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PEOAKLAA '

WRONG PHOTOGRAPHY
Journal of Lomographic
Photography

MnasHbIN pepakTop
Mpodeccop Oner Manbues
ABTOp penaKkLMOHHOM KOHLen- :!”/
umn WRONG PHOTOGRAPHY

U UCCNenoBaTENbCKOW AOKTPUHDI
XypHana.

PepakunoHHasa KoHUenums

WRONG PHOTOGRAPHY paccmatpusaet
doTorpadmo He TONIbKO Kak cnocob nony-
4YeHM U300paKEHUS], HO U KaK MHCTPYMEHT
OTKPbITUA. Kaxkabli HOMep CTpOUTCH BOKPYT
OLHOro BOMpOCa, KOTOPbIM NpoBepseTcs
yepes ¢oTorpapumyeckme 3KCNepmMeHThl,
NNEHKY, KaMepbl, OWMOKKU, CIYy4AMHOCTH
M aHANN3 NOIYYEHHbIX U306paxXeHUM.

UccnepoBaTtenbckaa pepakuus
3apaya nccnenoBaTenbCKon pefakumm —

WRONG PHOTOGRAPHY
Journal of Lomographic
Photography
Editor-in-Chief

Professor Maltsev Oleg
Author of the editorial con-
cept of WRONG PHOTOGRA-
PHY and the magazine’s research
doctrine.

Editorial Concept

WRONG PHOTOGRAPHY approaches pho-
tography not only as a way of producing
images, but as an instrument of discovery.
Each issue is built around a single ques-
tion explored through photographic exper-
iments, film, cameras, errors, chance, and
analysis of the resulting images.

Research Editorial Desk
The role of the research editorial desk is to
formulate questions, design experimental



dbopmMynnpoBaTb BONPOChI, CO343aBaTb IKC-
NepuMeHTanbHble NPOTOKOJIbl, CPaBHMBATb
pe3ynbTaTbl U NpeBpawaTtb GoTtorpaduye-
ckue HabnwaeHns B BOCNPOU3BOAUMbIE
BM3YyasibHble METOAbI.

BusyanbHasa pepakuus

Bu3yanbHag cuctema xypHana CTpomTcs Ha
peanbHOM 3CTETUKE aHANOroBOM 1 IOMOrpa-
duyeckon gotorpapum: N1EHOYHOM 3epHe,
LLBETOBbIX CABMIrax, 3aCBeTKaX, BUHbLETUPO-
BaHWWU, HECOBEPLLUEHHOM ONTUKE, CJTYHaNHO-
CTM 1 dmnsunyeckon npmpoge dotorpaduye-
CKOro mMaTtepuana.

Jlabopatopus untarens

WRONG PHOTOGRAPHY otkpbIT gnst ¢poTo-
rpaoB U UccnegoBaTenen 13 pasHbiX CTPaH.
Mbl UwWweM He uaeanbHble U30bpaxkeHus,
a dKCNepuMeHTbl, KOTOpble MpUBeEn K HO-
BOMY HabnwaeHuto.

He npucbinante Ham ny4ywmnim kaap. MNpucol-
NanTe HaM OTKPbITHE.

PEOAKLMOHHbIMA NPUHLMIN
®OTOrPA®UA — BOMNMPOC — 3KCINEPMU-
MEHT — HABJIIOOEHUE — OTKPbITUE
WRONG PHOTOGRAPHY

N2 1 — COLOR

protocols, compare results, and transform
photographic observations into reproduci-
ble visual methods.

Visual Editorial Desk

The magazine’s visual system is built upon
the authentic aesthetics of analog and lo-
mographic photography: film grain, color
shifts, light leaks, vignetting, imperfect op-
tics, chance,and the physical nature of pho-
tographic material.

Reader’s Lab

WRONG PHOTOGRAPHY is open to pho-
tographers and researchers from different
countries.

We are not looking for perfect images, but
for experiments that led to a new obser-
vation.

Do not send us your best frame. Send us
a discovery.

EDITORIAL PRINCIPLE

PHOTOGRAPHY — QUESTION — EXPERI-
MENT — OBSERVATION — DISCOVERY
WRONG PHOTOGRAPHY

No.1 — COLOR

Bce npedcmasneHHble pomozpaguu npuHadnemam apxusy 3KCneduyUuoHH020 Kopnyca.






[MTNCbMO

NMABHOIO PEOAKTOPA
EDITOR’S LETTER

Mbl CO34anu 3TOT XXYPHAN He NOTOMY, YTO
doTorpadum CTano CIMWKOM Mano. Mel co-
30311 ero noToMy, 4yto B hoTorpaduu crtano
CIMLLKOM Mano HenspecTHoro. CoBpeMeHHas
KaMepa noyTn He OCTaBNSIET YeN0BeKY Npo-
CTpaHcTBa ansg ownbkun. OHa caMa onpepe-
NSEeT 3KCNO3MLMI0, HAXOAMUT NNL0, YAEPXKN-
BaeT POKYC, MCNPABASET LUBET, NoAaBnser
LWYM M MFHOBEHHO MOKa3blBaeT pe3y/bTarT.
Mbl NONYYUIN HEBEPOSATHO COBEPLUEHHbIN
MHCTPYMEHT — M OAHOBPEMEHHO HAYYMIUCh
3apaHee 3HaTb, KAaKMM OyaeT n3obpaxkeHue.
Ho ¢otorpadus Bceraa bbina MHTEepecHa
HaM He TONbKO TeM, YTO OHA NOATBEPXKAAET
yBUAEeHHOoe. MIHoraa caMoe BaXKHOe HaYMHa-
eTca Torga, koraa portorpadums nokasbiBaeT
TO, YEro Mbl HE OXMAANM.

MmeHHO noatoMy nossunca WRONG
PHOTOGRAPHY.

NOYEMY WRONG?
CnoBo wrong 34eCb He 03Ha4aeT NoXyt
doTorpadpumto. OHO 03HaYaeT BO3MOXHOCTb

We created this magazine not because
there is too little photography. We created
it because there is too little of the unknown
left in photography. The modern camera
leaves almost no room for error. It deter-
mines exposure, finds the face, maintains
focus, corrects color, reduces noise, and
shows the result instantly. We have gained
an extraordinarily perfect tool — and at the
same time learned to know in advance what
the image will look like. But photography
has always interested us not only because
it confirms what we have seen. Sometimes
the most important thing begins when
a photograph shows us something we did
not expect.

That is why WRONG PHOTOGRAPHY was
created.

WHY WRONG?

The word wrong here does not mean bad
photography.

It means the possibility of questioning what



MOCTaBUTb NOA, COMHEHME TO, YTo oTorpa-
duma NnpmuBbIKNA cYMTaTh 0693aTENbHbIM.
O6s3artenbHa nu peskoctb? O6g3aH nu ugeT
ObITb ecTecTBEHHbIM? Bcerga nn npaBuib-
Has 3KCNo3uuus faéT Hambonee cunbHoe
n3obpaxkeHue? SIBnseTca M Cy4amHOCTb
BparoM ¢otorpada? Mbl He XOTUM 3apa-
Hee OTBeYyaTb Ha 3TW BOMPOCHl. Mbl XOTUM
X NPOBEPSITH.

NMOYEMY JIOMOIPA®UA?

[NoToMy uTO Nnomorpacdus Bo3BpaLLaeT @o-
Torpadumn HensBecTHOCTb. DoTorpad npu-
HUMAEeT pelleHne, HO pe3ybTaT CO34aET He
TONbKO OH. B u3obpaxeHne BMeLWMNBAOTCS
Kamepa, ONTMKa, NNEHKa, CBET, BpeMs, Npo-
sBneHune u cyvan. Mbl paccMaTpuBaeM 3710
He KaK HefoCTaToK KOHTpons. Mbl paccMma-
TPUBAEM 3TO KaK BO3MOXHOCTb OTKPbITUSI.

NOYEMY NEPBbIA HOMEP — COLOR?
[MOTOMY YTO LIBET KaXEeTCS CaMblM O4YeBUA-
HbIM 31eMeHTOM ¢ oTorpadun. Mbl NpUBbIK-
N1 CYUTATb, YTO 3€/IEHOE AOMHKHO OCTABATLCS
3enéHbIM, Hebo — ronybbiM, a YyenoBeyeckoe
MU0 — UMETb ecTeCcTBEHHbIM OTTEeHOK. Ho
4YTO NPOM3OMAET, eCNM NepecTtaTb CUMTATb
LBET 00513aHHbIM OMNUCbIBATb PEASIbHOCTL?
UTo ecnn uBeT CMOXeT eé UHTepnpeTu-
poBaTb? YTO ecnm O0AHO M TO e MecTo Ha
Purple, Turquoise, Metropolis u Color '92
nepectaHeT 6bITb OAHMM U TEM XKe MeCTOM?
C 3TOro Bonpoca Ha4YMHaAEeTCa Hal NepBbIi
HOMep.

3TO HE XXYPHAJ1 Ob D®DEKTAX
Mbl He cobupaemcsd yuyuTb uYMUTaTeENS

photography has learned to consider man-
datory. Is sharpness mandatory? Must color
be natural? Does correct exposure always
produce the strongest image? Is chance the
photographer’s enemy?

We do not want to answer these questions
in advance. We want to test them.

WHY LOMOGRAPHY?

Because lomography returns uncertainty
to photography. The photographer makes
a decision, but the result is not created by
the photographer alone. The camera, optics,
film, light, time, development, and chance
all intervene in the image. We do not regard
this as a lack of control. We regard it as an
opportunity for discovery.

WHY IS THE FIRST ISSUE ABOUT COLOR?
Because color appears to be one of the
most obvious elements of photography.
We are accustomed to thinking that green
should remain green, the sky should re-
main blue,and a human face should retain
a natural tone. But what happens if we stop
requiring color to describe reality? What if
color can interpret it instead? What if the
same place photographed on Purple, Tur-
quoise, Metropolis,and Color 92 stops be-
ing the same place? That question begins
our first issue.

THIS IS NOT A MAGAZINE ABOUT EFFECTS
We are not going to teach readers to add
light leaks, grain, or unusual colors simply
for appearance.

We are interested in something else:



n,06aBNATb 3aCBETKM, 3€pHO UM HEOObIYHbIE
LBETa paju BHelwHero Bnaa. Hac nHrepecy-
eT A pyroe: 4Tto n3mMeHeHue n3obpaxeHus ge-
NnaeT ¢ HawwuM BocnpuaTueM? Koraa owmnob-
Ka CTAHOBMTCS Bblpa3nTeNbHbIM NPUEMOM?
Korga cnyyariHOCTb NpeBpalLaeTcs B MeTos?
Korpa nnénka nomoraet ¢potorpady yBuaeTb
TO, Yero OH paHbLle He 3amevan?

XYPHAJ KAK JIABOPATOPUS

Moatomy WRONG PHOTOGRAPHY 6yaer
YyCTPOEH HEMHOrO MHayve. 3aecb doTorpa-
duna — He ToNbKo 06bekT nybnmkaummn. OHa
SIBNSIETCS UHCTPYMEHTOM UCCIeL0BaHUS. Mbl
bynem CTaBuTb BONpoChl. CHUMATbL Py/OHBI
uenukom. lNMokasbiBatb owmbKKU. CpaBHMBATL
MaTepuansl. MickaTb aHoManuu. lNbitatbes
NOBTOPUTL C1ydan. Ml npespawatb HangeH-
HOe B CODOCTBEHHbIN BM3YyasibHbIA UHCTPY-
MEHT.

YTO Mbl XOTUM OT YATATENA

He cornawantecb ¢ HAMM aBTOMATMUYECKM.
Bo3sbmute kamepy. BozbMute nnénky. Mo-
CTaBbTe COOCTBEHHbIM BOMNpoc. M npoBepbTe.
Ecnn 3kcnepuMeHT onpoBeprHeT Hawy rm-
notesy — TeM ay4uwe. [1oToMy 4TO XypHan,
KOTOPbIN YXXe 3HAaeT BCe OTBETbI, MepecTaér
6bITb Nabopatopuen.

WRONG PHOTOGRAPHY HAYMUHAETCA
COAHOIo BOMPOCA:

YTO NMPOU3OUAET, EC/ZIN 4 MO3BOJIO BO-
TOIPA®UN NOKA3ATb MHE TO, YEIO 1 HE
NNAHUPOBAJ YBULOETbL?

Llobpo noxanosames 8 nepabili HOMep.
WRONG PHOTOGRAPHY — N° 1 / COLOR

What does a change in the image do to our
perception? When does an error become an
expressive technique? When does chance
become method? When does film help
a photographer see what they had never
noticed before?

THE MAGAZINE AS A LABORATORY

That is why WRONG PHOTOGRAPHY will
work a little differently. Here, photography
is not merely something to publish. It is an
instrument of research. We will ask ques-
tions. We will shoot complete rolls. We will
show errors. We will compare materials.
We will search for anomalies. We will try
to repeat chance. And we will turn what we
discover into our own visual tools.

WHAT WE WANT FROM THE READER
Do not automatically agree with us. Take
a camera. Take a roll of film. Ask your own
question. And test it. If the experiment dis-
proves our hypothesis — even better.
Because a magazine that already knows all
the answers stops being a laboratory.

WRONG PHOTOGRAPHY BEGINS WITH ONE
QUESTION:

WHAT WILL HAPPEN IF | ALLOW PHO-
TOGRAPHY TO SHOW ME WHAT | DID NOT
PLAN TO SEE?

Welcome to the first issue.

WRONG PHOTOGRAPHY — No. 1 / COLOR






MAI

NDOECT

WRONG PHOTOGRAPHY

Motorpadua He 0693aHa ObITb NPaBUILHOM
CoBpeMeHHaa ¢oTorpadums Hayumnacb
noyTn Bcemy. Kamepa yMeeTt onpeaenaTb
3KCNO3MUMI0, HAXOAUTb NNLLO, CNeanTb 3a
rNa3oM, UCNPaABAATb UBET, NO4ABAATL WYM
M KOMMNEHCMpPOBATb ABMXKEHME. M306paxe-
HMEe CTaHOBMUTCS BCE COBepLleHHee — U BCE
npeackasyemee.

WRONG PHOTOGRAPHY HauuHaeTtca Tam,
rae ¢portorpad nepectaér cumtaTb npepcKa-
3yeMOCTb AOCTOUHCTBOM.

3aueM MHe nomorpadua?

YTobbI YBMAETH TO, YTO S CaM He cobupancs
yBuaeTb. Potorpad o4veHb 6bICTPO CO3AaET
co6CTBEHHYO cucTemy npusblyek. OH Bbl-
OupaeT 3HaKOMble paKypCbl, ONpeaenEHHbIN
CBET, yA00OHble PacCTOSIHMS, MOBTOPSOLLMECS
KoMno3unumu. [locteneHHo OH nepecTaér uc-
CefoBaTb MUP M HAYMHAET NOATBEPXKAATb
cobCcTBEHHbIN Ccnocob ero BuaeTb. JloMo-
rpaduma HapywaeT 3Ty cucteMy. OHa BBOAUT

Photography Does Not Have to Be Correct
Modern photography has learned to do al-
most everything. A camera can determine
exposure, detect a face, track an eye, cor-
rect color,reduce noise,and compensate for
movement. The image becomes increasing-
ly perfect — and increasingly predictable.
WRONG PHOTOGRAPHY begins where the
photographer stops treating predictability
as a virtue.

Why Do | Need Lomography?

To see what | was not planning to see.
A photographer quickly develops a personal
system of habits. Familiar angles, preferred
light, comfortable distances, recurring com-
positions. Gradually, the photographer stops
investigating the world and begins confirm-
ing an already established way of seeing it.
Lomography disrupts that system. t intro-
duces into photography things that cannot
be completely controlled: material, color



B (poTorpaduto 10, 4TO HEBO3MOXHO NOJHO-
CTbH0 KOHTPONMPOBATb: MaTepu1an, LLBETOBOM
CLOBWI, HECOBEPLLEHHYI ONTUKY, CBET, ABUXKE-
HWe, 3epHO, CTy4aMn.

Mouemy nomorpacusa?

[oToMy uTO 34€eCb N306paxKeHne CO30aET He
TONbKO ¢oTorpad.

B npouecce yyacTtBytoT:

®OTOrPA® + KAMEPA + MJNEHKA + CBET
+ C/TYYAH

@oTorpad 3a0aéT HanpaBieHue, HO He Nno-
Ny4aeT NOAHOrO KOHTPONS HaZ pe3y/ibTaToM.
MMeHHO no3ToMy noMorpadums cnocobHa
co3aaBaTb U306paxeHus, KoTopblie GOTo-
rpad He MOr 3apaHee CKOHCTpyMpoBaTb
y cebq B ronose.

OwnbKa — 370 ewé He npoBan

CMa3 MOXeT co3aaTb ABMXKeHMe. 3acBeTKa
MOXEeT C034aTb NPOCTPAHCTBO. HeBepHbIn
LLBET MOXeT c034aTb HacTpoeHue. [Npomax
hOoKyCa MOXET M3MEHUTb LLEHTP BHUMAHMUSI.
Cny4yanHblM YenoBeK Ha Kpatk Kagpa Mo-
eT C034aTb HOBYK KOMMO3MUMI0. Mbl He
YyTBEPXOAEM, YTO BCAKAs OWMOKA npekpac-
Ha. Mbl yTBEpXAaeM Apyroe: owubKa 00mx-
Ha 6eime ucciedosaHa npexaoe, yem bydem
omobépouieHa.

Uro MHe penatb ¢ nomorpaduein?

JKcnepuMeHTUpPOBaTb. He uckatb 3apaHee
KpacuBblIv pe3ynbTaT. 3a4aBaTb BOMPOC M OT-
[aBaTb 4acTb oTBeTa Matepuany. CHMMaThb
OAHY NNEHKY LennkoM. CMOTpeTb He TONbKO
Ha nydwume Tpu Gotorpadumn, HO Ha Bce 36

shifts, imperfect optics, light, movement,
grain,and chance.

Why Lomography?

Because here, the photographer is not the
only one creating the image.

The process involves:

PHOTOGRAPHER + CAMERA + FILM + LIGHT
+ CHANCE

The photographer sets the direction but
never gains complete control over the re-
sult. That is precisely why lomography can
produce images the photographer could
not have fully constructed in advance.

An Error Is Not Yet a Failure

Blur can create movement. A light leak can
create space. Incorrect color can create
mood. Missed focus can shift the center of
attention. A random person at the edge of
the frame can create a new composition.
We do not claim that every error is beauti-
ful. We claim something else: an error must
be investigated before it is rejected.

What Should | Do With Lomography?
Experiment. Do not search for a beautiful
result in advance. Ask a question and al-
low the material to provide part of the an-
swer. Shoot an entire roll. Look not only at
the three best photographs, but at all 36
frames. Look for the moment when chance
produced a solution that did not previously
exist.



Ka[poB. MICKaTb MOMEHT, B KOTOPOM C/y4ait-
HOCTb MOPOAMNA PELIEHNE, KOTOPOTO paHb-
LUe He CYLLEeCTBOBANO.

Kak MHe ucnonb3oBarb noMorpaguio?

He kak ctunb. He kak ¢ounbtp. He kak no-
MbITKY CAeNaTb COBpEMEHHYI0 dhoTorpaduto
noxoxen Ha doTorpadumio NPoLIOro.

Jlomorpaduio cneayet ucnonb3oBaTtb Kak
MHCTPYMEHT CMEHbI 3pEHUS.

Koraa npuBbIYHbIM CNOCO6 CbEMKM Nepe-
CTAET AaBaTb HOBbIE peLleHUs — MeHSeTCs
Kamepa. Koraa npuBbIYHbIM LBET NepecTaér
YAMBNATb — MeHsaeTcs NnéHka. Korga ¢poTo-
rpad Ha4YMHaeT NOBTOPSATL Cebs — B cUCTEMY
BBOAUTCS C/TyHan.

Mbl He cHuUMaeMm addexT

Purple, Turquoise, Metropolis nnu Color 92
MHTEPECHbl HAM He NMOTOMY, YTO AAKT Heo-
ObluHble uBeTa. Hac nHTepecyeT gpyroe: 4mo
npoucxooum ¢ 06beKmMoM, K020a e20 NpuUBbIY-
HbIl ysem uc4yezaem?

CTaHOBUTCS Nn ropop, TpeBoxHee? MeHa-
eTcs i xapaktep noprtperta? HaumMHaeT nu
06blYHOE MEeCTO BbIrNA4eTb HE3HAKOMbIM?
Bo3HukaeT n1 HoBas peanbHOCTL? BOT npea-
MeT Halero nccnefoBaHus.

Jlomorpadusa kak nabopatopus

Haw pabouynin meToq npocT:

BOMPOC — DKCNEPUMEHT — MJIEHKA —
KAOP — C/TYYAA — AHAJIU3 — OTKPbI-
TUE

Kaxxpas ¢otorpadums moxet 6biTb pe-
3ynbTaToM. Ho 0cob6eHHO Hac MHTepecyrT

How Should | Use Lomography?

Not as a style. Not as a filter. Not as an at-
tempt to make contemporary photography
look like photography from the past.
Lomography should be used as a tool for
changing the way we see.

When the familiar way of shooting stops
producing new solutions — change the
camera. When familiar color stops surpris-
ing you — change the film. When the pho-
tographer begins repeating himself — in-
troduce chance into the system.

We Do Not Photograph an Effect

Purple, Turquoise, Metropolis, or Color 92
interest us not simply because they produce
unusual colors.

What interests us is something else:

what happens to an object when its familiar
color disappears?

Does the city become more unsettling?
Does the character of a portrait change?
Does an ordinary place begin to look unfa-
miliar? Does a new reality emerge?

Does a new reality emerge? That is what
we investigate.

Lomography as a Laboratory

Our working method is simple:
QUESTION — EXPERIMENT — FILM —
FRAME — CHANCE — ANALYSIS — DIS-
COVERY

Every photograph may be a result. But we
are especially interested in photographs
that become questions. Why did this work?
Why was this color stronger than the cor-



doTorpacdumn, KOTopble CTAHOBATCS BONPO-
COM.

lNoueMmy 310 cpaboTano? loyemy 3TOT LBET
0Ka3ancs cunbHee npasunbHoro? Movemy
CnyyarHoe KaapupoBaHue Cco34ano Hanps-
XeHune? MOXHO 1M NOBTOPUTb HANAEHHbIN
MPUHLMN CO3HATENbHO?

OT cnyyas K CO6CTBEHHOMY f3bIKY
CnyyarHOCTb — He KOHeYHas uenb. OHa Hyx-
Ha a8 oTkpbIiTMs. CHavana gotorpad nony-
YaeT pe3yNbTaT, KOTOPOro He OXKAaan. 3atem
MbITAETCH MOHATb €r0 MEXAHU3M.

lNocne 3TOro CyvyamHoe MOXeT CTaTb 0CO3-
HaHHbIM NPUEMOM.

Tak nomorpacdumsa nepectaér 6biTb 3PpdekToM
M CTAHOBUTCS YACTblO COBCTBEHHOMO BM3Y-
aJIbHOrO S3blKa oTorpada.

OOKTPUHA WRONG PHOTOGRAPHY
Jlomorpadmsa — He cnocob aenatb Henpa-
BuJibHble oTorpacpum.

Jlomorpagusa — cnoco6 o6HapyxMBaTb U30-
6paxxeHus, KoTopble npasunbHasa doTtorpa-
¢una He nosBonuna 661 HaM yBHAETD.

M noaToMy Halwa 3agaya npocTa:
CHMMATbDb HE OJ14 TOro, YTObbl NMOATBEP-
AUTb TO, YTO Mbl YXXE BUOUM.
CHUMATDb, YTOBbbl OBHAPY)XUTb TO, YEIO
Mbl ELLLE HE YMEEM BULOETb.

rect one? Why did accidental framing create
tension? Can the discovered principle be
repeated deliberately?

From Chance to a Personal Language
Chance is not the final goal. Chance is not
the final goal. First, the photographer re-
ceives a result he did not expect. Then he
tries to understand its mechanism. After
that, what was accidental can become a de-
liberate technique. This is how lomography
stops being an effect and becomes part of
the photographer’s own visual language.

THE WRONG PHOTOGRAPHY DOCTRINE
Lomography is not a way of making wrong
photographs.

Lomography is a way of discovering images
that correct photography would never allow
us to see.

DO NOT PHOTOGRAPH TO CONFIRM WHAT
YOU ALREADY SEE.

PHOTOGRAPH TO DISCOVER WHAT YOU
HAVE NOT YET LEARNED TO SEE.









3A4HEM MHE JIOMOIPA®UA?
WHY DO | NEED LOMOGRAPHY?

Jlomorpadusa Hy)KHa He ang MoAbl
JloMorpaduma Hy>KHa He an9 Toro, Ytobbl Ka-
3aTbC HEOObIYHBIM, BUHTAXKHbBIM UIU Kalb-
TepHaTUBHbIM» oTorpadom. OHa HyXHa
He KakK ykpaweHue 6uorpadumm n He Kak
BM3yanbHas no3a. Ecnu yenosek 6epéT no-
Morpa@uio ToJIbKO pagu BHelwHero 0bpasa,
OHa 04eHb BbICTPO NpeBpalaeTcs B Habop
KNuLwe: apkue LBeTa, 3aCBETKU, 3epHO, C1y-
YalHble Kaapbl — 1 33 3TUM HUYETO He CTO-
ut. Jlomorpadus Hy>xHa On9 Opyroro: oHd
go3epaujaem ¢gomoz2paguio 8 30Hy 0MKpbI-
musl.

®otorpad ouyeHb 6bICTPO HAUMHAET NOBTO-
psATb camoro ce6s

Moyt KaxabiM dotorpad co BpeMeHeMm
BbICTPaMBaeT COBCTBEHHYHO CUCTEMY YCTOM-
UMBbIX MpuBblueK. OH CHMMAeT noxoxue
CLieHbl, BbIOUMpaeT 3HaKOMble paKypchbl, Ta-
HEeTCS K TEM LBeTaM, KOTOpble yXKe OfHaX-
Abl fanu xopowwui pesynbtart. [axe koraa

Lomography Is Not Needed for Fashion
Lomography is not needed to look unusual,
vintage, or “alternative” as a photographer.
It is not meant to decorate a biography or
serve as a visual pose. If a person adopts
lomography only for the sake of image, it
quickly turns into a set of clichés: bright
colors, light leaks, grain, random frames —
and nothing stands behind them. Lomogra-
phy is needed for something else: it returns
photography to the zone of discovery.

A Photographer Quickly Begins to Repeat
Themself

Almost every photographer eventually
builds a personal system of stable habits.
They photograph similar scenes, choose fa-
miliar angles,and reach for colors that once
gave a good result. Even when they think
they are exploring the world, they are often
merely repeating their own successful way
of seeing it.



OH [lyMaeT, uTo uccienyet Mup, OH Hepeako
VWb MOBTOPSIeT COOCTBEHHbIN YAAYHbIN
cnocob ero BuaeTb. MIMeHHO 3aecb ¢oTo-
rpadusa HauMHaAEeT yMMpaTb Kak MccnenoBa-
HWE M HAYMHAET XMUTb KaK NOBTOPEHME.

Jlomorpadusa paspywiaet npuBbIYHbIA aB-
TOMaTU3M

Korga B paboty BxoguT noMorpaduyeckas
KaMepa, 3KCnepuMeHTanbHas naéHka, He-
npenckasyeMbl UBET, yTeyka CBeTa, rpy-
6asg onTMKa MAM CayvyarHas 3KCMo3uums,
MPWBbIYHbLIMA aBTOMATU3M AAET cbom. DoTo-
rpad y>xe He MOXXeT MONHOCTbI ONMpPaTbCs
Ha npownbli onbiT. OH BbIHYXXAEH CHOBA
CMOTpeTb BHUMATE/IbHEee, PUCKOBATb, 4OMNY-
CKaTb OTKJIOHEHUWE U XOATb HEOXMOAHHOIO
pe3synbraTa. [lo3ToMy noMorpadus nones-
Ha He TeM, YTO OHa AAET «3PdeKT», a TeM,
4yTO OHa BblbMBaeT doTorpada U3 pexmma
CcaMonoBTopa.

Jlomorpacdusa Bo3spawaet puck

Llndposas ¢otorpadpums cTpeMmUTCa MUHU-
Mu3npoBaTtb puck. OHa no3sonser cpasy
NpoBepUTb Kagp, UCNPaBUTb LBET, ya4aInTb
Heyaayy, 4ybnmMpoBaTtb NONbITKY M OOBECTH
n3obpaxkeHne [0 TEXHMYECKOM YMCTOTbI.
JT10 yaobHo, HO BMecCTe C 3TUM ucyesaeT
OOMH BAXHEWLLIMA SNEMEHT: HanpskeHue
HensBecTHOCTU. JloMmorpadumsa Bo3BpaLlLa-
€T 3TOT 3N1eMeHT. Tbl CHUMAeLb, HO eLWé He
3Haelb, YTO MMEHHO nonyyun. Mexay Ha-
XaTUEM Ha KHOMKY M OKOHYATeNbHbIM MU30-
OpaXkeHMeM CHOBA BO3HWMKAET AMCTAHLMS.
B 31O AMCTAHUMKM XKMBET UHTPUra, OXKMAA-
HUEe U BO3MOXHOCTb OTKPbITHS.

This is exactly where photography begins
to die as exploration and begins to live as
repetition.

Lomography Breaks Habitual Automatism

When a lomographic camera, experimental
film,unpredictable color, light leaks, rough
optics, or uncertain exposure enters the
process, habitual automatism breaks down.
The photographer can no longer rely com-
pletely on past experience. They are forced
to look more attentively again, take risks,
allow deviation, and wait for an unexpected
result. That is why lomography is valuable
not because it gives an ‘effect; but because
it knocks the photographer out of the mode
of self-repetition.

Lomography Brings Risk Back

Digital photography seeks to minimize risk.
It allows an instant check of the frame, cor-
rection of color, deletion of failure, repeti-
tion of the attempt, and refinement of the
image into technical cleanliness. This is
convenient, but one crucial element dis-
appears along with it: the tension of un-
certainty. Lomography brings this element
back. You take the picture, but you still do
not know exactly what you got. Between
pressing the shutter and the final image, a
distance appears again. In that distance live
intrigue, anticipation,and the possibility of
discovery.

Lomography Teaches You to See Not the
Object, but Its Transformation
Conventional photography often fixes the



Jlomorpadusa yuut BuaeTb He 06bEKT, a ero
npespalieHue

O6blyHag doTorpadma 4yacto ukcupyet
Bonpoc: «4Y1o 310 Takoe?» Jlomorpadwusa
yalle 3a4aéT apyron Bonpoc: «Bo 4to 3710
npeBpaLlaeTcss Ha u3obpaxxeHnn?» Obbiy-
Hbl FOPOACKOM NepekpEéCTOK MOXET CTaTb
cueHon TpeBoru. [JHEeBHOM CBET MOXeT
CTaTb TeaTpOM yTeyek M BCnbiwek. lop-
TpeT MOXeT nepectatb ObITb NPOCTO /K-
LOM M CTaTb COCTOsSIHMEM. LiBeTok MoxeT
nepectatb ObiTb 6OTAaHMYECKMM 0ObEKTOM
M NpeBpaTUTLCS B LBETOBYI BCMbILWKY Na-
MATU. BOT 3ayeM noMorpadusi: oHa noka-
3bl80€M He MUp KAk OaHHOCMb, @ MUpP KaK
npespawieHue.

Jlomorpadua nomoraet potorpady HanuT
COBCTBEHHDIN A3bIK

MHorue oyMatot, Yto n1oMorpadust Haesi3bl-
BaeT CTub. Ha camom gene cunbHag nomo-
rpadus penaet obpaTtHoe: OHa nomoraet
4yenoBeKy 0BHapPYXUTb, KakKMe OTKIIOHEHUS,
LUBEeTa, HapyWeHUsa U CJIy4anuHOCTU LOen-
cTBuTENbHO eMy 6am3ku. OgmH dotorpad
yepe3 noMorpaduio HamMaéT CBOM $3blK
Houu. [lpyron — 43blK namsatu. Tpetmn —
A3blK Y/IMYHOM TPeBOrn. YeTBEPTbIN — SA3bIK
pagukanbHoro ueeta.JloMmorpacduma He oaét
efMHCTBEHHOro peweHuns. OHa faéT none,
B KOTOPOM YenoBeK HAYMHAET pasnmyatb
COBCTBEHHYIO BU3YanbHYKO NPUPOAY.

Jlomorpadusa HyxHa ans Toro, 4To6bl CHO-
Ba YAUBNATLCS

@otorpad nepectaét pasBuBaTbCa B TOT
MOMEHT, KOrga nepecTtaér YyaAMBAATbCS

question: “What is this?”

Lomography more often asks another ques-
tion: “What does this become inside the im-
age?”

An ordinary city intersection can become
a scene of unease. Daylight can become a
theater of leaks and flares. A portrait can
stop being merely a face and become a
state of being. A flower can stop being a
botanical object and turn into a chromatic
flash of memory.

That is why lomography matters: it shows
not the world as a given, but the world as
transformation.

Lomography Helps a Photographer Find a
Personal Language

Many people think that lomography im-
poses a style. In reality, strong lomography
does the opposite: it helps a person dis-
cover which deviations, colors, disruptions,
and accidents are genuinely close to them.
One photographer may find through lo-
mography a language of night. Another — a
language of memory. A third — a language
of urban tension. A fourth — a language of
radical color. Lomography does not offer a
single solution. It offers a field in which a
person begins to discern their own visual
nature.

Lomography Is Needed So That You Can Be
Surprised Again

A photographer stops developing at the
moment they stop being surprised by their
own frames. If the result becomes too pre-
dictable, technique begins to operate in



cobcTBeHHbIM  KagpaMm. Ecan  pesynbrat
C/IMWKOM MNpefckasyeM, To TEXHUKA Hauu-
HaeT paboTaTb BMeCTO MbllwneHus. M306pa-
XeHne MOXeT ObITb aKKypaTHbIM, HO YXe
He XuBbIM. JToMorpadus Bo3BpaLlaeT BO3-
MOXXHOCTb HEOXMAAHHOCTU. OHa AAET WaHC
CHOBA UCMbITaTb TO pefKoe COCTOSIHME, KOT-
Aa ¢oTtorpad roBoOpuUT HE «S UMEHHO 3TO U
MNAHUPOBAN», a «S HE 3Ha, 4YTo n306paxe-
HWe MOXeT caenaTb BOT 3TON.

Jlomorpadusa Hy)KHa He BCEM — U B 3TOM
eé cuna

Jlomorpadmsa He o06s3aHa CTAaHOBWUTBLCA
YHMBEpPCANbHbIM METOAOM Ans Ntoboro ye-
noseka u gna nobon 3agaum. OHa He 3ame-
HaeT BCto doTtorpadumto. OHa He oTMeHseT
OOKYMEHT, CTyOMI0, TOYHbIA MOPTPET WUNu
TEXHUYECKYH CbEMKY. HO MMEHHO noToMy
OHa TakK LLeHHa. OTO He 0653aTeNbHbIM CTaH-
[apT, @ CNeunanbHblid MHCTPYMEHT ANS Tex
cy4vaes, Korga ¢poTtorpady HY>KHO BbIATH 3a
npeaenbl 04eBUAHOrO.

[naBHbIN OTBET

NTak, Ha BONpOC «3a4yeM MHe nomorpa-
dna?» MOXHO OTBETUTH NPOCTO:
Jlomozpagus HyxHa mMHe 3amem, Ymobebl ne-
pecmames noomeepxoams yie U38€CMHbIL
MHe MUp U Hayame 0O6HAPYMUBAMb 8 U30-
bpaxeHuUuU mo, 4e2o0 5 3apaHee He 3HAJ.

®opmyna xypHana

Jlomorpadua HyxHa Torpa, Korpa ¢oto-
rpagy Mano npocTto CHUMaTb.

OHa HyXHa Torpa, Korpa dotorpad xouer
OTKpbIBaTb.

place of thought. The image may be neat,
but it is no longer alive.

Lomography restores the possibility of
surprise. It gives the chance to experience
again that rare condition when the pho-
tographer says not “this is exactly what |
planned, but “I did not know the image
could do this”

Lomography Is Not for Everyone — and That
Is Its Strength

Lomography does not have to become a
universal method for every person and
every task. It does not replace all photogra-
phy. It does not cancel documentary work,
studio practice, precise portraiture, or tech-
nical shooting. But that is precisely why it
is so valuable. It is not a mandatory stand-
ard, but a special tool for those moments
when a photographer needs to go beyond
the obvious.

The Main Answer

So, the question “Why do | need lomogra-
phy?” can be answered simply:

I need lomography in order to stop confirming
a world | already know and begin discovering
in the image what | did not know in advance.

The Journal’s Formula

Lomography is needed when it is no longer
enough for a photographer simply to take
pictures. It is needed when the photogra-
pher wants to discover.



MOYEMY JIOMOIPA®UA? °
WHY LOMOGRAPHY?

MoToMy uTO OHa He o6eluaeT TOYHOro pe-
3ynbraTa

CoBpeMeHHasi KamMepa YCTpOeHa Tak, YTo-
Obl MaKCMMaNbHO TOYHO BbIMOHUTL HaMe-
peHue dotorpaca. Bbl xoTuTe peskocTb —
OHa [acT pe3KoCTb. Bbl XOTUTE NpaBUbHYIO
3KCMO3MLMI0 — aBTOMaTMKa €€ paccymTaer.
Bbl XOTUTE €CTECTBEHHbIN LBET — aNIfTOPUTM
MOCTapaeTCs ero BOCCTAHOBUTD.

Because It Does Not Promise an Exact Re-
sult

A modern camera is designed to executg
the photographer’s intention as precisel
possible. If you want sharpness, it will
you sharpness. If you want correct exg
automation will calculate it. If yg
natural color, the algorithm wi
to reproduce it.



Jlomorpaduma pabotaeT nHave. OHa HUKOT-
[ He obelLaeT NOAHOMO COBNALEHUS MeX-
Ay TeM, yto goTorpad 3agyman, U TeM, 4To
NOSABUTCS HA NNEHKe. N UMEHHO B 3TOM pas-
pblBE BO3HMKAET BO3MOXHOCTb OTKPbITUSI.

Motomy uto ¢otorpad 3aecb He eAuH-
CTBEHHbI aBTOp

B KknaccnyeckoM npepcrasneHum ¢oto-
rpad co3naér nsobpaxeHune. Kamepa nuib
McnosiHgeT ero Boato. B nomorpaduu 3toro
HefoCTaTouHO. M306paxkeHne BO3HMKAET B
pe3ynbraTe B3aMMOLEMUCTBUS HECKONbKMUX
cun: @OTOMPA® + KAMEPA + ONTUKA +
NNEHKA + CBET + BPEM4 + CJTYYAX

Qotorpad 3anyckaeT NpoLecc, HO He KOH-
TPONMPYET ero NoAHOCTLI. [1NEéHKA MeHseT
uset. O6bEeKTUB MCKAKAET NPOCTPAHCTBO.
CBeT BXOOMT TyAa, Kyaa ero He npuriala-
. [1BnxkeHne paspyLluaeT pe3koCTb. IKCMo-
3MUMS CMEeLLAeT TOHANbHOCTb. [1posBneHne
nobasnset cobcTBeHHbIM XapakTep. [1o3To-
My nomorpaduyeckas gotorpapua — 370
He BbINOJIHEHWE MPOEKTA. DTO BCTpeya Ha-
MepeHus C MaTepuasomMm.

MoTtomy uTO Cnyyvait cywecTeyeT no-HacTo-
swemy

Llndposon ¢unsTp MOXeET MMUTUPOBATH
3epHO. OH MOXeT UMUTUPOBATL 3aCBETKY.
MOXHO NpOrpaMMHO M3MEHUTb LBET, O0-
0aBWTb BMHbLETKY, CMA3aTb Kpasi U CO34aTb
OlLyLleHWe cTapon nnéHkn. Ho 3pechb cy-
WecTByeT MpPUHLMMIMANbHAS pasHuua. B
undpoBor obpaboTke 3ddekT nobasnser-
Cs1 mocne n3obpaxkeHusl.

Lomography works differently. It never
promises a complete match between what
the photographer intended and what even-
tually appears on film.

And it is precisely within this gap that dis-
covery becomes possible.

Because the Photographer Is Not the Only
Author

In the classical view, the photographer cre-
ates the image. The camera merely exe-
cutes their will. In lomography, that expla-
nation is insufficient.

The image emerges through the interac-
tion of several forces: PHOTOGRAPHER +
CAMERA + OPTICS + FILM + LIGHT + TIME
+ CHANCE

The photographer initiates the process but
does not control it completely. Film chang-
es color. The lens distorts space. Light en-
ters where it was not invited. Movement
destroys sharpness. Exposure shifts tonal-
ity. Development adds its own character. A
lomographic photograph is therefore not
simply the execution of a project. It is a
meeting between intention and material.

Because Chance Is Real

A digital filter can imitate grain. It can im-
itate a light leak.

Software can shift color,add vignetting, blur
edges, and create the appearance of old
film. But there is a fundamental difference.
In digital processing, the effect is added
after the image has been made.



B nomorpadum HenpepckasyemocTb y4a-
CTBYeT B CAMOM POXAEHUM U300paxeHus.
JT0 03Hayaet, yto ¢oTorpad NpuHUMaeT
peleHns, He 3Hasi OKOHYaATeNIbHOMO pe3y/b-
TaTa. OH gencreyeT BHYTPU HENM3BECTHOCTMU.
MMeHHO No3TOMy C/lyyan 34eCb CTaHOBUTCS
He Aekopauuen, a peanbHbIM YyYaCTHUKOM
doTorpadumyeckoro npowecca.

MoTtomy uTto Matepman conpoTuBnsieTcs
XOpOoLKni UHCTPYMEHT He BCeraa ToT, KOTO-
pbiit 6eCcnpekoC/IOBHO AeNaeT To, YTO eMy
npukasanu. NHorpa ocobeHHO noneseH
MHCTPYMEHT, KOTOPbI CONPOTUBASETCS.
Jlomorpadmyeckas nnéHka wmeet cob-
CTBEHHbIM xapakTep. OHa He HelTpanbHa.
Purple BMelwwBaeTcsa B NPUBbIYHbIE OTHO-
WeHMs Mexay 3enéHbiM, GUONeToBbIM W
KPaCHbIM.

Turquoise 3acTtaBnseTr nNpuBbIYHbIE LBE-
Ta NepexoauTb B HenpuBblYHbIE 00MaCTH
cnekTpa.

Metropolis nogaBnseT YacTb LBeTa 1 gena-
eT n3obpaxeHne bonee XonoAHbLIM, XKECT-
KUM M FOPOACKMUM.

Color’92 co3maéT apyryto 3MOLMOHAJIbHYHO
TemMnepaTypy — MSArKyw, TEMNIY, MHOTOA
MOYTX BOCMOMMHATE/BbHYIHO.

MaTepuan HauMHaeT CNopuTb C OBbLEKTOM.
MMeHHO 3TOT CNop HaM MHTepeCeH.

MoTtomy uto nomorpacdma MeHsieT He u30-
6paxxeHue — OHa MeHsIeT 06bEKT
Ecnn 3enéHoe gepeBo CTaHOBUTCA (uone-
TOBbIM, UI3MEHUICSA HE TOMbKO LBET. MeHs-
eTCs Halle OTHOLLeHWe K AepeBy.
Ecin yenoBeuveckass koxa npuobpetaer

In lomography, unpredictability participates
in the birth of the image itself.

This means the photographer makes deci-
sions without knowing the final result.
They act inside uncertainty. That is why
chance here becomes not decoration, but
a real participant in the photographic pro-
cess.

Because the Material Resists

A good tool is not always one that obedi-
ently does exactly what it is told. Some-
times the most useful tool is one that re-
sists.

Lomographic film has a character of its own.
It is not neutral.

Purple interferes with familiar relationships
between green, violet, and red.

Turquoise forces familiar colors into unfa-
miliar regions of the spectrum.
Metropolis suppresses parts of the color
spectrum and makes the image colder,
harsher,and more urban.

Color 92 creates a different emotional tem-
perature — softer, warmer, at times almost
memory-like.

The material begins to argue with the sub-
ject.

That conflict is exactly what interests us.

Because Lomography Does Not Merely
Change the Image — It Changes the Subject
If a green tree becomes purple, more than
color has changed. Our relationship to the
tree changes.

If human skin acquires an unfamiliar tone,
the portrait begins to be perceived dif-



HEeNpWBbIYHbIN OTTEHOK, MOPTPET HAYMHAET
BOCMPUHUMATLCA MHAye. ECn npuBbIYHbIN
ropof CTaHOBUTCA MOYTU WHOMNIAHETHDIM,
doTorpadpuma nepectaér ObiITb NPOCTbIM
CBUOETEeNbCTBOM MecCTa. MI3MeHeHue uBeTa
MeHSeT 3HaYeHne obbekTa.

BoT noyemy noMorpacduyeckui LBeT nHTe-
peceH He Kak AeKopaTuBHbIM 3P dekTt. OH
cnocobeH n3MeHsaTb cogepxxaHue dotorpa-

dumn.

MoTtomy uTO OHa BO3Bpawaet dotorpady
OorpaHuyeHune

OrpaHuyeHune 4acto BOCNPUHMMAETCS Kak
HepocTaTok. Ho ans TBOpUecTBa orpaHmye-
H1e MOXeT BbITb Ype3Bbl4aMHO NPOAYKTMB-
HbIM.

B undpoBoi kamepe MOXHO caenaTb COTHM
Kagpos., M3MeHuTb ISO, npoBepuTb pesyib-
TaT, NePEeCHATb CLEHY, U3MEHUTb BanaHc be-
NI0r0 U YA3ANUTb BCE HEHYXXHOE.

B nnéHke ecTb KOHEYHOE KONMYeCTBO Ka-
ApoB. Kaxabli Kagp nMeeTt CTOMMOCTb. Pe-
3yNbTaT He NosiBAsieTcs HemeaneHHo. Mc-
NpaBWUTb CAENAHHbLIA Kagp HEBO3MOXHO.
JTo MeHseT noeefdeHue dotorpada. Orpa-
HUYeHWe 3acTaBnseT BbloMpaTb. A BbibOp
3aCTaBnseT oyMmarb.

MoToMy uTO MeXay KaapoM U pesynbLTaTomM
BO3HUKaeT BpeMs

B uudposon dotorpadumn mnsobparkeHue
NOABASETCS MOYTU OOHOBPEMEHHO C HaXa-
TMEeM Ha KHonky. Jlomorpagua paspbiBaet
3Ty CBA3b. Tbl CAENaN Kagp — v AOKEH XKAATb.
3a 370 BpeMa mcyesaeT nepBOHaAYaNbHAS
YBEPEHHOCTb B TOM, YTO MMEHHO BbIN0 CHS-

ferently. If a familiar city becomes almost
alien, the photograph ceases to be merely
a record of a place.

Changing color changes **the meaning of
the subject.

That is why lomographic color is interesting
not as decoration.

It can change the content of the photo-
graph.

Because It Restores Limitation

Limitation is often perceived as a disadvan-
tage. But for creative work, limitation can
be extremely productive.

With a digital camera, one can shoot hun-
dreds of frames, change ISO, inspect the re-
sult, reshoot the scene, alter white balance,
and delete everything unnecessary.

Film contains a finite number of frames.
Every frame has a cost. The result does
not appear immediately. A frame already
made cannot be corrected. This changes the
photographer’s behavior. Limitation forces
choice. And choice forces thought.

Because Time Appears Between the Frame
and the Result

In digital photography, the image appears
almost simultaneously with the press of
the shutter. Lomography breaks that con-
nection. You make the frame — and then
you must wait. During that time, the initial
certainty about what exactly was photo-
graphed begins to disappear. Memory re-
mains. And then the photograph appears.
The photographer compares the image
not with the camera screen, but with their



T0. OCTaétca namatb. A 3aTeM NOSABAAETCS
doTtorpadus. N dotorpad cpaBHUBAET He
n3obpakeHne C 3KPaHOM Kamepsbl, 8 U30-
OpakeHne Co CBOENM NaMsATbi0 O MOMEHTE.
Bo3HuMKaeT ype3Bbl4aMHO BaXKHAst AMCTAH-
LR

COBbITUE — NAMATb — NPOABJIEHHOE
M30B6PAXXEHUE

MHorpa ¢doTtorpadums okasblBaeTcs COBCEM
He TakoMn, Kakon eé 3anoMHunN yenosek. U
3TO TOXE OTKpbITHE.

MoTtoMy uTO OHa 3acTaBnser cMOTpeTb AO
Ha)XKaTUsl HA KHOMKY

Koraa MOXHO CHSITb ThICAYY KagpoB, Kame-
pa nerko npesBpalLaeTcs B MalWHy nepe-
6opa BapuaHToB. Koraa Kagpos TpuALaTbh
LeCTb, CMTyaumus MeHsaeTcs. [Nepen HaxaTu-
em nogsnsercs naysa. CtTout nm cHMMaTb?
YTO0 MMeHHO 3aecb npousowno? Yo byaet
C 3TUM LBETOM Ha AaHHOM NnéHke? Hy>HO
m npubnusuntbcs? CTouT M OCTaBUTbL Ye-
NOBEKa Ha Kpato kagpa?

lNapagokc nomorpaumm COCTOMT B TOM, YTO
€€ yvacto cumtawT doTtorpadmen bespym-
HOW CJTy4anHOCTW.

Ho npu cepbé3Hon paboTte oHa cnocobHa
3acTaBuTb ¢oTorpada CMOTpeTb BHMMa-
TenbHee, 4eM LMPpoBas kamepa.

MoToMy UTO HECOBEPLUEHCTBO CTAaHOBMUTCH
uHdopmaumen

B TexHuueckom potorpadmn nedekrt obbIy-
HO [o/MKeH BbITb yCTpaHéH. B nomorpadum
aedeKT CHayana Hy>XHo npouunTaTh. [loyemy
30eCb BO3HMKNA 3acBeTka? [louemy cmas

memory of the moment.
An extremely important distance appears:
EVENT — MEMORY — DEVELOPED IMAGE

Sometimes the photograph turns out to be
completely different from how the person
remembered it. And that too is a discovery.

Because It Forces You to Look Before Press-
ing the Shutter

When a thousand frames can be taken, the
camera can easily become a machine for cy-
cling through possibilities. When there are
thirty-six frames, the situation changes. A
pause appears before the shutter is pressed.
Is this worth photographing? What exactly
happened here? What will happen to this
color on this film? Should | move closer?
Should | leave that person at the edge of
the frame?

The paradox of lomography is that it is of-
ten regarded as photography of thoughtless
randomness. But when practiced seriously,
it can force the photographer to look more
carefully than a digital camera does.

Because Imperfection Becomes Information
In technical photography, a defect is usually
something to be eliminated. In lomogra-
phy, a defect must first be read. Why did
the light leak appear here? Why did blur
strengthen the scene? Why did incorrect
exposure make the image more unsettling?
Why did the color shift suddenly separate
one object from the rest?

Imperfection stops being merely a flaw. It
becomes data from the experimen.



ycunun  cueny? [loyeMy HenpasuabHas
3KCNOo3MLumMs caenana nsobpaxeHue TpeBo-
XHee? [NoyeMy LBETOBOW CABWUI BAPYr OT-
Aennn OAMH 06BbEKT OT OCTaNbHbIX?
HecoseplueHCTBO nepectaét bbiTb NpoCTo
6pakoM. OHO CTaHOBUTCS AaHHLIMWU 3KCMe-
PUMEHTA.

MNotomy uto nomorpacgus nossonser or-
KpbITb NPUEM, KOTOPOrO eLLé He 6bino
CaMbI BaXKHbIM pe3ynbTaT nomorpaduye-
CKOr0 3KCNepuMeHTa — He XOpOoLWniK Kaap.
CaMblt BaXKHbIM pe3ynbTaT — OBHapyXXeH-
HbIA MPUHLMN.

Hanpumep, dotorpad cnyvyamHo nonydvaet
NOPTPET C LBETOBbLIM CABUIOM U MOHMMAET,
4YTO HeoOblYHbIM LBET OTAeNseT YenoBeka
OT OKpYXatloLen cpebl. DTO yXKe He npo-
CTO yAaya. 1o runoTesa. Tenepb eé MOXHO
npoBepuTb eweé pas. Ecn acddekT nosTo-
paeTcsd — CJy4armHOCTb MpeBpallaeTca B
MeToZ4. Tak poxaaeTcs COBCTBEHHbIN BU3Y-
aNlbHbIN A3bIK.

NOYEMY UMEHHO JIOMOIPADUA?
lNoToMy 4TO OHa C03[a€ET ocobyto doTorpa-
dUYecKky CUTyaumio, B KOTOPOWU Yenosek
He noJly4yaeT MOJHOro KOHTPONA Hag, u30-
BpaXkeHneMm, HO 1 He OTAAET BCE Cnyyalo.
Qotorpad 3apaét HanpasneHue. Matepu-
an Bmewwuaetcsa. Cayyanm Co3naéT OTKIO-
HeHue. DoTorpad aHanMsnpyeT pesynbrart.
N3 OTKNOHEHWUS POXOAETCS HOBbIM MPUEM.
JTO M eCTb MPUYMHA, MO KOTOPOM Mbl BblOU-
paem noMorpaguto.

Because Lomography Can Reveal a Tech-
nique That Did Not Exist Before

The most important result of a lomographic
experiment is not a good frame.

The most important result is a discovered
principle. For example, a photographer ac-
cidentally produces a portrait with a color
shift and realizes that the unusual color
separates the person from the environment.
This is no longer merely luck. It is a hypoth-
esis. Now it can be tested again. If the effect
repeats, chance becomes a method. This is
how a personal visual language is born.
WHY LOMOGRAPHY SPECIFICALLY?
Because it creates a special photographic
situation in which the person does not gain
complete control over the image, yet does
not surrender everything to chance.

The photographer sets the direction. The
material intervenes. Chance creates devia-
tion. The photographer analyzes the result.
From deviation, a new technique emerges.
That is why we choose lomography.

THE WRONG PHOTOGRAPHY FORMULA
We choose lomography not because it
makes photography unusual.

We choose it because it makes the result
impossible to know completely in advance.
And wherever the result cannot be ful-
ly known in advance, exploration begins
again.

LOMOGRAPHY IS NOT AN EFFECT.
IT IS A CONTROLLED ENCOUNTER WITH
THE UNKNOWN.



Mbl BblIBMpaeM nomorpadumio He MOTOMY,
YTO OHa Aenaet Gotorpaduio HeOObIYHOMN.
Mbl BbIOMpaeM eé NoToMy, YTO OHa AenaeT
pe3ynbraT He MOMHOCTbD WM3BECTHbIM 3a-
paHee. A TaM, rae pe3ynbTaT HEBO3MOXHO
3HaTb 3apaHee, CHOBa MOSABAAETCS uCCne-
L0BaHMe.

JIOMOIPA®UA — 3TO HE SPDEKT.
3TO YNPABNAEMAS BCTPEYA C HEUS-
BECTHbIM.




YTO M

IE OEJIATD -

C NIOMOIrPA®UEN?

WHAT SHOULD | DO
WITH LOMOGRAPHY?

He nbiTaTtbca cpasy caenatb Kpacusyio ¢o-
Torpaguio

Camag npoctas owmnbka — B35Tb HEOObIY-
HYI0 MNEHKY M Ha4YaTb MCKATb CHOXKETbI, KO-

Topble ByayT Ha Hel 3DhEKTHO BbIMSAETD.
DuonetoBble pepesbsl. buptososoe Hebo.

HeoHoBble ynuubl. 3acBeTKW. [1BOMHbIE IKC-
no3unumu.

OueHb 6bIcTpo doTorpad HauyMHAET He uC-
cnegoBaTb ioMorpadumio, a 06CyXMBATb
yXe U3BeCTHbIM 3ddeKT. Ham HyxkeH apyrom

nyTb. CHayana sonpoc. ['lotoM doTtorpacums.

MocraButb OAMH BONpOC

[Nepen TeM Kak 3apaauTb MNAEHKY, HYXHO
peLwwunTb, YTO UMEHHO Mbl XOTMM Y3HaTb.
Hanpumep:

Ymo Purple coenaem ¢ 4esnogeyeckum u-
yom?
Kak

Metropolis un3MeHut

OLLYLLEHUE

Do Not Try to Make a Beautiful Photograph
Immediately

The simplest mistake is to take an unusu-
al film and immediately begin searching
for subjects that will look impressive on it.
Purple trees. Turquoise skies. Neon streets.
Light leaks. Double exposures.

Very quickly, the photographer stops ex-
ploring lomography and begins serving
an effect that is already known. We need
another path. First the question. Then the
photograph.

Ask One Question

Before loading the film, we need to decide
what exactly we want to discover.

For example:

What will Purple do to a human face?

How will Metropolis change the feeling of
a summer city?



NneTHero ropoaa? Yto nponsonaér c Kpac-
HbIM LBETOM Ha Turquoise? MoXeT i cMa3
coenatb NOpPTPeT 3MOLMOHANbHO CUIbHEe?
MOXHO N1 C NOMOLLLI ABOMHOM IKCMO3U-
UMM nokaszaTb namatb? OgmMH BOMpPOC CO3-
NAET 3KCNEePUMEHT.

OpHa NnéHKa — OAUH SKCMEPUMEHT

He Hy)XHO nblTaTbCs NpOBEpPUTb LeCsiTb
noen Ha OOHOW KaTywke. BosbMuTe ogHy
3apavy. OamH TmMn nnéukn. OgHy Kamepy.
OpHo ycnosue. M npoBeante aKCNepUMEHT
[0 KOHUA.

dopmyna npocra:

1 NNEHKA = 1 BOMNPOC = 36 MOMbITOK

What will happen to red on Turquoise?
Can motion blur make a portrait emotion-
ally stronger? Can double exposure rep-
resent memory? One question creates an
experiment.

One Roll — One Experiment

There is no need to test ten ideas on one
roll. Take one task. One type of film. One
camera. One condition. And carry the ex-
periment through to the end.

The formula is simple:

1 ROLL =1 QUESTION = 36 ATTEMPTS




CHUMaTb cepmio, a He OTAeNbHbIe YAauu
OaMH yaayHbIM Kagp noYTU HUYEro He Oo-
Ka3biBaeT. OH MOXET ObITb CIy4aHOCTbH.
Hac uHTepecyet noBTOPSIEMOCTb.

Ecnv onpenenéHHbin LBET, ABUXKEHME, IKC-
NO3ULMS MAM KOMMO3UUMSA HAYMHAET pa-
6oTaTb CHOBA M CHOBA, 3HAYUT nepes Hamu
Y)Ke He Cly4YamHaa yaaya, a BO3MOXXHbIN
NPUHLMI.

[No3ToMy nOMoOrpaduio HYXXHO CHMMaTb Cce-
puamu. He oamnH noptpert. ecats. He oauH
nepekpécrtok. Heckonoko. He oanH kapp
B OBWMXeHUU. Llenas nocnenoBaTenbHOCTb.

He BbiGpacbiBaTb NN0XKE Kaapbl CIULLKOM
6bICTpO

lNocne NposiBKM BO3HMKAET eCcTecTBeHHoe
XenaHue HemepneHHo pasgenuTb ¢GoTo-
rpadumn Ha xopowmue u naoxue. [1nga nomo-
rpadunyeckoro ncciefoBaHUs 310 CIMLLKOM
paHo.

CHa4vana Hy>KHO NOCMOTPETb HA BECb PY/IOH.
Bce 36 kappos. B ToM nopsake, B KOTOpPOM
OHM BbINN CHATbI. HeyaauHbIi Kagp MOXeT
cofepxaTb AeTanb, KOTOpasi MO3Xe CTaHeT
HOBbIM NMpnéMoM. ClyyainHas 3acseTka.
HeoxunpaHHbin uBeT. [pomax dokyca. He-
npaBuabHas Komno3muus. Yenosek, Heo-
XWOAHHO BOLWeALWnI B Kagp.

Heypnaua moxeT 6bITb HOCMTEeNneM MHOp-
MaLnu.

UckaTb He nyywmii Kaap, a CTPAHHOCTb
[epBbii BOMpPOC MocCie NposiBKM OObIYHO
3BYUMT TaK:

«Kakor Kkagp nydwmim?»

nna WRONG PHOTOGRAPHY cywectByet

Photograph a Series, Not Isolated Successes
One successful frame proves almost noth-
ing. It may simply be chance.

We are interested in repetition.

If a certain color, movement, exposure,
or composition begins to work again and
again, then we are no longer dealing with
accidental success but with a possible prin-
ciple.

That is why lomography should be photo-
graphed in series. Not one portrait. Ten. Not
one intersection. Several. Not one frame in
motion. A complete sequence.

Do Not Discard Bad Frames Too Quickly

After development, there is a natural desire
to immediately divide the photographs into
good and bad. For lomographic research,
this is too early. First, look at the entire roll.
All 36 frames. In the order in which they
were taken. A failed frame may contain
a detail that later becomes a new tech-
nique. An accidental light leak. An unex-
pected color. Missed focus. Incorrect compo-
sition. A person who unexpectedly entered
the frame. Failure can carry information.

Look Not for the Best Frame, but for the
Strange One

The first question after development usual-
ly sounds like this: “Which frame is the best?”
For WRONG PHOTOGRAPHY, there is a more
interesting question: “Which frame do | not
understand?”

That frame may turn out to be the most
valuable. Why did the color turn out like
this here?



bonee MHTepecHbIn Bonpoc: «Kakol kadp
51 HE NOHUMAt0?»

MMeHHO OH MOXeT 0Ka3aTbCs CaMbIM LEeH-
HbIM.

[NoyeMy LUBET 34eCb NOYYMNCS UMEHHO Ta-
kuM? [louyeMy dotorpadma C HenpaBuib-
HOM 3KCNO3MUMEN BbIMSAUT CUNbHEE Npa-
BUIbHOW?

[NoyeMy c/lyyalHbIM CMa3 co34an ouyuie-
HUe CKoOpoCTH?

[NoyeMy yenoBek, KOTOPOro Mbl MOYTU He
BMAMM, CTan rMaBHbIM NEepCOHAXeM Kaapa?
CTpaHHOCTb — 3TO Ha4as0 UCCNELOBAHMS.

Monpo6oBaTb NOBTOPUTL C1y4aid

BoT caMblit BaXKHbI MOMEHT.

Ecnn cnyyan pan vHTEpecHbIi pe3ynbrar,
He HY>XHO MPOCTO PafoBaTbCa yaade.
Hy>XHO NONbITaTLCS MNONYYUTb NOXOXKUI pe-
3yNbTaT ewe pas.

Ecnm nonyynnock oauH pas — 3to Ciyyam.
Ecnm nonyymnocb BTOpoM pas — nosiBasieT-
cs runotesa. Ecnm Bbl MOXeTe co3HaTeNb-
HO MOJIy4YMTb 3TO CHOBA — Nepes BaMu yxe
MPUEM.

®opmyna:

C/TYYAN — HABJIKOOEHUE — NOBTOP —
NPUEM

MeHATb TONbKO OA4HY NepeMEeHHYI0

Ecnrv ogHOBpeMEHHO W3MEeHWUTb KaMmepy,
NNEHKY, 0ObEKTMB, IKCMO3ULMIO, BpEMS CY-
TOK M CNocob nposiBKM, HEBO3MOXHO MO-
HATb, YTO UMEHHO CO034ano pe3ynbrart. [lo-
3TOMY HaCTOALWMA 3SKCNEepUMeEHT TpebyeT
amcumnanHbl. OctaBbTe 0ObEKT TEM Xe —
nomeHanTe nnénky. OctaBbTe NAEHKY — NO-

Why does the incorrectly exposed photo-
graph feel stronger than the correct one?
Why did accidental blur create a sense of
speed?

Why did a person we can barely see become
the main character of the frame?
Strangeness is the beginning of investiga-
tion.

Try to Repeat the Accident

This is the most important moment.
If chance produced an interesting result,
do not simply celebrate the luck. Try to pro-
duce a similar result again. If it happened
once, it is chance. If it happens a second
time, a hypothesis appears. If you can con-
sciously produce it again, you now have
a technique.

The formula:

CHANCE — OBSERVATION — REPETITION
— TECHNIQUE

Change Only One Variable

If you simultaneously change the camera,
film, lens, exposure, time of day,and devel-
opment method, it becomes impossible to
understand what created the result.

A real experiment therefore requires disci-
pline. Keep the subject the same — change
the film. Keep the film — change the light.
Keep everything else — introduce move-
ment. That is how knowledge appears.

Compare Realities

The same subject can be photographed on
Purple, Turquoise, Metropolis,and Color’92.
We will not simply get four color variants.



MeHanTe ocBeweHne. OctaBbTe BCE OCTaNb-
Hoe — nobaBbTe ABMXKEHME. Tak BO3HUKAET
3HaHue.

CpaBHuMBaTb peanbHOCTH

OOMH M TOT XXe 0ObeKT MOXHO CHATb Ha
Purple, Turquoise, Metropolis n Color '92.
Mbl MONYYUM He YeTbipe BapuaHTa LBeTa.
Mbl nony4yMM yeTbipe cnocoba mHTepnpe-
TauuM 0OHOro Mupa.

Purple MmoxeT caenaTb 3HaKOMO€e MecTo Up-
peanbHbIM.

Turquoise — yyXxum.

Metropolis — XECcTKuM.

Color’92 — noxoXuM Ha BOCMOMMHAHME.
CpaBHEHME MOKa3bIBAET, YTO MJEHKA He
npocto ¢pukcupyet 0bbekT. OHa nHTepnpe-
TUPYET €ero.

Bectu BU3yanbHbIi XXypHan

Kaxgbl aKCnepuMeHT CTOUT 3anuCbiBaTb.
[nénka.

Kamepa.Ycnosus ceeta. 3aMbicen. YTo 0xu-
fanoce. Yto nonyynnocs. Yto okaszanochb
HEOXXMAAHHbIM.

Yto cTtouT noBTOopuTb. Yepes pecatb unwm
ABafLaTb PYIOHOB MOSIBASIETCS HE NPOCTO
apxmB doTtorpadui. BosHunkaert kapta cob-
CTBEHHOro cnocoba BMAET.

He konuposatb nomorpaguio

Llenb skcnepuMMeHTa — He HayuuTbCa fe-
natb Gotorpaduu, NOXoOXME Ha Yyxue no-
Morpaduyeckme potorpadum.

Hawa uenb — 06HapyXuTb TO, 4TO paboTaeT
MMEeHHO Ans Hac. Bo3aMoxHO, Bam BoobLe
He HY)XXHbl 3aCBETKU. BO3MOXHO, BaM HY>XeH

We will get four ways of interpreting the
same world.

Purple may make a familiar place unreal.
Turquoise may make it alien.

Metropolis may make it harsh.

Color’92 may make it resemble a memory.
Comparison shows that film does not mere-
ly record the subject. It interprets it.

Keep a Visual Journal

Every experiment is worth recording. Film.
Camera. Light conditions. Intent. What was
expected. What happened. What was unex-
pected. What should be repeated. After ten
or twenty rolls, what appears is no longer
simply an archive of photographs.A map of
your own way of seeing begins to emerge.

Do Not Copy Lomography

The purpose of the experiment is not to
learn how to make photographs that re-
semble other people’s lomographic pho-
tographs.

Our goal is to discover what works spe-
cifically for us. Perhaps you do not need
light leaks at all. Perhaps you only need
color. Or movement. Or double exposure.
Or rough optics. Or simply the inability to
see the result immediately.

Lomography is not a checklist of mandatory
features. It should help you discover your
own.

SO WHAT SHOULD 1 DO?

Do not wait for inspiration. Do not search
for the perfect scene. Do not try to produce
an impressive picture. Take one roll of film.



TONbKO uBeT. Unu asmxeHue. Mnu aBorHas
aKkcno3nums. Minm rpybas ontmka.

Mnn cama HEBO3MOXHOCTb Cpa3y yBMAOETb
pe3ynbrar.

Jlomorpadma — 310 He Habop obsizaTenn-
HbIX Npu3HakoB. OHa O0MKHA MOMOYb BaM
0OHApYXMTb COOCTBEHHbIE.

YTO XXE MHE OENIATb?

He >xpaTb BOOXHOBEHMS. He uckatb upe-
aNbHYI CueHy. He nbiTaTbCa NonyyunTb 3¢-
HEKTHYHO KapTUHKY. Bo3bMUTE O4HY NNEHKY.
3apante oauH Bonpoc. CHuMKTe BCe 36
Kagpos. [locMOTpuTe Ha BeCb pe3ynbTart
Haingute T0,4ero He oxuganu. [lonpobywTe
NOBTOPUTb  3TO  CO3HaTenbHo.  Bor
C JTOr0 HayMHaeTcs HacTosiwas paboTta
C noMorpaguen.

®OPMYJIA WRONG PHOTOGRAPHY

He cHumait apdekT. CraBb 3KCNEPUMEHT.
He wwu ypauy. Mwm 3akoHOMepHOCTb
BHYTPM yAQuu.

JIOMOIPA®UA HAYMHAETCA CO CNTYYAS.
®OTONPA® HAYMHAETCA TAM, IAE OH
NPEBPALLAET CJTYYAIA B METOA.

Ask one question. Shoot all 36 frames. Look
at the entire result. Find what you did not
expect. Try to repeat it deliberately. That is
where real work with lomography begins.

THE WRONG PHOTOGRAPHY FORMULA
Do not photograph an effect. Run an ex-
periment.

Do not search for luck. Search for the pat-
tern inside luck.

LOMOGRAPHY BEGINS WITH CHANCE.
THE PHOTOGRAPHER BEGINS WHERE
CHANCE BECOMES METHOD.






KAK MHE NCIMOJIb3OBATb *
JIOMOI'PA®UIO?

He kak eauHcTBeHHy0 hoTorpaduto
JloMorpadus He [omKHaA 3aMeHaTb BCHO ¢O-
Torpacuio.

He BCE HY)XHO CHUMATb Ha 3KCNEepPUMEHTab-
HYH NAEHKY. He BCKMIM NOPTPET HYXXAAeTCs
B LLBETOBOM caBure. He KaXXaoMy LOKYMEH-
TaNbHOMY CHOXETY Hy)KHa 3acBeTka. He BcS-
Kas roOpoACKas CueHa CTAaHOBUTCS CUNbHee
OT CMa3a WK HEeMpaBUIbHOM 3KCNO3ULMMW.
JloMorpadus cunbHa UMEHHO NOTOMY, YTO eé
MOXHO BKJIHOUYATb KaK CNeunasibHbIA PexXuMm
nccnenoBaHKs.

OHa HyXXHa Torga, Koraa NPMBbIYHOIO Cro-
coba CbEMKM yXKe HeJoCTaTOYHO.

Mcnonb3oBaTtb e€ Toraa, Koraa 1 yXke 3Haro
oTBet

lNpencraBmMm, yto potorpad NpUXoamT B 3HaA-
KOMbI ropog. OH yxXe 3HaeT, rae nocTaBuTb
KaMepy. 3HaeT, Kakon 06beKTUB BbIOPaTh.
3HaeT, Kakon CBET eMy HpaBUTCS.

Not as the Only Kind of Photography
Lomography should not replace all pho-
tography.

Not everything needs to be photographed
on experimental film. Not every portrait
needs a color shift. Not every documentary
subject benefits from a light leak. Not every
urban scene becomes stronger through blur
or incorrect exposure.

Lomography is powerful precisely because
it can be activated as a special mode of
exploration.

It is needed when the familiar way of pho-
tographing is no longer enough.

Use It When | Already Know the Answer
Imagine a photographer arriving in a fa-
miliar city.

They already know where to place the cam-
era. They know which lens to choose. They
know what kind of light they prefer. They
know what a good frame should look Llike.



3HaeT, KaK A0/IKEH BbIrNA4eTb XOPOLWUM
Kagp. BOT B 3TOT MOMEHT 1 NosBAseTcs onac-
HOCTb.

Qotorpad nepectaér nccnenoBaTb 06bekT
M HaYMHAeT Nosy4yaTb 3apaHee U3BEeCTHble
OTBETbI.

MMeHHO TOraa MMeeT CMbIC/T U3MEHUTb
cucteMy. Lpyryto nnénky. lpyryto kamepy.
[pyron uset. Jpyron cnocob 3KCno3mumm.
Lpyryto cteneHb KOHTPONS.

Jlomorpadusa cTaHOBMTCS CNOCOBOM CHOBA
caenatb 3HAKOMOE HEU3BECTHbIM.

roeopn

Ucnonb3oBaTtb noMorpaduio He Anga onuca-
HUS ropoaa, a AN USMEHEHUA ero Xapak-
Tepa

O6bluHas doTorpadus ropoaa 4acTo oTee-
yaeT Ha Bonpoc: «Kak ebiess0um 3mo me-
cmo?»

Jlomorpagusa no3sonseT NoCTaBUTb APYrou
BONpOC: «Kak 3mo Mecmo ouwywaemcs?»
37O COBEPLUEHHO Apyras 3afauva.
Metropolis MoXeT caenatb SpKUM NeTHUM
ropof XosiogHee, XXECTye n OTYYXKOEHHee.
Purple MmoxeT npeBpaTUTb 0BObIYHbIN NApPK
B MPOCTPAHCTBO, KOTOPOE KAaXeTcs cylue-
CTBYHOLUMM BHE NPUBLIYHON peanbHOCTM.
Turquoise cnocobeH M3MEHUTb 3HAKOMYHO
YAULY HAaCTOMbKO, YTO YeNIOBEK NepecTaéT
y3HaBaTb COOCTBEHHbIV FOPOA.

Color’92 mMoxeT NpeBpaTUTb COBPEMEHHYH)
CLEHY B HEYTO NMOXOXEE Ha YXe CyLLeCTBYHO-
Lee BOCNOMMHaHMe. [103TOMY B ropo4,CKOM
doTorpadum nomorpaduma MoxeT bbITb UH-
CTPYMEHTOM U3MEHEHWUS MCUXONOrMYECKON
TeMnepaTypbl NPOCTPAHCTBA.

That is exactly where danger appears.
The photographer stops investigating the
subject and begins producing answers al-
ready known in advance.

That is precisely when it makes sense to
change the system. A different film. A differ-
ent camera. A different color. A different way
of exposing. A different degree of control.
Lomography becomes a way of making the
familiar unknown again.

THE CITY

Use Lomography Not to Describe the City,
but to Change Its Character

Conventional city photography often an-
swers the question: “What does this place
look like?”

Lomography allows us to ask another ques-
tion: “What does this place feel like?”

This is a completely different task.
Metropolis can make a bright summer city
feel colder, harsher,and more alienated.
Purple can transform an ordinary park into
a space that seems to exist outside familiar
reality.

Turquoise can alter a familiar street so rad-
ically that a person stops recognizing their
own City.

Color '92 can transform a contemporary
scene into something resembling a mem-
ory that already existed.

In urban photography, lomography can
therefore become a tool for changing the
psychological temperature of space.



NOPTPET

CHuMMaTb He ML, a COCTOSIHNE

TouYHbIM NOPTPET XOPOLIO OTBEYAET HA BO-
Npoc: «Kak 8ble/110um 3mom 4Yea08eK?»

Ho MHorga BHEWHOCTb — He CcaMoe UHTe-
pecHoe. Hac MoxeT nHTepecoBaTb TpeBoOra.
Ya3suMocTb. OanHoyecTBo. JHeprua. Hey-
CTOMYMBOCTb. BocnoMuHaHue. Toraa TexHu-
yeckas NPaBMAbHOCTb MOXET AaXke MeLaTb.
CMa3 cnocobeH ybpaTb owylieHne Henoa-
BMXXHOM NO3bl.

HeobblYHbIN LBET CNOCOOEH N3MEHUTb 3MO-
LIMOHANbHYH AMCTAHLMIO MEXAY YEN0BEKOM
N 3pUTENEM.

3epHO MOXeT caenatb 06pas MeHee cTe-
PUNbHBIM.

[1BOMHAs 3KCNO3ULKUSA MOXET COeaUHUTb
yesioBeKa C NPOCTPAHCTBOM, NAMATbIO UK
APYTUM BPEMEHEM.

B 3toM cnyyae nomorpaduma ucnonb3lyercs
He OJ19 TOro, YTOObl KyKPacUTb» NMOPTPET.
OHa ncnonb3yeTcs gng Toro, 4Tobbl Nepese-
CTW NOPTPET M3 OMMUCAHMS BHELLHOCTU B OMK-
CaHWe COCTOSHMS.

NYTELWECTBUE

®PotorpacdmpoBatb He TO,4TO 1 BUAEN, A TO,
4YTO OCTAHETCS B NaMATU

Typuctnyeckasa dotorpadpmsa o6blYHO pa-
6oTaeT Kak A0Ka3aTeNbCTBO MNPUCYTCTBUS.
1 6bin 30€eckb. S1 BuAen 3to 3gaHue. 4 cro-
S/ HA 3TOW naowaan. Ho namaTb ycTtpoeHa
MHaye. Yepes HeCKONbKO NeT YenoBeK pes-
KO MOMHMT TOYHbIN LBET cTeHbl. OH NOMHUT
xapy. Ceet. 3anax. Ycranoctb. OwyueHne
ynuubl. JInuo cnydyanHoro venoseka. latb
MUHYT nepen AoXAEM. [ToaToMy noMorpa-

PORTRAIT

Photograph Not the Face, but the State

A precise portrait answers the question
well: “What does this person look like?”

But sometimes appearance is not the most
interesting thing. We may be interested in
anxiety. Vulnerability. Loneliness. Energy.
Instability. Memory. Then technical correct-
ness may even get in the way.

Blur can remove the feeling of a static pose.
Unusual color can change the emotional
distance between the person and the view-
er.

Grain can make the image less sterile.
Double exposure can connect a person with
space, memory, or another time.

In this case, lomography is not used to “dec-
orate” the portrait.

It is used to move the portrait from a de-
scription of appearance to a description of
a state.

TRAVEL

Photograph Not What | Saw, but What Will
Remain in Memory

Tourist photography usually works as proof
of presence. | was here. | saw this building.
| stood in this square. But memory works
differently. Years later, a person rarely re-
members the exact color of a wall.

They remember the heat. The light. The
smell. The fatigue. The feeling of the street.
The face of a stranger. Five minutes before
the rain. That is why lomography is espe-
cially powerful in travel.

It allows us to create not a precise visual
report, but a subjective memory of a place.



dns 0CO6EHHO CMNbHA B MYTELLIECTBUM.
OHa no3BonseT co3aaBaTb HE TOYHbIM BU-
3yanbHbIA OTYET, @ CYOBEKTUBHYO NaMSTb
o0 mecTe. He: «BoT KakuMm 6b1n Heanonb».
A: «BoT kaknuM Heanonb octancs Bo MHe».

NMCCEOOBAHUE

Ucnonb3oBatb nomorpaduio Kak nabopa-
TOPHbIMA UHCTPYMEHT

JTO caMoOe BaXXHOe MpUMEeHeHue Ons
WRONG PHOTOGRAPHY.

bepéM ogunH ob6bekT. Hanpumep, ropoa-
cKkon nepekpéctok. CHUMaeM ero Ha o6bIY-
HYHO LIBETHYIO NNEHKY. 3aTeM Ha Purple. Ha
Turquoise. Ha Metropolis.

MOXHO M3MEHUTb TONIbKO OAHY NepeMeH-
HYI — MNNEHKY.

Tenepb nepen Hamu yeTbipe U30bpaxe-
HUS ogHOro obbekTa. M Mbl MOXeM 3aaa-
BaTb BOMPOCHI. Kak M3MEHUN0Ch oLyLleHune
npocTpaHcTBa? YTo CcTano rmaBHbIM? Kakue
aetanu ncuesnu? Kakue, Haobopor, cTtanm
3aMeTHee? M3MeHMN0Cb I 3MOLMOHANb-
Hoe BocnpuaTtne? BoT 3aeck noMorpadus
CTAaHOBUTCS HACTOALLMM UHCTPYMEHTOM BU-
3yaJIbHOro UCCIefoBaHums.

TBOPYECKUM TYMUK

Ucnonb3oBatb IoMorpadumio, Koraa s Hauan
NoBTOPATb ce6s

EcTb oueHb npocTon curHan. Ecam dotorpad
3apaHee 3HaeT, Kak byaeT BbIrsAeTb cieay-
OLWMIM Kagap, BO3MOXHO, MPULLIO BpEMS U3-
MeHUTb cucTeMy. He o653aTenbHO HaBceraa.
[locTaTO4yHO Ha O4HY KaTywkKy. [ToMeHaTb
MPMBbLIYHYO Kamepy. B34Tb CTpaHHYH NNEH-
Ky. OTKa3aTbCs OT NpOBeEpKM pe3ynbraTa.

Not: “This is what Naples looked like.”
But:“This is how Naples remained inside me.”

RESEARCH

Use Lomography as a Laboratory Tool
This is the most important use for WRONG
PHOTOGRAPHY.

Take one subject. For example, a city in-
tersection. Photograph it on conventional
color film. Then on Purple. On Turquoise.
On Metropolis. Only one variable needs to
change — the film.

Now we have four images of the same sub-
ject. And we can ask questions. How did
the feeling of space change? What became
dominant? Which details disappeared?
Which became more noticeable? Did the
emotional perception change? Here lomog-
raphy becomes a genuine tool of visual re-
search.

CREATIVE DEAD END

Use Lomography When | Begin Repeating
Myself There is a very simple signal.

If a photographer already knows what the
next frame will look like, it may be time
to change the system. Not necessarily for-
ever. One roll may be enough. Change the
familiar camera. Take a strange film. Give
up checking the result. Photograph only
from close distance. Use movement. Allow
double exposure. In this way, lomography
becomes a training device against visual
automatism.

SEARCHING FOR A PERSONAL TECHNIQUE
Use Lomography to Find What Will Stay



CHMMaTb TONbKO C 6am3Kon anctaHumu. Uc-
NONb30BaTb ABMXeEHME. PaspeLunTb ABONHYIO
3KCno3unumio. Tak noMmorpadus CTaHOBUTCS
TpeHaXépOM NPOTMB BM3YyaslbHOro aBTOMa-
TU3Ma.

NOUCK COBCTBEHHOIO NMPUEMA
Ucnonb3oBatb nomorpacduio, 4To6bl HANTH
TO, YTO NOTOM OCTAHETCS CO MHOM

JTO O04YeHb BaXKHbIM MOMeHT. DoTorpad He
00513aH HaBcerga 0CTaBaTbCa loMorpadom.
MNpeanonoxmM, akcnepumeHT ¢ Purple noka-
3a1 eMy, 4TO OH 0COBEHHO OCTPO pearnpyeT
Ha pa3pylleHne eCTeCTBEHHOro 3el1EHOro
LIBETA. DTO OTKPbITUE MOXHO MCMONb30BaTb
NMOTOM COBEpLUEHHO MHa4e. B undposon ¢o-
Torpacduu. B xxmesonumcu. B guzaniHe. B kuHo.
B opyroi nnénke.

Jlomorpadusa B 3TOM cnyyae BbINOAHWUAA
cBoto dyHKUMo. OHa NoMorsia 06HApPYXUTb
NIMYHBIA BU3YaNbHbIN NPUHLAM.

JIOMOIPA®UA HE OOJDKHA CTAHOBUTb-
CA KJIETKOW

EcTb onacHoCTb npeBpaTnTb NOMorpaduio
B ewWeE oamMH Habop npasun.

Bcerpa MHoro 3epHa. Bcerga 3aceeTtka.
Bcerna HenpasunbHbIM UBeT. Bcerga cny-
4YamHOCTb. HO TOrga 3kCnepuMMeHT CHOBA
npeBpaLLaeTcs B WABMOH.

J10 npotueopeunt camon ngee WRONG
PHOTOGRAPHY.

Hawa 3agaya He HayuuTbCsa y3HABAeMO
MMUTUPOBATL IOMOrpaduio.

Hawa 3apaya — ucnonb3oBatb €€ A0 Tex
nop, NOKa OHa OTKPbIBA€T HaM HOBOE.

With Me Later

This is a very important point. A photogra-
pher does not have to remain a lomogra-
pher forever.

Suppose an experiment with Purple reveals
that they respond strongly to the destruc-
tion of natural green. That discovery can
later be used in a completely different way.
In digital photography. In painting. In de-
sign. In cinema. On another film.

In this case, lomography has fulfilled its
function. It helped reveal a personal visual
principle.

LOMOGRAPHY SHOULD NOT BECOME
A CAGE

There is a danger of turning lomography
into yet another set of rules. Always lots of
grain. Always a light leak. Always incorrect
color. Always chance. But then the experi-
ment becomes a template again.

That contradicts the very idea of WRONG
PHOTOGRAPHY.

Our task is not to learn how to imitate lo-
mography recognizably.

Our task is to use it for as long as it contin-
ues to reveal something new.

WHEN SHOULD | CHOOSE LOMOGRAPHY?

e When the subject feels too familiar.

 When your own photographs become
too predictable.

 When you want to express a state rather
than a description.

* When familiar color needs to be disrupt-
ed.



KOrAA 6PATb IOMOIPA®UIO?

e Korpa 06bekT KaXeTcs CIMWKOM 3HAKOo-
MbIM.

e Korga cobcTtBeHHble poTorpadun CTaHo-
BATCS CIMLIKOM MNpeackasyeMbiMu.

e Korga xo4eTcs nepenatb COCTOSIHME, @ He
onucaHue.

e Korga HyXHO pa3pywuTb NPUBbLIYHbIN
LBET.

o Korpa TpebyeTtcs BM3yanbHbIM 3KCNEpuU-
MEHT.

o Korpga xoyetcs npoBepuTb rMnoTesy.

e Korga Hy)XHO CHOBA UCMbITaTb HEN3BECT-
HOCTb.

Bot Torga nomorpadus ctTaHOBUTCS Heob-

XOOUMOMN.

MABHAS ®OPMVYIJIA

A1 He 0693aH cHMMaTb IoMorpacdmen BCE.
1 ucnonb3yio nomorpadumio Toraa, Koraa
MHE HY)>XHO YBUAETb MHaYe.

3T0, BO3MOXHO, CaMbl MPOCTOM Crnocob no-

HATb €€ MeCTO B COBPEMEHHOM (doTorpaduu.

OOKTPUHA WRONG PHOTOGRAPHY
O6bluyHasa doTorpadus MOXeT CKa3aThb:
«llocMompu, ymo 5 ysuoden».

Jlomorpadusa cnocobHa ckasatb:
«llocMompu, 80 YmMo 3Mo NPesPaMuUIOCh».
N MMEHHO NO3TOMY Mbl UCMONb3YyeEM eé.

JIOMOIPA®USA — HE MOM CTWUJIb.
3TO UHCTPYMEHT, KOTOPbIM 11 MEHAIO
COBCTBEHHbIM CNOCOB BUAETD.

 When a visual experiment is needed.

e When you want to test a hypothesis.

 When you need to experience uncertain-
ty again.

That is when lomography becomes neces-

sary.

THE MAIN FORMULA

| do not have to photograph everything
with lomography.

| use lomography when | need to see dif-
ferently.

This may be the simplest way to understand
its place in contemporary photography.

THE WRONG PHOTOGRAPHY DOCTRINE
Conventional photography may say:
“Look at what | saw.”

Lomography can say:

‘Look at what it became.”

And that is exactly why we use it.

LOMOGRAPHY IS NOT MY STYLE.
IT IS ATOOL | USE TO CHANGE MY OWN
WAY OF SEEING.



" ’

ultedrale $8 . chiropite




LIBET,

KOTOPOI'O HE BblJ10O

Koraa uBet nepectaér 6biTb ONUCaHMEM

B 06b1uHOM poTOorpadum ot LBETA OXKMAAOT
npasapl.

Hebo nomkHO 6bITb ronybbiM. TpaBa — 3e-
néHon. Koxxa — ecrectBeHHON. AcanbT —
cepbiM. benas creHa ooMmKHA ocCTaBaTbCA
6enon.

YeM TouHee kamepa BOCMPOM3BOAUT 3HAKO-
Mbl€ HaM LBETa, TEM «NpaBuUbHEE» 00bIYHO
cumTaetca goTorpadus.

Ho Bo3HMKaeT BONpOC: 0653dH /iU ysem
8 pomozpacuu onucbiI8Bame peaabHOCMb?
nu oH moxem denams Heumo bonsuwee?

LiBeT MOXXeT He onUCbIBaTb 06LEKT, a UHTEp-
npeTMpoBaTh ero

lNpencraBuM gepeBo. Mbl 3HaeM, YTo ero nu-
CTbs 3enéHble. Ecn doTorpadums sBocnpoms-
BOAMT 3TOT 3eNEHblIM TOYHO, OHa coobuiaeT
HaM TO, YTO Mbl yXKe 3HaeM. Ho ecnm gepeBo
CTAaHOBMUTCS HUONETOBbLIM, MPOMCXOOMUT HE
MPOCTO 3aMeHa O4HOrO LBETa APYrUM.
O6beKT NnepecTa€T ObITb NPUBbIYHbIM.

When Color Stops Being Description

In conventional photography, color is ex-
pected to tell the truth.

The sky should be blue. Grass should be
green. Skin should look natural. Asphalt
should be gray. A white wall should remain
white.

The more accurately a camera reproduces
the colors we know, the more “correct” the
photograph is usually considered.

But a question arises: Must color in pho-
tography describe reality? Or can it do some-
thing more?

Color Can Interpret a Subject Instead of De-
scribing It

Imagine a tree. We know that its leaves are
green. If the photograph reproduces that
green accurately, it tells us something we
already know.

But if the tree becomes purple, something
more happens than simply replacing one
color with another.



Mbl HaYMHaeM CMOTpeTb Ha HEro 3aHOBO.
To, uTO cekyHAy Ha3ag 6bl10 YacTbo 00bIY-
HOro ner3a)ka, BHe3anHO CTAHOBMUTCS CTPaH-
HbIM, TPEBOXHbIM, PAHTACTUYECKMM WU He-
3HAaKOMbIM. LIBeT n3MeHMn He NOBEPXHOCTb
nepesa. LiBeT M3MeHun ero 3HayeHume.

The subject stops being familiar.

We begin to look at it again.

What a moment ago was part of an ordi-
nary landscape suddenly becomes strange,
unsettling, fantastic, or unfamiliar.

Color did not merely change the surface of
the tree. Color changed its meaning.



Jlomorpaduueckmin useT paspylwaeTt aBTo-
MaTU4YecKoe y3HaBaHue

Yenoseyeckui rnas HeBeposTHO BbICTPO
pacrno3HaAET NpMBbIYHbIE COYETAHUS. 3ené-
Hoe aepeso. lonyboe Hebo. KpacHbin aB-
TOMO6OMNb. TenecHbI UBET nua. Mbl No4TH
nepecTtaém CMOTPETb Ha HUX. Mbl y3HaéM
00beKT bbICTpee, YeM ycrneBaeMm ero uccne-
noBaTb. JIoMorpagumyeckoe cMelleHue LBeTa
HapyLlaeT 3Ty aBTOMATUYeCKyH npoueanypy.
BHe3anHo MO3r nosyyaeTt HecoBnageHue:
OBBbEKT 3HAKOMbIN — LIBET HE3HAKO-
MbIW.

N yenoBek BbIHYXAEH MOCMOTPETH eLLE pas.

B aTom u 3aknouvaeTca nepeas cuna Henpa-
BUJIbHOIO LBETa

HenpaBunbHbIA LUBET CNOCOOEH BEPHYTb
BHMMaHUe 06BbEKTY, KOTOPbIM OABHO CTan
HEeBMAMMBIM M3-33 CBOEM NPUBbIYHOCTW.
O6bIYHbIN TOPOACKOM ABOP CHOBA CTaHO-
BMTCS 0ObEKTOM MCCIefoBaHMS. 3HAKOMbI
4yenoBek HeOXXMAAHHO HAYMHAET BbIMNSAETb
nHaye. Ynuua, No KOTOPOW Bbl MPOXOAUNMU
COTHM pa3s, nepecTaér bbiTb U3BECTHOM. LiBeT
CO303ET AMCTAHLUUIO MexAay NPUBbIYKOM
M BOCMPUSTUEM.

LUBET KAK TEMIMEPATYPA

LLBeT MOXeT MeHATb 3MOLMOHASIbHYIO TEM-
nepatypy nsobpaxeHus. OouH u TOT Xe ro-
pOA, MOXEeT Ka3aTbCsl TEMNbIM, XONO4HbIM,
TPEBOXHbIM, CMTOKOMHbIM, YY>XMM WU NOY-
TV OOMALWHMM. MeHseTCs He apXuTeKkTypa.
MeHsieTcs He yenoBek. MeHseTcs He ynumua.
MeHseTca uBeToBag cpena, B KOTOPOW BCE
3TO CyLWecTByeT.

Lomographic Color Disrupts Automatic Rec-
ognition

The human eye recognizes familiar combi-
nations incredibly quickly. Green tree. Blue
sky. Red car. Skin-colored face. We almost
stop looking at them.

We recognize the subject faster than we
manage to investigate it.

Lomographic color shifts interrupt this au-
tomatic process.

Suddenly the brain encounters a mismatch:
FAMILIAR SUBJECT — UNFAMILIAR COLOR.
And the viewer is forced to look again.

This Is the First Power of Wrong Color
Wrong color can return attention to a sub-
ject that has become invisible through
familiarity. An ordinary city courtyard be-
comes an object of investigation again.
A familiar person suddenly begins to look
different.

A street you have walked hundreds of times
stops being familiar. Color creates distance
between habit and perception.

COLOR AS TEMPERATURE

Color can change the emotional tempera-
ture of an image.

The same city can feel warm, cold,
unsettling, calm, alien, or almost like home.
The architecture does not change. The per-
son does not change. The street does not
change.What changes is the color environ-
ment in which all of it exists.

Metropolis
Muted color can make a space feel harsher.



Metropolis

MpurnyweéHHbI uBeT cnocobeH caenaTb
NMPOCTPAHCTBO XECTye.

[opof HAYMHAET BOCNPUHNMATLCS KaK OETOH,
MeTa, CTEKNO, CbIPOCTb, TPAHCMOPT, X0N04-
Hbl4 BO34YX. TO, YTO Ha 0ObIYHOM LIBETHOM
NNEHKEe MOrNo BbIMS4ETb YIOTHO, 34eCh MO-
XKET CTaTb OTYYXAEHHbIM.

Purple

(duonetoBoe cMmelleHne 0COBEHHO CUNbHO
pa3pylaeT ecTeCTBEHHOCTb NPUPOIbI.
PactutenbHOCTb NepecTaéT BOCNPUHNUMATLCS
NPOCTO KaK pacTUTenbHOCTb. [TpocTpaHcTBO
CTaHOBMUTCS MOYTM HEBO3MOXHbIM. BO3HMU-
KaeT OLLyL,eHWe Opyroro M1pa, XoTs nepes
HaMu BCE e 0ObIYHbIM NAapK UK None.

Turquoise

Turquoise cnocobeH caenaTb NPUBbIYHYHO
cpeny 4vyxom. OB6blYHbIM rOPOACKOM CBET
HauMHaeT paboTtatb MHaye. Koxa, Hebo, ap-
XWUTEKTYpa M pacTUTENIbHOCTb BCTYNAKOT B HO-
Bble OTHOWweHMs. DoTorpadms nepecrtaér
noATBEPXAATb 3pUTeNbHbIM onbIT. OHa Ha-
YMHAET CMOPUTb C HUM.

Color’92

Color '92 cnocobeH paboTaTb NpOTUBONO-
NIOXHbIM cnocobom. OH He 0653aTeNbHO
Aenaet NpoCTpaHCTBO YyXmM. OH MoxeT
AenaTb ero NOXoXKMM Ha BOCMOMMHAHME.
N306paxkeHne CTaHOBMTCS MeHee HacTos-
MM 1 OOHOBPEMEHHO 6onee NMYHbIM. Tak
MOXXET BbIrNALETb HE MECTO, a TO, Kak MecTo
0CTanocChb B NamsTu.

The city begins to feel like concrete, metal,
glass, dampness, traffic, and cold air. What
might look cozy on conventional color film
can become alienated here.

Purple

Purple shifts are especially powerful in dis-
rupting the natural appearance of nature.
Vegetation stops being perceived merely as
vegetation. The space becomes almost im-
possible. A sense of another world emerg-
es, even though we are still looking at an
ordinary park or field.

Turquoise

Turquoise can make a familiar environment
feel alien. Ordinary urban light begins to
behave differently. Skin, sky, architecture,
and vegetation enter into new relation-
ships. The photograph stops confirming
visual experience. It begins to argue with it.

Color’92

Color '92 can work in the opposite way. It
does not necessarily make the space alien.
It can make it resemble a memory. The im-
age becomes less literal and at the same
time more personal. This may be not what
a place looked like, but how the place re-
mained in memory.

COLOR CHANGES THE HIERARCHY OF THE
FRAME

There is always a competition for atten-
tion within a photograph. Some subjects
become dominant. Others recede into the
background. Color can completely alter



LUBET MEHAET UEPAPXUIO KALPA

B doTtorpadumm Bceraa cywecrtsyet 6opbba
3a BHMMaHue. OgHM 06beKTbl CTAHOBATCS
rnaBHbIMU. [lpyrue yxondat Ha BTOPOW MNaH.
LlBeT cnocobeH noAHOCTbI U3MEHUTb 3TY
nepapxmio.

KpacHbli npeaMeT, KOTOpbii B 06bIYHOM
n3o06pakeHnun bbln rNaBHbIM, NOCIE LBETO-
BOr0 CABMUIa MOXET MNOYTU UCYE3HYTD.

A obbluHas 3enéHaq oetanb BHE3anHo npe-
BpalwaeTcs B ApKUi GUONETOBbLIN LEHTP
KoMno3uumu. lNonyyaeTcs, 4To NAEHKA Cno-
CcobHa NepecTpouTb KOMMO3MLMIO YXKE MNO-
C/le HAXKATUS HA KHOMKY. OTO Ype3Bbl4alHO
BaXHO.

UBET MEHAET NMOPTPET

OcobeHHO XOpOoLLOo 3TO BUAHO HA YeNioBEKe.
Mbl O4YeHb YyBCTBUTENbHbI K LBETY KOXMU.
[axe HebonblOe OTKNOHEHME MTHOBEHHO
MEHSIET Halle OTHOLWeHMe K nuuy. Yenosek
MOXEeT HayaTb BbIMNSLETb XONOAHEE. YI3BU-
Mee. OTcTpaHéHHee. bonesHeHHee.
CunbHee. [Noytn HepeanbHo. To ecTb IOMO-
rpauyeckuin NOpTpeT cnocobeH roBopuTb
He: «80M KaK 8b12/190Um 3mom 4e/108eK» a:
«80M KAKUM 3mMom 4esio8ek oWyu,aemcs».
LUBET MOXET bbiTb MAMATbIO

[amMaTb peaKo COXpaHSAeT TOYHYHO LIBETOBYHO
MHbOpMaLMo. Mbl He NOMHMM TeMnepaTypy
6enoro. He NOMHMM TOYHbI OTTEHOK CTEHbI.
He NOMHUM KOpPPEKTHYH HACbIWEHHOCTb
Heba. Ho Mbl MOMHMM 0bOLlee oLyLLeHME.
Xapko. XonogHo. ConHeyHo. TpeBoXHO. Msir-
Ko. [pycTHoO.

[MoaTomy poTorpadusa C «HenpaBUIbHbIM»
LLBETOM MHOrAa MOXeT ObITb NCUMxonorunye-

this hierarchy. A red object that dominated
a conventional image may nearly disappear
after a color shift.

Meanwhile, an ordinary green detail may
suddenly become a vivid purple center of
the composition.

This means film can reconstruct the com-
position after the shutter has already been
pressed. This is extremely important.

COLOR CHANGES THE PORTRAIT

This becomes especially clear in portraiture.
We are highly sensitive to skin color.

Even a slight deviation immediately chang-
es our relationship to a face. A person may
begin to look colder. More vulnerable. More
distant. More fragile. Stronger. Almost un-
real. A lomographic portrait can therefore
say not: ‘this is what this person looks like”
but: “this is how this person feels.”

COLOR CAN BE MEMORY

Memory rarely preserves exact color infor-
mation. We do not remember white balance.
We do not remember the exact shade of
a wall. We do not remember the correct sat-
uration of the sky. But we remember the
overall feeling. Hot. Cold. Sunny. Unsettling.
Soft. Sad.

That is why a photograph with “wrong”
color can sometimes be psychological-
ly more accurate than a photograph with
correct color.

COLOR CAN CREATE A NEW REALITY
Here we arrive at the most interesting
point.



CKM TOYHee, YeM GoTorpadums C NpaBUIbHbLIM
LLBETOM.

LUBET MOXXET CO3ABATb HOBYIO PEAJIb-
HOCTb

3pecb Mbl NOAXOAMM K CAMOMY MHTeEpec-
HOMY.

@oTorpadus 06bIYHO CUMTaETCS M30bpaxe-
HWEM CyLLeCTBOBaBLUEN peanbHOCTW.

Ho uto npoucxogut, ecnin Ha GoTorpadum
NOSIBNSETCA LBET, KOTOPOro B 3TOM peasib-
HOCTWM HMKOrAa He 6bino? lNepen HaMu BCE
eweé NOKYMeHT? Mnu yxxe uHTepnpetauma?
Nnn HoBas caMocTosTeNnbHas BM3yanbHas
peanbHOCTb?

Onsa WRONG PHOTOGRAPHY 3toT BONpOC
NPpUHLMIMANEH. Mbl He NbITAaeMCS peLLunTb,
KaKOW LLBET «MPaBUJIbHbINY.

Mbl uccnenyem:

YTO HOBbIW LIBET LEJIAET C OB bEKTOM?
HEOBbIYHbI LLBET HE PABEH XOPOLLEMY
UBETY

Ho 34ecb BO3HMKaET BaXXHOE OrpaHuyeHume.
He BCskoe LBETOBOE UCKAXeHMe aBTOMa-
TUYeCcKku genaet poTorpaduio MHTEPECHOMN.
DuoneTtoBoe aepeBo camo no cebe eweé Hu-
Yero He 3HAYUT.

buptozoBoe n1LO He SBNSETCS OTKPbITUEM
TOJIbKO NMOTOMY, YTO BbIFNSANUT CTPAHHO.
Ecnm HeoBblYHbIN LBET HE MeHsIeT BOCNpUS-
THe 06beKTa, OH OCTAETCS 3P PEKTOM.
[Mo3TOMYy rnaBHbIM BOMPOC BCEraa OAMH:
YTO N3MEHWUJTOCb B CMbICJ/TE ®OTOIPA-
OUNIN?

SKCMNEPUMEHT WRONG PHOTOGRAPHY
Bo3bMute oaMH 00beKkT. He caMbi

Photography is usually understood as an
image of a reality that existed. But what
happens when a photograph contains
a color that never existed in that reality?
Is it still a document? Or has it become
an interpretation? Or a new, independent
visual reality?

For WRONG PHOTOGRAPHY, this question
is fundamental.

We are not trying to decide which color is
“correct”

We investigate:

WHAT DOES THE NEW COLOR DO TO THE
SUBJECT?

UNUSUAL COLOR DOES NOT EQUAL GOOD
COLOR

But an important limitation appears here.
Not every color distortion automatically
makes a photograph interesting.

A purple tree means nothing by itself.

A turquoise face is not a discovery simply
because it looks strange.

If unusual color does not change the per-
ception of the subject, it remains an effect.
That is why the main question is always
the same:

WHAT CHANGED IN THE MEANING OF THE
PHOTOGRAPH?.

THE WRONG PHOTOGRAPHY EXPERIMENT
Choose one subject. Not the most beautiful
one. Preferably something ordinary. A house.
A tree. A person. A car. An intersection.
Photograph the same place on different
films.

Do not change the composition too much.
Do not deliberately try to make a spectac-
ular frame.



KpacuBbIn. Jlyuwe camblvi 06bI4HbIN. [loM, fe-

peBo, YeN0BeKa, aBTOMOOUIIb, NepeKPECTOK.

OAHO U TO XXe MeCTo CHMMUTE Ha pasHble

NNEHKK. He MeHanTe KOMNO3ULMIO CTULLKOM

CU/BbHO.

He nbiTanTteck cneumanbHo caenatb 3dgek-

THbIX Kagp.

[lyCTb rMaBHOM NepeMeHHOM OCTAaETCS LBET.

[Nocne nposBKK 3aanTe YyeTbipe BOMNpPOCa

1. Y70 CcTano rnaBHbIM B Kaape?

2. Y70 ncyesno ns moero BHUMaHUS?

3. Kak n3MeHunoco owyuieHne obbvekra?

4. Kakag Bepcusi okazanacb He caMoK Kpa-
CMBOM, a CAMOMW MHTEPECHOM?

MMeHHO nocnegHui BONpOC 0CO6EHHO Ba-

XEH.

LUBET KAK UHCTPYMEHT

Ecnu dotorpad noHumaert, uto Purple pena-
€T C NPOCTPAHCTBOM, OH HAYMHAET UCMOb-
30BaTb Purple co3HaTesnbHo.

Ecnn noHmmaert, kak Metropolis meHseT ro-
pof, OH Y)XXe BblOMpaeT 3Ty NAIEHKY He paaun
addekTa. Ecnm 3HaeT, uto Color '92 nomora-
eT C034aBaTb OLLYyLLEeHWe NaMATH, MaTepuan
NpeBpaLLAETCs B MHCTPYMEHT.

M Torpa nponcxoamT rnaBHoe:

LLBET NepecTaéT ObITb C1y4arlHOCTbIO U CTa-
HOBUTCS peLLUEHMEM.

®OPMYJIA WRONG PHOTOGRAPHY

PEAJTbHbIN LIBET

« LIBETOBOE CMELLEHME

o HAPYLWEHWE MPUBbIYHOIO BOCTIPU-
ATUA

« HOBOE OLUYLLEHWME

« HOBOE 3HAYEHME

Let color remain the main variable.

After Development, Ask Four Questions

1. What became dominant in the frame?

2. What disappeared from my attention?

3. How did the feeling of the subject
change?

4. Which version was not the most beauti-
ful, but the most interesting?

The final question is especially important.

COLOR AS ATOOL

If a photographer understands what Pur-
ple does to space, they begin using Purple
deliberately.

If they understand how Metropolis chang-
es a city, they no longer choose that film
merely for its effect.

If they know that Color '92 helps create
a sense of memory, the material becomes
a tool.

And then the most important thing hap-
pens:

Color stops being an accident and becomes
a decision.

THE WRONG PHOTOGRAPHY FORMULA
REAL COLOR

o COLOR SHIFT

o DISRUPTION OF FAMILIAR PERCEPTION
o NEW FEELING

o« NEW MEANING

THE MAIN IDEA

Lomographic color is valuable not because
it is unusual.

It becomes valuable when it makes us see
a familiar subject differently.



MABHAS MbICJ1b COLOR DOES NOT HAVE TO SHOW WHAT
Jlomorpaduuecknin uet ueHeH He notomy, THE WORLD LOOKED LIKE.

YTO OH HeoOblYHbIN. OH LeHeH Torga, koraa  COLOR CAN SHOW WHAT THE WORLD BE-
3aCTaBnseT Hac yBuaeTb 3HakoMbli 0bbekT = CAME INSIDE THE PHOTOGRAPH.

MHave.

LBET HE ObA3AH NMOKA3bIBATb, KAK Bbl-
rnagen MUP.

UBET MOXET NOKA3ATb, KAKUM MUP
CTAJ1 B ®OTOIPA®UN.




YETbIPE PEAJIBHOCTU
FOUR REALITIES

lomography

LomoChrome Purple XR 100-400
LomoChrome Color’92 400
LomoChrome Turquoise XR 100-400

LomoChrome Metropolis XR 100-400 Petitant Edition
LomoChrome Purple
CN 35 MM - XR 100-400
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OauH mup. YeTbipe cnocoba ero yBuaeTb.
MNepen HamMu oamH 06bekT. OgHa ynuua, ve-
nosek, napk. OgMH ropoackon nepekpeCTok.
Ho ecnun cHATb ero Ha yeTbipe pasHble N10-
Morpaduyeckme nAEHKKU, Mbl NMOJYYUM He
MpOCTO YeTblpe LBETOBbIX BEPCMU OLHOIO
n306paxxeHns. Mbl NONYYMM YeTbipe pasHblie
peanbHOCTW.

rOE HAXOOUTCA PEAJIbBHOCTb ®OTOIPA-
dPUN?

OB6bI4HO KAXEeTCs, YTO peanbHOCTb HAXOAMT-
cs nepefn kaMepoi. Ectb ynuua. Kamepa eé
dukcmpyer. Ectb yenosek. Kamepa co3paér
ero noptpet. EcTb neinsax. @otorpacdus ero
coxpaHsieT. Ho noMorpaduma nokasbIBaEeT, yYTo
MeXay 0ObeKTOM M OKOHYaATENbHbIM M3006pa-
XEHWEM CYLLEeCTBYET eLlé OAMH AaKTUBHbIN
y4yacTHuK. MaTtepuan. lNnéHka He NpocTo
npuHuMaeT ceeT. OHa UHTepnpeTupyer ero.

OKCNEPUMEHT

bepém oamH 06beKT. Hanpmnmep, He60NbLLOM
ropoackon napk. B HEM ecTb 3enéHble ge-
peBbs, NI0AM, KAMEHHbIe LOPOXKK, ronyboe
Hebo, KpacHas CKaMenKa M CBETNas apXxu-
TeKTypa Ha 3aHeM nnaHe. Mbl CHUMaeEM 3T0
MecCTo 4yeTbipe pa3a. C ogHon no3uumu. [Npu
NpnbaN3NTENBHO OAMHAKOBOM OCBELLEHUMN.
C noxoxen 3kcno3sumumen. [naBHas nepeMeH-
Has ogHa: MNEHKA.

PEAJIbHOCTb N2 1 — PURPLE

3enéHoe ucyesaer.

[puBbIYHAS NpMpPOLA HAYMHAET CTAHOBUTLCS
d1O0IeToOBON, MYypPNypPHOM, KpAaCHOM. To, 4To
MO3r MFTHOBEHHO pacno3HaBan Kak 0ObIYHbIN

One World. Four Ways to See It.

There is one subject in front of us. One
street. One person. One park. One city inter-
section. But if we photograph it on four dif-
ferent lomographic films, we do not simply
get four color versions of the same image.
We get four different realities.

WHERE IS THE REALITY OF A PHOTO-
GRAPH?

We usually assume that reality exists in
front of the camera. There is a street. The
camera records it. There is a person. The
camera creates a portrait of them. There is
a landscape. The photograph preserves it.
But lomography shows that between the
subject and the final image there is another
active participant. The material. Film does
not merely receive light. It interprets it.

THE EXPERIMENT

Take one subject. For example, a small ur-
ban park. It contains green trees, people,
stone paths, blue sky,a red bench,and pale
architecture in the background. We photo-
graph this place four times. From the same
position. Under approximately the same
light. With similar exposure. There is one
main variable: THE FILM.

REALITY No. 1 — PURPLE

Green disappears. Familiar nature begins to
turn violet, purple, and red. What the brain
instantly recognized as an ordinary park
stops being ordinary. A tree becomes an
unknown object. The lawn becomes a field
of color. A person within this environment



napk, nepectaért 6biTb 06bIYHbIM. [lepeBo
npeBpaLLaeTcs B HEM3BECTHbIN 06bekT. a-
30H CTAHOBWTCSA LIBETOBLIM Nonem. Yenosek
BHYTPWU 3TOM Ccpenbl HAYMHAET BbIMMAAETb
Tak, OyATO OKa3ancs He B ropoAe, a B APYroM
mupe. Purple He NpoCTO MeHSeT LBET pacTu-
TenbHocTU. OHa paspyLaeT eCTeCTBEHHOCTb
MPOCTPAHCTBA.

dddexT Purple

3HAKOMOE — CTPAHHOE

70 NNEHKA AN CUTYALMM, KOTAA HAM HYXHO
3aCTaBMTb 3pUTENS NepecTaTb aBTOMaTuye-
CKM y3HaBaTb OKPYXKAKOLWLMIA MUP.

PEAJIbHOCTb N2 2 — TURQUOISE
Turquoise pencreyeT nHadve. Ecan Purple
npespaw,aeT NpMBbIYHOE B CTPaHHOE,
Turquoise 4YacTo NnpeBpaLLaET ero B YyXoe.
LLBeToBble OTHOLIEHMS IOMAIOTCS CUSIBHEE.
To, YTO AOMKHO ObITb TEMBIM, MOXET CTaTb
X0No4HbIM. To, YTO AOMKHO ObITb €CTECTBEH-
HbIM, MOXET BbIMNSAETb MOUYTU XUMUYECKMM.
3HaKOMbIN ropo4 HAaYMHAET HAaMOMMHATb
MeCTO, B KOTOPOM Y€/I0BEK HMKOrAa paHb-
we He 6bi1. OCOBEHHO MHTEPECHO 3TO pa-
6oTtaeT C yenoseyeckon durypon. Yenosek
OCTaETCS y3HaBaeMbIM. Ho OKpy»KatoLas ero
LIBETOBAs CMCTEMA OO/bLLIE HE NPUHALJIEXNUT
MPUBbIYHOMY MUPY.

AddekT Turquoise

3HAKOMOE — YYXOE

JTo nnéHka amctaHumm. OHa no3BonseT no-
CMOTpEeTb Ha COBCTBEHHbIN FOpPOA Tak, byaTo
Tbl NPUEXan Tyaa Brnepsble.

PEAJIbHOCTb N2 3 — METROPOLIS
Metropolis He 0693aTenbHO YHUUTOXAET

begins to look as if they have entered an-
other world rather than a city. Purple does
not simply change the color of vegetation.
It destroys the naturalness of the space.
The Purple Effect

FAMILIAR — STRANGE

This is a film for situations where we want
the viewer to stop automatically recogniz-
ing the surrounding world.

REALITY No. 2 — TURQUOISE

Turquoise behaves differently. If Purple
makes the familiar strange, Turquoise of-
ten makes it alien. Color relationships break
more radically. What should be warm may
become cold. What should be natural may
appear almost chemical. A familiar city be-
gins to resemble a place the viewer has
never visited before. This becomes espe-
cially interesting with the human figure.
The person remains recognizable. But the
color system surrounding them no longer
belongs to the familiar world.

The Turquoise Effect

FAMILIAR — ALIEN

This is a film of distance.

It allows you to look at your own city as if
you had arrived there for the first time.

REALITY No. 3 — METROPOLIS

Metropolis does not necessarily destroy
the recognizability of the subject. The city
remains a city. A car remains a car. A face
remains a face. But some of the chromat-
ic softness disappears from the image.
The world becomes drier. Harsher. Colder.
Metal becomes more noticeable. Asphalt



y3HaBaeMoCTb 0bbekTa. [opoa ocTaércs ro-
poaoM. ABTOMOOM/Ib OCTAETCS aBTOMOOMAEM.
JInyo octaérca nmuoM. Ho 13 nsobpaxe-
HUS MCYe3aeT YacCTb LLBETOBOM MSTKOCTM.
Mup ctaHoBuTCa cywe. )Kéctye. XonoaHee.
MeTann cTaHoBUTCS 3aMeTHee. AcdanbT T4-
xenee. beToH BaxHee. CBeT MeHee pOMaH-
TUYHbIM. Ta e ynunua, Kotopas Ha 06bIYHOM
NIEHKE MOr1a Ka3aTbCa XXMBOM U TEMMOW,
HauyMHaeT BOCMPUHUMATBCA KaK CUCTEMA UH-
bpacTpyKTypbl, ABUXXEHUS U AABNEHUS.
dddekT Metropolis

roro4d — CPEOA

Metropolis XopoLo NOKa3bIBaeT He KpacoTy
ropoaa,a ero xapakTrep.

PEAJIbHOCTb N2 4 — COLOR’92

Color’92 pencreyeT NoYTM NPOTUBOMONOXHO
npeablayLwmnm naEHKaMm.

OHa MOXeT He paspyLlaTb 3HAKOMbIN MUP.
OHa MoxeT genatb ero ewé 6nmxe. Ho ato
yXe 6/1M30CTb He AOKYMeHTA. 2T0 6AM30CTb
namaTu. MisobpaxkeHne npuobpeTaeT oLLy-
LLeHWe TOro, YTO NMPOMU30LLIO HE CEeroaHs.
XoTa Kagp Obla CHAT HECKOJIbKO MUHYT Ha-
33/, OH MOXET BbIMA4eTb Kak GoTtorpadus
U3 NUYHOrO apxmBa. Ténnbin ceeT. Mdrkas
LBeToBasl aTMocdepa. Hekotopas Heonpe-
LeNEHHOCTb. Mbl yXXe He crnpalmBaeM: «Koe-
0a 3mo 6bi10 CHIMO?»

Mbl Ha4YMHaeM YyBCTBOBATb: «4 6ydmo 3mo
NOMHHO».

dddexT Color’92

HACTOALLEE — BOCNTOMMUHAHUE

OAWH OBBEKT — YETbIPE CMbICJIA
Tenepb cpaBHMM pe3ynbTat. Ha Bcex yeTbl-

feels heavier. Concrete becomes more im-
portant. Light becomes less romantic. The
same street that might feel lively and warm
on conventional film begins to appear as
a system of infrastructure, movement, and
pressure.

The Metropolis Effect

CITY — ENVIRONMENT

Metropolis is good at showing not the
beauty of a city, but its character.

REALITY No.4 — COLOR’92

Color '92 often works almost opposite to
the previous films. It may not destroy the
familiar world. It can make it feel even clos-
er. But this is no longer documentary close-
ness. It is the closeness of memory.

The image begins to feel as though it did
not happen today. Although the frame was
made only minutes ago, it may look like
a photograph from a personal archive.
Warm light. A softer chromatic atmosphere.
A certain ambiguity. We no longer ask:
“When was this taken?”

We begin to feel: I feel as if | remember this.”
The Color’92 Effect

PRESENT — MEMORY

ONE SUBJECT — FOUR MEANINGS

Now let us compare the results. In all four
photographs, we are physically looking at
the same park. Psychologically, however,
these are now four different spaces. Purple:
the world became strange. Turquoise: the
world became alien. Metropolis: the world
became harsh. Color'92: the world became
memory. The subject did not change.



péx poTorpadumsax nepeg HaMu GU3NYECKU
OOMH M TOT e napk. Ho ncnxonornmyecku 3to
yXXe YeTblpe pa3HbIX MPOCTPAHCTBA.
Purple: Mup cTan cTpaHHbIM.

Turquoise: MUp CTaN YyXum.

Metropolis: MUpP CTan XXECTKUM.

Color’92: Mmnp ctan namaTbio.

O6bekT He u3meHuncs. U3menunca cnocob
€ro CyLLeCcTBOBaHMS BHYTPU M300paXKeHMs.

NNEHKA KAK UHTEPMNPETATOP

OTclopa nosaBnaeTca BaKHEMLWMI BbIBO/.
[NnéHKa — He NpOCTO HoCUTeNb M3obpaxe-
Husl. OHa 9BNSETCS MHTEpPNpPeTaToOpoOM pe-
anbHocTU. OHa cnocobHa MeHATb IMOLMO-
HanbHY0 TeMnepatypy. Mepapxmto 06beKTOoB.
OTHOLWeHWe yenoBeka K NpocTpaHcTay. axe
OLLYLLLEHME BPEMEHM.

®OTOIPA®D BbIBUPAET HE NMJIEHKY

Ha nepsbit B3rnsag ¢otorpad Bbibupaer
MaTepuan. Ho Ha camMoM gene OH A0MXeH
BbIOMPATb TN peasibHOCTH, KOTOPbIM XO4eT
nony4mtb. ECn Hy)XeH Mup, KOTOpbIN nepe-
ctan bbITb ectectBeHHbIM — Purple. Ecin Hy-
YKEH MUP, KOTOPbIM CTan YyXum — Turquoise.
ECn HYXXHO NOKa3aTb XECTKOCTb MPOCTPaH-
ctBa — Metropolis. ECiv HYy)KHO NpeBpaTUTb
HacToswee B BocnoMmnHaHmne — Color '92.
ITO NPUHLMNMANBHO APYroM NOAXOA K Bbl-
B6opy NNEHKM.

He: «Kakol ysem mHe Hpasumcsi?»

A: «Kakol cmbich 51 Xo4y c030amb?2»

HO HEJ/1b34 NPEBPALLATb NNEHKY B PE-
LENT
34ech CyLecTBYeT ONacHOCTb.

What changed was the way it exists inside
the image.

FILM AS INTERPRETER

This leads to an essential conclusion.
Film is not merely a carrier of the image.
It is an interpreter of reality. It can change
emotional temperature. The hierarchy of
subjects. The relationship between a person
and space. Even the perception of time.

THE PHOTOGRAPHER DOES NOT CHOOSE
AFILM

At first glance, the photographer chooses
a material. But in reality, they should choose
the type of reality they want to create. If
you need a world that has stopped being
natural — Purple. If you need a world that
has become alien — Turquoise. If you need
to reveal the harshness of space — Metrop-
olis. If you need to turn the present into
memory — Color '92.

This is a fundamentally different way of
choosing film.

Not: “Which color do | like?”

But: “What meaning do | want to create?”

BUT FILM MUST NOT BECOME A RECIPE
There is a danger here.

One might decide: Purple always means
strangeness.

Turquoise always means alienation.
Metropolis always means coldness.
Color’92 always means memory.

That would simply become a new dogma.
In reality, film never works independently
from the subject, light, exposure, place,and



MOXHO peLuunTb:

Purple Bceraa o3HayaeT CTPAHHOCTb.
Turquoise Bcerga 03Ha4YaeT YyXXa0CTb.
Metropolis Bceraa o3Ha4yaeT Xosoga.

Color 92 Bcerga 03HavyaeT namsThb.

JT0 661710 6bl HOBOWM 4OrMOMN.

Ha caMoM gene nnéHka Hukorga He paboTta-
€T OTAENbHO OT 00beKTa, CBETA, 3KCMO3ULUMU,
MecTa 1 goTorpada.

Mbl FOBOPMM HE 0 XECTKMX npasunax. Mol
rOBOPMM O TEHAEHLMAX BOCNPUSATUS, KOTO-
pble He0bxo04MMO NPOBEPSTH.

KOHTPOJIbHbIA SKCMNEPUMEHT

[MonpobyiiTe NpoOBECTU 3TOT SKCNEPUMEHT

camocTosTenbHo. Boibepute oanH 06bEKT.

Jlyywwe 3HakoMbIK. MecTo, KOTopoe Bbl XOPO-

o 3HaeTe. CHUMUTE €ro Ha pasHble NNEHKM.

[Nocne nposiBKM He CpaBHMBAWTE CHavana

TEXHMYECKOE Ka4yecTBo.

He cnpawwmsanTe: «Kakas gomoepacpus kpa-

cusee?»

Cnpocute: «B kakoli ¢pomozpaguu obvekm

cman opy2um?»

YETbIPE BOMPOCA K YETbIPEM PEAJIb-

HOCTAM

1. Kakasg nnéHka cunbHee BCEro M3MeHuna
oLLyLLeHMe NPOCTPaHCTBA?

2. Kakag naMeHmna cMbicn obbekTa?

3. Kakas co3gana oulyLlieHme, KOTOporo He
6bl10 B peanbHoOM cueHe?

4. Kakas Bepcus OTKpbINa MHe YTO-TO HO-
Boe?

[locnegHmM BONpoOC BaXKHee BCeX OCTafib-

HbIX.

photographer. We are not talking about rig-
id rules. We are talking about perceptual
tendencies that must be tested.

THE CONTROL EXPERIMENT

Try this experiment yourself. Choose one

subject. Preferably a familiar one. A place

you know well. Photograph it on different

films. After development, do not begin by

comparing technical quality.

Do not ask: “Which photograph is more beau-

tiful?”

Ask instead: “In which photograph did the

subject become something different?”

FOUR QUESTIONS FOR FOUR REALITIES

1. Which film changed the feeling of space
most strongly?

2. Which one changed the meaning of the
subject?

3. Which one created a feeling that was
absent from the real scene?

4. Which version revealed something new
to me?

The final question is more important than

all the others.

FOUR FILMS ARE NOT FOUR FILTERS

If Purple, Turquoise, Metropolis, and Color
‘92 are treated merely as four ready-made
effects, the experiment ends before it be-
gins. We are not interested merely in the
appearance of the film. We are interested in
the relationship between film and subject.
Which film reveals the subject? Which one
disrupts it? Which one creates distance?
Which one brings it closer? That is where
real choice begins.



YETbIPE NJEHKU — HE YETbIPE ®UJIBTPA
Ecnhn BocnpuHuumate Purple, Turquoise,
Metropolis n Color '92 npocTo Kak 4eTbl-
pe rotoBbiX 3 eKTa, 3KCNepUMEHT 3aKaH-
ymMBaeTcs ewe Oo Havyana. Hac nHTepecyet
He BHeLlHWM BMa NNéHKU. Hac nHtepecyer
OTHOLUEHWE MeXAay MNEHKOM M 0ObEKTOM.
Kakasi nnéHka packpbiBaeT 06bekT? Kakas
paspywaet ero? Kakas co34aéT AMCTaHLMIO?
Kakas genaet ero 6amxke? Bot roe HaunHa-
eTcsl HacTosWwMmi BbIGOp.

®OTOrPA®UA HE UMEET OAHOM PEANb-
HOCTU

JT0, BO3MOXHO, [MIaBHbIM pe3ynbTaT Hawero
3KCnepuMeHTa. Mbl MPUBBIKAN CYMTATb, UTO
CyLLeCcTBYeT OOMH 0ObEKT U pa3Hble CNocoobbl
ero usobpaxenus. Jlomorpadusa 3acraBnsi-
eT NOCMOTpEeTb MHaye. Bo3MOXHO, Kaxaas
doTorpaduyeckas cmcteMa Co34aéT CBOK
peanbHOCTb 06bekTa. Toraa kamepa U Naéx-
Ka — He OKHO. OHM — MexaHun3M npeobpa-
30BaHMs.

®OPMVYJA YETbIPEX PEAJIbHOCTEMN
OOWH OBbEKT

e PA3HbI MATEPUAN

 PA3HbIN UBET

» PA3HOE BOCIPUATHUE

e PA3HbI CMbICN

o PA3HAA PEAJIbHOCTb

rMABHbIN BbIBOJ,

Mbl BbiOBMpaeM NNEHKY He nocsie TOro, Kak
pewnsin, 4To 6yneM CHMUMATb. l/lHOI',EI,a MNeH-
KY HY>XHO BblOMpaTb BMeCTe C OTBETOM Ha
BOMpOC: «Bo ymo 5 xo4y npespamums 3mom

A PHOTOGRAPH DOES NOT HAVE ONE RE-
ALITY

This may be the most important result
of our experiment. We are accustomed to
thinking that there is one subject and dif-
ferent ways of depicting it. Lomography
forces us to look differently. Perhaps every
photographic system creates its own reality
of the subject. Then the camera and film
are not a window. They are a mechanism
of transformation.

THE FOUR REALITIES FORMULA
ONE SUBJECT

o DIFFERENT MATERIAL
DIFFERENT COLOR
DIFFERENT PERCEPTION
DIFFERENT MEANING
DIFFERENT REALITY

THE MAIN CONCLUSION

We should not choose film only after de-
ciding what we are going to photograph.
Sometimes film should be chosen together
with the answer to the question: “What do
| want this subject to become?”

Because the same world can exist in pho-
tography in completely different ways.

PURPLE — THE FAMILIAR BECOMES
STRANGE.

TURQUOISE — THE FAMILIAR BECOMES
ALIEN.

METROPOLIS — SPACE BECOMES HARSHER.
COLOR’92 — THE PRESENT BECOMES MEM-
ORY.



06vekm?» [10TOMY YTO OAMH U TOT Xe MUP
cnocobeH cywectBoBaTtb B poTtorpadumm co-
BEPLUEHHO MO-PA3HOMY.

PURPLE — 3HAKOMOE CTAHOBUTCA
CTPAHHbIM.

TURQUOISE — 3HAKOMOE CTAHOBUTCA
YYXUM.

METROPOLIS — NMPOCTPAHCTBO CTAHO-
BUTCA XXECTYE.

COLOR '92 — HACTOSALLEE CTAHOBUTCA
NAMATDIO.

OoANH MUP HE O3HAYAET OAHY PEAJIb-
HOCTb.

ONE WORLD DOES NOT MEAN ONE REAL-
ITY.




36 KAOPOB
36 FRAMES

OauH pynoH — 310 He Habop doTtorpadmii
O6bI4HO nocne NposaBKM NNEHKKU poTorpad
LenaeT o4eHb NPOCTY Bellb: Bblbnpaer
nyywue kagpol. Tpu yaayHbix @oTorpagpum
octatotcs. OcTanbHble ncyesatoT. Mol npea-
naraem cgenatb HaobopoT. He BbiGupaTsb.
[TocMOTpeTb Ha BeCb pynoH uenunkoM. OT
nepBoro Kagpa Ao Tpuauate wectoro. [1o-
TOMY YTO OTAENbHAg GoTorpadms NoKasbiBa-
eT pe3ynbTat. A NONHbIM PYIOH MOKa3biBaeT
npouecc MblwneHns gotorpada.

36 KAOPOB KAK NMOC/IEAOBATEJIbHOCTb
[NepBbii Kagp 1 TpUALATb LIECTOMN peaKo sB-
NSAOTCS OOHUM U TEM Xe pelleHneM. B Hava-
ne gotorpad eweé nencTByeT U3 NpmUBbLIYKMU.
OH mweT 3HakoMyl KoMnosuumtio. Npose-
psieT 06bekT. OueHnBaeT cBeT. [MbiTaeTca
MOHATb, KAK MaTepuan pearupyeT Ha OKpy-
XaloWMn MUp. 3aTEM HAYMHAKT NPOUCXO-
ANTb OTKIOHEeHMS. OOMH Kaap OKa3blBaeTCs
CIMWIKOM TEMHbBIM. [1pyron — HeoXunaoaHHo
pe3kuM. TpeTui nony4vaeT LBET, KOTOPOro

One Roll Is Not a Collection of Photographs
Usually, after a roll of film is developed, the
photographer does something very simple:
selects the best frames. Three successful
photographs remain. The rest disappear. We
propose doing the opposite. Do not select.
Look at the entire roll. From the first frame
to the thirty-sixth. Because a single photo-
graph shows a result. A complete roll shows
the photographer’s process of thinking.

36 FRAMES AS A SEQUENCE

The first frame and the thirty-sixth are rare-
ly the same solution. At the beginning, the
photographer is still working from habit.
They look for a familiar composition. They
test the subject. They evaluate the light.
They try to understand how the material
responds to the surrounding world. Then
deviations begin to appear. One frame is
too dark. Another is unexpectedly sharp.
A third produces a color the photographer
did not expect.



doTorpad He oxupgan. Ha natom kagpe no-
anseTca naesa. Ha gecatom — nostop. Ha
NATHaALATOM — MOMbITKA CAenaTtb 3TO CO-
3HaTenbHO. Tak NoABNAETCS pa3BUTHeE.

KOHTAKTHbIN JINCT — KAPTA MbILLJIEHWS

Jlyywnin cnocob cMoTpeTb Ha PYyNOH — KOH-

TaKTHbIM NUCT. BCce Kagpbl HAX0OaTCs nepen,

rnasamMm ogHoBpeMeHHOo. Henb3s cnpsTatb

OWKBKK. Henb3sg nokasaTb TONbKO yaauMm.

BuaHa nocnenosatenbHOCTb. Mbl HaYMHaeM

3aMeyaTb TO, YTO HEBO3MOXHO YBMAETH MO

oTAEeNbHbIM GoTorpadusm.

Hanpumep:

e Kakon obbekT doTorpad NOCTOSHHO
ULET;

* C KaKOW OMCTaHUMM OH npepnoymTaet
paboTaTh;

* KOrAa HaYMHAET MEHSTb KOMMO3ULMIO;

* [[e NosIBNAeTcs owmnbka;

* MOBTOPSIETCA IN OHA;

°* 1 B KaKOM MOMEHT C/1y4anHOCTb CTaHO-
BUTCS peLUeHMEM.

KOHTAKTHbIM NUCT — 3TO He apXMB. ITO KapTa

ABUXKEHUS MbIC/IN.

NI0XOMN KALP — 3TO AAHHbIE

B WRONG PHOTOGRAPHY nnoxow kagp He
YHMUUTOXAETCS aBTOMATUYECKM.

CHavana 3apgaétcs Bonpoc: noYeMy OH nno-
xon? NpomMax ¢okyca? CIUWKOM OANHHAS
Bblgepxka? HesepHbln ueet? CnyyamHbIn
yenosek B KoMnosunumm? 3aceeTka? Hepo-
aepxxka?

MNocne 3TOro NosBnsieTCs BTOPOM BOMPOC:
4YTO MMEHHO 3Ta owwmnbKa caenana c nsobpa-
XeHuem?

By the fifth frame, an idea appears. By the
tenth, a repetition. By the fifteenth, an at-
tempt to make it deliberate. This is how
development begins.

THE CONTACT SHEET IS A MAP OF THINK-

ING

The best way to look at a roll is through

a contact sheet. All the frames are visible

at once. Errors cannot be hidden. Only suc-

cesses cannot be displayed. The sequence

becomes visible. We begin to notice what

cannot be seen in isolated photographs.

For example:

e which subject the photographer keeps
searching for;

e what distance they prefer to work from;

» when they begin changing composition;

e where an error appears;

e whether it repeats;

e and at what point chance becomes a de-
cision.

A contact sheet is not an archive. It is a map

of the movement of thought.

A BAD FRAME IS DATA

In WRONG PHOTOGRAPHY, a bad frame is
not automatically discarded. First, we ask
a question: Why is it bad? Missed focus? Too
long an exposure? Wrong color? A random
person entering the composition? A light
leak? Underexposure? Then a second ques-
tion appears: What exactly did this error
do to the image? If it added nothing, it is
simply an error. But if the image became
more unsettling, faster, stranger, deeper, or
emotionally stronger, then we have gained
information.



Ecnn oHa HM4Yero He gana — 3TO NpPOCTO
owmnbka. Ho ecnmn nsobpaxkeHne ctano Tpe-
BOXHee, bbiCTpee, CTpaHHee, rybxe nnm
3MOUMOHANbHO CM/IbHEE — Y HAC NOsSIBUNACH
MHPOpMaLMS.

HE ULLMTE NYYLLWNIA KALP

Ha nepBoM npocMOTpe 3aganTe opyrom Bo-
npoc: Kakon Kagp otamMyaeTcs OT oCTalb-
HbiX? He caMbi Kpacusbii. He caMbii Tex-
HWYECKM NpaBUbHbIN. A TOT, BO3/1€ KOTOPOro
X04Y€eTCS OCTAHOBUTLCS. BO3MOXHO, UMEHHO
TaM 3KCNepUMEHT CKa3an 4YTo-To,4ero ¢oTo-
rpad eweé He NOHMMaeT. TakoM Kaap HYXXHO
oTMeTUTb. He kak nobeautensi. A Kak aHo-
Manutio.

UIWLHUTE NOBTOP

OpgHa aHoManus ewg HMYero He 4OKA3bIBAET.
Ho ecnn noxoXxui pesynbTaT BO3HMKAET
HEeCKOMIbKO pa3, cuTyaums MeHseTcq. [Jony-
CTUM, Ha Kaapax 7,14 n 23 BO3HMKAET oam-
HaKOBbIM LLBETOBOW KOHMNMKT. Ha BCcex Tpéx
doTorpadumax KpacHblM 06BbEKT CTAHOBUTCS
KOMMO3MLUMOHHBIM LLEeHTPOM Noc/e LIBETOBO-
ro CABMra. 70 yXKe UHTepecHO. Mbl nonyuu-
N1 BO3MOXHY 3aKOHOMepHOCTb. PopMmyna
HauYMHaeT BbIra4eTb TakK:

AHOMAJIUA — NOBTOP — 3AKOHOMEP-
HOCTb

HAMOWUTE NOBOPOTHbIA KALP

B xopowem akcnepuMMeHTe 4acTo CyLLLeCcTBY-
€T MOMEHT, Koraa nosegeHune ¢gotorpada
MeHsieTcs. [1o 3Toro oH NnpocTto cHumaer. [o-
e — yXe NposepsieT HAMOEHHYI0 NAeto. 310
M eCTb NOBOPOTHbIM Kaap.

DO NOT LOOK FOR THE BEST FRAME
During the first review, ask a different ques-
tion: Which Frame Is Different from the
Others? Not the most beautiful. Not the
most technically correct. But the one that
makes you stop. Perhaps that is where the
experiment said something the photogra-
pher does not yet understand. That frame
should be marked. Not as the winner. But
as an anomaly.

LOOK FOR REPETITION

One anomaly proves nothing. But if a sim-
ilar result appears several times, the sit-
uation changes. Suppose the same color
conflict appears in frames 7,14, and 23.

In all three photographs, a red object be-
comes the compositional center after
a color shift. That is already interesting.
We may have found a pattern. The formula
begins to look like this:

ANOMALY — REPETITION — PATTERN

FIND THE TURNING FRAME

In a good experiment, there is often a mo-
ment when the photographer’s behavior
changes. Before that, they are simply pho-
tographing. After that, they begin testing
a discovered idea. This is the turning frame.
For example:

frames 1-10 — search;

frame 11 — accidental color anomaly;
frames 12-18 — attempt to understand it;
frames 19-27 — deliberate repetition;
frames 28-36 — use of the discovered prin-
ciple.

Then the roll becomes almost a story.



Hanpumep:

kKagp 1-10 — nowmck;

kagp 11 — cnyyaiHas LBeToBas aHOManus;
Kagpbl 12-18 — nonbITKa NOHSATL €€;
Kagpbl 19-27 — co3HaTenbHOE NOBTOPEHME;
Kagpbl 28-36 — MCNONb30BaHME HAWOEH-
HOro NMpUHLUMMNA.

Torpa pynoH npespalaeTcs NoYTM B pac-
CKas.

36 KAOPOB NOKA3bIBAKOT U3MEHEHUE
DOOTOMPADA

CaMoe MHTepecHoe NpPoUCXOAUT He C 06b-
ekToM. OHO npoucxoguTt ¢ poTtorpadom.
B Hayane pynoHa OH NogxoamT K 06bekTy
C OOHUM npeacTaBneHnem. K KoHLy — yxe
C ApyruM. MameHseTtcsa guctaHums. Komno-
3uums. Putm. Dkcnosnuyms. Boibop MOMeHTa.
Yenosek yumTCcs NpsiMO BHYTPW PYNOHa.
lNo3TtoMy 36 KaapoOB — 3TO HE TONbKO WU30-
OpaxeHns ob6bekTa. OTO cnep U3MEHEeHMUS
caMmoro ¢otorpada.

SKCNEPUMEHT COLOR

Ona nepsoro HoMmepa WRONG
PHOTOGRAPHY Mbl npegnaraem npocTom
akcnepuMeHT. OguH pynoH. OgnH o6bekT.
OavH uBeToBor Bonpoc. Hanpumep: Yto
Purple penaet c 3enéHoi ropoackomn cpe-
pon? Mnn: Kak Turquoise MeHseT yenose-
YeCKYH KOXY Ha ynuue?

Nnu: MoxeT nn Metropolis npespaTtuTb con-
HEeYHbIM ropof B XECTKOE NPOCTPaHCTBO?
Nnu: Koraa Color '92 HauMHaeT npeBpawatb
HacTosLee B BOCNOMUHaHMe?

[Nocne 3TOro CHMMaeTCs BeCb PY/OH.

bes cMeHbl rnaBHoro Bonpoca.

36 FRAMES SHOW THE PHOTOGRAPHER
CHANGING

The most interesting thing does not hap-
pen to the subject. It happens to the pho-
tographer. At the beginning of the roll, they
approach the subject with one idea. By the
end, they approach it with another. Distance
changes. Composition. Rhythm. Exposure.
The choice of moment. The photographer
learns directly within the roll. That is why
36 frames are not only images of a subject.
They are a trace of the photographer’s own
transformation.

THE COLOR EXPERIMENT

For the first issue of WRONG PHOTOGRA-
PHY, we propose a simple experiment.
One Roll. One Subject. One Color Question.
For example: What does Purple do to
a green urban environment?

Or: How does Turquoise change human skin
in the street?

Or: Can Metropolis turn a sunny city into
a harsh environment?

Or: When does Color '92 begin turning the
present into memory?

Then shoot the entire roll. Without chang-
ing the main question.

DO NOT CHANGE EVERYTHING AT ONCE

If the subject, light, camera, lens, film, and
exposure all change at once, we get chaos.
An experiment requires limitation.

It is therefore useful to keep:

e One camera;

e one film;

e one main type of subject;



HE MEHAWNTE BCE CPA3Y

Echn ogHOBpeMeHHO MeHATb 00bEKT, CBET,
Kamepy, 06beKkTUB, NAEHKY M IKCMO3ULMIO,
Mbl MOIYYMM Xa0C. DKCNepuMeHT Tpebyet
orpaHuyeHus. [103ToMy xenaTtenbHO coxpa-
HWUTD:

e OOHY KaMmepy;

e OAHY MJIEHKY;

e OAMH OCHOBHOW TUM 0ObEKTA;

e OAMH BONpOC.

MeHsieTcs TONbKO CUMTyaLms BHYTPU Kaapa.

PYNOH HY>XKHO YATATb TPU PA3A
MepBbit npocMOTp — 6€3 OLEHKH

[NpocTo nocMoTpeThb Bce 36 Kagpos. He BbI-
6upaTtb. He yoansate. He 0bbsicHaTb. Tonbko
YBUAETb BECb pe3yNbTaT.

BTopoit npocMOTp — UCKaTb OTKIOHEHUS
OT™MeTUTb:

* HeoOblYHbIN LBET;

e (CMa3;

* HEOXMAAHHYK KOMMNO3MLMIO;

* U3MEHEeHMe CBeTa;

* 3aCBeTKY;

e CNy4YanHoe CoBMageHue.

TpeTuit NpoCMOTp — UCKaTb CUCTEMY
Tenepb 3a0aéM BOMPOC: YTO NOBTOPSETCA?
BoT 3pecb HauMHaeTcs nccnenoBaHue.

NACNOPT PYJIOHA

Ona kaxporo skcnepumeHta WRONG
PHOTOGRAPHY cTOUT COXpaHATb KOPOTKMIA
nacnopr.

MnéHka: Kakas MCnonb30oBanaCh.

Kamepa: yemM cHumanu.

O6bekT: YTo UccnenoBanu.

Bonpoc: 4To xoTenu BbISICHUTD.

e oOne question.
Only the situation within the frame chang-
es.

THE ROLL SHOULD BE READ THREE TIMES
First Viewing — Without Judgment

Simply look at all 36 frames. Do not select.
Do not discard. Do not explain. Simply see
the whole result.

Second Viewing — Look for Deviations
Mark:

e unusual color;

e blur;

e unexpected composition;

e change in light;

e light leak;

e accidental coincidence.

Third Viewing — Look for a System

Now ask: What repeats?

This is where research begins.

ROLL PASSPORT

For every WRONG PHOTOGRAPHY experi-
ment, it is useful to keep a short passport.
Film: which film was used.

Camera: what camera was used.

Subject: what was investigated.

Question: what we wanted to discover.
Expectation: what we expected to get.
Anomaly: what turned out to be unexpect-
ed.

Repetition: did the effect appear again.
Conclusion: what should be tested on the
next roll.

This is how photography becomes an accu-
mulation of knowledge.



OXupaHue: YTo npegnoniaranu NosyYUTh.
AHOManus: 4To 0Ka3an0Cb HEOXMOAHHbLIM.
[NoBTOp: BO3HMK NN 3P PeKT CHOBA.

BbiBOA: UTO CTOUT NpOBEpPUTL CleayWwmMm
PYJIOHOM.

Tak oTorpaduma npespalLaeTcs B HaKomne-
HUEe 3HaHMUS.

3AY4YEM MNMOKA3bIBATb BCE 36 KAIPOB?
[MoTOMy 4TO KpacmBbIM OTOOP CO34AET UNNHO-
3ut0. OH nokasbiBaeT ¢poTorpada Tak, byaro
TOT BCeraa 3Han, uto genaet. Ho HacToawmi
TBOPYECKMI NPOLLECC YCTPOEH MHAYe. TaM
ecTb ownbkn. CoMmHeHus. MosTopbl. Tynu-
Ku. CnyyaHoCTU. | BHE3anHble OTKPbITUS.
MMeHHO NO3TOMY ANS HALLero XXypHana Becb
PY/IOH MHOTAA LeHHee OOHOM uAaeanbHOWM
doTorpapum.

OT 36 KAOPOB — KO BTOPOMY PYJIOHY
[NlepBbli pyNoH He AOMKEH 3aKaHYMBATb KC-
nepuMeHT. OH JOMKEH CO34aTb CNeayoLni
Bonpoc. Ecin obHapyxeHa uHTepecHas 3a-
KOHOMEPHOCTb, BTOPOM PYNIOH HYXEH Yyxe
He o014 nomcka. OH HyeH ang nposepku. To,
4YTO B NEPBOM PYNOHE BO3HUKIIO CJIy4aNHO,
BO BTOPOM Mbl MbITaEMCS BbI3BaTb CO3Ha-
TeNbHO. Tak BO3HUKAET nepexon;

NEPBbIA PYNIOH — OTKPbITUE.

BTOPOW PYJIOH — NMPOBEPKA.

TPETUM PYJIOH — METOL.

36 KAOPOB — OTO HE OTPAHUYEHUE

Ha nepBbi B3rnag uMdpoBas KaMepa aaét
6onble ceoboabl.

MOXHO CHATb Thica4yy doTorpadpuin. Ho
MMEHHO OrpaHUYEeHHOE KONMYeCTBO KaapoB

WHY SHOW ALL 36 FRAMES?

Because a beautiful selection creates an il-
lusion. It makes the photographer appear as
though they always knew what they were
doing. But the real creative process works
differently. There are mistakes. Doubts. Rep-
etitions. Dead ends. Accidents. And sudden
discoveries. That is why, for our magazine,
an entire roll can sometimes be more val-
uable than one perfect photograph.

FROM 36 FRAMES TO THE SECOND ROLL
The first roll should not end the experi-
ment. It should create the next question.
If an interesting pattern is discovered, the
second roll is no longer used simply for
searching. It is used for testing. What ap-
peared accidentally in the first roll, we try
to produce deliberately in the second.
This creates the transition:

FIRST ROLL — DISCOVERY.

SECOND ROLL — TEST.

THIRD ROLL-METHOD.

36 FRAMES ARE NOT A LIMITATION

At first glance, a digital camera offers more
freedom. You can take a thousand photo-
graphs. But it is precisely the limited num-
ber of frames that gives the experiment
form. There is a beginning. There is devel-
opment. There is an ending. And after it,we
can ask: What changed between frame No. 1
and frame No. 367

If only the image changed, the experiment
was weak. If the way of seeing changed, the
experiment succeeded.



3aCTaBnsieT 3KCnepuMeHT MMeTb hopmy. EcTb
Hayano. Ectb passuTtue. EcTb KoHew,. N nocne
Hero MOXHO 3a4aTb BONPOC: YMo U3MEHU-
10cb mexdy kadpom N° 1 u kadpom N° 36?7

Ecnn n3MeHMnocb ToNbKo M306paxkeHne —
3KCNepuMeHT bbin cnabbiM. Ecin namenmncs
cnocob BMAETb — 3KCMNEePUMEHT COCTOANCS.

®OPMYJIA WRONG PHOTOGRAPHY
OOWH BOMPOC

« OJHA NJIEHKA

« 36 KAOPOB

o KOHTAKTHbIV TNCT

« AHOMAJINA

« [IOBTOP

o 3AKOHOMEPHOCTb

« HOBbIV BOMPOC

MABHAA MbICJ1b

He nokasbiBante HaM TONIbKO poTorpacduio,
KoTopas nonyymnach. [NokaxuTe, Kak Bbl
K Her npuwnu. [oToMy 4To MHOrAA Cambli
BAXKHbIN Kaap Ha py/OHE — He NyYLMiA. ITO
TOT Kagp, nocne Kotoporo ¢otorpad Havan
BMAETb MHAYeE.

36 KAPOB — 2TO HE 36 PE3YJ/IbTATOB.
3TO 36 WAIOB K OTKPbITUIO.

THE WRONG PHOTOGRAPHY FORMULA
ONE QUESTION

e ONE ROLL

* 36 FRAMES

o CONTACT SHEET

o ANOMALY

o REPETITION

o PATTERN

« NEW QUESTION

THE MAIN IDEA

Do not show us only the photograph that
worked. Show us how you arrived at it. Be-
cause sometimes the most important frame
on a roll is not the best one. It is the frame
after which the photographer began to see
differently.

36 FRAMES ARE NOT 36 RESULTS.

THEY ARE 36 STEPS TOWARD A DISCOVERY.







BU3YAJIbHOE

NCCJIEOOBAHUE

OauH ropop, nocne foxaa

Mbl BbIOpanu 06bIYHYIO TOPOACKYHO YAULLY.
He ncrtopnyeckmnn ueHTtp. He 3HaMeHuTOE
mMecTo. He kpacuByto aekopaymio. O6biu-
Hbl NepeKpécTok nocie foxaa. Mokpblin
acdanst. ABTOOYCHas ocTtaHoBKa. Heckonb-
KO aepesbeB. [Tpoxoxune. ABToMoounu. Bu-
TpuHbl. CBeT. Hnyero ocobeHHoro. MMeHHO
MO3TOMY 3TO XOpPOLMI 0ObEKT Ans 3KCne-
pUMeHTa.

BOMNPOC

Y10 NpoM30MAET C 0BbIYHBIM FOPOAOM, EC/IU
M3MEHUTb He 0BbEKT, a LBET ero CyL,ecTBo-
BaHMS? Mbl He MWEM KpacmByl (oTorpa-
®UI0. Mbl MLWEM MOMEHT, KOraa 3HakomMoe
NPOCTPAHCTBO NEPECTAET ObITb 3HAKOMbIM.

KALP 01

[o npespaweHus

Cepbit achanst. 3enéHble aepeBbsl. KpacHbii
aBTOMOOW/Ib.

One City After Rain

We chose an ordinary city street. Not a his-
toric center. Not a famous location. Not
a beautiful backdrop. An ordinary intersec-
tion after rain. Wet asphalt. A bus stop. Sev-
eral trees. Pedestrians. Cars. Shop windows.
Light. Nothing special. That is exactly why
it is a good subject for an experiment.

THE QUESTION

What Happens to an Ordinary City If We
Change Not the Subject, but the Color of Its
Existence? We are not looking for a beau-
tiful photograph. We are looking for the
moment when familiar space stops being
familiar.

FRAME 01

Before Transformation

Gray asphalt. Green trees. A red car. A frag-
ment of blue sky. The city looks exactly as
we expect it to.



[onybon dparmeHT Heba. lopoa BbIrAQUT
MMEHHO Tak, KakK Mbl 0XXMaaeMm oT Hero. Ha-
6noaeHne: Mbl Y3HAEM NPOCTPAHCTBO MOYTH
MIFHOBEHHO.

KAQP 02

Mepsbiii casur

MNocne poxaq B achanste NOABASETCS OTpa-
xeHue. ObblYHag BbiBECKa NpeBpaLlaeTcs
B KpacHoe nsaTHo. Hebo yaBanBaeTcs B nyxe.
N306paxeHue eweé peannctmyHo. Ho ort-
paXXeHWe yXKe HAYMHAET XMUTb OTAENbHO OT
obbekTa.

KALP 03

LiBeT HauMHaeT BMeLIMBaTbCA

3enéHblin 6onblue He BbIMMSAUT HENTPaNb-
HbIM. TeHM CTaHOBATCS XonoaHee. KpacHbin
HauMHaeT LOMUHMpPOBATb. [opopg TOT Xe. Ho
ero 3MOoLUMOHaNbHAg TeMMepaTypa yxe u3-
MeHWNacsb.

KALP 04

HepeBo nepecTaér 6biTb AEPEBOM
PactutenbHOCTb MpnobpeTaeT LBeT, KOTOpOo-
r0 Mbl HE OXXKAA€EM. Mbl BCE elE NOHUMAEM,
4yTO Nepen Hamu gepeso. Ho aBTomMaTuue-
CKO€ y3HaBaHWe HapyLeHOo. Mbl HauMHaem
CMOTpeTb Aonblue. BoT nepBbiii pesynbtaTt
3KCNepMMEHTa.

KALP 05

YenoBek BHYTpU HENpPaBUJIbHOIO LiBETa

B kagpe nossnaetca npoxoxui. OH HMYero
He aenaet. [Npocto naét. Ho HeobblyHas uge-
TOBas cpena MeHsieT ero posb. OH yXe He
006bIYHbIN NpOxXoXxmn. OH CTAaHOBMUTCS nep-
COHaXXeM NPOCTPaHCTBA.

Observation: we recognize the space almost
instantly.

FRAME 02

The First Shift

After the rain, a reflection appears in the as-
phalt. An ordinary sign becomes a red stain.
The sky doubles in a puddle. The image is
still realistic. But the reflection is already
beginning to live independently from the
subject.

FRAME 03

Color Begins to Intervene

Green no longer looks neutral. The shadows
become colder. Red begins to dominate. The
city is the same. But its emotional temper-
ature has already changed.

FRAME 04

The Tree Stops Being Just a Tree
Vegetation acquires a color we do not ex-
pect. We still understand that we are look-
ing at a tree. But automatic recognition has
been disrupted. We begin to look longer.
This is the first result of the experiment.

FRAME 05

A Person Inside Wrong Color

A pedestrian enters the frame. They are do-
ing nothing. Simply walking. But the unu-
sual color environment changes their role.
They are no longer an ordinary pedestrian.
They become a character within the space.

FRAME 06
Color Creates Distance



KAOP 06

LiseT co3paéTt aAucTaHUMIO

Ta e ynuua HauMHaeT BbIMNSAETb TaK, CNOB-
HO HAaX0AMTCa B Apyrom ropoge. XoTs ap-
XUTEKTYpa He M3MeHunacb. Mbl 3HaeM 370
MecTo. Ho nepectaéM ero y3HaBaTb 3MOLM-
OHaJIbHO. 3HAaKOMOE CTaNo YYXUM.

KAOP 07

Cmas

ABTOMOOMNbL NPOXOAMT Yepes Kaap BO Bpe-
M$S1 OJIMHHOM BblAEPXKKWU. TEXHUYECKM M30-
BpaxeHue CcTano MeHee ToYHbIM. HO ropoz
nonyuymn gsmxkeHue. Tenepb Mbl BUAUM He
aBTOMOOWb. Mbl BUOUM CKOPOCTb.

KALP 08

3acBeTKa

o Kpato Kagpa nosiBAsSeTCs Nosoca CeeTa.
OHa He cyuwecTtBoBana Ha ynuue. OHa no-
SIBU1IACb TONIbKO BHYTpM doTorpadumn. 310
BaXKHbIM MOMeHT. DoTorpadus HauMHaeT co-
AepXaTb TO, 4Yero He 6bIN0 nepen Kamepomn.

KALP 09

PeanbHOCTb NnepecTaéT 6biTb €AUHCTBEHHOM
Mokpas ynuua oTpaxkaeT LBeT. 3acBeTKa
pobasnset HOBbIM CNon. [IBuxKeHMe paspy-
waet popMy aBToMobuns. [néHka MeHaeT
LBET pacTuTenbHOCTU. [epep HamMu yxe He
NpocTo pernctpaums coboitma. Mepen Hamm
HOBasi Bepcusl cobbITH.

KAOP 10

lfopoa Kak cocTosiHue

K 3TOMYy MOMEHTY CTaHOBMUTCS SICHO: Mbl Ne-
pectanu dotorpadpupoBaTb NEPeKPECTOK.

The same street begins to look as though
it belongs to another city. Although the ar-
chitecture has not changed. We know this
place. But we stop recognizing it emotion-
ally. The familiar has become alien.

FRAME 07

Blur

A car passes through the frame during
a long exposure. Technically,the image has
become less precise. But the city gained
movement. Now we do not see a car. We
see speed.

FRAME 08

Light Leak

A band of light appears along the edge of
the frame. It did not exist in the street. It
appeared only inside the photograph. This
is an important moment. The photograph
begins to contain something that did not
exist in front of the camera.

FRAME 09

Reality Stops Being Singular

The wet street reflects color. The light leak
adds another layer. Movement destroys the
shape of the car. Film changes the color
of vegetation. We are no longer simply re-
cording an event. We are looking at a new
version of the event.

FRAME 10

The City as a State

By this point, something becomes clear:
we have stopped photographing an inter-
section.



Mbl poTorpadpupyem oLuylieHne ropoaa. Xo-
nopa. Oxupaxue. loxapb. [1smxeHune. OonuHo-
yecTBo. LigeT.

KAOP 11

MamaTb

Yepes HekoTOpoe BpeMs OOMH U3 KaapoB
HaYMHaEeT BbIrNa4eTb He Kak goTorpadusa
cerofHswHero aHs. OH BbIrNSAUT TaK, CJTOBHO
cobbITME MPOU3O0LWNIO AABHO. XOTA Mexay
CbEMKOW M NMPOCMOTPOM MPOLLSIO COBCEM
HEMHOro BpeMeHu. LiBeT nameHun owyuie-
HUEe BpEMEHM.

KAQP 12

MocnepHuit Kapp

Mbl BO3BpaLLAEMCS MOYTU B Ty XKE TOUKY,
C KOTOpOM HaumHanu. [Nepen HaMKM CHOBA
TOT XXe nepeKpeCTok. Ho Tenepb OH yXe He
KakeTcst 00blvHbIM. MI3MeHWnCca He ropoga,
MN3MeHMnCcsa Haw cnocob cMOTpPETb Ha Hero.

YTO Mbl YBULOENA?

Ha npotskeHumn cepmm 06bEKT NpakTUYECKH
He MeHsINcs.

MeHanuce:

* LBET;

* CBET;

e [BWXEHMUeE,;

e (CTeneHb CYy4anHOCTH;

e OTHOWeHMe doTorpada K 06bEKTY.

M 3TOro oka3anocb A0CTAaTOYHO, YTOObI OAMH
W TOT XXe ropoACKON pparMeHT Hayan cyue-
CTBOBATb COBEPLLUEHHO MO-Pa3HOMY.

MABHOE HABJTIOAEHUE
B Hauyane akcnepuMeHTa Mbl poTorpadupo-

We are photographing the feeling of the
city. Cold. Waiting. Rain. Movement. Lone-
liness. Color.

FRAME 11

Memory

After some time, one frame begins to look
less like a photograph of today. It looks as
though the event happened long ago. Even
though very little time has passed between
photographing and viewing. Color changed
the perception of time.

FRAME 12

The Final Frame

We return almost to the same point where
we began. The same intersection is in front
of us again. But now it no longer feels or-
dinary. The city did not change. Our way of
looking at it changed.

WHAT DID WE SEE?

Throughout the series, the subject itself

barely changed.

What changed were:

e color;

e light;

¢ movement;

e the degree of chance;

e the photographer’s relationship to the
subject.

And that was enough for the same frag-

ment of the city to begin existing in com-

pletely different ways.

THE MAIN OBSERVATION
At the beginning of the experiment, we



BaJIX TO, YTO HAXOAMNOCH Nepes KaMepou.
B KOHUe Mbl Hayanu doTorpapmpoBaThb TO,
4YTO MPOMCXOAMN0 Mexay 0b6bekToM, MaTe-
PManoM M HalWMM BOCNPUSTMEM. DTO MPUH-
LUMNKMANbHasa pasHuua.

BU3YAJIbHOE UCCJIENOBAHUE HE ULLET
WOEAJIbHbIA KALP

Y 3TOM Ccepum HeT obs3aTenbHOro nobeam-
Tena. Kagp N2 4 moxeT 6bITb BaxkHee Kagpa
N2 10. He noToMmy, 4TO OH KpacuBee, a NoTo-
MY, YTO MMEHHO TaM BMepBble NPOM30LWI0
n3MeHeHue. Ins nccnenoBaHus 310 BaxHee
3CTEeTMYECKOro penTmHra.

KAK YATATb BU3YAJIbHYIO CEPUIO

He cnpawwuBanTe cpasy: «Kakol kadp MHe
Hpasumcs?»

Cnpocwute: «[locne kakozo kadpa s Ha4yan eu-
demb 06bekm uHave?»

JTO 1 eCTb TOYKA OTKPbITHS.

BbIBOL,

Mbl Ha4yanu ¢ 06bIMHOrO NepekpécTka. Mol
He MeHanu ropod. Mbel MeHanm cnocob ero
doTorpadpumyeckoro cywecrsoBaHus. M B ka-
KOW-TO MOMEHT 3HAaKOMbI 00beKT nepecTan
6bITb dOHOM. OH CHOBA CTan BOMpPOCOM.

BU3YAJIbHOE MCCNIEAOBAHUE HAYUHA-
ETCA HE TOrAA, KOraA Mbl HAXOOUM
KPACMBbIN KALP.

OHO HAYUHAETCSH TOr4A, KOraA rneu-
BblYHbIA OBBbEKT BAPYI MEPECTAET
bbiTb AJ19 HAC NMPUBbIYHbIM.

photographed what was in front of the
camera. By the end, we began photograph-
ing what was happening between the sub-
ject, the material, and our perception. This
is a fundamental difference.

VISUAL RESEARCH DOES NOT SEARCH FOR
THE PERFECT FRAME

This series does not need a winner. Frame
No. 4 may be more important than Frame
No. 10. Not because it is more beautiful.
But because that may be where the first
real change occurred. For research, that is
more important than aesthetic ranking.

HOW TO READ A VISUAL SERIES

Do not immediately ask: “Which frame do
| like?”

Ask instead: ‘After which frame did | begin to
see the subject differently?”

That is the point of discovery.

CONCLUSION

We began with an ordinary intersection. We
did not change the city. We changed the
way it existed photographically. At some
point, the familiar subject stopped being
background. It became a question again.

VISUAL RESEARCH DOES NOT BEGIN WHEN
WE FIND A BEAUTIFUL FRAME.

IT BEGINS WHEN A FAMILIAR SUBJECT SUD-
DENLY STOPS BEING FAMILIAR TO US.







YTO A OTKPbIJ1?
WHAT DID | DISCOVER?




B KOHUe 3KcnepuMeHTa AO/MKEH OCTaTbCS
He 3¢ dekT

Mbl npoLun BeCb NyTb MEPBOro Homepa. Mol
Crpocmnu, 3a4eM Ham nomorpagdwus. lNove-
MY MMEHHO OHa CNoCoBHa BbIBOAUTbL HOTO-
rpada 3a npenensl NpUBbIYHOIO. YTO C Heu
aenatb. Kak ncnonb3oBaTtb €€ B peanbHOM
doTorpadmyeckon npakTnke. Mol U3MeHSNN
uset. CpaBHMBanu nnéHku. CMoTpenu Bechb
pynoH. Habntopganu 3a ownbkamu. Mckanm
NOBTOPLI. Tenepb OCTAETCS NocnenHui Bo-
npoc.

UTO 4 OTKPbIT?

OTKpbITME — 3TO HE NyYLUMI Kaap

OuyeHb N1erko 3aKOHYMTb IKCNEPUMEHT BblOO-
poM 0ogHOW KpacuBon doTorpaduu. [Nose-
CUTb €€ Ha cTeHy. Onybaunkosate. MNonyuntsb
peakumto. M cuntaTb paboTy 3aKOHYEHHOMN.
Ins WRONG PHOTOGRAPHY 3toro Hepo-
CTaToO4HO. Hac nHTepecyeT He Tonbko: «Ymo
nosy4qunoce?» Hac uutepecyert: «4Ymo s me-
nepe 3HAKW MAakozo, 4e2o He 3Haa 00 Ha4Yana
CbEMKU?»

BoT 370 1 ecTb HacTosIWee OTKPbITHE.

A OTKPbIJ1,YTO UBET — 5TO HE YKPALLE-
HUE

B Hauyane uBeT MOXeT Ka3aTbCs TONbKO
BHELIHUM CBOMCTBOM (oTorpadpuun. duo-
NneToBbIn. bupto3oBbii. MNpUrnyweEHHbIN. Té-
nabli. Ho nocne akcnepmMMeHTa CTaHOBUTCS
SICHO: LBET CNocobeH MeHATb He noBepx-
HOCTb M300paxeHust,a ero cMbicn. OgHO M TO
Xe AepeBo CTAHOBUTCS APYrMM OObEKTOM.
OpnHa u Ta e ynuua — ApYruM npocTpaH-
ctBOM. OQMH U TOT Xe YenoBek — ApYyrum
MepCoOHAXEM.

At the End of the Experiment, an Effect
Should Not Be All That Remains We have
gone through the entire journey of the first
issue. We asked why we need lomography.
Why it is capable of taking the photogra-
pher beyond the familiar. What to do with it.
How to use it in real photographic practice.
We changed color. We compared films. We
examined the entire roll. We observed er-
rors. We searched for repetitions. Now one
final question remains.

WHAT DID | DISCOVER?

Discovery Is Not the Best Frame

It is very easy to end an experiment by
slecting one beautiful photograph. Hang
it on the wall. Publish it. Receive a reac-
tion. And consider the work complete. For
WRONG PHOTOGRAPHY, this is not enough.
We are interested not only in: “What
worked?”

We are interested in:

“What do | know now that | did not know
before | started shooting?”

That is the real discovery.

| DISCOVERED THAT COLOR IS NOT DECO-
RATION

At first, color may seem to be merely an
external property of a photograph. Purple.
Turquoise. Muted. Warm. But after the ex-
periment, something becomes clear: Color
can change not merely the surface of the
image, but its meaning. The same tree be-
comes a different subject. The same street
becomes a different space. The same per-
son becomes a different character.



9 OTKPbIJ1, YTO NNEHKA HE HEATPAJIbHA
Jlo 3KkcnepuMeHTa MOXHO AyMaTb: 0ObeKT
cywecTByeT caM no cebe, a NNEHKA NMLWb
3anuncbIBaeT ero.

[Tocne cpaBHeHus Purple, Turquoise,
Metropolis n Color '92 310 npeancraBneHune
CTAHOBMUTCS CIMWKOM NpOCTbIM. MaTepuan
BMewwuBaeTcs. OH ycMnmMBaeT O4HM OTHO-
weHus. Ocnabnset apyrue. MeHgaeT sMoumo-
HanbHyto TeMnepatypy. Co30aéT AUCTaHUMIO.
Co3paét namatb. Co30aET CTPAHHOCTb.

A OTKPbIJ1, YTO OLUMBKA MOXKET BbiTb
NOACKA3KON

He kaxnpaa owwnbka nonesHa. Ho HekoTo-
pble OWKNOKKM NoKa3sbiBatoT NyTb. CMa3 no-
Ka3blBaeT ABMXeHUe. Hepoaepkka co3naér
nasneHue. LieetoBon coBUTr MEHSAET IMOLIU-
OHaNbHbIN LEHTpP. 3aCBeTKa CO34AET C/10M,
KOTOPOro He CyLLeCcTBOBAJIO B CLEHE.
Owwnbka nepectaét bbITb NPOCTO HeyaaYeN,
KOrga Mbl MOHMMAEM, YTO MMEHHO OHa cae-
nana c ¢potorpaguen.

91 OTKPbUJ1, YTO CJZTYYAIM MOXXHO UCCIIE-
NOBATb

CnyyarHoOCTb He 06493aTenbHO O3Hayaet
xaoc. OHa MoxeT bbITb NepBoM Pa3on MeTo-
Aa. Ecnun ctpaHHbI pe3ynbTaT BO3SHUK OAMH
pa3 — 3To c1y4an. ECam Mbl ero 3ameTnnmn —
370 HabnoaeHme. Ecin nonpoboBanu NoBTO-
pUTb — 3TO 3KCNepuMeHT. Ecim nonyymnocs
CHOBA — MOSIBNSIETCS 3aKOHOMEPHOCTb. Ecnn
Mbl MOXEM BbI3BaTb €€ CO3HATENbHO — MO-
ABNSAETCA MPUEM.

| DISCOVERED THAT FILM IS NOT NEUTRAL
Before the experiment, one may think:

the subject exists independently, and film
merely records it.

After comparing Purple, Turquoise, Metrop-
olis, and Color '92, this idea becomes too
simple. The material intervenes. It strength-
ens certain relationships. It weakens others.
It changes emotional temperature. It cre-
ates distance. It creates memory. It creates
strangeness.

| DISCOVERED THAT AN ERROR CAN BE
A CLUE

Not every error is useful. But some errors
reveal a direction. Blur reveals movement.
Underexposure creates pressure. A color
shift changes the emotional center. A light
leak creates a layer that did not exist in the
scene.An error stops being merely a failure
when we understand what exactly it did to
the photograph.

| DISCOVERED THAT CHANCE CAN BE STUD-
IED

Chance does not necessarily mean chaos.
It can be the first phase of a method. If
a strange result appears once, it is chance.
If we notice it, it becomes observation. If we
try to repeat it, it becomes an experiment.
If it happens again, a pattern emerges. If
we can produce it deliberately, a technique
appears.

THE FORMULA OF DISCOVERY
CHANCE
o OBSERVATION



®OPMVYIJIA OTKPbITUA
CITYYAN

e HABJIIOOEHUE

» BOIPOC

o [10OBTOP

o 3AKOHOMEPHOCTb
« [PUEM

A OTKPbIJ1 COBCTBEHHYIO PEAKLUIO

Ho cywwectByeT ewé oaMH ypOoBeHb. JKCne-
PUMEHT uccnenyeT He ToNbKO NAéHKy. OH
nccnepyet gotorpada. [loyeMy MMeHHO 3TOT
uBeT MeHq 3auenun? Noyemy MHe Banxe
Metropolis, a He Purple? lloyeMy MeHs
WHTepecyeT CMas, a gpyroro gotorpada —
uet? [NoyeMy 5 BCé BpeMs CHUMAO NoaeN
Ha Kpato Kagpa? loyemy nocne pecatu py-
NOHOB MOBTOPSAKOTCS OAHU U Te XKe MOTUBbI?
BoT 30ecb HaUMHAETCS IMYHBIN A3bIK.

COBCTBEHHbIN A3bIK HE BbIBUPAIOT 3A-
PAHEE

Henb3a ogHaxabl pewunTb: «Teneps Mol
cmune 6yoem makum.

HacTosawmin a3blk 06HapyXmMBaeTca nocre-
NeHHo. Yepes noBTOpAKOLWMECS peLlleHuns.
Yepes ownbku. Yepes cumnatuu. Yepes 10,
4TO YeNIoBEK CHOBA U CHOBA BblOMPaET, faxe
Koraa He nnaHupyet 3Ttoro. Jlomorpadusa
0COBEHHO noJsie3Ha 34eCb NOTOMY, YTO OHA
CO343éT MHOM0 HEOXMOAHHbLIX CUTYaALUMN.
N cpeon HMX poTorpad HauyMHaAET y3HaBaTb
cebs.

9 OTKPbU1 HE MNEHKY — 9 OTKPbIJ1 CMNO-
COb BUOETDb
JTO, NOXanym, rMaBHbIA pe3ynbTaT NepBoro

. QUESTION
« REPETITION
« PATTERN

e TECHNIQUE

| DISCOVERED MY OWN RESPONSE

But there is another level. The experiment
does not only investigate film. It investi-
gates the photographer. Why did this par-
ticular color affect me? Why do | respond
more strongly to Metropolis than to Purple?
Why am | interested in blur while another
photographer is interested in color? Why do
| keep photographing people at the edge
of the frame? Why do the same motifs keep
repeating after ten rolls? This is where
a personal language begins.

A PERSONAL LANGUAGE IS NOT CHOSEN
IN ADVANCE

You cannot simply decide one day: “From
now on, this will be my style.”

A real language is discovered gradual-
ly. Through repeated decisions. Through
mistakes. Through preferences. Through
what a person chooses again and again,
even without planning to. Lomography is
especially useful here because it creates
many unexpected situations. And among
them, the photographer begins to recognize
themselves.

| DID NOT DISCOVER A FILM-1 DISCOVERED
A WAY OF SEEING

This is perhaps the main result of the first
issue. You may begin with an interest in
Purple. And end by discovering your own



HOoMepa. MoXKHO HavaTb C MHTepeca K Purple.
N 3aKOHUYUTb OTKPbITUEM COBCTBEHHOM NHOG-
BM K PaAMKaNbHOMY HapYLLEHMIO eCTeCTBEH-
HOro uBeta. MoxHo HauyaTb ¢ Metropolis.
A OTKpbITb COBCTBEHHbIN MHTEPEC K XKECTKOM
ropoackon cpeae. MoxxHo HauaTb ¢ Color '92.
A NoHATb, YTO rNaBHas TemMa Bawen GoTo-
rpacum — namaTb. Toraa NNEHKa BbINOAHUAA
cBoto dyHKumio. OHa NoKasana BaM Hamnpas-
NneHue.

JIOMOIPA®UA MOXKET OCTATbCA MNO3A-
au

JTO 3BYYMT NApPaf0KCANbHO, HO OYEHb BaX-
HO. Ecnn nomorpaduma noMorna 06HapyXuTb
COOCTBEHHbIN NPUEM, 3TOT NPUEM He 0653aH
HaBCerga oCTaBaTbCsl CBSI3AHHbLIM C 1OMO-
rpaduen. Bol MOXeTe nepeHecTu ero B Luno-
poByto poTorpaduio. B knHo. B ansamH.

B xwuBonuck. B apyryto nnéuky. Jlomorpa-
OUa — 3TO HE KOHEYHAs CTaHLMA.

OHa MOXeT ObITb MALLUMHOM OTKPbITUSI.

IMABHbIA BONPOC NOCJIE KAXXOO0rO PY-
JIOHA

He: «Ckos16k0 Xopowiux Kadpoe s NoayYusa?»
A: «Ymo 5 meneps ymero sudemes ayqwie?»
JTO COBEPLUEHHO ApYron KpuUTepui ycnexa.
PynoH MoOXeT AaTb TOJIbKO ABe BM3YyanbHO
CuUnbHble doTtorpadmn. Ho ecnv OH M3MeHun
BaL CNoco6 BMAETb — IKCNEPUMEHT yAANCS.

YTO OCTAETCS NOC/IE NEPBOrO HOME-
PA?

He yeTbipe nnéHkn. He oecatb KpacmBbix
3¢ @dekToB. He Konnekums LBETOBbIX CTPaH-
Hocten. Octaétca Metoq. CMoTpeTb. Hapy-

attraction to radically disrupting natural
color. You may begin with Metropolis.

And discover your own interest in harsh
urban environments. You may begin with
Color '92. And realize that the true subject
of your photography is memory. Then the
film has fulfilled its function. It showed you
a direction.

LOMOGRAPHY MAY EVENTUALLY BE LEFT
BEHIND

This may sound paradoxical, but it is im-
portant. If lomography helped you discov-
er a personal technique, that technique
does not have to remain tied to lomogra-
phy forever. You can transfer it into digital
photography. Into cinema. Into design. Into
painting. Into another film. Lomography is
not the final destination. It can be a ma-
chine of discovery.

THE MAIN QUESTION AFTER EVERY ROLL
Not: “How many good frames did | get?”
But: “What can | now see better?”

This is a completely different criterion of
success. A roll may produce only two vis-
ually strong photographs. But if it changed
the way you see, the experiment succeeded.

WHAT REMAINS AFTER THE FIRST ISSUE?
Not four films. Not ten beautiful effects.
Not a collection of chromatic curiosities.
A method remains. Look. Disrupt the famil-
iar. Notice the anomaly. Ask a question. Test.
Repeat. Turn what you discover into your
own tool.



WwaTbh NpuUBbIYHOE. 3aMeyaTb aHOManuio.
3apaBatb Bonpoc. MpoeepsaTb. MoBTOPAT.

[NpeBpawaTb HaAeHHOe B COOCTBEHHbIN
MHCTPYMEHT.

OOKTPUHA NEPBOI0 HOMEPA

Mbl Hayanu ¢ uBeta. Ho Ha camoMm pene
nccnenosanu 3peHue. Mol CNONb30BaU
nnénky. Ho nccneposanu gotorpada. Mol
MCKanu HeobblYHbIM Kaap. Ho Hawnmn meton
OTKPbITUSI.

®UHANTbHAS ®OPMYJIA WRONG
PHOTOGRAPHY

1 HE UCNOJ1b3YHO JIOMOIPA®UIO, YTOBDI
Nos1Y4YnTb NTOMOIPAOUYECKYIO POTO-
FPADUIO.

1 UICNONDb3VYIO EE, YTOBbl OBHAPY)XUTb
TO, YEIO ELLE HE YMEIO BULETb.

A ecnm nocne 3KcnepuMMeHTa Mo cnoco6
BMAETb U3MEHUNICA —

3TO U ECTb PE3YJIbTAT.

THE DOCTRINE OF THE FIRST ISSUE

We began with color. But what we were re-
ally investigating was seeing. We used film.
But we were investigating the photogra-
pher. We searched for an unusual frame. But
we found a method of discovery.

THE FINAL WRONG PHOTOGRAPHY
FORMULA

I DO NOT USE LOMOGRAPHY TO PRODUCE
A LOMOGRAPHIC PHOTOGRAPH.

| USE IT TO DISCOVER WHAT | HAVE NOT
YET LEARNED TO SEE.

And if, after the experiment, my way of see-
ing has changed —

THAT IS THE RESULT.






[MTOCJIE UBETA
AFTER COLOR




Mbl Hayanu 3TOT HOMep C OYeHb NPOCTOro
BOMpPOCA: YTO NPOM3OMIET, eCNn nepectatb
TpeboBaTb OT GpoTorpadmm NpaBUAbHOIO
uBeta? OTBET OKa3ancsg ropasno wupe ca-
MOro uBseta. Mbl YyBUAENN, YTO U3MEHEHUE
LBeTa CNOCOBHO M3MEHWUTb NPOCTPAHCTBO,
XapakTep 4yenoseka, owylieHne Bpeme-
HW, SIMOLMOHAJIbHYIO TEMMNepaTypy ropona
M OaXKe Halle OTHOLWEHME K 3HAKOMOMY 00b-
ekTy. Ho rnaBHOe OTKpbITME NPOM30LWSIO He
¢ potorpacduen. OHo npomsowno ¢ ¢hoTo-
rpacoMm.

NPABWJIbHBINA LIBET BOJIbLUE HE ABNSET-
C4 OBA3ATEJIbHbIM

JTO He 03HA4yaeT, YTO NpPaBWbHbLIN LBET
MA0X. DTO 03HAYaeT TOIbKO OAHO: OH SBNS-
€TCS OQHMM M3 BO3MOXHbIX pelieHui. Po-
Torpad MOXeT nepenatb LBET TAaKUM, KaknM
OH 6bIn.

Ho MoxeT cnpoCuTb: KakMM 3TOT LBET 40N-
XeH CTaTb, UTOObI hoTorpadma ckasana To,
4TO S XO4y CKa3zaTb?

C 3TOro MOMeHTa LBeT NnepecTaéT bbITb 065-
3aHHOCTbHO. OH CTaHOBMUTCS BbIBOPOM.

Mbl BOJIbLWWIE HE CIPALLUMBAEM: «[1PA-
BUbHO J1IN 3TO?»

Mbl CnpaluMBaeM: YTo 3TO Aenaet ¢ n3obpa-
XeHnem?

CMma3. 3acBeTKa. 3epHo. LiBeToBOM CABMUT.
Henopepykka. Cny4yamHOCTb. HM 0OMH 13 3TnX
3/1EMEHTOB CaM Mo cebe He ABN9eTca Xopo-
WKUM nnm nnoxmM. X ueHHoCTb onpeaens-
eTCsl TeM, CO34at0T /I OHM HOBbIN CMbICA.

®OTOrPA®UA CHOBA CTAJIA BONPOCOM
B 3TOM M cocTosna 3agaya nepsoro HomMepa

We began this issue with a very simple
question: what happens if we stop demand-
ing correct color from photography? The
answer turned out to be much larger than
color itself. We saw that changing color can
alter space, the character of a person, the
sense of time, the emotional temperature of
a city,and even our relationship with a fa-
miliar subject. But the main discovery did
not happen to the photograph. It happened
to the photographer.

CORRECT COLOR IS NO LONGER
MANDATORY

This does not mean that correct color is
bad. It means only one thing: it is one pos-
sible solution. A photographer can repro-
duce color as it was.

But they can also ask: What should this
color become so that the photograph says
what | want it to say?

From that moment, color stops being an
obligation. It becomes a choice.

WE NO LONGER ASK: “IS THIS CORRECT?”
We ask: What does this do to the image?

Blur. Light leak. Grain. Color shift. Underex-
posure. Chance. None of these elements is
good or bad in itself. Their value is deter-
mined by whether they create new mean-

ing.

PHOTOGRAPHY BECAME A QUESTION
AGAIN

That was the purpose of the first issue of
WRONG PHOTOGRAPHY. Not to teach the
reader how to use Purple. Not to explain



WRONG PHOTOGRAPHY. He HayuuTb umTa-
Tens nonb3oBatbca Purple. He 06baCHUTD,
Kakas nnéHka nydwe. He co3patb Katanor
3 dekToB. A BepHYTb GpoTorpadum cocros-
HMe Hen3BeCTHOCTU. [10TOMy YTO TaM, rae BCé
M3BECTHO 3apaHee, UccnefoBaHWe 3aKaHuu-
BaeTca. A TaM, rae nosiBSIeTC HEU3BECTHOE,
doTorpad CHOBa HaYMHAET CMOTpPETb.

WRONG PHOTOGRAPHY HE NMPOTUB IMPA-
BUJ/IbHON ®OTOIMPA®UN

Mbl He 06bsSBNSEM BOMHY pe3KocTh. He 3a-
npeLlaem ectecTBeHHbIM LBeT. He yTBepxaa-
€M, YTO TexHM4Yeckas owmnbka aBToMaTu4e-
CKMU SBNSETCS MCKYCCTBOM. Hawa nosuums
npouwe. [NNpaBunbHOE — 3TO BapuaHT. He-
npaBubHOe — ToXe BapuaHT. N doTtorpad
LOMKEH NOHMMATb, NOYEMY BbIOMpPAET OAHO
Wnu apyroe.

NOCJIE 3TO0 HOMEPA

Korza Bbl CHOBa yBuauTe 3enéHoe Oepeso,
nonpobyinTe Ha CEKYHAY He CYMTaTb ero 3e-
NéHbIM. Korga ysmauTe ropog, nocsie AoXAS,
He cnpalmBanTe TONIbKO, KaK KpacuMBO OTpa-
XaeTcs CBeT.

CnpocuTe: Kakom eLwé peanbHOCTbIO MOXeT
CTaTb 3TO MeCcTo?

Korga nonyyunte nnoxon Kagp, He yoanamrte
ero cpa3sy. CHayana nocMoTpuTe. BO3MOXHO,
TaM HaxO4UTCS peLleHue, KOTOPOro Bbl eLwé
He yMeeTe UCMNoJib30BaTh.

NOC/IEAHAS ®OPMYJIA HOMEPA

HE CMPALLUUBAI:

«MOJTYHYUNOCb JIU NMPABUJIbHO?»
CNPOCU: «4TO HOBOI'O 1 YBUAOEN?»

which film is better. Not to create a cata-
logue of effects. But to return photography
to a state of uncertainty. Because where
everything is known in advance, exploration
ends. And where the unknown appears, the
photographer begins to look again.

WRONG PHOTOGRAPHY IS NOT AGAINST
CORRECT PHOTOGRAPHY

We are not declaring war on sharpness. We
are not banning natural color. We are not
claiming that a technical error automati-
cally becomes art. Our position is simpler.
Correct is an option. Wrong is also an op-
tion. And the photographer should under-
stand why they choose one or the other.
AFT

ER THIS ISSUE

When you see a green tree again, try for
a moment not to assume that it must be
green. When you see a city after rain, do
not ask only how beautifully the light is
reflected.

Ask: What other reality could this place be-
come?

When you get a bad frame, do not reject it
immediately.

Look first. Perhaps there is a solution there
that you have not yet learned how to use.

THE FINAL FORMULA OF THE ISSUE

DO NOT ASK:

“DID IT COME OUT CORRECTLY?”

ASK: “WHAT DID | SEE THAT WAS NEW?”
Because photography does not begin where
the camera correctly records the world.



lMoTomy yTo dboTOorpadma HAYMHAETCS HE
TaM, rae Kamepa npaBuabHO 3adUKCUPO-
Bana mMup.

POTONPA®UA HAYUHAETCA TAM, I'AE
MWP CHOBA CTAHOBUTCSA HEU3BECTHbIM.
WRONG PHOTOGRAPHY — N2 1 / COLOR

PHOTOGRAPHY BEGINS WHERE THE
WORLD BECOMES UNKNOWN AGAIN.
WRONG PHOTOGRAPHY — No. 1 / COLOR




BALL MEPBbIN PYJIOH © %
YOUR FIRST ROLL ™




JTOT XXYPHan HUYEro He U3MEHUT, eCsIn MNo-
cne nocnegHen CTpaHuLbl Bbl MPOCTO 3a-
KpoeTe ero. HyxHa nnéxka. Kamepa. OguH
BONpocC. M 36 NONbITOK NOJly4nTb OTBET, KO-
TOPOro Bbl 3apaHee He 3HaeTe.

HE HAYMHAMTE C KPACUBOIO MECTA
Bbibepute MecTo, KOTOpOe 3HaeTe CIULLIKOM
xopouwo. 1sop. Ynuuy Bo3sne goma. ATo-
BycHyto ocTtaHoBKY. [Mapk. Kade. O6bl4HbIN
MapwpyT Ha paboty. YeM npuBblYHee 06beKT,
TeM nydwe. [oToMy 4TO 3agayva 3Kcnepu-
MEHTa — He HaWTK 3K30TUYECKUI MUp.
3apaya — caenatb HeM3BECTHbIM TOT MUP,
KOTOPbIM Bbl NepecTanu 3ameyaTb.

BbIBEPUTE O4AWH BOIMPOC

He cnpawwuBanTe: «4T0 9 cerogHs CHUMYy?»
CnpocuTte: «4TO 9 X0OUy y3HaATL?»
Hanpumep: Y10 Nnpom30oMaéT C 3TMM Napkom
Ha Purple? MoxeT nn Metropolis caenatb
COMTHEYHbI PaiOH TPEBOXXHbIM?

Kak Turquoise M3MeHWUT 4yenoBeyeckoe
nmuo? Moxet am Color '92 npeBpatuthb ce-
rogHsILHEee yTpO B BOCMOMMHAHME? DTO
n byoet TemMa pynoHa.

HE UWWHNTE 36 PA3HbIX CHOXKETOB

70 BaXkHO. He npeBpaluaiTe pynoH B Kon-
NeKUMI0 CNTy4alHbIX KpacMBbIX CLeH. Bos-
BpaLLaiTeCb K 0A4HOM nNpobneme.
CHuMamnTe eé:

e 6nU3KO;

e [ANEKO;

e pKW pa3HOM CBeTE;

* C YENOBEKOM;

e 0e3yenoseka;

This magazine will change nothing if you
simply close it after the final page. You
need a roll of film. A camera. One question.
And 36 attempts to find an answer you do
not know in advance.

DO NOT BEGIN WITH A BEAUTIFUL PLACE
Choose a place you know too well. A court-
yard. The street near your home. A bus stop.
A park. A café. Your ordinary route to work.
The more familiar the subject, the better.
Because the purpose of the experiment is
not to find an exotic world. The purpose
is to make unfamiliar the world you have
stopped noticing.

CHOOSE ONE QUESTION

Do not ask: “What will | photograph today?”
Ask: “What do | want to discover?”

For example: What will happen to this park
on Purple? Can Metropolis make a sunny
neighborhood feel unsettling?

How will Turquoise change a human face?
Can Color’92 turn this morning into a mem-
ory? That will be the theme of the roll.

DO NOT SEARCH FOR 36 DIFFERENT
SUBIJECTS

This is important.

Do not turn the roll into a collection of ran-
dom beautiful scenes.

Return to the same problem.
Photograph it:

e close;

e far away;

e under different light;

e with a person;



* B ABUXEHUMW;
e B MOKoe.

MeHsgnTe pelueHue.

Ho He MeHsiTe BOMpoOC.

NMEPBbIE 6 KAOPOB — HE TOPOIMUTECb
CHayvana npocto cMmoTpuTe. [lepBble Kaapol
noyTH HemsbexHo ByayT NpuBbIYHLIMU. Bbl
elweé CHMMaeTe Tak, Kak ymeeTe. JTO HOp-
MaNbHO. HaM HYXXHO yBMAOETb MCXOOHYIO
TOYKY.

KALPbI 7-18 — PA3PYLWAUTE MPUBbIY-
KY

Moponante 6aunxe, yeM 06blyHO. OCTaBb-
Te 06bekT Ha Kpato. CHUMUTE ABUXKEHMUE.
Ncnonb3yite oTpaxeHue. [Nonpobyrite He-
NpaBUAbHYI 3KCNO3MUMIo. He ncnpasnsaum-
Te KOMMO3MLMIO CIMWKOM BbICTpO. HauHuTe
NpoBOLMpPOBaTb M306paXeHue.

KAQPbI 19-30 — UWUUTE TO, YTO NO-
BTOPAETCSA

K 3TOMy MOMEHTY Bbl YK€ HaYHETEe YyBCTBO-
BaTb MaTepuan. BO3MOXHO, KAKOW-TO TuN
CBETa OKaXKeTCs 0COOEHHO MHTEPECHbLIM.
Nnu peuxeHune. Mnu coyetaHue OByX LBe-
TOB. [lonpobyiTe NOBTOPUTL 3TO CO3HATENb-
Ho. He 6oiTecb noBTOpOB. [TOBTOP — 3TO HE
oTcyTcTBMe PaHTasuu. B nccnenoBaHum no-
BTOp — 3TO NpOBepKa.

KAOPbI 31-36 — COE/IAUTE BbIBOJ,
KAMEPOM

[MocnegHue Kaapbl — 3TO Y€ He MOUCK
Bcienyto. Monpobyiite Mcnonb3oBath TO,
4TO MOHSANN BO BPEMS CbEMKW. Ecnm Hawnm

e without a person;

e in motion;

e in stillness.

Change the solution.

But do not change the question.

THE FIRST 6 FRAMES — DO NOT RUSH

At first, simply look.

The first frames will almost inevitably be
familiar. You are still photographing the
way you already know. That is normal. We
need to see the starting point.

FRAMES 7-18 — DISRUPT THE HABIT
Move closer than usual. Leave the subject
at the edge. Photograph movement. Use
reflection. Try an incorrect exposure. Do not
correct the composition too quickly. Begin
provoking the image.

FRAMES 19-30 — LOOK FOR WHAT
REPEATS

By this point,you will begin to feel the ma-
terial. Perhaps a certain kind of light will
become especially interesting. Or move-
ment. Or a combination of two colors. Try
to repeat it deliberately. Do not be afraid
of repetition. Repetition is not a lack of im-
agination. In research, repetition is a test.

FRAMES 31-36 — MAKE A CONCLUSION
WITH THE CAMERA

The final frames are no longer a blind
search. Try to use what you understood dur-
ing the shoot. If you discovered an interest-
ing blur, use it deliberately. If a certain color
began to work, build the frame around it.



MHTEPECHbIM CMa3 — NPUMEHUTE ero Co3Ha-
TenbHO. Ecnn onpenenéHHbin LBET Havyan
paboTatb — NOCTpOKMTE Kagp BOKPYr Hero.
Ecnn cnyyanHag koMnosuuma gana HoBbIN
3¢ @dekT — nosTopuTe eé. [locneaHune wecTtb
KaApOB AO/MKHbI OTBEYATb HA BOMNPOC: YEMY
S HAyyuscs 3a npedbidyujue mpudyame?

NOC/E NPOSABKU — HE BbIBUPANTE
JIYULUEE

Pa3snoxuTe Becb pynoH. [locMoTpuTe OT Ka-
apa N2 1 no kagpa N2 36. N 3apante nsatb
BOMpPOCOB. [1e NpoMn30LWNI0 NepBoe HeOXM-
[laHHOEe M3MeHeHue? YTo NOBTOPUNIOCH He-
CKONMbKO pa3? Kakon kaap g cHavana cyén
NI0XUM, HO TeMEepPb XO4y PACCMOTPETb eLé
pa3? B KakoM MOMEHT 1 Ha4Yan CHMMATb UHa-
ye? Yto 9 xo4y NpoBepUTb HA CleayoLwem
pynoHe?

HE OLLEHMBAMTE 3KCNEPUMEHT NO
KOJIMYECTBY KPACUBbIX KALLPOB

Bbl MOXeTe NonyunTb OAMH BENUKONEMHbIN
Kagp U HMYEMY He HayuuTbCs. A MoXeTe Mno-
NyunTb 36 HecoBeplleHHbIX doTorpadun
M 0BHAPYXMTb HOBbIM MPUHLLMM.

Ina WRONG PHOTOGRAPHY BTopo# pe-
3yNbTaT MOXET ObITb BaXKHEE NEPBOrO.

3ANMUWUIUTE OTKPbITUE OOHWUM MNPEA-
JIOXXEHUEM

lNocne Kaxaoro pynoHa 3akoH4mTe dpasy:
«51 0BHapyxumn, yTo...»

Hanpumep: «51 06Hapyxwun, yto Purple oena-
eT OAMHOYHYI0 YenoBeyeckyo Gurypy B 3e-
NEHOM NPOCTPAHCTBE BM3YaSIbHO YYXKOM».
Nnn: « obHapyXun, 4To CMa3 cubHee pa-

If an accidental composition produced
a new effect, repeat it. The final six frames
should answer the question: What did
I learn from the previous thirty?

AFTER DEVELOPMENT — DO NOT SELECT
THE BEST

Lay out the entire roll. Look from frame No.
1 to frame No. 36. And ask five questions.
Where did the first unexpected change oc-
cur? What repeated several times? Which
frame did | first consider bad but now want
to examine again? At what point did | begin
photographing differently? What do | want
to test on the next roll?

DO NOT JUDGE THE EXPERIMENT BY THE

NUMBER OF BEAUTIFUL FRAMES

You may get one magnificent frame and
learn nothing. Or you may get 36 imperfect
photographs and discover a new principle.
For WRONG PHOTOGRAPHY, the second re-
sult may be more important than the first.

WRITE THE DISCOVERY IN ONE
SENTENCE

After every roll, complete the sentence:

“I discovered that..”

For example: “I discovered that Purple
makes a solitary human figure in a green
environment appear visually alien”

Or: “I discovered that blur works more
strongly when one object remains still”
That is already knowledge.

THE NEXT ROLL
Now do not start everything from the



O0TaeT, Koraa oaAnH 0O6bEKT OCTAaETCA HEMNOA-
BMXXHbIM». JTO YK€ 3HaHMe.

CNEAYIOLLUIM PYJIOH

Tenepb He HauMHaMTe BCE CHavana.
Bo3bMuTe HanaeHHOe OTKpbITUE M 3adauTe
cneayoLwmin Bonpoc.

Tak BO3HMKaAET Lenoyka:

PY/IOH 1 — 9 HALLEN.

PYJTOH 2 — 9 MPOBEPWJI.

PYJTIOH 3 — A HAYUYMNJICA NMOBTOPATD.
PYJIOH 4 — 2TO CTAJTO MOUM UHCTPY-
MEHTOM.

NEPBAS KOMAHOA WRONG PHOTOGRAPHY
Bosbmute ogHy kaMepy. OgHy nnénky. OanH
3HaKOMbIN 06bekT. OauH Bonpoc. N He nbl-
TanTeCb 00Ka3aTb, YTO Bbl XOPOLWNM POTO-

rpao.

NMONPOBYUTE OBHAPY)XXUTb TO, YEIO
Bbl ELLLE HE 3HAETE.
36 KappoB A0CTAaTOYHO, YTOObI HAYaTh.

beginning. Take the discovery you made
and ask the next question.

This creates a chain:

ROLL 1 — 1 FOUND IT.

ROLL 2 — I TESTED IT.

ROLL 3 — | LEARNED TO REPEAT IT.

ROLL 4 — IT BECAME MY TOOL.

THE FIRST WRONG PHOTOGRAPHY IN-
STRUCTION

Take one camera. One roll of film. One fa-
miliar subject. One question.And do not try
to prove that you are a good photographer.

TRY TO DISCOVER WHAT YOU DO NOT
YET KNOW.
36 frames are enough to begin.



MACIMNOPT SKCMNEPUMEHTA -
EXPERIMENT PASSPORT

He pnoBepsiite namsaTm

lNocne NposiBKM 04eHb N1erko 3abbiTb, 3a4eM
BoobLe 6bln CHAT pynoH. Kakoi Bonpoc Mbl
3afaBanu? Yto oxupanu nonyumts? Kakon
cBeT 6bl1 B MOMEHT CbEMKK? YTO Npom3o-
W0 C1y4amHo? YTo Mbl NONbITAaIMCh MNOBTO-
puTb? [103TOMY KaXKabl noMorpadumyeckmi
3KCMNepUMEHT AOKEH UMETb COBCTBEHHbIN
MacnopTt. 3T0 He TeXHUYeCKas aHKeTa, a fo-
KYMEHT UCCnefoBaHus.

1. HASBAHUE 3KCNEPUMEHTA

[lavite pynoHy KOpOTKOe UMS.

Hanpumep:

«PDroNneToBbIM NApK»

«[opopn nocne poxaa»

«Jlnyo n Turquoise»

HasBaHWe [O0/MKHO HAaMOMKUHATL HE O MecCTe,
a 0 3apauve.

2. TNABHbIV BOMPOC
3aKoHuYMTE NpeasioxXeHune: «S xouy Bbisic-
HUTb...»

Do Not Trust Memory

After development, it is very easy to forget
why the roll was shot in the first place.
What question were we asking? What
did we expect to get? What was the light
like during the shoot? What happened by
chance? What did we try to repeat? That is
why every lomographic experiment should
have its own passport. It is not a technical
form. It is a research document.

1. EXPERIMENT TITLE

Give the roll a short name.

For example:

“The Purple Park”

“The City After Rain”

“Face and Turquoise”

The title should remind you not of the lo-
cation, but of the task.

2. THE MAIN QUESTION
Complete the sentence: “| want to discov-
er..”



Hanpumep: «S1 Xouy BbISCHUTb, MOXET U
Purple coenatb 3HaKOMbIA MapK NCMXoo-
rMYyeckun Yykmmy». bes Bonpoca HeT 3kcne-
puMeHTa. ECTb TONIbKO CbEMKa.

3. MNIEHKA

3anuwmnTe MCNOb3yeMbld MaTepuman.
MNnénka:

SO

MNyw / nynn, ecnv npuMeHsieTcs:

Ho rnaBHoe — nobaBbTe ewwé ogHy CTPOKY:
«[MoyeMy g BbIbBpan MMEHHO 3Ty NAEHKY?»
He: «nOTOMY YTO HPaBMUTCS LBET».

A: «NOTOMY UTO 9 XO4y NPOBEPUTb, YTO 3TOT
MaTepuan caenaeT ¢ 06bekTOMD.

4. KAMEPA

Kamepa:

O6bekTuB:

OcHOBHas AuCTaHUMS:
OcobeHHOCTU Kamepbl:
Hanpumep:

* BWHbLETKA;

e 30HaNbHas GOKYCUPOBKA;
e rpybas onTuka;

* MaHOpPaMHbIM popMaT;

e [BOMHAs 3KCNO3MLMUS.
Kamepa Toxe sBngeTcs nepeMeHHOM 3KC-
nepuMMeHTa.

5. ObbEKT

YTo MMeHHO nccnenyem?

He nuwwute npocto: «ropoax. Jlydwe: «ye-
JIOBEK B XONOAHOM rOpoACKOoM cpene nocie
noxasa». Yem TouHee 06beKT, TeM NoHATHee
pe3ynbrar.

For example: “| want to discover wheth-
er Purple can make a familiar park feel
psychologically alien” Without a question,
there is no experiment. There is only shoot-

ing.

3.FILM

Record the material being used.

Film:

ISO:

Push / pull,ifused: _______

But most importantly,add one more line:
“Why did | choose this particular film?”
Not: “because | like the color”

But: “because | want to test what this ma-
terial will do to the subject”

4. CAMERA

Camera:

Lens:

Primary working distance:
Camera characteristics:
For example:

e vignetting;

e zone focusing;

e rough optics;

e panoramic format;

e double exposure.

The camera is also a variable in the exper-
iment.

5.SUBJECT

What exactly are we investigating?

Do not simply write: ‘city” Better: “a person
in a cold urban environment after rain” The
more precisely the subject is defined, the
clearer the result becomes.



6.YCJ10BUA

3anuuwure:

e Bpems;

e noroay;

e XapakTep CBeTa;

* OCHOBHbI€E LBETA peanbHOM CLEHbI.
lNocnegHui NyHKT 0COBEHHO BaXEH.
YTo6bl NOHSTL LBETOBOE Npeobpa3oBaHue,
HY>XHO MOMHWTb, C YEro OHO HA4YanoCh.

7.4T0 9 OXKUOALO?

[lo nepBoro Kagpa 3anuwimTe NPorHos.
Hanpumep: «f oxuaato, 4to 3enéHas pac-
TUTENbHOCTb CTAHET MMTaBHbIM BU3YyabHbIM
LLEHTPOM rnocne nepexona B GMONETOBbIN».
OTO BaXKHO.

[ToTOMYy 4TO Nocne NPosSIBKU Mbl CMOXEM
CPaBHUTb:

OXMOAHWE — PE3Y/IbTAT

8.MOBOPOTHbIA KAOP

[Nocne nposiBKM HanMauTe Kaap, Nocse KoTo-
poro Balla CbEMKa M3MEHWACh.

KappNe

Yto npomsowno?

[NoyeMy Bbl HAYanM AeNCTBOBATb MHAYe?
YT0 BbI 3aMeTUNN?

JTO OOMH M3 BAXKHEWMLIMX MYHKTOB Nacnopra.

9. AHOMAJIUA

Kakon pe3ynbraT 0ka3ancs HEOXMAAHHbIM?
KappNe

YT0 B HEM cTpaHHoro? Liget? Cmas? 3acBeT-
ka? Komno3snuma? Jkcnosnuma? NoseneHune
yenoseka? He oueHusarte. CHavana onum-
wuTe.

6. CONDITIONS

Record:

e time;

e weather;

e character of light;

e dominant colors of the real scene.

The last point is especially important.

To understand color transformation, we
need to remember where it began.

7.WHAT DO | EXPECT?

Before the first frame, write down your pre-
diction.

For example:“l expect green vegetation to
become the main visual center after shift-
ing into purple’”

This is important.

Because after development we will be able
to compare:

EXPECTATION — RESULT

8. THE TURNING FRAME

After development, find the frame after
which your shooting changed.

Frame No.

What happened?

Why did you begin acting differently?
What did you notice?

This is one of the most important parts of
the passport.

9. ANOMALY

Which result was unexpected?

Frame No.

What is strange about it? Color? Blur? Light
leak? Composition? Exposure? Human be-
havior? Do not judge. Describe first.



10.NOBTOP
Bo3HuMKNO M noxoxee saBneHue ewe pas?

KappuiN® __/__ /___

Ecnm pa — 370 y)ke He NpoCTO C/Iy4anHOCTb.

I'Iepe,u, HAaMHM BO3MOXXHad 3aKOHOMEPHOCTb.

11.YTO MMEHHO CPABOTANIO0?
[lonpobyiTe Ha3BaTb MEXaHWM3M OOHUM
NpeanoXeHneM.

He: «nonyynMnocb Kpacueo».

A: «xonopgHbi GOH 1 Ténnas 3acBeTka oTae-
UM YeNoBeKa OT MPOCTPAHCTBA.

Nnu: «cMa3 gBUXKYLIMXCS 0ObEKTOB YCUAUN
HEeMOABMXKHOCTb FMABHOMO repos».

BoT 310 y)Xe npurofHoO 419 NOBTOPEHMUS.

12.4TO HE CPABOTAJ10?

70T pa3gen obs3areneH.

3anuuunTe YecTHO:

4TO OKA3anocCb NpoCTo Bpakom;

YTO He OaJ10 HOBOrO CMbICNa;

4TO BbIMNA4en0 3QPEKTHO, HO MYCTO;

YTO He CTOUT NOBTOPSITh.

NccnepoBaHme pa3BMBAETCS He TONbKO Ye-
pe3 oTKpbITMa. OHO pa3BMBaeTCa Yepes OT-
Ka3 OT JIOXHbIX peLIeHUMN.

13.TNABHOE OTKPbITUE

3aKoH4YuTe oaHy dpasy:

«5 0BHapyXXmn, 4To...»

Tonbko 04HO NpeanoXxeHue.

Ecnu Bbl He MOXeTe chOopMyNMPOBaTb €ro —

BO3MOXXHO, 3KCNEepUMEHT eLLE He 3aKOHYeH.

14. CIEQYIOLLUIA BONPOC

Kagbli XopoLwmni 3KCNepuMeHT O0/KeH
C034aBaTb CIeAyOWMNA.

3akoHuuTe: «Tenepb 9 Xo4y NPoOBEPUTD...»

10. REPETITION

Did a similar phenomenon appear again?
FramesNo. _/ /

If yes, it is no longer merely chance.

We may be looking at a pattern.

11. WHAT EXACTLY WORKED?

Try to name the mechanism in one sen-
tence. Not: “It looked beautiful” But: “The
cold background and warm light leak sep-
arated the person from the environment”
Or: “The blur of moving objects strength-
ened the stillness of the main subject”
That can already be repeated.

12. WHAT DID NOT WORK?

This section is mandatory.

Write honestly:

what turned out to be merely a failure;
what created no new meaning;

what looked spectacular but empty;
what is not worth repeating.

Research develops not only through dis-
coveries. It also develops through reject-
ing false solutions.

13. THE MAIN DISCOVERY

Complete the sentence:

“I discovered that..”

One sentence only. If you cannot formu-
late it, the experiment may not yet be
complete.

14. THE NEXT QUESTION

Every good experiment should create the
next one.

Complete the sentence: “Now | want to
test..”



Tak doTorpapumyeckmin NpoeKkT nepecrtaer
ObITb Cepuert Cy4amHbIX NPOryoK.

OH npeBpalLaeTcs B nocienoBaTeNibHoe Uc-
ciegoBaHue.

NOJIHbIA LMK
BOMNMPOC

o OXMOAHUE

« CbEMKA

« AHOMAJINA
 HABJIIOOEHME

« [1OBTOP

« 3AKOHOMEPHOCTb
« BbIBOA,

« HOBbIM BOMPOC

NMPABUJI0O WRONG PHOTOGRAPHY

Mocne kaxporo pynoHa y Bac AOJKHbI
OCTaTbCSl TPU BeLUU:

e ¢otorpadpum;

* OAHO OTKpbITHE;

e OAMH HOBbIX BOMpOC.

Ecnu ocralorca Tonbko ¢otorpaduu — Bbl
CHUManu.

Ecnun nosBuncsa HoBbI BOonpoc —

Bbl UCCJIEAOBAJIN.

This is how a photographic project stops
being a series of random walks.
It becomes a continuous investigation.

THE COMPLETE CYCLE
QUESTION

« EXPECTATION

« SHOOTING

« ANOMALY

« OBSERVATION

« REPETITION

« PATTERN

« CONCLUSION

« NEW QUESTION

THE WRONG PHOTOGRAPHY RULE

After every roll, three things should remain:
e photographs;

e one discovery;

e one new question.

If only photographs remain — you were
shooting.

If a new question appeared —

YOU WERE RESEARCHING.
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He npucbinaiite Ham nyuwyto ¢oTtorpa-
duio

Mbl He uLWeM cambli KpacuBbin Kaap. Mbl He
NPOBOAMM KOHKYPC MaeasibHOM KOMMO3u-
unn. Hac He uHTepecyeT poTorpacpus ToNbKO
MOTOMY, YTO OHa 3P deKTHas, HeOObIYHASA UK
cobpana MHoOro peakumin. Hac nHrepecyet
apyroe.

NMOKAXWTE HAM, YTO Bbl UCCJIEAOBAJIN.
HAYHUTE C BOIMPOCA

Kaxpaa pabota gna Jlabopatopum yntatens
[O/HKHA HAYMHATLCS He C poTorpaduun.
OHa HauMHaeTca ¢ Bonpoca.

Hanpumep:

Yo Purple coenaet ¢ HOYHbIM NapkoM?
MoxeT nn Metropolis caenatb CONHEYHbIN
ropoa TPeBOXHbIM?

Y10 Nnpon3onaEéT C NnOpTpeToM Npu Hame-
peHHOM cMa3ze?

MOXXHO /1 A BOMHOM 3KCNO3ULMEN NOKA3aTb
BOCMOMWHAHME?

Yem TouyHee BONpPOC, TEM MHTEPECHEee UC-
cnenoBaHue.

OOHA NNEHKA

Ncnonb3ynTe 04HY NAEHKY ANS OAHOMO 3KC-
nepumeHTa. He MeHsTe 3apa4y B cepeamHe
pynoHa. He npeBpaluante 36 kagpos B 36
HeCBA3aHHbIX CHOXKETOB. [yCTb pynoH cTaHeT
MPOCTPAHCTBOM OAHOMO MUCCNefO0BaHMS.

NOKAXXWUTE BCE 36 KAAPOB

JT0 06513aTenbHOE NpaBmao0. Ham HyXeH He
TONbKO pe3ynbTaT. HaM HyXeH nyTb K pe-
3ynbTaty. [lo3ToMy BMecTe C BbIOpaHHbIMU
doTorpa@umsamMu npucbinamTe NOAHbIA KOH-
TAKTHbIM JTACT.

Kagp N2 1.

Do Not Send Us Your Best Photograph

We are not looking for the most beautiful
frame. We are not running a competition for
perfect composition. We are not interested
in a photograph simply because it is spec-
tacular, unusual, or received a lot of atten-
tion. We are interested in something else.
SHOW US WHAT YOU INVESTIGATED.
BEGIN WITH A QUESTION

Every submission to the Reader’s Lab must
begin not with a photograph.

It begins with a question.

For example:

What will Purple do to a park at night?
Can Metropolis make a sunny city feel un-
settling?

What happens to a portrait when blur is
introduced deliberately?

Can double exposure represent a memory?
The more precise the question, the more
interesting the investigation.

ONE ROLL

Use one roll for one experiment. Do not
change the task halfway through the roll.

Do not turn 36 frames into 36 unrelated
subjects. Let the roll become the space of
one investigation.

SHOW ALL 36 FRAMES

This is @ mandatory rule. We do not want
only the result. We want the path to the
result. So together with your selected pho-
tographs, send the complete contact sheet.
Frame No. 1.

Frame No. 7.



Kaop N2 7.

Kagp N2 19.

Kagp N2 36.

Mbl XOTMM YBUAETb, KAK MEHSANOCH Balle pe-
LeHme.

HAUOUTE AHOMAJIMIO

Boibepute oaMH Kaap, KOTOPbIA OKasancs
He TakuM, Kak Bbl oXxmnaanu. He obasatenbHo
Nyywmi. Bo3aMoXHO, HA060POT, TEXHUYECKM
nnoxon. CMwKoM TEMHbIN. CMa3aHHbIN.
3acBeyeHHbIn. C HeNnpaBUbHbIM LBETOM.
C HEeOXXMAAHHOM KOMMO3ULMEN.
ObbacHUTE: NOYeMy MMEHHO 3TOT Kagp 3a-
CTaBWN BaC OCTAaHOBUTLCA?

NONPOBYMATE MNOBTOPUTDb

Ecnn aHOManmg nokasanacb MHTEPECHOM,
HanauTe Ha PYIOHE MOMbITKU NOBTOPUTH €é.
Ecnun Taknx nonbITOK HET — NpoBeguTe BTO-
POW 3KCMEPUMEHT.

Hac ocobeHHO MHTEpecyeT nepexoa;
CNYYAA — CO3HATEJIbHOE OENCTBUE
[loTOMyY YTO UMEHHO 34ecb nosensetcs @o-
Torpaduyeckmim MeTog.

CKAXWUTE, YTO Bbl OTKPbIJIA

He nuwwute onnHHOeE 3cce. HaM 4OCTAaTOYHO
O4HOr0 TOYHOrO NpeasioXkeHms.

3akoHuuTe dpasy: « ObBHAPYXWUJT, YTO...»
Hanpumep: «51 06Hapy»xmn, 4to CMa3 CTaHo-
BUTCS CUNIbHEE, KOTAa OAMH OObEKT BHYTpMH
Kagpa OCTaETCA HEMOABMXKHbIMY.

Unun: «51 o6Hapyxumn,uTto Purple nenaet ogu-
HOYHYIO DUrypy B 3€1IEHOM NPOCTPAHCTBE
BM3YaNbHO YYXXOM». DTO NpensioKeHne Bax-
Hee KpacMBOro ONMCaHMs BCEN CEPUM.

Frame No. 19.

Frame No. 36.

We want to see how your decisions
changed.

FIND THE ANOMALY

Choose one frame that did not turn out as
you expected. It does not have to be the
best. It may even be technically poor. Too
dark. Blurred. Light leaked. With incorrect
color. With unexpected composition.
Explain: why did this particular frame make
you stop?

TRY TO REPEAT IT

If the anomaly seemed interesting, find the
attempts to repeat it on the roll.

If there are no such attempts, conduct
a second experiment.

We are especially interested in the transi-
tion:

CHANCE — DELIBERATE ACTION

Because this is where a photographic meth-
od begins.

TELL US WHAT YOU DISCOVERED

Do not write a long essay. One precise sen-
tence is enough.

Complete the sentence: “| DISCOVERED
THAT..” For example: “I discovered that blur
becomes stronger when one object in the
frame remains still”

Or: “I discovered that Purple makes a sol-
itary figure in green space appear visual-
ly alien” That sentence is more important
than a beautiful description of the entire
series.



NAWTE HAM CNEQYIOLWMIA BOMPOC
Xopoluee uccnegoBaHue He 3aKkaHYMBaeTCs
otBeToM. OHO CO30aET CeayroLL Mt BONpoc.
No3ToMy Balwa paboTa AO/MKHA 3aBepLLATLCA
dpazon: «Tenepb 9 X04y NPOBEPUTDL...»

Tak Mbl yBUAWUM, KyOa ABMXKETCS Balle UC-
cenoBaHume.

YTO NMPUCBIJIATb B WRONG

PHOTOGRAPHY

Ha3sBaHue skcnepuMeHTa.

OAuH rnaBHbIK BOMpOC.

[néHka n kamepa.

[MONHbIN KOHTAKTHbIN INCT.

Tpn—nsATb KaAPOB, KOTOPbIE KAXYTCH BaM

BAXXHbIMM.

OpuH Kaap-aHoManus.

NonbITKa NOBTOPUTb HANOEHHbIN 3D EKT.

8. OpgHo npeapnoxeHue: « obHapyxun,
4To...»

9. Cnenyrowwmin Bonpoc.

vk uwh e
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YTO Mbl HE ULLEM

Mbl HE MLEM: NYYLIMKA 3aKaT; CaMblM Kpa-
CMBbIM MOPTPET; CaMylo OOPOryt KaMepy;
naeasibHy pe3koCTb; 3K30TUYEeCKoe MecTo;
MMUTALMIO YYXKOro CTUNS. Mbl ULWLEM: BO-
npoc; puUcK; HabnwaeHne; aHOManumo; no-
BTOP; OTKPbITHE.

KTO MOXET YYACTBOBATb?

He Hy)HO BbITb NpodeccMoHanbHbiM GoTO-
rpacom. He Hy>XHO UMETb AOPOTry0 Kamepy.
He HYy>KHO MHOrO neT 3aHMMaTbCs NIEHKOMN.
Hy>XHO TO/IbKO OAHO: BblTb FOTOBbLIM MO-
CTaBUTb BOMPOC M YEeCTHO NOCMOTPeTb Ha
pe3ynbTar.

GIVE US THE NEXT QUESTION

A good investigation does not end with an
answer. It creates the next question.
Therefore your submission should end with
the sentence: “Now | want to test..”

This allows us to see where your investi-
gation is going.

WHAT TO SEND TO WRONG

PHOTOGRAPHY

Experiment title.

One main question.

Film and camera.

Complete contact sheet.

Three to five frames that you consider

important.

One anomaly frame.

7. An attempt to repeat the discovered ef-
fect.

8. One sentence: ‘| discovered that..”

9. The next question.

vk wh e
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WHAT WE ARE NOT LOOKING FOR

We are not looking for: the best sunset; the
most beautiful portrait; the most expensive
camera; perfect sharpness; an exotic loca-
tion; an imitation of someone else’s style.
We are looking for: a question; risk; obser-
vation; anomaly; repetition; discovery.

WHO CAN PARTICIPATE?

You do not need to be a professional pho-
tographer. You do not need an expensive
camera. You do not need years of experi-
ence with film. You need only one thing:
be willing to ask a question and look
honestly at the result.



3A4YEM HAM BALLU SKCMNMEPUMEHTDI?
[loToMy 4TO NOMOrpadus He LO/IKHA UMETb
oaHoro ueHTtpa. OgMH yenosek CHUMa-
et B Tokmo. [lpyron — B Ogecce. Tpetnin —
B bepnunHe. YetBEpTbINn — B Mexunko. OgHa
M Ta e NNEHKA BCTpeYaeTcs C pa3HbIM CBe-
TOM, apXUTEKTYPOU, NOABMU U KYNIbTYPOM.
N Kaxabl 3KCMepuMeHT cnocobeH AaTb HO-
BbIM OTBET.

XYPHAJ1 KAK JIABOPATOPUA

Mbl xoTuM, yTo661 WRONG PHOTOGRAPHY
Obln He TONIbKO MecToM nybnukaummn GoTo-
rpacduin. OH foMKeH CTaTb MPOCTPAHCTBOM,
rAe HaKanJMBakTCs 3KCNepUMeHTbl. PasHble
ropoaa. PasHbie nnéHkK. PasHble KaMepbl.
Pa3Hble BonNpochl.

Ho oguH npuHumn:

DPOTOINPA®UA KAK CNMOCOB OTKPbIBATD.
MABHOE NPABUJ10 JIABOPATOPUM

He nbiTaiTech fOKa3aTb HaM, YTO Bbl XOPO-
wuii potorpad.

MokaXkute HAaM MOMEHT, KOrAa Bbl CAaMU YBU-
AENU TO, Yero paHblle He BUAECNU.

HE NPUCBITAMTE HAM JTYYLUUIA KALP.
NPUCBITAWUTE HAM OTKPbITUE.

WHY DO WE NEED YOUR EXPERIMENTS?
Because lomography should not have
a single center. One person photographs
in Tokyo. Another in Odesa. A third in Berlin.
A fourth in Mexico City. The same film en-
counters different light, architecture, peo-
ple,and culture. And every experiment can
produce a new answer.

THE MAGAZINE AS A LABORATORY

We want WRONG PHOTOGRAPHY to be
more than a place for publishing photo-
graphs. It should become a space where
experiments accumulate. Different cities.
Different films. Different cameras. Different
questions.

But one principle:

PHOTOGRAPHY AS A WAY TO DISCOVER.
THE MAIN RULE OF THE LAB

Do not try to prove to us that you are
a good photographer.

Show us the moment when you yourself
saw something you had not seen before.
DO NOT SEND US YOUR BEST FRAME.
SEND US A DISCOVERY.
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WRONG PHOTOGRAPRY

Journal of Lomographic Photography
No.1 — COLOR ..

Photography
. begins where the
- world becomes
unknown again.

WRONG PHOTOGRAPHY is an
independent journal of lomographic
photography as visual research. We do
not search for the correct image. We 7\ .
search for what photography can reveal M‘ e
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