picture," he says to The Guardian, "is that my mother is still alive.
However, when I look at this photo (taken 20 years ago), all I see is death coming up. Soth
adds that the older he gets, the more Barthes’ meditation is penetrating: "Every photo has

an aura of death."

The openings in the photo by photographer and sculptor Dan Estabrook suggest that it is
impossible to really describe or record death, you can only point to this empty place of
absence. At Estabrook’s work, the girl's face is hidden by a polished silver oval, and the
image itself is obtained by ferrotyping - a technique of printing on metal used just in the

period when the occultists considered the photo a portal of the dead.

Living means being haunted by ghosts.
In medieval literary canon and Gothic culture, ghosts are not their own deaths. Thus, the
figure of the phantom is always associated with trauma, violence. However, a ghost is

always a return: the deceased from the world, his pain and attempts to restore justice.

Photographic historian and art critic Abigail Solomon-Godeau noted several
chontological projects, where photography fluctuates between documentation of trauma

and artistic expression, history as a discipline and as an experience of repression.



Solomon-Godeau, for example, highlights Simon Atti's work "Inscriptions on the Wall",
in which photographs of pre-war life were projected onto the walls of houses in former
ghettos near Alexanderplatz. The Holocaust Phantom reveals an alarming tumor on the

walls of Berlin.

In "From here I saw what happened and I cried,"” Carrie Mae Weems refers to the so-
called post-colonial gothic. The daguerreotypes found by Weems in the archives of
various universities belonged to Swiss naturalist Louis Agassis. He photographed African
slaves to illustrate his classification of body types of the "black race" and to prove its
imperfection compared to the "white race. Bored in dusty archives, almost unknown to
anyone, these pictures come back as a collective trauma to an entire continent, as an

unheard voice.

Nineteen photo engravings of the Laudanum project by Australian Tracy Moffatt
reconstruct the sadomasochistic dynamics between the white lady and her Asian maid, a
story partly derived from Pauline Reagan's novel "The Story of O". Laudanum" is a
draught: the shadows are reminiscent of Murnau's "Nosferatu”, the heroines are like
ghosts who have not rested. Lust is interfaced with the power of lust, racial domination

with sexual domination.

Policy of disappearance.

The entire twentieth century was a century of disappearance: the Third Reich, with its
biopolitical cynicism, turned the bodies of Holocaust victims into objects of industrial
processing, Sonderkomands burned prisoners in kilns, and in the USSR political
prisoners were poured with lime. There was almost nothing left of the man - that's when

the label "missing" appears.

How to tell about the tragedies of the USSR, the Third Reich and the Latin American
caudillo regime, if the underlying machine of totalitarianism is designed to destroy the
possibility of testimony, body and memory of him ? If Nazi Germany had succeeded, the
Jewish question would have been solved and the concentration camp inmates would have
been transformed into carbon dioxide and soot. Thus, the genocide becomes a memorial,

abolishing not only the survival of the witness, but also the memory of the tragedy.



Ulrich Baer writes in his book "Phantom Witness: A Photo of Trauma" that photography
of the Holocaust can only be landscape or industrial. To be an eyewitness is completely
impossible - instead of graves there are wastelands, buried and cemented craters full of
compressed bodies. The Nazi regime trampled the history of the dead - the eye, like a
camera, has nothing to record. Using Michael Levin's photographs as an example, Baer
tries to show the lack of coverage of the Holocaust: the viewer sees the edge of the forest
instead of Sobibor's victims, and the empty rooms of Theresienstadt instead of stoves.

A similar policy of dispersion and extinction of the victims was actively used in
Argentina, Chile and Bosnia, where one totalitarian regime was replaced by another.
Numerous political upheavals and the rise of the military junta to power resulted in the

extermination of opponents, resulting in hundreds of thousands of people going missing.

Photography as an intermediary between visible and invisible becomes an important tool
for Argentine photographer Gustavo Hermano. His photography project "The Missing"
seems to be sewn from blind spots that act as a system of rhymes. Each picture contains a
gap: in one row, there are four brothers of the Hermano family, and in the other - three
and the outline of the fourth: the elder, Eduardo, disappeared during the "Dirty War" in
Argentina in 1976-1983 - as well as 30 thousand other missing. Each photo is empty of
the figure of the missing, never found in the catacombs and underground prisons that

were used for torture during the Junta Jorge Videla.

The photo is full of ghosts of all kinds: it produces potential phantoms, as happened with
Ogier and Derrida; it exhibits the injuries caused by the brackets of oblivion, which are
still returned by a pesky ghost; the ghostly presence vainly attempts to capture the
documentary photo. Yet the ghost cannot be captured to its fullest extent - it can only be

pointed at and lost in the next second.

On the cover: photo from the book "The Guardian of the Hearth". Author: John Houck,
Estes, 2018.
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byayuwee npuHaanexut npuspakam: Kak ¢otorpadpuma nnogut npusuaeHuin
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C camoro Ha4vana poTorpadus bbina megnuymom, GUKCUPYIOLLMM NPU3PAKOB (He B
«CBEPXbeCTeCTBEHHOM» CMbIC/ie CNOBa). KaxKabli NONaBLWNiA Ha CHUMOK YeI0BEK
PaHO MM MO34HO CTAHET MepPTBELOM — A1 Pa3rnagbiBatoWwmnx GOTO NOKOIEHUN
byayuwero. Bird in Flight pacckasbiBaeT, Kak ¢ 3TOM HeyTeLWNTEIbHOW MbIC/IbtO
paboTatoT coBpemeHHble punocodbl u potorpadsbi.

CyuTaetcs, YTo nocneaHaa paborta punocoda PonaHa bapta — Camera Lucida
noceAweHa ¢otorpadumn. Ho ecnm npogpatbca Yepes naTblHb U CION CMbIC/IOB K
cepeanHe KHUrn, obHapy*KMBaellb, YTO NO-HACTOALLEMY OHA FOBOPUT O
npu3pakax. MponnctoiBaa ¢oToanbbombl, bapT Halwen CHUMOK CBOe HeaaBHO
ywegwen matepu FeHpmneTTbl, B NATb JIET 3ane4aT/IeHHOW B 3MMHeM cagy. «f
NPUCMOTPE/ICA K MAaZIEHbKOM AeBOYKE M HAKOHEL,-TO 0OHAPYKUN B HEN CBOIO
Mamy». Kak npusHaHue B N1t068M, HEO6ONbLLION CKPOMHbI Mmemopnan — Camera
Lucida paccKka3biBaeT 06 yTelunMTeNbHOM, NOYTU HE UCTNEBAOLWEN CUNE
doTorpadum XxpaHUTb TENNO NINL, TEX, KTO YXKE MepPTB.

Mpupoaa potorpadmnm ABOAKA: YENOBEK HA Hel yablbaeTcsa, cmeeTca Uan
3a4YM4YNBO CMOTPUT — TO €CTb KUB. BmecTe ¢ Tem Ana nocneayroumnx NOKoONeHNM
CHMUMOK — 3TO KOHCTATaLMA CMepPTH TOro, KTo U306parkeH. PamunbHbIn
doToanbbom TauT B cebe paHy, CTAaHOBUTCS NPOBOAHUKOM K MUKPOOMbITY CMEPTH,
obelaeT BCTpeyy C NpM3pPaKoM.
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Kamepa-noumaa — ontuyecku npubop, Nno3sonA10WMINA C NTOMOLLbIO NPU3MBbI

nepeHoCUTb CyLLeCcTByIOWME MOTUBbI Ha 6ymary. UantocTpauma: Ha ocHoBe

n3ob6paxkeHua Wikimedia Commons



Bbl Bepute B NpU3pPaKoB?

Bu3yanbHasa KynbTypa 6narogaTHa ana npuspakos. ChoTorpadmpoBaHHbIN
4yesioBeK, Kak U ¢paHTOM, NapagoKcaneH: oH becteneceH 1 BCe e NPUCYTCTBYET,
NPUHAANEXMT NPOLLIOMY U BCE XKe ABNAET cebA B HACTOALWEM, MepLaeT MexXay
HebbITuem u 6bITUEM, BONOLWLAET NPUCYTCTBUE YEro-TO oTcyTCTBYtOWero. Cbto3eH
30HTar 4yyTb No3xKe bapTta noabITOXUT: «Kaxaaa poTtorpadpma — memento mori».

B 1982 roay apyron pmunocod — HKak leppuaa cornawaercs cbirpatb B puabme
«TaHeu, NpuU3paKkoB» aHINMNCKOro pexunccepa KeHa MakmanneHa. B ogHon u3
cueH aktpuca lMackanb OXKbe crnpawmsaeT ero, BepUT /I OH B NPU3PaAKOB.
®dunnocod nyckaeTca B paccykaeHme o npmpoge npuspadHoro: «KMHo —
MCKYCCTBO GaHTOMOB... 3TO MCKYCCTBO BbI3blBaTb MPM3PAKOB... A Aymato, 4To
byayliee 3a npuspakamm, YTo TEXHONOIMA BbICBOOOANT CMAY NPU3PAKOBY.

Bonpoc akTpucokl n otBeT [leppmabl NpMobpeTyT MpayHbii, NOTYCTOPOHHUM
OTTEHOK BCEro Yepes ZiBa roZia Nocsjie CbeMKU CLeHbl, Koraa Oxbe ympeT oT
nepeao3npoBKU reponHa.

«B KOHLe cBOEM MMNPOBU3aLMK S A0KEH BblN CKa3aTb: ,A Tenepb Balla odyepesb
— Bbl BepuTe B Npmn3pakos?“ N, noBTopunB ee no TpeboBaHMIO pexunccepa pas
TpuauaTb, OHa roBopuT 3Ty ¢pasy: ,[a, cenyac aa“... Nackanb ymepna, s CHoBa
nocmoTpen ¢pmuabm B AMepurKe no npocbbe CTyAeHTOB, KOTOPbIE XOTEIN €0 CO
MHOM 06cyauTb. A BAPYT YBUAEN, KAaK Ha 3KpaHe noasaseTca amuo MNackanb, —
Y)Ke 3Ha/l, YTo 3TO Nmuo ymepwei. OHa oTBeYana Ha mon Bonpoc: ,,Bbl BepuTe B
npu3pakos?”“ [naga MHe NoYTK B rnasa, OHa BCe elle roBopuaa ¢ 60abLoro
3KpaHa: , [a, ceityac ga“. Yto ato 3a ,,certyac”? Cnycra roabl B Texace y meHsA
BO3HMK/I0 BOJIHYIOLLEE YYBCTBO BO3BPALLEHMA ee Npu3paKa, byaTo npmspak ee
npu3paka BepHY/ICA CKa3aTb MHe, MHe 34ecb U cenyac: ,Cenvac... cenvac...
ceiyac, To ecTb B 3TOM TEMHOM 3a/1€ Ha APYrOM KOHTUHEHTE, B APYromM Mupe, TyT,
ceiyac, Aa, YK NoBepbTe MHe, A BEPIO B NPU3PAKOB“».

Yepes HeckonbKo neT B paboTe «[Mpuspakn Mapkca» leppmaa BBeAET NOHATHE
XOHTON0rMM (oT cnos haunt — «npecnenoBaTby, «He AaBaTb NOKOA» — U
«OHTO/IOTUAY), KOTOPAA U3y4aeT 3TO NOPOroBoe COCTOSIHME NPU3PaAKa,
Haxo4ALLEeroca Mexay NPUCYTCTBUEM U OTCYTCTBUEM, BbITEM U
«HUYTOMHOCTbIO».



MNpepBectue rmbenn

Camera Lucida Bbiwna B 1980-m, yepes Tpu roaa nocae yxoaa matepu baprta u
Cpa3y Noc/sie TOro, Kak camoro aBTopa HacmepTb cbuna mawmnHa. K 40-netuio
nybavMkaunm amepuKaHckuii potorpad Oaett UHrnaHa rotoBUT KYpaTOPCKYHO
paboTy «XpaHuTenbHULUa o4ara» (ppaHLy3CcKoe 3HayeHne umeHun FeHpuetTa) —
200 ¢oTorpaduin, NOYTEHHO KMBatOLLMX BAPTOBCKON TEME «NPU3PAYHOCTU Y.

®oT10 U3 KHUrM «XpaHutenbHULa ovara». Astop: Shawn Michelle Smith. be3
Ha3BaHwuA, 1996 roa

MmeHHO yTpaTa — Atoaen n Bewen, Tena U namaTtn, 6AIM3KUX U HE3HAKOMLLEB —
FNaBHbIN CHOXKET CHUMKOB, AEeNatoLWmMin CBOUX repoes yleaAlWnmMmy Nam yxoasawmmm,
COeANHUB C TON, KOro bapT OKNMKaeT B CBOEN KHUre.

OMMark maTepu CTAaHOBUTCA TEMOM CHUMKA, NPeaoCTaBNEHHOITO aMePUKAHCKUM
AOoKymeHTannctom Anekom Cotom. Ha potorpadum nsobparkeHa nerkallan Ha
codpe maTtb. «MpoHUA BbIBOpa CHUMKA, — roBopuT oH The Guardian, — B Tom, 4TO
MOSi MaMa €elLLLe *KMBa. TeM He MeHee, KOorga A CMOTPI Ha 3TOT CHUMOK
(caenaHHbI 20 neT Hasaa), 8 BUXKY INWb NoACTynatoLwyo cmeptb». CoT
nobaBnaeT, YTo Yem cTaplue CTaHOBUTCA, Tem 6osblie NPOHMKaeTcs 6apTOBCKMMMU
MmeauTaumamn: «Kaxkaan ¢otorpadua obnagaer aypon cMepTu»



MocmoTpeTb 3Ty Nyb6aMKauuio B Instagram

dororpadua ns nHcrarpama Aneka Cora

Mpoembl B CHUMKe POTOXYAOKHMKA U cKyanbnTopa [aHa dcTabpyka
NOACKa3bIBaOT: NO-HACTOALLEMY ONMCaTb AN 3aPUKCUPOBATb CMEPTb
HEBO3MOXHO, MOXKHO /ILLb YKa3aTb B 3TO NYCTylOLEe MecTo oTcyTcTBuA. Ha
paboTe IcTabpyKa NNLO AEBOYKM CKPbITO NOAMPOBAHHbIM OBasiom cepebpa, a
CaMo U306parkeHune NoJly4eHo Npu NOMoLLU GeppPOTUNUN — TEXHUKM NeYaT Ha
MeTalz1e, UCMOJIb30BaBLUENCA KaK pa3 B NEepPUO, KOrAa OKKY/IbTUCTbI CHUTANN
doTorpaduto NopTanom MepTBbIX.

¥uTb 03HauaeT 6bITb NpecneayembiMm Npuspakamm

B cpeaHEBEKOBOM NNTEPATYPHOM KaHOHE U FOTUYECKOM Ky/ibType Npu3pakamm
CTAHOBATCA YMEpPLUNE He CBOEN cMepTblo. Tak, purypa paHToma Bcerga
conpsXeHa c TpaBMOM, Hacuamem. Bmecrte ¢ Tem Nnpu3pak — 3To Bceraa
BO3BpallleHMe: nornbLuero c Toro ceeTta, ero 6011 1 NONbITKM BOCCTAaHOBUTL
cnpaBeaanBOCTb.

NcTopuk poTorpadum n apT-kpmutnk 36ureinn ConomoH-frogo otmeTnna
HECKO/IbKO XOHTO/IOTMYHbIX NPOEKTOB, rae ¢poTorpadums Konebnetca mexay
AOKYMEHTaUMen TpaBMbl U XyA0KECTBEHHbIM BbICKa3biBaHMEM, UCTOPUEN KaK
AVUCUMMNIMHOM N KaK OMNbITOM pPenpeccui.

Hanpumep, ConomoH-IFogo sbiaenset paboty CumoHa ATt «Hagnucu Ha cTeHe,
B KOTOpow ¢poTorpadpum npegBoOEHHOM XKMU3HM NPOELMPOBAINCDE HA CTEHbI AOMOB
B ObIBLUMX reTTo HeAaneko oT AnekcaHaepnnay,. PaHTom X0N0KOCTa TPEBOXKHOM
ONyXO/1blo NPOABAAETCA HA cTeHax bepanHa.

MocmoTpeTb 3Ty Nyb6anKauumio B Instagram



B «OTcloga A yBuaena, 4to npomsowso, n A 3anaakana» Kappu Mae Ynmc
obpalaeTca K Tak Ha3biBAaEMOM NOCTKONIOHWANbHOM roTUKe. [arepoTunsl,
HaMAEeHHble YMMC B apXmMBax Pa3HbIX YHUBEPCUTETOB, NPUHAANEXKANN
WBenLapckomy HaTypanncty Jlym Araccucy. OH poTorpadurpoBan appmKaHCKNX
paboB., 4TOObI NPOUNNKOCTPUPOBATL CBOK KNAacCUPUKALUIO TUMOB TENIOCNOXKEHUSA
npeacTaBuTenen «4epHoOM pacbi» N AOKa3aTb €€ HECOBEPLUEHCTBO NO CPAaBHEHMUIO
c «6enon». CKy4yeHHble B Mbl/bHbIX apXMBax, MOYTU HUKOMY HEe U3BECTHbIE, 3TH
CHUMKM BO3BPALLAOTCA KaK KONINEKTUBHAA TPAaBMA LEN0ro KOHTUHEHTA, KaK
HMKEM He YC/blLWaHHbIN rosioc.

JeBAaTHaguaTb GoTOrpaBlop NpoekTa «JlayaaHym» aBcTpannikm Tpencm Moddatr
PEKOHCTPYMPYHOT Ca40Ma30XUCTCKYI0 AMHAMUKY Mexay 6enoit rocnoxomn n ee
A3MaTCKOM FTOPHUYHON — UCTOPMUA, OTYACTU NnoYyepnHyTaa u3 64CM-pomaHa
«Uctopua O» MonunH Peax. OT «JlayaaHym» BeeT HE3AELWHUM CKBO3HAKOM: TEHU
HanomuHatoT o «Hocpepaty» MypHay, repOuUHM NOXOXKN Ha HEYNMOKOMBLLUXCA
npu3pakos. NNoXoTb BAACTU MeLLaeTCA € BAACTbIO NOXOTU, pacoBoe
OOMMHUPOBAHME — C CEKCYasibHbIM

OpaHa u3 poTtorpasiop npoekra «JlaygaHym» (1988) Tpeiicu Moddartr. doTo:
Brooklyn Museum, Alfred T. White Fund, 1999 rog,



Monuntnka ucuesHoseHus

Becb XX BeK 6bln1 BEKOM UCYE3HOBEHMUSA: TPEeTUI penx c ero bMonoanNTUYECKMM
LMHM3MOM MpeBpaLLan Tena XKepTs X0/I0OKOCTa B NpeaMeT MHAYCTPUAIbHOM
nepepaboTKn, 30HAEPKOMAHAbI CKUFaN NAEHHbIX B neyn, a B CCCP
NONINTUYECKUX 3aKNOYEHHbIX 33/1IMBan n3BecTbio. OT YenoBeKa NOYTU HUYEro He
0CTaBaNOCb — MMEHHO TOrA4a BO3HMKAET AP/bIK «Nponaswui 6e3 sectn».

KakK pacckasatb o Tpareamnax CCCP, TpeTbero penxa v pexmme Kaygmnbo
NTaTUHCKOM AMEPUKM, eCIN NeXKalaa B X OCHOBE MallMHA TOTaAMTapmama
CKOHCTPYMPOBAHA TaK, YTOObI YHUUTOXKATb BO3MOMKHOCTb CBUAETE/IbCTBOBAHMS,
TeNo M NamATb 0 Hem? lNpeycnen HauMcTcKaa NepmaHua, eBpPeNcKmnin Bonpoc bbin
Obl pelleH, a 3aKN0YEeHHble KOHLU/1arepen npeBpaLLeHbl B YIIEKUCAbIN Fa3 U CarxKy.
TaK reHoOUMA, CTAaHOBUTCA MEMOPULMAOM, YNPA3LHAOLWMM He TO/IbKO BblXKMBaHUE
o4yeBMaLa, HO U NAMATb O Tpareauu.

Ynbpux baep B KHUre «lMpuspayHoe cBuaeTebCTBOBaHUE: poTorpaduma TpaBmMbl»
nuuwert, 4to poTorpadura o XoNIOKOCTE MOXKET ObITb TO/IbKO NaHALWAPTHON UK
MHAOYCTPUANbHOW. BbITb OYEBMALEM B NOJIHON Mepe HEBO3MOXKHO — BMECTO
MOTWA CTOAT NYCTbIPU, 3aPbITble U 3aLLleMEHTMPOBAHHbIE KpaTepbl, NOJIHbIE
CMpeccoBaHHbIX Tes. HauMCTCKMIM peXKnum BbITONTAA UCTOPUIO MEPTBbLIX — [/1a3y,
KaK 1 Kamepe, Hevero pmkcmpoBaTb. baep Ha npumepe doTorpadumm Mankna
JleBnHa nbiTaeTca NOKa3aTb HEOXBATHOCTb XONIOKOCTA Yepes HeJoCTauy: BMeCTo
xepTtB Cobmnbopa 3puTenb BUAUT ONYLLKY ieca, BMECTO Nevyen — NycTble KOMHaTbI
Tepe3sneHwTaara.

CXOXKYH0 NONIUTUKY pacCeEMBAHUA U NCYE3AHUA XKEPTB aKTUBHO MPUMEHANN B
ApreHTuHe, Ynnm v BocHUK, rae oANH TOTA/IMTAPHbBIA PEXUM CMEHAJICS APYTUM.
MHOro4ncneHHble NOAUTUYECKUE NEPEBOPOTHI U NMPUXOA K BNACTU BOEHHOM XYHTbI
BE/IN K UCTPEDIEHUIO ONMNOHEHTOB, B pe3yabTaTe Yero 6e€3 BecTn Nponanum COTHU
TbICAY NOAEMN.



®oT10 u3 npoekKra lNycraso N'’epmaHo «Mponawmnn». U3obpaxkeHune: Kevin Gessner
/ CCBY 2.0



doTorpaduma Kak NnocpeaHNYecTBO MeXay BUANMbIM U HEBUAMMbIM CTaHOBUTCA
Ba*KHbIM MHCTPYMEHTOM A5 apreHTUHCKoro ¢oTorpada Nyctaso Nepmaro. Ero
doTonpoeKT «Mponawmit» 6yaTo CLUMT U3 cAenblX NATEH, BbICTYNAOLWMX CUCTEMOM
pudm. Kaxkabli CHUMOK coaepKUT Npoben: B 04HOM pAgy cManaT YeTBepo
H6paTbeB cembM [€pmaHoO, a B APYromM — TPOE U KOHTYP YETBEPTOro: CTapLLUA,
3ayappao, ncyes Bo Bpemsa «I'psa3HON BOMHbI» B ApreHTuHe 1976—1983 rogos —
Kak 1 30 TbicAY apyrnx nponaslmnx 6e3 sectu. Kaxkgoe ¢oTto nycreeT oT ¢purypbl
NponaBLLUEro, Tak U He HalAeHHOro B KaTakombax 1 Noa3eMHbIX TIOPbMaXx,
KOTOpble NCN0/Ib30BaIUCh ANA NbITOK NPU XyHTe Xopxe Buaensbl.

doTorpadua NOAHMUTCA NPU3PaAKaMM CaMOro Pa3HOro ToNKa: OHa NaoauT
noTeHUManbHbIX AaHTOMOB, KaK 3TO c/iyunnock ¢ Oxbe u [leppnaoi;
3KCNOHUPYET TPaBMbl, BbIHECEHHbIE 3@ CKOOKM 3abBEHMSA, KOTOPbIE BCE Ke
BO3BPALLAOTCA AOKYYIMBbIM NPUBUAEHMEM; NPU3PAYHOE NPUCYTCTBUE TLLETHO
MbITaeTcA yXBaTUTb AOKYMeHTanbHaa ¢oTorpadua. N Bce e npmuspaka Henb3A
3anevyaTneTb B NO/IHOM Mepe — Ha HEro MOXKHO N1LWb YKa3aTb U B CNeAy oLy
CEeKyHAY NOoTepATb U3 BUAY.

Ha obnoxKe: pomo u3 KHuau «XpaHumensHuUya o4aza». Aemop: John Houck,
Estes, 2018 200.



