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RESEARCH ON THE STRATEGIES OF EXHIBITING
PHOTO ART AND INTERACTING WITH THE PUBLIC
IN PHOTO MUSEUMS IN RUSSIA AND CHINA

Summary: Using the example of the Multimedia Art
Museum, Moscow (MAMM,), the Chinese Center for Pho-
tographic Culture in Lishui, and the Museum of Vintage
Cameras in Shanghai, this article compares the practices
of these three institutions in terms of exhibition formats
and public engagement mechanisms. It analyzes the de-
velopment of photography museums in different cultural
contexts and the design methods used in these projects.
The research shows that MAMM focuses on interdiscipli-
nary storytelling, creates immersive exhibitions using digi-
tal technologies, and enhances public engagement through
international biennials and global educational programs.
China’s photo museums combine two approaches: explor-

Photography is not only a tool for visual docu-
mentation, but also a means of artistic expression
and has cultural value that is constantly being re-
interpreted in the museum context. With the de-
velopment of digital technologies and the growing
cultural needs of the public, the format of exhibi-
tions in photography museums is shifting from static
displays to dynamic and interactive forms. How to
maintain the academic nature of exhibitions while
increasing public engagement has become a cen-
tral topic of discussion in the global industry. Russia
and China have each developed their own unique
paths in the field of photographic art. The Multi-
media Art Museum, Moscow (MAMM), as the first
institution in Russia specializing in photography
and media art, represents innovative practices that
differ from the search of photo museums in China.

In this study, the examples chosen are the Mul-
timedia Art Museum, Moscow, the Chinese Center
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ing traditional culture, art, and crafts while incorporating
contemporary themes and cutting-edge technologies. This
approach aims to promote local culture and foster local-
ized interactions, fostering differentiated public engage-
ment models. In general, museums are turning into creative
clusters that attract the public with their open-ended in-
teraction programs.

Keywords: photography museum, photo exhibitions,
public interaction, visual culture of photography, Multi-
media Art Museum (MAMM), centers of attraction for cre-
ative industries.

for Photographic Culture in Lishui, and the Shang-
hai Museum of Vintage Cameras. By analyzing the
practical experience of these museums in organiz-
ing exhibitions and engaging with the public, the
study reveals the logic of the development of pho-
tography museums in various cultural contexts. The
materials for comparing strategies include publica-
tions about museums in Chinese sources.

1. National, cultural, geographical, and spatial
context of photography museums

Positioning and features of MAMM. MAMM s
located on Ostozhenka Street in the center of Mos-
cow, where a large number of historical buildings
from the 18th and 19th centuries are concentrat-
ed. The surrounding area is home to cultural land-
marks such as the Tretyakov Gallery and the Pushkin
Museum of Fine Arts, which create a concentrated
artistic community. This geographical advantage al-
lows for a natural integration into the city’s artistic

L 1. Museum of Multimedia Art in Moscow.

landscape. This geographical advantage allows for
a natural integration into the city's cultural center,
providing both everyday access for local audienc-
es and convenient routes for international tour-
ists. At the same time, the historical atmosphere
of the street engages in a temporal and spatial di-
alogue with the museum’s contemporary artistic
positioning [10].

The interior space of the museum building, after
its reconstruction, features a modular design that
allows for flexible changes in the layout of the ex-
hibition halls, depending on the needs of the exhi-
bitions. The main exhibition hall is equipped with
mobile partitions and lifting exhibition walls, which
allows for the presentation of both large photo-
graphic exhibitions and the division of the space
into independent areas for the display of small me-
dia installations [8]. The transition area between the
public spaces and the exhibition areas is equipped
with an outdoor seating area, where large screens
embedded in the walls cyclically display museum
videos.

The collection strategy and the international
exhibition brand. The MAMM collection strategy is
based on covering the full chronological range from
the early stages of photography in the early 19th
century to contemporary digital art. The collection,
which includes 174,000 items, features both classic
techniques such as daguerreotypes and wet-collo-

dion prints, as well as new media formats such as
digital computer graphics and interactive media
installations. The strategy of building a collection
based not only on historical photographs, but also
on examples of contemporary art (as well as digi-
tal art), including photography, painting, graphics,
objects, video, and film, was established by Director
O.L. Sviblova from the very beginning of the muse-
um'’s establishment in 1995 (originally the Moscow
House of Photography). Among the museum objects,
more than half are works by Russian photographers
that reflect the evolution of photographic art, from
19th-century Russia to the collapse of the Soviet Un-
jon and the Russian photography and media art of
the early 21st century. Special attention is given to
social documentary photography and avant-garde
artistic experiments, creating a unique narrative of
the country's visual history [5]. This material is re-
flected in numerous publications by MAMM: a se-
ries of catalogues of the photo festivals “Fashion
and Style in Photography” (since 1995), a photo
biennale (since 1996), catalogues of personal and
thematic exhibitions [11], and a series of photo al-
bums “Russia. The 20th Century in Photographs”.
In the field of international exhibitions, MAMM
has gained global influence through the organiza-
tion of the photographic biennale. This biennial,
held every two years, focuses on various themes of
transnational photographic practices. Past exhibi-
tions have addressed relevant issues such as bor-
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Ill. 2. Center for Photographic Culture, Lishui.

ders, movement technologies, and early experiments
with color, bringing together works by photogra-
phers from five continents. During the exhibition
period, academic forums and artist residencies are
organized, attracting the collaborative participation
of curators, critics, and creators [14].

A typical case study of the China Photo Museum.

Lishui Photography Cultural Center, Lishui
(Lishui Photography Cultural Center). The construc-
tion of the Lishui Photography Cultural Center build-
ing in Lishui (Zhejiang Province) was completed in
2024". The giant complex, which resembles rolled-
up film reels from a bird’s-eye view, is located on
a plot south of Lishui Central Hospital, with a total
area of 15,785 square meters and a total built-up
area of 34,305.80 square meters. The Photograph-
ic Culture Center consists of 3 above-ground floors
and 2 underground floors, with a height of 21.75
meters. The first floor houses an exhibition area,
auxiliary facilities, etc.; the second floor houses an
international photo exhibition area, etc.; the third
floor houses a cultural and creative industries de-
velopment and exhibition area, a cultural and cre-
ative industries best works exhibition area, etc.

1. Information about the building and the first exhibitions of
the Lishui Photography Cultural Center. URL: http://www.
inzhejiang.com/Culture/art/202505/t20250521_27473190.
shtml (accessed on June 14, 2025)
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The center’s natural connection with the local nat-
ural resources of mountains and waters is reflected
in the exhibition concept, which focuses on region-
al landscapes and folk activities, integrating photo-
graphic art into the regional cultural narrative (Mr.
Weixin Fu, Director of the Center). The architectural
appearance of the site combines the style of South-
ern China (Jiangnan) housing with a modern steel
structure: white walls and gray tiled roofs harmo-
niously blend into the surrounding villages, while
the high exhibition halls inside meet the needs of
displaying large-format photographic works.

As the main carrier of China’s first “photographic
homeland”, the Li Shui Photographic Culture Center
has created a multi-level exhibition system. The per-
manent exhibition focuses on the history of Lishui
photography, presenting the creative journey of
local photographers from the 1970s to the pres-
ent day, with a particular emphasis on rural docu-
mentary photography that captures changes in folk
customs. The temporary exhibitions are focused on
international resources, with the annual Lishui Pho-
tography Festival attracting photographers from
dozens of countries [4]. The very nature of the ex-
hibited photographs is often in tune with the works
of traditional Chinese painting, where landscape
motifs dominate, a combination of soft watercolor
drawing and sharp linear graphic form.

Museum of Vintage Cameras in Shanghai. The
Shanghai Vintage Camera Museum is located in a

pedestrian area on Nanjing-Dong Street in Huang-
pu District, surrounded by busy shopping malls with
a large flow of people. This location allows the mu-
seum to focus more on popularization among the
general public. The museum occupies three floors
of a century-old building. At the entrance, the fa-
cade of a Kuomintang-era photo studio has been
recreated. Vintage counters, wooden photo studi-
os, and other interior elements recreate the setting.
The exhibition restores the industry environment
of the early period of photography in China, help-
ing visitors to understand the development of pho-
tography through historical scenes [6].

The museum’s main exhibition focuses on vin-
tage cameras. The museum'’s collection includes ap-
proximately two thousand cameras, ranging from
the late 19th century to the late 20th century, in-
cluding classic brands such as Leica and Zeiss, as
well as Chinese-made models such as the Great
Wall and Seagull. The exhibition hall is organized
according to the history of technological develop-
ment, from early wooden cameras to leather-case
folding cameras and electronic automatic camer-
as. Each category of exhibits is accompanied by de-
tailed technical descriptions and recreated scenes
of use. In addition to the static exhibition, the mu-
seum has a special area where camera repair tech-
niques are demonstrated. Technicians on site show
the process of disassembling and servicing lenses,
allowing visitors to see firsthand how precise me-
chanics and optical technologies are combined [15].

Retro technology requires its surroundings on
the walls of the museum and works of photo art that
correspond to a particular era. Wooden large-format
cameras are exhibited surrounded by works of stu-
dio pictorial photography in the bromoil technique,
either with tinted or vired prints in various tones.

2. Comparison of exhibition models and cura-
torial strategies.

MAMM is a transmedia narrative. The construc-
tion of MAMM's exhibition content is based on pho-
tography as the primary conceptual axis, with the
expansion of multimedia formats as additional lay-
ers of structure. In a special exhibition dedicated
to the visual memory of the digital era, the cura-
torial team has arranged 19th-century daguerreo-
types and modern digital montage images side by
side. A video installation in the adjacent exhibition
hall demonstrates the evolution of the same char-
acter prototype in different media. This installation
disrupts the traditional linear narrative of photo-

graphic exhibitions, allowing the viewer to see the
influence of media technologies on the composi-
tion of visual images through the contrast of jux-
tapositions [1].

The curatorial strategy of MAMM emphasizes
the multidimensionality of the theme's interpre-
tation. The exhibition of historical photographs of
Moscow focused on the changes in the urban land-
scape. It featured photographs of streets from dif-
ferent eras, as well as an interactive projection of
a city map where viewers could see historical pho-
tographs and videos in real-time by touching the
screen [7].

The Chinese Museum of Photography com-
bines traditional techniques with contemporary
themes. The exhibition at the China Photo Muse-
um demonstrates the parallel development of tradi-
tional crafts and contemporary themes, preserving
the historical continuity of photographic techniques
and rooting them in the local cultural context to
broaden the scope of interests. The series of exhibi-
tions “Intangible Cultural Heritage in Photographs”
at the Li Shui Photographic Culture Center is a typ-
ical example of this model’'s implementation. In the
left part of the exhibition hall, classic 19th-centu-
ry techniques such as cyanotype and wet-collodi-
on photography are used to subtly depict the work
processes of woodcarvers, blue porcelain makers,
and other practitioners of intangible cultural her-
itage, with the texture of the images echoing the
warmth of their handiwork. Meanwhile, in the right
part of the exhibition, drone-assisted photographs
of the surrounding areas are presented by young
photographers.

Exploring the technology at the Shanghai Cam-
era Museum. The permanent exhibition “Light, Shad-
ow, and the Era” at the Shanghai Camera Museum
explores the history of technology and the deep
connection between the evolution of photography
and social change. The exhibition hall features more
than a hundred exhibits, ranging from wooden cam-
eras from the end of the Qianlong Dynasty to do-
mestic SLR cameras produced after the reform and
opening-up. Along with the demonstration of the
precise mechanical design of the Chaika cameras
from the 1950s, there are also photographs taken
by photographers of the time using the same cam-
eras, capturing scenes of the construction of irriga-
tion systems in agricultural areas and the production
processes in factories. Thus, the interpretation of
technical parameters naturally leads to contempo-
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rary reflections on how photographic images partic-
ipate in the narrative of the country’s construction.

In this dual system of curatorship (combining
technical and artistic-documentary contexts), spe-
cial attention is given to reflecting regional folklore
traditions and current social issues.

As a teacher at the School of Design and Arts
at Xiamen University's Institute of Technology, the
author often goes on naeHapsl during summer va-
cations. In 2023, in the territory of Xinjiang, it was
possible to capture on a camera static moments
of the dynamic traditional Tajik equestrian com-
petition Kokpar (interception of a ram). The sub-
tle gradation of tones, the contrasts of sharp and
front and blurred background, allowed to convey
the physical tension of the riders and the dynam-
ic plasticity of the horses, continuing the classical
traditions of documentary photography in the fix-
ation of folklore events.

3. Technical means and forms of demonstration

MAMM: an immersive experience. MAMM fo-
cuses on immersive experience as the basis for its
technological applications, and its innovative prac-
tices often combine a modern understanding of
classic photographic works. In one of the projects
for the virtual darkroom, experimental works by
Hungarian photographer André Kertész from the
1920s were specially selected as a reference point.
Visitors use motion capture technology to simulate
Kertész's developing operations: as they gesture to
control the proportions of the developing solution,
fragments of his handwritten notes are displayed
on the screen in sync, explaining how changing the
developing time enhances the volume of the image.
This technology not only recreates traditional tech-
nigues but also allows the viewer to understand the
photographer’s individual control over the artistic
quality of the image. Another dynamic image wall,
consisting of hundreds of small screens, was previ-
ously used to display the “Diagonal Compositions”
series by the Russian avant-garde. Another dynam-
ic wall of images, consisting of hundreds of small
screens, was previously used to showcase the series
“Diagonal Compositions” by Russian avant-garde
photographer Alexander Rodchenko. As the audi-
ence moves around the exhibition hall, the screens
reorganize fragments of works according to their
trajectory, recreating Rodchenko’s creative concept
of "breaking rectangular frames” and allowing static
works to conduct a dynamic visual dialogue.
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Andre Kertesz, as an innovator in the history
of 20th century photography, has always pursued
a philosophical exploration of light, shadow, and
space in his work. Kertész was born in Hungary. In
his early years, he was influenced by Cubism and
Dadaism, and in 1925, he moved to Paris, where
he quickly became part of the avant-garde artistic
community. His experiments in the darkroom dur-
ing his time in Paris can be seen as a precursor to
the democratization of photographic technology.
By printing photographs on postcard-sized photo
paper, he achieved a low cost of distribution for his
art. This "miniature” form of art not only reflected
his keen awareness of the materiality of media, but
also foreshadowed the trend of modern photogra-
phy moving from elite collections to mass culture.
His famous work “Chez Mondrian” (1926) recre-
ates the artist Mondrian’s studio through geomet-
ric composition, transforming everyday space into
a visual poetry filled with formal tension. This con-
cept of “composition-discovery” had a profound
impact on subsequent generations of photogra-
phers, including Henri Cartier-Bresson and others.

Alexander Rodchenko represented a different,
radical revolution in photography. As a key figure
in the Constructivist movement, he viewed pho-
tography as a tool for reconstructing social per-
ception and advocated for “the analysis of reality
by the lens.” His series of diagonal photographs,
such as "Balconies” (1925), featured architectural
structures shot from a low-angle perspective, where
vertical and horizontal lines created a dynamic ten-
sion, challenging the static aesthetics of tradition-
al photography. This geometrized visual language
not only served to promote the industrialization
of the Soviet Union, but also anticipated the visual
grammar of modern advertising photography in
its formal aspect.

The Li Shui Center for Photographic Culture: A
Local Approach. The Center for Photography fo-
cuses on practicality and engagement in its tech-
nological applications, deeply integrating with the
creative practices of local photographers. In the
central exhibition hall of the Lishui Photographic
Culture Center, the "Fairyland” series by local pho-
tographer Wu Pinhe is presented using 3D tech-
nology without glasses. This work, which focuses
on the landscapes of Lishui, uses 3D modeling to
recreate the movement of clouds and sails in the
painting, and in combination with the natural sound
effects of the Oujiang River basin, it fully recreates

Il 3. Museum of Vintage Cameras in Shanghai.

the moment of shooting when Wu Pinhe, according
to him, waited for the perfect combination of light
and fog. Standing in the designated area, viewers
can not only experience the visual impact of the
work, but also understand the photographer’s po-
etic interpretation of regional landscapes.

The Shanghai Museum of Old Cameras and
Photography focuses on the transmission of tradi-
tional techniques in its craft laboratory. Under the
guidance of the masters, visitors can use a wood-
en stationary camera, identical to the one used by
the photographer of the Republic of China era, Lan
Jingshan, to photograph objects, and then manu-
ally process the silver-gelatin print in baths filled
with developer and fixer solutions.

3.3 International Cooperation and Cultural Ex-
change

The exhibition “Silver Salts and Pixels,” co-curated
by the MAMM and the Musée de la Photographie
de Paris, showcased a carefully selected selection
of 19th-century French realistic photographs from
the two museums’ collections and contemporary
Russian digital artworks. The exhibition is organ-
ized in the format of a dialogue comparison: next
to each French work, there is a response by a Rus-
sian artist. The cultural exchange program focuses
on deep interaction. The annual international resi-

dency for young photographers invites artists from
different countries to MAMM, where they create
works on a given theme for three months. During
their stay, participants hold public workshops that
demonstrate the process of creating art. The re-
sults of the residency are presented in the form of
a collaborative exhibition, accompanied by a mul-
tilingual catalog, which extends the impact of the
collaboration beyond the exhibition.

The exhibition “Landscapes and Cities”, organ-
ized by the Lishui Photographic Culture Center in
collaboration with the International Center for Pho-
tography in New York, compares photographs of the
Ou River taken by photographers from Lishui with
photographs of Manhattan streets taken by pho-
tographers from New York. Through a contrasting
presentation, the exhibition demonstrates the dif-
ferences in the visual expression of living space be-
tween East and West. After its premiere in Lishui, the
exhibition moved to New York, where a workshop
on traditional Chinese printing techniques was or-
ganized as part of the accompanying events at the
photo lab, allowing international audiences to gain
a practical understanding of the technical heritage
of Chinese photography.

The Vintage Camera Museum in Shanghai fo-
cuses on intercultural dialogue on the history of
technology. The exhibition “The Path to Optical Pre-
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Ill. 4. Ge Xiaofang. Kokpar (a Tajik traditional horse game called «Intercepting a Ram»), 2023.

cision Manufacturing”, organized in collaboration
with the German Camera Museum, systematical-
ly demonstrates the history of the development of
European lens design in the 19th century and the
process of copying and innovation in the Chinese
camera industry in the 20th century. By disassem-
bling the components of cameras from different
countries during the same period, the exhibition
shows the improvements and mergers in the pro-
cess of technology dissemination. During the ex-
hibition, demonstrations of the restoration work
of German masters were presented, who on-site
taught the audience how to restore vintage cam-
eras. This exchange of technical knowledge deep-
ened the professional aspect of the collaboration.

4. Public engagement mechanism.

Development of educational programs and
events.

MAMM's educational programs cover all age
groups and focus on integrating art and technol-
ogy into the learning process. Digital storytelling
workshops are organized for teenagers. Every Satur-
day, media artists invite participants aged 12 to 16
to create short video stories using mobile phones
and editing software. At the end of the course, the
works are displayed in the museum’s small cinema
room. The introductory curatorial course for adults
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lasts six weeks and includes practical sessions on
exploring collections and organizing exhibitions. At
the end of the course, participants can organize a
small exhibition in the museum'’s public hall, which
attracts many photography enthusiasts.

The Chinese Photography Museum'’s education-
al activities focus on local context and a practical
approach. Every summer, the Lishui Photographic
Culture Center organizes a summer photography
camp in the countryside, where urban students are
guided by photographers to visit nearby villages and
use film cameras to capture the process of making
traditional handicrafts. The finished works are col-
lected in an album, which is presented to the vil-
lagers. The Shanghai Museum of Vintage Cameras
holds monthly courses on repairing vintage camer-
as, where experienced technicians explain the prin-
ciples of mechanical structures, and participants
can disassemble and assemble vintage film camer-
as with their own hands. At the end of the course,
participants receive a certificate from the museum
confirming their completion of the repair course.
Such events often attract retirees and families with
children.

Social media and online interaction. MAMM’s
online interactive activities are based on the mu-
seum's resources, and the #MAMMcollection inter-

active campaign on social media (initially with the
participation of Beeline and later on VKontakte) is
ongoing. Every week, the museum chooses one of
the classic works from its collection, publishes de-
tailed information about it and the history of its cre-
ation, and invites users to take a photo of a modern
image with the same composition or theme and up-
load it with the corresponding hashtag. The best
user works will be reposted on the museum'’s offi-
cial account, and some of them will be included in
the annual online album.

The Chinese Photography Museum'’s social me-
dia engagement is tailored to the local audience’s
habits, and the official WeChat account “Memories
in Images” (Yingxiang Jiyi) of the Lishui Center for
Photographic Culture stands out for its unique con-
cept. This section features a monthly theme, such
as "Wujiang in Old Photographs,” encouraging us-
ers to upload old photographs from their person-
al archives taken in the Lishui region and attach a
short text explaining the story behind the photo.
The editorial team selects materials with historical
value and presents them in the form of illustrated
publications. Participants whose works are select-
ed receive individually designed electronic copies
of scanned photographs from the museum.

The official WeChat account of the Lishui Center
for Photographic Culture features a section called
“Photo Stories,” which encourages users to upload
old photographs from their personal archives and
accompany them with short text memories. Every
month, the best materials are selected to be pre-
sented in the form of an electronic album, and their

Il 5. Wu Pinhe. «Fairyland».

authors receive a individually designed set of print-
ed photographs from the museum. The Shanghai
Museum of Vintage Cameras is holding a camera
knowledge contest on the Douyin platform, post-
ing small quizzes on the functions of cameras from
different eras, and viewers can participate in the
contest by answering questions in the comments.

An interactive experience in physical space.

The creative programs of interactive physical in-
teraction with photographs and photo collections
used at MAMM create a situation of audience par-
ticipation in the creation of collective projects. In
the central exhibition hall, there is a stand with a
field divided into hundreds of squares. Visitors can
take photos of themselves or the exhibits using in-
stant-print cameras provided by the museum, and
then place the photos in any of the squares. After
three months, a large collage will be formed, and
the artist, the author of the project, will create a
secondary work based on it.

In the audiovisual room, viewers can record a
30-second commentary on a selected photo, which
the system will link to the image. Subsequent visi-
tors can listen to the comments of different people
by scanning the QR code next to the photo, allow-
ing for a multifaceted interpretation of the artwork.
Such projects are based on the principle of a kind of
artistic and sociological study of the preferences of
viewers with different cultural, professional, and age
backgrounds, as well as the study of the audience.

The Chinese Photography Museum uses a differ-
ent strategy to create an immersive experience for
its visitors. The physical interaction between view-
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ers and the photographic art allows for an empha-
sis on immersion and emotional connection. The
outdoor exhibition area of the Li Shui Center for
Photographic Culture features photography equip-
ment that captures different seasons. Both tradi-
tional film cameras and the latest digital cameras
are used. Depending on the nature of the lighting
at different times of the year, changes in the angle
of light incidence, and changes in light tempera-
ture throughout the day, fixed shooting points have
been selected. Viewers can take photos of the same
landscape and compare the results of shooting with
different cameras at different times of the year or
even at different times of the day. The photos tak-
en can be printed on site and placed on the time
wall with the photographer’s name and the date of
the photo shoot.

The photo lab area of the Shanghai Museum of
Old Cameras has complete equipment for tradi-
tional photo printing. Under the guidance of tech-
nical experts, visitors can create their own photos
on 1980s photo paper from the museum's collec-
tion, going through the entire process from expo-
sure to development. The finished works can be
taken as a souvenir.

Conclusion.

MAMM forms its concept of exhibition and inter-
action with the public through multimedia storytell-
ing and technologically oriented exhibition formats.
The use of international biennials and digital inter-
active installations positions the museum as an im-
portant hub in the global exchange of photographic

art. Projects such as “Art Laboratory” and “Photo
Mosaic” disrupt the one-way knowledge transfer of
traditional museums, engaging the public in deep
participation in artistic creation and exchange. Pro-
jects such as the Art Lab and Photo Mosaic chal-
lenge the one-way knowledge transfer of traditional
museums by engaging the public in deep participa-
tion in artistic creation and dissemination.

The Chinese Photography Museum, drawing on
the local context, has developed an exhibition logic
that coexists with traditional craftsmanship and con-
temporary themes. The Li Shui Photographic Cul-
ture Center, through landscape photography and
the localization of the narrative of intangible cul-
tural heritage, and the Shanghai Vintage Camera
Museum, based on the history of equipment devel-
opment and restoration experience, closely link the
art of photography with regional culture and tech-
nical memory, demonstrating the social function of
the photography museum as a carrier of culture.

Such collective actions by Russian and Chinese
museums are based on the principles of creating
complex works of art developed by artists, design-
ers, and photographers, which are formed as if by
chance, but at the same time in accordance with
a well-structured scenario and project concept. An
individual artist or a group creates a kind of de-
sign-curatorial project, which defines the objec-
tives, the sequence of actions, and the result, which
is disseminated in the media space, becoming avail-
able to the public and fulfilling its cultural mission.
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NCCNEAOBAHWE CTPATEII SKCMOHNPOBAHWA
®OTONCKYCCTBA 1 B3AMOAENCTBUA C
NYBANKOW B ®OTOMY3EAX POCCUN N KNTAA

AnHomayus: Ha npumepe Mynemumedua Apm Myses,
Mockea (MAMM,), Kumalickozo yeHmpa gpomozpaguye-
ckoli Kynemypei 8 J/luwye u My3ses cmapuHHeix ghomoan-
napamoe e LllaHxae, nymem cpasHuUmMesibHO20 aHA/AU3a
npakmuk smux mpex y4pexadeHuli 8 ob1acmu 8eicma-
B04YHbIX hOpMAMoO8 U MexaHu3mMos 83aumodelicmeus ¢
ny6aukol, aHanusupyromecs nymu pazsumus my3sees ¢o-
moapagbuu e pazHbix Ky/ibmypHbIX KOHMeEKCMax, a makxe
ucnosib3yemsie 8 aMux npoekmax Memoos! dusaliHa. Vic-
cnedosaHus nokaseiearom, ymo MAMM cokycupyemcs Ha
MexMeduliHOM nogecmeosaHuu, co30aem uMMepcusHbie
8bICMABKU C NOMOW{bIO YUGpoassix mexHoa02ull U ycuau-
gaem sossieHeHHOCMb Ny6AUKU Yepe3 MexXOyHapoOHble
bueHHase u 2106a/1bHbIe 06pazosamesioHble NPO2PAMMSI.
Ana pomomyseee Kumasa xapakmepHo codemaHue 08yx
HanpaesaeHul: uccnedosaHue mpaduyuoHHOU Kysemypel,
uckyccmea u pemecesi ¢ UCN0/Ib308aHUEM CO8peMeHHOU
memamuku u Hoeeliwiux mexHosozuli. [10006HeIl Nodxod
OpUeHMUpPOBAH HA NONY/IAPU3AYU MeCMHOU Ky/lbmypsi

®oTtorpaduma ABNAETCA HE TONBKO MHCTPYMEH-
TOM BUW3YyasibHOW JOKYMEHTaLMKN, HO U CPEACTBOM
XYZAO>XeCTBEHHOTO BblpaXkeHwus, obnagaeT KyabTyp-
HOW LLleHHOCTbLO, KOTOPbIE MOCTOAHHO NEePeoCMbIC-
NNBatOTCS B My3elHOM KoHTekcTe. C pa3BuTnemM
LUUPPOBBIX TEXHONOTUIA M POCTOM KYJ/IbTYPHbIX MO-
TpebHocTeln 0bLecTBeHHOCTH, GOpPMAT BbICTaBOK B
My3eax doTorpadumm nepexoanT OT CTaTUUHbIX IKC-
NO3MLUMIA K AMHAMUYHBIM MHTEPAKTUBHBIM GOpMaM.

102

U J10Kaau308aHHoOe 83aumodelicmaue, Ymo no3eosisiem
¢opmuposame dugppepeHyuposaHHsle Mooeau c8sa3u ¢
obwjecmaeHHocmeto. MccnedosaHue nokaseieaem, 4mo
0214 obecneyeHus ycmoliyugozo passumus gpomomysees
Heobxodumo 6asaHcupo8ame Mex0y mexHoa02u4eckuMu
UHHOBAYUAMU U Ky/lbMypHbIM Hacneduem, cnocobcmays
NoBbLIWEHUIO YPOBHS OCO3HAHUS U 808/1e4eHHOCMU Ny-
61uKU 8 HomMOUCKYCcCmMBo Yepe3 UHMe2payuro uHmep-
HAYUOHaMbHbIX meHOeHYul ¢ 8u3yaasHol cneyugukoli
JI0KaA6HOU Kysemypsl. B yesnom, My3eu npespawjaromcs
8 c80e20 podad KpeamusHble Kacmepel, Npusiekaroujue
ny6uky ceoumMu omkpeimeimMu 011 meop4yecmsa npo-
epammamu g3aumodelicmeus.

Knrouesele cnoga: myseli pomozpagpuu, homossicmas-
Kku, e3aumodelicmaue ¢ nybaukol, 8U3yasnbHas Kynemypa
¢domouckyccmea, Mynemumedua Apm My3seli (MAMM),
YeHmpbl NpUMAXeHUs kpeamueHblx UHOycmpud.

Kak coxpaHuTb akaeM1UYecKnin xapakTep BbICTaBOK U
NP 3TOM MOBbICUTL CTeMeHb BOBAEYEHHOCTM Myb.au-
KW — CTano LLeHTpanbHOM TeMON Ans obCyXaeHus
B MUPOBOW MHAYcTpun. Poccnsa n Kutain cdopmu-
poBanu CBOW YHMKabHble NyTW pa3BuTua B obna-
¢t doTtorpadumyeckoro nckyccresa. Mynbstnmeana
ApT Myseli, MockBa (MAMM), kak nepeoe B Poc-
UK yupexxgeHuve, cneunannsmpyrowieecs Ha ¢o-
Torpadun 1 MesmanckyccTBe, NpeacTaBaseT cobon

WMHHOBALMOHHbIE MPaKTUKM, KOTOPbIe OTINYAKOTCS
oT nonckoB poTomysees Kutas.

B gaHHOM mccnesoBaHMM B KayecTBe NPUMEPOB
BblOpaHbl MynbTMeana ApT Mysein, Mocksa, Kntai-
CKUI UeHTp doTorpaduueckon KyabTypsl B Jinwwye
n LWaHxarcknin My3en cTapuHHbIX GoToanmnapaTos.
MyTem aHanmn3a NpakTMYeCcKoro onbiTa 3TUX My3eeB
B 0621aCTV OpraHn3auumn BbICTaBOK N MEXaHU3MOB
B3anMOJeNCTBMA C NyBANKON pacKpbiBaeTCa N0rmMKa
pa3BuTMsa My3eeB poTorpadun B pasnnuUHbIX Kyab-
TYPHbIX KOHTEKCTax. B maTepunanax agna cpaBHeHuA
cTpaTernin ncnonb3oBaHbl Nybankaumm o My3esx B
KWUTaMCKUX MCTOYHMKAX.

1. HauMoHanbHbIN, KyNIbTYPHbIN U reorpagpurve-
CKMA 1 NPOCTPaAHCTBEHHbIN KOHTEKCT pOTOMY3e€eB

Mo3nuymoHmnposaHne n ocobeHHoctn MAMM.
MAMM pacnonoxeH Ha yanue OCToXeHKa B LeHTpe
MockBbl, rae cocpefoToueHo 60/bLIOe KONNYECTBO
ncropuueckmx 3ganmii XVII-XIX Bekos. B okpecT-
HOCTAX HaXOAATCA Takume KyNbTypHble JOCTONPUME-
YyaTenbHOCTY, Kak TpeTbAKoBCKas rasepes n Mysen
n306paznTenbHbIX UCKyccTB MMeHU A, C. MNyLuKkmnHa,
yTO 06pasyeT KOHLEHTPUPOBAHHOE XY/0XEeCTBEH-
Hoe coobLecTBO. 3T0 reorpadpuyeckoe npenmyLle-
CTBO MO3BONAET €CTECTBEHHO UHTErpMpoOBaThCA B
ropoACKOM Ky/NbTYPHbIA LeHTP, obecneumnBas Kak
NOBCEAHEBHbIV AOCTYN MECTHOW ayaUTOPUN, TaK U
yAOOHbIe MapLUPYTbl Af MEXAYHAPOAHbIX TYpu-
cToB. [pn 3TOM ncTopmnueckas atmocdepa yanubi
BCTYNaeT B BPEMEHHOW N NPOCTPaHCTBEHHbIN M-
aNor ¢ COBPeMEHHbIM XYA0XECTBEHHbIM NO3ULM-
oHunpoBaHunem my3es [10].

BHyTpeHHee NpoCTPaHCTBO 34aHWA My3es Mo-
C/le PEKOHCTPYKLUUN MMEET MOAYbHYH KOHCTPYK-
LM, YTO NO3BOAAET FTMOKO M3MEHATb NMIaHUPOBKY
BbICTaBOYHbIX 3a/10B B 3aBUCUMMOCTU OT NOTPeBHO-
CTel BbICTAaBOK. [N1aBHbIV BbICTaBOYHbIA 3a/1 OCHa-
LeH MOBW/IbHBIMW NepPeropoAKaMu 1 NoAbEMHbIMM
BbICTABOYHbIMMW CTEHaMW, YTO NO3BONAET NPesCTaB-
NATb Kak KPynHble poTorpaduryeckne BbiCTaBKM, Tak
N pa3aenatb NPOCTPaHCTBO Ha He3aBMCMMble 30HbI
N AEMOHCTPaLMK HEHONbLUNX MeAMaUHCTaNNALMNRA
[8]. MepexoaHas 30Ha Mexay 0bLLecTBEHHbIMU MPO-
CTPaHCTBaMW 1 BbICTaBOYHBIMYW NJOLaAaMN 06opy-
[OBaHa OTKPbLITOM 30HOM OTAbIXA, I4e BCTPOEHHbIE B
CTeHbl HonblUMe 3KPaHbl LIUKJAUYHO BOCMPON3BOAAT
My3eiiHble BUeonpomn3BeseHms. Takas KOMMNO3un-
LMs NO3BOAAET 3PUTENHO0 HAXOAUTHCA B COCTOSHUM
HenpepbIBHOIO XyAOXECTBEHHOIO NOrPY>XeHUs BO
BpeMs ABWXKEHWA, Pa3MblBas rpaHuLLbl Mexay oc-
MOTPOM 3KCMO3NLMIA N OTAbIXOM, TEM CaMbIM MO-

BblLLaA NpuBAeKaTeNbHOCTb NpocTpaHcTBa [9]. B
KONOPUCTUYECKOM peLLeHMM NPOCTPaHCTBa Npeob-
Najaet NPUHLMN 3KCNOHMPOBaHUA no Tnny 6eno-
ro HeMTpasbHOro MNPOCTPAHCTBA raseper U Mysees
COBPEMEHHOro nckycctsa — «benbi ky6» [12], uto
CBf3aHO C OZHOWN CTOPOHbI, C UCTOPUEN MOLEPHMU3-
Ma 1 NPUHLMNaMKN ero 3KCMNOHNPOBaHMA (ouuLe-
HWe NPOCTPaHCTBa OT BCErO, YTO MOXET NoMeLlaTb
NAeHTUOUKALIMM NPOU3BEAEHMNA C UCKYCCTBOM), @ C
ApYro — ¢ TpaHCchopMaLMenn CTaHKOBOM KapTUHBI,
419 AeMOHCTpaLum KoTopol 6enas cTeHa CTaHOBUT-
€Sl CAaMOCTOATEIbHOM 3CTETUYECKMM CUMBOJOM. [10-
AOOHbIA MUHUMaNM3M LBeTa BAUSET U LIBETOBYHO
nanauTpy Kak GOTOUCKYCCTBA, Tak U GpoToAMN3aHa.

Cucrtema KoanekUnii 1 MeXXayHapoaHbIi Bbl-
CTaBOUHbIN 6peHs. Cuctema konnekumii MAMM ox-
BaTbIBAET MOJIHbIV XPOHOJIOTMUYECKUIA AnanasoH oT
paHHero stana 3apoxgeHuna potorpadum B Hauane
XIX Beka 4O COBPEMEHHOIO LIMPPOBOro NCKYCCTBa.
B konnekunun, HacumTtbiBaowen 174 Toicaum eam-
HWL, XpaHeHWs, NpeacTaBAeHbl Kak NPon3BeAeHus
KJacCMyecknx TeEXHWK — JareppoTmnus, oTneyar-
KW, BbINOJIHEHHbIE MO MOKPO-KONOANOHHOMY NPO-
Leccy, Tak 1 HoBble MeguadopmaTbl — LmdpoBsas
KOMMbtoTepHasa rpadurka, MHTEPaKTUBHbIE MeNaNH-
ctannaymm. Ctpaterna opMnpoBaHma Koanekumm
Ha OCHOBE He TONbKO UcTopuyeckon doTtorpadum,
HO 1 MPYMepOB COBPEMEHHOIO MCKYCCTBa (a Tak-
e undpoBoro nckyccrea), Bkarovas nomMmmo Go-
Torpaduu, XnMBonuch, rpaduxy, 06B-EKTbI, BUAEO U
KWHO — Oblsia 3an0xeHa anpektopom O.J1.CBn6-
NIOBOV caMOro Hadasa co3gaHus mysesa B 1995 r.
(nepBoHavansHo MockoBckuin Jom doTtorpadum).
Cpeamn My3eliHbix 06beKTOB 60/1ee NONOBUHbBI CO-
CTaBAAOT paboTbl poccuiickmx potorpados, oTpa-
KaroLwmx asoaroLmo GoTorpadmyeckoro NckyccTsa,
HaumHas ¢ Poccum XIX Beka, fo pacnaga CoBeTckoro
Coto3a n Poccuincko poTorpadumn n Meamanckyc-
cTBa Hauvana XXI Beka. Ocoboe BHUMaHWe yaensercsa
coumanbHO-A0KYMEHTaNbHOM GoTorpadum 1 aBaH-
rapAHbIM Xy0XXeCTBEHHbIM 3KCnepumeHTam, dop-
MUPY# YHWKaNbHbIA HappaTUB BU3YyasbHON NCTOPU
CTpaHbl [5]. 3TOT MaTepman oTpaxeH B MHOIOUMNC-
NeHHbIX n3gaHnax MAMM: cepuun katanoros ¢o-
TodectmBanen «Moga n ctuab B potorpadumm» (c
1995 r.), potobuenHane (c. 1996 r.), katanoros nep-
COHa/bHbIX M TeMaTnuecknx BbictaBok [11], cepus
doToanbbomoB «Poccus. XX Bek B hoTorpadumsax».

B chepe mexayHapoaHbix BbicTaBok MAMM npu-
obpen rnobanbHOE BAVAHWE Bnarogaps opraHusa-
unn dotorpadmyeckon bueHHane. 3ta breHHane,
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npoBognMas pa3 B jBa roga, cocpefotaymBaeTcs
Ha pas/INYHbIX TeMax TPaHCHaLMOHaNbHbIX GOTOrpa-
burueckmx npakTrkK. B paMmkax npoLubix BbICTaBOK
6bIIN PacCMOTPEHbI TakMe akTyasbHble BOMPOCHI,
KaK rpaHuLbl, TEXHONIOTMU ABUXXEHWNS, PaHHME 3KC-
MepUMeHTbI C LiBETOM, YTO NMO3BOAUAO cObpaTb Nog,
OAHOW KpbiLlei nponsseseHuns ¢oTtorpados ¢ NaTu
KOHTWHEHTOB. B nepunog npoBeAeHVs BbICTaBOK Op-
raHn3yroTCA akagemmyeckve Gopymbl U pe3ngaeH-
LUK ANA XYAOXHMKOB, NPUBAEKaroLLe COBMECTHOE
yyacTne KypaTopoB, KpUTUKOB 1 TBOpPLOB [14].

TunuuHbIf Kelic-aHanu3 Kutaickoro myses ¢o-
Torpadpum.

LleHTp doTtorpadpuueckoin Kyabtypsbl, Jinwyin
(Lishui Photography Cultural Center). CtpouTenb-
cTBO 3aaHusA LieHTpa dpoTorpaduueckort KyabTypsbl
B Jlnwye (MpoBuHLUMA Yx3L35H)" Ob110 3aBepLLEHO
B 2024 r. TMraHTCKUIA KOMMIEKC, HanoOMUHaOLW M
no ¢opme ¢ BbICOTbI MTUYbErO MoJjieTa CBEPHYTbIE
PYNOHbI NJIEHKWN, PAaCNOIOXEH Ha yuacTKe K Hory oT
LeHTpasbHOW 601bHULBI Fopoga Jlnwys, ero obas
naowaab coctaBasaet 15 785 kBagpaTHbIX METPOB, a
obLwas naowaab 3actponkn — 34 305,80 kBagpaT-
HblX MeTpoB. LieHTp doTorpadurueckon KynbTypsl
COCTOMT U3 3 HaZA3eMHbIX U 2 MNOA3EMHbIX 3Taxew,
BblCOTa 34aHunA coctasaset 21,75 meTpa. Ha nep-
BOM 3Take pacno/ioXXeHbl BbICTABOYHAsA 30Ha, BCMO-
MoraTe/ibHble MOMELLEHNA U T. A.; Ha BTOPOM 3Taxe
— 30Ha MeXAyHapOoAHbIX GOTOBbLICTaBOK U T. A.; Ha
TPeTbeM 3Taxe — 30Ha Pa3BUTUA U AeMOHCTpa-
LMW KyJAbTYPHbBIX U TBOPUYECKUX UHAYCTPUN, 30Ha
AEMOHCTPaLUN NYYLINX NPON3BEAEHUI KYNbTYyp-
HbIX 1 TBOPYECKUX UHAYCTPUIA U T. A.

EcTecTBeHHas cBA3b LEHTPa C MECTHbIMUW NpU-
POAHbIMM pecypcamu rop 1 Bog, Hallia oTpaxeHune
B BbICTABOYHOW KOHLEMLNN, OPNEHTUPOBAHHON Ha
pernoHanbHble nensaxu n GoNbKIOPHbIE MEPO-
npuaTtuns, nHterpmpys dotorpadurueckoe NCKyCccTBo
B pPErnoHaNbHbI Ky/bTYPHbIA HappaTus (Anpek-
TOp ueHTpa -H Weixin Fu). ApxuTeKkTypHbIN 061K
obbekTa coueTaeT cTuab Xxuanw, KOxxHoro Kutas
(LI3siHHaHb) C COBPEMEHHOW CTaNbHOW KOHCTPYK-
Lmen: 6enble CTeHbl U cepble YepernnuHblie Kpbl-
LM raPMOHWNYHO BMMCbIBAIOTCA B OBANK OKPECTHbIX
fepeBeHb, B TO BPeMS KaK BbICOKME BbICTaBOYHbIE
3a/1bl BHYTPU OTBEYAOT NOTPEOHOCTAM AEeMOHCTPa-

1. WNHdopmaums o 3paHnm 1 nepsbIx BbicTaBkax LieHTpa dpoTo-
rpadpuueckon kynbtypbl Jinwys. URL: http://www.inzhejiang.
com/Culture/art/202505/t20250521_27473190.shtml (gata
obpaleHuns 14.06.2025)
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Lnn KpynHodopmaTHbIX poTorpapuueckmx npo-
n3BeaeHuNn.

Kak ocHoBHOM HOcuTenb NepBoi B Kntae «pogm-
Hbl oTorpadum», LieHTp doTorpadumueckon Kynb-
Typbl JInwys co3gan MHOTOYPOBHEBYHO CUCTEMY
BbICTaBOK. [1OCTOAHHAs 3KCMO3ULMA COCPeOTOYEHa
Ha nctopun potorpadpum Jlnys, npeactaBass TBOP-
Yeckun NyTb MecTHbIX poTorpados ¢ 1970-x rogos
[0 HalLWX AHel, C 0CObbIM aKLEHTOM Ha fepeBEH-
CKYIO JOKYMeHTanbHY dpoTorpaduto, pukcnpyro-
LLYHO M3MEHEHNA B HapPOAHbIX 0bblvasx. BpeMeHHble
BbICTaBKM OPUEHTUPOBaHbI Ha MeXAYyHapOoAHble pe-
CYPCbI: @KEerofHO NPOBOANMBIV JINLLYACKUA decTn-
Ba/b poTorpadum npuenekaet pabotbl poTorpados
N3 fecaTkoB cTpaH Mupa [4]. Cam xapakTep BbICTaB-
nsembix GoTopaboT HepeaKo CO3ByYeH Npoun3Bee-
AEHVAM TPaANLNOHHOWN KNTANCKOWN XMBOMUCK, TAe
AOMUHUPYHOT Nen3axHble MOTUBbI, COYeTaHNE MSAT-
KOro akBapesbHOro pUCyHKa U OCTPOWN INHENHOM
rpadmyeckont Gopmbl.

My3ei ctapuHHbIX ¢poToannapatos B LLlaHxae.
My3zelt cTapuHHbIX poToannapaTos LLlaHxas pacno-
NIOXEH B MeLLeXOAHOM 30He Ha yanue HankuH-AyH
B parioHe XyaHny, B OKPY>XeHUW OXMUBIEHHbIX TOP-
rOBbIX LLEeHTPOB C 60/bLUMM NMOTOKOM NtoAen. Takoe
pacnonoxeHve NO3BOAAET My3eto yaenaTb 60b-
e BHMMaHWA Nonyasapusaumm cpeamn WUpoKon
ny6avkn. My3eit 3aHMMaeT Tpu 3Taxa CToNeTHe-
ro 3gaHuvsa. Y Bxoga BoccosgaH dacag dotoatenne
BpemMeH foMuHbAaHa. CTapuHHblE NPUAABKKY, aepe-
BHHble GOTOCTYAUN N APYTrME SNEMEHTbI UHTEPbEPa
BOCMpPOM3BOAAT 06CTaHOBKY. DKCMO3MLMA BOCCTA-
HaB/MBaeT OTPaCNeBYIO Cpedy paHHero nepunoaa
pacnpoctpaHeHus ¢otorpadum B Kutae, nomoras
3puTeNAM Yepes NCTOPUYECKMEe CLieHbl MOHATb pas-
BUTME POTOTEXHMKM [6].

OcHoBHas 3KCNO3nLMA My3es MOCBALLEHa CTa-
pVHHbIM doToannapartam. B koanekymm myses Ha-
CUNTBIBAETCA OKOJIO ABYX ThbicAY PpoTOannapaTos,
HaumHaa ¢ koHua XIX Beka n 3akaH4YMBas KOHLOM
XX Beka, BKItOYas Knaccnuyeckme bpeHsbl, Takme Kak
Leica 1 Zeiss, a Takxxe MOZAeN KUTalNckoro npouns-
BOACTBa, Takune kak Great Wall n Seagull. BeictaBou-
HblA 321 OpPraHM30BaH B COOTBETCTBUMN C UCTOpUEN
pa3BUTUA TEXHONOTMIA: OT PaHHWX AEPEBSAHHbIX Ka-
Mep A0 CKAaAHbIX KaMep C KOXaHbIM KOPNyCcoM U
3NIeKTPOHHbIX aBTOMaTU4ecknx kamep. Kaxaas ka-
TEropus 3KCNoHaToOB COMPOBOXAAETCA NOAPOOHbI-
MW TEXHUUYECKMMUN OMUCAHMAMU U BOCCO3aHHbIMU
CLeHaMM Ucrnonb3oBaHus. NMoMMMO cTaTUUecko
3KCMO3MLMK, B My3ee BbleNieHa crneLmanbHas 30Ha,

rae AEMOHCTPUPYHOTCS TEXHONOMMK peMoHTa GOTO-
annapaTtoB. TeXHWUKM Ha MecTe NoKasblBatoT NPO-
uecc pasbopkn 1 0bcayxmBaHna 06bEKTUBOB, UTO
NO3BO/SET NOCETUTENSAM HarAsa4HO YBUAETb, Kak
COYETarTCA TOYHAA MEXaHunKa 1 onTuyeckme Tex-
Honorum [15].

PeTpo-TexHuKa TpebyeT AN CBOEro OKpY>XeHUs
Ha CTEHaxX My3es U COOTBETCTBYHOLUX TON UAWN MHOW
anoxe npoussegeHnin ¢otonckyccraa. JepeBsH-
Hble KpynHodopMaTHble Kamepbl 3KCMOHUPYHOTCA
B OKPY>XEHWUW MPOUN3BEAEHNIN CTYANNHON MUKTOPU-
anbHoun dotorpaduu B TeXHUKE BPOMOLAb, IMBO C
NoAKpaLlEeHHbIMW, AN BUPUPOBAHHbIE B Pa3iny-
Hble TOHa dpoTOOTNEYaTKaMm.

2. CpaBHeHMe Mojeiell BbICTaBOK U KypaTop-
CKUX CTpaTerni.

MAMM — TpaHcmeauitHoe noBecTBoBaHMe. [10-
CTPOEeHMe 3KCNO3MLMOHHOro cogepxaHna MAMM
OCHOBaHO Ha ¢oTorpadumn kak OCHOBHOM KOHLLeM-
TyaJbHOM OCK, C paclUMPEHNEM MYAbTUMELNIAHBIX
dbopmaToB B KauecTBe AOMOJHUTENbHbIX C/0EB
CTPYKTYpbl. B cneymanbHOM BbiCTaBke, NOCBALLEH-
HOW BM3yanbHOW NamMATn LMdPOBOM 3MoXK, Kypa-
TOpCcKas KOMaHZa OCyLlecTBuaAa napannenbHoe
pa3mMelleHne gareppoTtunos XIX Beka 1 coBpemen-
HbIX LUPPOBBLIX MOHTaXHbIX N306paxkeHUn. Yepes
BWAEOMHCTAMNALMIO B CMEXHOM BbICTaBOYHOM 3asie
NPOAEMOHCTPMPOBaHa 3BoAOLMA GOPM OLHOIO U
TOro e NPOoTOTMMNa MepCcoHaXxa B PasHbIX Meaua.
Takas NnocTtaHOBKa HapyLlaeT TpajMLMOHHOe Bpe-
MEHHOe JIMHeltHoe NoBecTBoBaHMe doTorpadpurye-
CKWX BbICTaBOK, MO3BOAAA 3pUTE/HO Yepe3 KOHTPaCT
COMOCTaBNeHN YBUAETb BANSHNE MeAMa-TEXHOO-
TMN Ha CIOXKeHWe BM3yabHbIX 06pazos [1].

KypaTtopckas ctpaterua MAMM noguepkusaet
MHOTrOMepPHOCTb UHTepNpeTaL M TeMbl. BbicTaBka
ncropuyeckmx potorpadpuin Mocksbl Hbl1a Noces-
LEeHa N3MEHEHWAM FOPOACKOTro NaHawadTa. Ha Hel
npeactasaeHbl ¢otorpadmm yanL, pasHbix 3M0X, a
TakXe MHTepakTUBHas NpoeKkums KapTbl FOposa,
Ha KOTOPOW 3pUTeNN MOTYT YBUAETb NCTOPUYECKME
doTorpadun n BMaeo B peasbHOM BpEMEHM, Kaca-
ACb 3KpaHa [7].

Kutaiickun mysen potorpacdumn: couetaHume
TPaAMLMNOHHbBIX TEXHONOTMIA U COBPEMEHHbIX TEM.
BoicTaBka B Kutaiickom my3ee dpotorpadum seMoH-
CTPUPYET NapannesbHOe pa3BnTme TPAANLNMOHHbIX
pemecen N COBPEMEHHbIX TEM, COXPaHAA UcTopuye-
CKYHO NPeeMCTBEHHOCTb GOTOrpadnUeckon TeXHNKN
N YKOPEHAACh B MECTHOM KY/IbTYPHOM KOHTEKCTe,
yTObbI pacWwmpnTb KPyr nHTepecos. Cepus BbiCTa-

BOK «HemaTepwmanbHoe KyabTypHOe Hacnegue B Go-
Torpadusx» B LleHTpe poTorpadumueckon KyabTypsl
Jlnwysa aBaseTca TUNWYHBIM NPUMEPOM peann3aLmm
3TOW MOJAeNUn: B NEBOM YacTU BbICTaBOYHOrO 3a/a
C MOMOLLbIO KAaccuyeckmnx TexHnk XIX Beka, Takmx
Kak LMaHOTUMNS N MOKPOKONIOANOHHBIA GOTO-
rpadpuuecknin npoLece, TOHKO nepegaHbl paboune
npoLLeccbl MacTepoB, 3aHVMaroLLMXCA Pe3bboi No
JAepeBy, nsrotoBiaeHnem cmHero dapdopa n gpy-
TMMKW BUAAMWN HeMaTepMaabHOrO Ky/bTYPHOTrO Ha-
cneams, a TekcTypa n3obpaxkeHnn nepekankaeTcs
C Tena0ToN pyyHon paboTbl. 34ech e, B NpaBow
YacTW 3KCMO3MLUMM NPeACcTaBieHbl CHAMKMU NMpuie-
XKallMx TePPUTOPUIA, CAeNaHHble MoaoabIMN GOTO-
rpadamMu ¢ NOMOLL IO APOHOB.

3HakoMCTBO ¢ TexHuKkon B My3see ¢poToanna-
patoB B LLlaHxae. lMocTtoaHHas akcno3umumna «Ceer,
TeHb ¥ 3Mnoxa» B My3ee cTapuHHbIX poToannapaTos
B LLlaHxae nocBALLeHa NCTOPUM pa3BUTUA TEXHOO-
TMA 1 NoKa3biBaeT rNy6boKyHo CBA3b MEXAY 3BOJIHO-
umen GOTOTEXHUKMN U COLMANBHBIMU U3MEHEHUAMM.
B BbICTaBOYHOM 3as1e NpejcTaBieHo 6onee CTa aKc-
NMOHaToB, OT AepeBAHHbIX GOTOoanMapaToB KOHLLA
AnHacTum LisHbnal 10 oTeYeCcTBEHHbIX 3epKasibHbIX
doToannapaToB, BbIMYyLEHHbIX NOCAe Havana pe-
$OpM 1 OTKPLITOCTU. Hapagy ¢ AeMOHCTpaLmen Tou-
HOW MexaHW4YeCKOW KOHCTPYKL MK doToannapaTos
Mapkm «Yaika» 1950-x rosoB, OAHOBPEMEHHO Mpea-
cTaBneHbl dotorpadun, caenaHHole dotorpadamm
TOro BPEMEHW C NMOMOLLbO Takunx Xe dhoToannapa-
TOB, Ha KOTOPbIX 3arneyaT/ieHbl CLEeHbl CTPONTENbCTBA
VPPUraLMOHHBIX CUCTEM Ha CE/IbCKOXO3NCTBEHHbIX
YrofbAxX U MPON3BOACTBEHHbIE MPOLLECChl Ha 3aBO-
nax. Takum 06pa3om, HTeprpeTaumns TeXHNYECKNX
napamMeTpoB eCcTecTBEHHbIM 06pa3oM nepexoauT K
COBPEMEHHbBIM Pa3MbILLIEHNAM O TOM, Kak dboToun-
306paxeHns y4acTBYyOT B MOBECTBOBAHWM O CTPO-
NTENbCTBE CTPaHbI.

B nogobHo ABOWHOW cMcTeMe KypaTopcTBa (coe-
AVNHEHME TEXHUYECKOTO U XYAO0XKECTBEHHO-A0KYMEH-
TaNbHOrO KOHTEKCTOB) 0CcOboe BHUMaHWe yaenserca
OTPa>KeHUHo pernoHanbHbix GONbKAOPHbIX TPaam-
LW 1 aKTyasbHbIX COLManbHbIX Npobem.

Kak npenoaasatens LLkosbl An3aiiHa 1 UCKYCCTB
WHcTnTyTa TexHonormm CAMbIHBCKOTO YHUBEPCU-
TeTa, aBTOP CTaTbM YaCTO Bbl€3>XKaeT Ha MJeH3pbI
BO BpeMsA NeTHMX kaHukyn. B 2023 roay Ha Tep-
putopun CrHbL3AHa yAanoCk 3anevatneTb Ha $o-
Toanmnapar cTaTMyeckne MOMEeHTbl AMHaMUYHOrO
TPaAVLIMOHHOTO TafKMKCKOrO KOHHOTO COCTA3aHMA
«Koknap» (nepexsat 6apaHa). TOHkas rpagaums 10-
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HOB, KOHTPaCTbl Pe3KOro 1 nepeaHero 1 pa3MmbITOro
3a/iHero naaHa no3Boanau nepegatb dusnyeckoe
HanpsaXeHWe BCafHNKOB W AMHAMUUYECKYHO NAaCTn-
Ky Noliaseit, NpoAoaxas Knaccmyeckme Tpaanumm
[OKYMeHTanbHoM ¢poTorpadum B dpukcauum Gosb-
KJOPHbIX COBBLITUN.

3. TexHnueckme cpegcrea n GopMbl JeMOH-
cTpauum

MAMM: nmmepcusHbIn onbiT. MAMM B cBO-
NX TEXHONOTNYECKMNX MPUAOXKEHNAX OPUEHTUPYETCS
Ha UMMEPCMBHbIA OMbIT KAK OCHOBY, €ro MHHOBA-
LMOHHbIE MPAKTMKN YacTO COYETaroT COBPEMEH-
HOe oCMbICNeHME Knaccnyeckux GoTorpapuyeckmx
npov3BeseHnin. B o4HOM 13 NPOeKTOB ANs BUPTY-
anbHon poTtonabopaTopmu Bbian CcneLmanbHO Bbl-
HpaHbl 3KCneprMeHTasbHble PaboTbl BEHIEPCKOro
¢dotorpada AHape Keptewa (André Kertész) 1920-x
rofoB B KayecTBe opueHTMpa. MNocetntenm c nomo-
Wb TEXHONOTMW 3axBaTa ABUMXXEHUI MOAENNPYIOT
nposBOYHble onepaunmn KepTewa: npu KOHTpOAe
ecTaMy NPonopuUmnii NPOABOYHOIO pacTBopa Ha
3KpaHe CUHXPOHHO OTObpaxatoTcA pparmMeHTbl ero
PYKOMMUCHbIX 3aMeTOK, 06 bACHAOLWMNE, KaK N3MeHe-
HVWe BPEMEHW NPOosABAEHUS yCUAMBaeT 06bEMHOCTb
n306paxeHns. ITa TEXHONOTUA He TOJIbKO BOCCO3-
AAET TPajMLIMOHHbIE TEXHONOTMM, HO U MO3BOASET
3pUTENHO MOHATb MHAMBUAYaNbHbIA KOHTPOAb $O-
Torpada Hag XyAoXecTBeHHbIM KauecTBOM n3obpa-
XeHus. [pyras AvHamuyeckas CTeHa M306paxKeHN,
cocToALLan U3 coTeH HebobLLIMX 3KPAHOB, paHee
MCcnoJsib30Basiach 414 4eMOHCTpaunn cepun «fina-
roHa/ibHble KOMMO3ULMWN» PYCCKOrO aBaHrapAHOro
dotorpada AnekcaHapa PogueHko. Korga 3putenm
nepemeLLaroTCca Mo BbICTaBOYHOMY 3a/y, 3KpaHbl pe-
OpraHu3yoT dparmMeHTbl NPOM3BEAEHUI B COOTBET-
CTBMM C UX TPaeKTOpUEN, BOCCO3aBas TBOPUECKYHO
KoHUenuuno PoguyeHKO Mo «HapyLUeHWIo NPAMOY-
rOJIbHbIX PaMOK» 1 MO3BO/IAA CTAaTUYHBIM NPOUN3BeE-
AEHNAM BECTU AMHAMUYECKUI BU3yabHbIM AVaNor.

AHgpe Keptew (André Kertész) kak HoBaTop B
ncropumn dotorpadpmm XX Beka, B cBoux paboTax
BCerga nposogua dpunocodpckoe nccnegoBaHmne cee-
Ta, TEHW 1 NpocTpaHcTBa. KepTew poguncs B BeH-
rpvn. B paHHWe rogbl OH HaxoAMACA NOA BANAHUEM
Kybuama n gagaunsma, a B 1925 rogy nepeexan B INa-
PUX, rae ObICTPO BAMACA B KPYr aBaHrapAHbIX Xy-
AOXHWKOB. Ero akcnepuMeHTbl B TEMHOWN KOMHaTe
BO BpeMs npebbiBaHua B MNapmke MOXHO Ha3BaTb
npegBecTHMKamMun geMokpaTusauumn potorpadurye-
ckol TexHuku. MeyvaTtas doTorpadumm Ha oTobymare
pa3MepoM C NMOYTOBYHO OTKPbITKY, OH A0BUACA HU3-

106

KOW CTOMMOCTM pacnpoCTpaHeHnsa nckyccrea. Takoe
«MWHWATIOPHOE» TBOPYECTBO He TOJbKO OTpaxa-
/10 ero ocTpoe BOCNpUATME MaTepnanbHOCTU Me-
AWa, HO 1 NpejBeLLanc TeHAEHLMIO NPOHNKHOBEHMS
COBPEMEHHOI poTorpadumm ns 3NMTapHbIX KOANEK-
LA B MaccoByto KynbTypy. Ero 3HameHunTas pabota
«Chez Mondrian» (1926) Bocco3gaeT MacTepckyto
XyZOXHUKa MoHApMaHa ¢ MOMOLLbIO reoMeTpu-
YeckoW KOMMO3nLuK, NpeBpaLlas NoBcegHEBHOE
NPOCTPaHCTBO B BM3YyaNbHYO MO33MI0, HAMOAHEH-
HYt0 dOpManbHbIM HaNpsXKeHeM. 3Ta KOHLUenums
«KOMMO3NLNN-OTKPbITUA» OKa3ana rnybokoe BanA-
HWe Ha Takmx poTorpados NocaesyoLmnx nokone-
HWUR, kak AHpy KapTbe-bpeccoH 1 apyrue.

AnekcaHap PoaueHko npegcraBasn cobon apy-
ryto, pajukanbHyo pesoatoumio B poTorpadpumu.
Byayun knroueBbIM geaTenem ABUXKEHNA KOHCTPYK-
TUBM3MA, OH paccmaTpmsan poTorpadputo Kak MH-
CTPYMEHT PEKOHCTPYKLMKN COLIManbHOro BOCAPUATUA
1 BbICTYNan 3a «aHaln3 peanbHOCTN 06 bEKTUBOMY.
Ero cepwsa anaroHanbHbix poTorpaduin (Hanpumep,
«bankoHbI», 1925) npeacTaBaseT cOOON CHATbIE CHU-
3y BEpX B OCTPOM pakypce dbparMeHTbl apxmTek-
TYPHbIX COOPY>XKEHWUN, B KOTOPbIX BEPTUKAJbHbIE U
rOp130HTa/IbHble JIUHUWN CO3Aat0T AMHaMMYecKoe
NPOTMBOCTOSHME, MOJNHOCTbLIO pa3pyLuas cratnye-
CKYIO 3CTETUKY TpaanunoHHou dotorpadun. IToT
reoMeTpu3MpPOBaHHbIN BU3yabHbIN A3bIK HE TOBKO
CNY>XUN nponaraHge nHayctpuranmsaumm CoBeTckoro
Coto3a, HO 1 B GOpMabHOM acnekTe MNPesBOCXUTUI
BM3yasIbHYI0 rpaMMaTuKy COBPEMEHHOWN peknaM-
Hol doTorpadun.

LeHTp doTorpadpuueckon kyabtypsbl B Jlnwiye:
nokanbHbIA noaxog. LleHtp doTtorpadun B cBo-
NX TEXHONIOTNYECKMX NMPUNOXKEHNAX OPUEHTUPY-
€TCA Ha NPaKTUYHOCTb N BOBJIEYEHHOCTb, rNy6oKo
WHTErpupysacb C TBOPYECKOW NPaKTUKON MECTHbIX
¢doTorpacdos. B LeHTpanbHOM BbICTaBOUYHOM 3ane
Jnwynckoro ueHTpa doTtorpaduryeckomn KyabTypbl C
nomoLupbto TexHonorum 3D 6e3 oukoB NpegcTaBe-
Ha cepua «Cka3ouHas cTpaHa» MecTHoro doTorpa-
da Y MuHxa. 31a paboTa, NOCBALLEHHAsA Nei3axam
JNinwys, 6narogapa 3D-mMogennpoBaHmo BOCNPOU3-
BOAMT ABMXKEHMe 06/1aKoB 1 NapycoB Ha KapTuHe,
a B COYeTaHUN C ecTeCTBEHHbIMW 3BYKOBbIMU 3¢-
dekTamm bacceliHa pekm Oyu3aH NOJHOCTbLHO BOC-
CO34,aET MOMEHT CbEéMKMW, Korga ¥ MNMnHbx3, no ero
CNI0BaM, XJan nAeanbHOro coveTaHns cBeTa U Ty-
MaHa. CTosl B yKa3aHHOW 30He, 3pUTeNn MOryT He
TOJIbKO OLLYTUTb BU3YyasibHOE BO3JENCTBME NPOU3-

BEJEHMNA, HO U NOHATb MO3TUYECKYHO UHTepnpeTa-
L0 pernoHasbHbix nersaxen ¢otorpadpom.

LaHxaickuii My3eit ctapbix ¢poToannapaToB U
doTtorpaduu B cBOEN pemecneHHoN nabopatopun
cocpefoTaumBaeTca Ha nepegade TPaANLMOHHBIX
TexHuk. [MNoceTntenn nog pykoBoACTBOM MacTepoOB
MOTYT UCMOAb30BaTh AePEBAHHBIA CTaLMOHapHbIV
doToannapat, MAEHTUYHBIA TOMY, YTO NPUMEHSN
dotorpad anoxm Kutarckon Pecnybavku Nla LI3nH-
WaHb, 414 CbEMKMN NPeAMETOB, a 3aTeM BPYUHYIO,
B BaHHOUKax C pacTBoOpaMu NposasuTena n pukca-
>Ka 3aBepWwnTb 06paboTky cepebpsaHO-KeNaTUHO-
BOro oTrneyatka.

3.3 MexxayHapoaHOe COTPYAHNUYECTBO U KY/b-
TYPHbIN 06MeH

BbicTaBka «CepebpsHble COMM U NMUKCENN», CO-
BMecTHO Kypupyemas MAMM u MNapuxcknm Myseem
doTorpadun, npeacraBasna TwaTenbHo nogobpaH-
Hble U3 KOMNEKL M ABYX My3eeB ppaHLy3Cckue pea-
nnctnyeckme potorpadmm XIX Beka n COBpeMeHHbIe
poccuiickue nponsBeseHns LMdGpPoBOro NCKyCcCTBa.
3KCno3muma opraHnsoBaHa B popmaTe Ananoroso-
ro CONOCTaB/IeHNA: PAAOM C KaXAbIM GpaHLy3CKUM
npov3BeseHeM pa3MeLlaeTcs oTBeTHas paboTa
POCCUIACKOTO XYA0XHMKA.

KynbTypHas obMeHHas nporpamma akueHTm-
pyeT BHMMaHWe Ha rnybokoM B3anMOAencTBuun.
ExxerogHas mexayHapoaHas pesvieHLms 4N Mo-
noabix ¢otorpadoB npurnallaeT TBOPLOB M3 pas-
HbIX cTpaH B MAMM, rae B TeueHue Tpex MecaueB
OHW co3gatoT paboTbl Ha 3agaHHyto Temy. B nepuog
npebbiBaHMA Y4aCTHUKN NPOBOAAT OTKPbITbIE ANS
ny6AnKy MacTepckune, AeMOHCTPUPYOLLME NpoLecc
co3faHuna npouseedeHunii. PesynbtaTel NpebbiBa-
HWA NpeacTaBieHbl B GOpMe COBMECTHON BbICTaB-
KW, COMPOBOXAAEMOWN N3JaHNEM MHOTOA3bIYHOrO
KaTafora, YTo NO3BO/IAET PaCNPUTL BANSHUE CO-
TPYAHWYECTBa 3a NpeAesbl BbICTaBKM.

BbicTaBka «[len3axun n roposa», OpraHM3oBaH-
Hasa LleHTpom doTorpaduryeckom KyabTypbl Jinwys
B COTpyAHM4YecTBe C MeXayHapOoaHbIM LLEeHTPOM
doTorpaduu B Heto-Mopke, conocraenset dpoTo-
rpadpum pekn Oyu3saH, caenaHHble oTorpadamu u3
Jnwys, c dotorpaduamm yamu, MaHxaTTeHa, caenaH-
HbIMU poTorpadamu u3 Heto-Mopka. Yepes koH-
TpacTHOe npeAcTaBieHVe BbiCTaBKa AeMOHCTPUPYeT
pa3anuuna B BM3yasbHOM BbIpa>KeHWW NPOCTpaH-
CTBa A/1A XM3HW Mexay Boctokom n 3anagom. No-
cne npembepsbl B Jlnllye BbICTaBka nepemectuiach
B Hbto-Mopk, rae B pamkax conyTCTByHOLMX MepO-
npuatTnii B dotonabopatopunm 6bln opraHM3oBaH

MacTep-Kaacc No TPagULMOHHBIM KUTakCKUM Tex-
HWKaM neyaTu, 4Tobbl MeXAyHapoAHaa ayanTopus
MOT/1a Ha NPaKTUKe NOHATb TEXHWUECKOE Hacneame
kutanickon potorpadum.

My3zel cTapuHHbIX ¢oToannapatos B LLlaHxae
bokycmpyeTcsa Ha MeXHaLMOHabHOM Ananore no
NCTOPUMN TeXHMKK. BbicTaBka «[TyTb K onTrueckomy
npeL3noOHHOMY NPOWN3BOACTBY», OPraHM30BaHHasA
coBmecTHO ¢ My3seem dpoToannapaTtos lepmaHun,
cucTemMaTnyeckn eMOoHCTPUpPYeT UCTOPUID pas-
BUTUS €BPOMNENCKOro gn3aliHa 06bekTneoB B XIX
BEKe U NpoL,ecc KONMPOBaHWA Y MHHOBALWIA B KU-
Taickon GoToannapaTHON NPOMbILAEHHOCTU B XX
Beke. MNyTeM paszbopku getanen potoannapaTos
pa3HbIX CTPaH TOro e nepuoja BbiCTaBKa NokKa-
3bIBaeT YCOBEPLUEHCTBOBAHWA U CAUAHUA B NPO-
Lecce pacnpocTpaHeHus TexHoNornin. Bo Bpems
BbICTaBKW HblIM NpeACcTaBAeHbl AEMOHCTPALMM pe-
CTaBpaLMOHHbIX paboT HemMeLKMX MacTepoB, KO-
TOpble Ha MecTe o0byyanu 3puTenei pectaBpaLunu
CTapWHHbIX poToannapaToB. Takon 06MeH TexHu-
YeCKUMM 3HaHMAMYU Yraybun npodeccuoHanbHbI
acrnekT COTpyAHNYeCTBa.

4. MexaHU3M B3auMoOAenCcTBUSA C 0bLecTBeH-
HOCTb}O.

Paspabotka obpasoBaTesibHbIX NpOrpamMm 1
MeponpuUATUNA.

O6pazoBaTenbHble nporpaMmmbl MAMM oxBartbl-
BarOT BCe BO3pacTHble TPynmnbl U yaenatoT ocoboe
BHMMaHWe NHTerpaLmm NCcKyccTBa U TEXHONOTUN B
npouecce obyyeHuns. s NOAPOCTKOB OPraHn3ytoT-
€A MacTep-KAacchbl No LMGPOBOMY NOBECTBOBAHMIO.
Kaxxayto cybb0Ty Meana-xyA0>XKHVUKM NpuUraaluaroTt
y4acTHMKOB B Bo3pacTe oT 12 go 16 neT co3gaBaTb
KOPOTKME BUAEONCTOPUM C MOMOLLbIO MOBUABHbIX
TenepoHOB 1 NPOrpaMmMHOro obecrneyeHuns Ans MOH-
Taxka. 1o okoHYaHWUK Kypca paboTbl 4EMOHCTPU-
pyroTCs B HEHONbLIOM KMHO3ane My3es. BBoaHbIV
KypC No KypaTOpCTBY A/1A B3POCbIX AJUTCA LIECTb
HeZenb 1 BKAtOYaET B cebs nNpakTuyeckme 3aHATUA
MO U3YYeHWIO KOANEKLUA N opraHM3aLmm BbiCTa-
BOK. [0 OKOHYaHMW Kypca y4aCTHMKM MOTYT opra-
HM30BaTb HEOOAbLUYIO BbICTaBKY B OOLLECTBEHHOM
3a/e My3es, KoTopas npuBaeKkaeT MHOTMX NtobuTe-
nen ¢otorpadum.

Obpa3oBaTtenbHble MeponpuaTua Kutackoro
My3ea ¢oTorpadumm cocpesoToUeHbl Ha MECTHOM
KOHTEKCTE 1 NpakTuyeckom noaxoge. Kaxzoe neto
LleHTp doTorpadpuueckoi kynbTypsbl Jlnwysa opra-
HWU3yeT NeTHWI narepb No Gotorpadurm B CebCKOM
MECTHOCTW, B paMKax KOTOPOro ropoACKMe LUKOb-
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HWKW NoJ pyKOBOACTBOM poTorpadpoB nocelatot
6am3nexaline gepeBHN 1 C MOMOLLbIO NIEHOUHbIX
dboToannapaToB 3aneyatnieBatoT NPOLECC N3roTOB-
NeHNs TPaAMLMOHHbBIX PEMECTEHHBIX U3Zenunii. [oTo-
Bble paboTbl COBMpatoTCsA B anbboM, KOTOPbIV JapsT
xutensam gepesHu. LLlaHxalckmii My3en cTapyHHbIX
doToannapaToB exXeMecA4YHO NPOBOAMUT KypPChbl MO
PEMOHTY CTapWHHbIX GOTOanNNapaToBs, Ha KOTOPbIX
OMbITHbIE TEXHUKN OBBACHAIOT NPUHLMMBLI PaboThbl
MEeXaHMNYeCKMNX KOHCTPYKLMIA, @ y4aCTHUKU MOTYT
COBCTBEHHbIMW pykamu pa3zobpaTb 1 cobpathb cTa-
PUHHbIE NAeHOYHble doToannapaTtsl. o OKoHYa-
HMM Kypca yYaCTHMKM Noay4daroT cepTudmkat Myses
O MPOXOXAEHMM Kypca No peMoHTy. Takne mepo-
NPUATUA YaCcTO NPUBAEKAIOT MEHCMOHEPOB N Ce-
MbW C AETbMM.

CoumanbHblie CETU N OHJIaH-B3auMOAENCTBUE.
NHTepakTnBHasa geatensHoctb MAMM B cetu ocy-
LWEeCTBNAETCA Ha OCHOBE PecypCcoB My3es, NPOBO-
AMMas B COUManbHbIX CeTAX (CHayana ¢ ydyactmem
koMnaHun Beeline, 3aTem BKoHTakTe) MHTEpakTMB-
Haa akumsa #MAMMcollection HOCUT NOCTOSHHBIN
xapakTep. Kaxayto Hegento My3eit BbIbMpaeT 04HO
N3 KNaCCUYECKUX NMPOU3BEAEHWNI N3 CBOEN KOJIEK-
LMK, Ny6anKyeT NogpobHyro MHGOPMaLMIO O HEM U
NCTOPMM ero Co3faHuns, a TakxKe npuraallaer noib-
3oBaTeniel choTorpadmpoBaTh COBPEMEHHbIE N30-
HpaxkeHWs C Takow e KOMMOo3MLMeR UAn TeMaTUKOM
1 3arpy3nTb MX C COOTBETCTBYHOLLMM X3LTerom. Jlyu-
Wwune paboTbl Nonb3oBaTenen 6yayT nepenoLLeHbl
Ha opuLIManbHOM akkayHTe My3es, a HeKoTopble K3
HVX BYAYT BKJHOYEHbI B €XXKEroAHbI OHNaNH-anbboM.

B3anmogeiicteme Kutanckoro myses ¢potorpadum
B COLMaNbHbIX CETAX OPUEHTUPOBAHO Ha NPUBbIY-
KW MECTHOM ayauTopun, a oduLManbHbIN akKayHT
WeChat «BocnomuHaHuma B obpasax» (Yingxiang
Jiyi) Nlnwyrickoro LeHTpa poTorpadpuyeckon Kynb-
TYPbl BblAENAETCH CBOEN YHUKaNbHOW KOHLeNLM-
en. laHHas pybpurka exxeMecAauYHO 3ajaeT TeMy,
Hanpumep, «OyuU3aH Ha cTapbix ¢oTorpapumax»,
npwv3biBas Nosib3oBaTesel 3arpyxatb ctapble ¢o-
TOrpadumn 13 NNYHbIX apXMBOB, CAeNaHHble B pe-
rmoHe Jlnwys, n NpUKpPennaTb KOPOTKUN TEKCT C
pacckasom O UCTOPUK, CKPbITOM 3a poTorpaduen.
PepakumoHHaa KkomaHaa oTbupaeT MaTepuanbl C
NCTOPUYECKOWN LIEHHOCTBIO N 0QOPMASET UX B BUAE
WANOCTPUPOBAHHbIX My6AMKaLMIA. YUacTHUKK, Ubk
paboTbl NpoxoAaT oTHbop, MoAy4atoT NHANBUAYaNb-
HO 0OpPM/IEHHbIE 3/1EKTPOHHbIE KOMUN OTCKaHW-
pOBaHHbIX poTorpaduin ot myses.
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OduumanbHbiin akkayHT WeChat Jlnwyiickoro
LeHTpa dpoTorpaduueckom KyabTypbl COAEPXKUT py-
6purKy «POTOUCTOPUIN», MPU3bIBAIOLLYIO NONb30Ba-
Tenei 3arpyxaTtb cTapble GoTorpadun nu3 ANYHbIX
apX1BOB 1 COMPOBOXAATb UX KOPOTKNM TEKCTOM C
BOCMOMUHaHMAMU. ExxemecayHo nydlune matepuans
oTbupatoTcs Ana 0GOPMAEHUA B BUAE INEKTPOHHO-
ro anbboma, a ux aBTOpPbI NOAYYaOT MHAMBUAYaNb-
HO odopMeHHbIK Habop Ans nedvatn doTorpaduii
oT Mmy3es. LLlaHxaicknin My3elt cTapuHHbIX GoToan-
napaTtoB NPOBOAUT Ha Naathopme Douyin KOHKYpC
no 3HaHWto poToannapaTos, Nybankys HebonblLMe
TecTbl No GyHKLMAM GoToannapaToB PasHbIX 3MOX,
a 3puTesIn y4acTBYIOT B KOHKypCe, OTBeYas Ha BO-
NpPockbl B KOMMEHTapUsAX.

MHTepaKTUBHBIN ONbIT B $U3NYECKOM MPO-
CTpaHcTBe.

Ncnonbsyembie B MAMM TBOpUeckne npo-
rpaMMbl MHTEPaKTUBHOrO $G13nUYecKoro B3anmMo-
aencteus ¢ potorpadpusaMm n GOTOKOANEKLMAMM
dOPMUPYIOT CUTYaLMIO YUHacTuA 3puTenel B co3ja-
HWUW KONNEKTUBHbIX MPOEKTOB. Tak B LieHTpaabHOM
BbICTABOYHOM 3a/ie pa3MellaeTcs CTeHs, nose Ko-
TOpPOro pasjeneHo Ha COTHM KBaApaToB. 3puTenu
MoryT choTorpapupoBatb ceba AN 3KCNOHaTbI C
MOMOLLbIO MPeAOCTaBAEHHbIX My3eem poToannapa-
TOB C MFTHOBEHHOW MneuvaTbto, a 3aTeM pa3MecTuTb
doTo B Nt060OM M3 KBagpaToOB. Yepes Tpn MecAua
chopMMpyeTCs MNOSHOLEHHBIA BONbLLON KOMNAX, Ha
OCHOBE KOTOPOTro XyA0XHWK, aBTOp NpoeKTa, CO3-
[acCT y>Ke CBOE, Kak bbl BTOPMUYHOE Npoun3BeseHme.

B KomHaTe ¢ ayanoBm3yanbHbIMW MaTepuanaMm
3puTenn moryt 3anuncatb 30-ceKyHAHbI KOMMEHTa-
puii K BbIbpaHHOW dpoTorpadum, KOTopbI cnucTema
CBAXeET ¢ nsobpaxeHunem. MNocneayrowne nocetu-
TeNn MOTyT NPOCAyLIaTb KOMMEHTaPUW Pa3HbIX JIH0-
Aen, otckaHnpoBas QR-kog psgoM ¢ poTorpaduei,
YTO NO3BOAAET CO34aTb MHOIOrPaHHYHO UHTeppe-
TaLWIo NPOV3BeAEHNA.

B ocHOBe NOAOGHbLIX MPOEKTOB NIEXMUT MPUHLMM
€BOe06pa3HOro XyA0XKeCTBEHHO-COLMONOrMYECKOro
nccnesoBaHmsa NPeAnoOUYTeHUN 3puTenels, obnagato-
LLMX Pa3ANYHBIM KYAbTYPHbIM, NPOGECCUOHabHbIM,
BO3PACTHbIM OMbITOM, NCCNeA0BaHNE ayaUTOPUN.

B Kutaiickom my3ee poTtorpadunm ans cosgaHus
CUTyaL MK NOrpy>XeHUA B TBOPYECTBO MUCMONb3YeT-
€A UHasa cTpaTernsa. Pusmyeckoe B3aMMOAeNCTBNE
3puTenei ¢ GOTONCKYCCTBOM MO3BOAAET aKLLEHTU-
poBaTb BHYUMaHWe Ha UMMEPCUBHOM MOrpPy>XeHUn
B CLeHY W BbIABJEHUN 3MOLMOHaAbHON CBA3N. B
OTKPbITON BbICTaBOYHOM 30He LleHTpa doTorpa-

durueckon KynbTypbl JInwya ycraHoBaeHa poTo-
annapaTypa 418 CbeMKU B pa3Hble BPeMeHa roja.
3pecb NCNOAb3YIOTCA KakK TPajNLMOHHbIE NAEHOY-
Hble, Tak U HoBenwue umMdpoBble GoToannapaThbl.
B 3aBMCMMOCTM OT XapakTepa OCBeLLeHNA B pa3Hble
BpeMeHa roja, usMeHeHns yrina najgeHusa ceeta u
CMeHbl CBETOBOW TeMrnepaTtypbl B Te4YeHne AHA —
BbIbpaHbl PUKCMPOBAHHbIE TOUKN CbeMKU. 3pUTenu
moryT cdoTorpadumpoBaTb OAMH U TOT Xe Nnensax,
CPaBHWTb pe3yabTaTbl CbeMKW Ha pa3HbIX annapa-
Tax B pa3/M4YHble Ce30HbI UK faxe vackl. CaenaH-
Hble poTorpadmm MOXHO pacnevatatb Ha MecTe U
pa3MecTUTb Ha CTeHe BPEMEHM C YKa3aHneM nme-
HW doTorpada v faTbl CbeMKMN.

B 30He doTonabopatopum LaHxarickoro my-
3ed cTapbix ¢oToannapaTtoB yCTaHOBAEHO MOJHOE
obopygoBaHue AN TPaAULIMOHHON poToneyaTy.
MocetnTenn nog pykoBOACTBOM TEXHUYECKUX CeLimn-
a/nCToOB co3aatoT cBon poTorpadun Ha poTobymare
1980-x rog0B 13 My3einHOro poHAa, NPOXoas BECb
npoLiecc oT 3KCMOHNPOBaHNA A0 NpoaBaeHua. o-
TOBble PaboTbl MOXHO 3abpaTb C coboli B Kaue-
CTBE CyBeHupa.

3akntoueHue.

MAMM ¢opmMmpyeT CBOK KOHLENLUIO 3KCMOHK-
POBaHWA 1 B3aUMOZENCTBNA CO 3pUTENAMM Yepes
MeXMeANIHOe NOBEeCTBOBaHMNE N TEXHOIOTNYECKH
OpUWeHTMpOBaHHbIe opmaThl akcnosumumm. Mprme-
HeHVe MeXAyHapoaHbIX bueHHane n LMdpoBbIX
WHTEPaKTUBHBIX MHCTaMNALMI NO3NLNOHNPYET My-
3el KaK BaXkHbIN y3en B rnobanbHoM obmeHe ¢o-
Torpaduyeckmm NcKyccTBom. Takme NpoeKThbl, Kak

«JlabopaTopusa nckyccts» 1 «PoTomo3anka», Hapy-
LIAtOT OAHOCTOPOHHIOIO CXeMY Mepeayn 3HaHWM
TPaAMLIMOHHbIX My3eeB, BOBJeKas nybavky B riy-
6okoe yyacTne B Xy 0OXXeCTBEHHOM TBOpYeCTBe U
ero pacnpocTpaHeHuu.

Kutanckmn mysei potorpadumm, onmpasncb Ha
MECTHbIA KOHTEKCT, CPOPMUPOBaN NOTNKY IKCMO-
3ULMK, B KOTOPON TPaAULMOHHOE pPeMecao Co-
CylecTByeT C COBPeMeHHbIMU Temamu. LleHTp
doTorpadpumueckon KynbTypbl JSlnwys yepes neun-
3axHyto dotorpaduto n nokanmsaumno HappaTtmea
0 HeMaTepunanbHOM KyJbTYPHOM Hacaeauw, a Takxe
Mys3e#i cTapuHHbIX poToannapaTos LLaHxas, onupa-
ACb Ha UCTOPUIO pa3BUTMA 0BOPYAOBaHNA 1 ONbIT
pecTaBpaLun, TECHO CBA3bIBAOT NCKYCCTBO GOTO-
rpadum ¢ permoHanbHOM KyabTYPOR N TEXHUYECKOW
namATbtO, AEMOHCTPUPYA COLMaNbHYO0 QYyHKLMIO
Mmy3ea doTorpadun Kak HocUTens KynbTypbl.

MoaobHble KONNEKTUBHbIE aKLIMW POCCUACKMX
M KUTaNCKMX My3eeB OCHOBaHbl Ha BbIpaboTaHHBbIX
XyZAOXHWKaMW, an3aiHepamu, otorpadamu NpuH-
Lmnax co3gaHnsa KOMMIEKCHbIX MPOn3BeAeHNIA nc-
KyccTBa, GOpMUpPYeMbIX Kak Bbl ClyyaliHO, HO BMecTe
C TeM B COOTBETCTBMUN C YETKO BbICTPOEHHbIM CLie-
HapwueMm, KoHuenuuer npoekta. OTAeNbHbI aBTOP
WAN Tpynna co3iatoT CBOero poja Au3anH-Kypa-
TOPCKMe NPOEKThbI, B KOTOPbIX OnpeaeneHbl 3aja-
4K, NocnesoBaTeNIbHOCTb JENCTBUA U pe3ynbTaT,
KOTOPbIV TUPAXNPYETCH B MEAUMHOM MPOCTPaH-
CTBe, CTAHOBACb JOCTOSHMEM Ny6ANKYW, BbIMOAHAA
CBOO KYJIbTYPHYIO MUCCUIO.
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