St. Petersburg State University
Lomonosov Moscow State University

Actual Problems
of Theory and History of Art

I11

Collection of articles

St. Petersburg
2013



CankT-IleTepOyprckuit rocysapcTBeHHBIN YHUBEPCUTET
MocKOBCKIIi TOCYyRapCTBEHHBIN YHUBepcuTeT mMenn M.B. /lomonocoBa

AKTyanbHble MpoOIeMbl
TeOpUHU U MCTOPUM UCKYCCTBA

I11

CO0OpHMK HayYHBIX CTaTell

Cankr-IleTepGypr
2013



YAK 7.061
BBK 85.03

A43

Pez[alcuuom{aﬂ KOJuIerus:

AX. Jaynos (nipezcenarens peaxosuierun), 3.A. Axkornsta, H.K. JKmxuna, A.B. 3axaposa, A.A. Kapes, C.B. MasbiieBa
(otB. pex. Boinmycka), C. [Tenone, O.C. ITonosa, A.C. IIpeoGpakernckuii, A.IT. Camenko, E.JO. Craniokosud-/lerncosa

(otB. pen. Boitycka), 1. Cresosuy, 1.1. Tyukos

Editorial board:

Abdulla H. Daudov (chief of the editorial board), Zaruhy Hakobian, Nadia C. Jijina, Andrey A. Karev, Svetlana V.

Maltseva (editor in charge of the present volume), Silvia Pedone, Olga S. Popova, Alexandr S. Preobrazhensky,

Alexandra P. Salienko, Ekaterina Yu. Stanyukovich-Denisova (editor in charge of the present volume), Ivan Stevovié,

A43

Ivan L. Tuchkov, Anna V. Zakharova

Penensenrsr:
axaz. Poccwmiickoit Axagemun xyznoskects npod. C.B. Tombirern (Ypanbckuit penepaabHblil yHIBEPCUTET
umenn Ilepsoro IIpesunenta Poccun b.H. Enbunna)
ka1, uck. mpod. M.A. Jloponuenkos (Epomneiickuii yuusepceurer 8 Cankr-ITerepOypre)
1. uck. npod. E. Epaernssn (Benrpazckuit yausepenret, Cepoust)
1. uck. ipod. T.B. Mibuna (CII6GTY)
1. uck. npo. B.C. Typuun (MI'Y umenn M.B. JlomoHocoBa)

Reviewers:
Ilya A. Doronchenkov (European University in St. Petersburg)
Elena Erdeljan (Belgrade University, Serbia)
Sergey V. Golynets (Eltsin Ural Federal University)
Tatyana V. Ilyina (St. Petersburg State University)
Valery S. Turchin (Lomonosov Moscow State University)

ITewamaemcst no nocmanosienuio Yuernozo cosema ucmopuyeckozo gpaxyrvmema Cankm-Ilemepoypeckozo
20cydapcmeenozo ynusepcumema u Yuenozo coeema ucmopuyeckozo gaxyavmema Mockosckoeo
eocydapemeennozo ynusepcumema umenu M.B. Jlomonocosa

AxTyasbHbie TTPOOJIEMBI TEOPUK U UCTOPHU UCKYCCTBa: ¢O. Hayu. crareil. — CI16.: HIT-TIpunT, 2013, —
Boim. 3. / ox pex. C.B. Manbieoii, E.JO. Crantokosuy-/lenncosoii. 615 c.

Actual Problems of Theory and History of Art: Collection of articles. — St. Petersburg: NP-Print, 2013. —
Vol. 3. / eds. S.V. Maltseva, E.Yu. Sanyukovich-Denisova. 615 p.

ISBN 978-5-91542-230-7

CO0pHUK HAYYHBIX CTATEH COAEPKUT MaTepraibl MekyHapoAHO KOH(MEPEHIIMH MOJIO/IBIX CIEIHATICTOB,
npoxouBIneii Ha ucropudeckoM axyssrere CII6TY 31 oktsabpst — 4 wHostOpst 2012 T. ¥ TTOCBATIEHHOI aKTyasb-
HBIM BOIIPOCAM HCTOPHUU MCKYCCTBA M KYJBTYPbL B CTaThsix 0Te4eCcTBEHHBIX N MHOCTPAHHBIX aBTOPOB (Ha pyc-
CKOM U aHTJIMHCKOM SI3BIKaX) TPE/ICTABIEHBI PE3YJIBTATHI MCCIeOBaHNIT B 06 1aCTH N3ydeHnst nckyccTsa JIpes-
Hero Mupa, Busanrtuu, /Ipesneit Pycu, 3anaaunoit Esponst o CpesineBekoBbs 1o Hogeiiirero spemenn, Poccun
XVIIT-XXI BB., a TakKe TEOPUH UCKYCCTBA.

V3panue npeHasHaueHo B IEPBYIO OUEPeIb Vs CIENUAIncToB. MoKeT ObITh UCIIOJIb30BaHO B yueOHOI, Hayd-
HO-TIPAKTIIECKOI IEATETHHOCTH, & TAK/KE WHTEPECHO TMPOKOMY KPYTY JIOOUTEeN NCKYCCTBA.

The collection of articles presents the materials of the International Conference of Young Specialists held at
the Faculty of History of St. Petersburg State University on October, 31 — November, 4, 2012. Tt deals with the
actual problems of art history and theory from Antiquity to the present day. The articles by Russian and foreign
authors (in Russian and in English) present the results of research in the art of the Ancient World, Byzantium,
Medieval Russia, Western Europe from the Middle Ages to the 21 st c., Russian art from the 18th to the 21st cc.,
theory of art.

The edition is addressed to art historians, historians, art students and art lovers.

© Asropur crareif, 2013

© Ucropuueckuii daxyssrer Cankt-IlerepOyprekoro
rOCYZIAPCTBEHHOTO YHUBEPCUTETA

© Hcropuueckwuii axyisrer MocKOBCKOTO
rocyzapcTBenHoro ynusepcurera mMenu M.B. Jlomonocosa

Ha o6usoxke ncnosbzosara kapriuna Buka «Bercrso B [TetepOypr», 2003. Yactroe cobpanne, Cankr-Ilerepbypr

On the cover: Vik, “Escape to St.Petersburg”, 2003. Private collection, St.Petersburg



CopepxaHue
Contents

C.B. MAJIBLIEBA, E.J0. CTAHIOKOBMY-JEHVCOBA. IIpemncnosne
SVETLANA V. MALTSEVA, EKATERINA YU. STANYUKOVICH-DENISOVA. Foreword........cccceceevvvrrnnne 12

BVIK. Berctso B IleTep6ypr
VIK. Flight to Petersburg ....... . . 18

MCKYCCTBO APEBHEIO MUPA
ART OF THE ANCIENT WORLD

H.K. JKVDKVMHA. Ha nepexpéctke mpo6mem, 1im BospacT akTyaabHOCTI: UCTOPYA AHTUYIHOTO MCKYCCTBA KaK
COCTAB/IAOM[asA OOIINX BOIPOCOB AHTMKOBE/IEHNS

DR. NADIA C. JIJINA. On the Crossroads of Knowledge or the Age of Topicality: Problems of Greek and
Roman Art as Part of General Classical Studies .. 20

H.A. HAJIVIMOBA. Crenku 13 Baitn: MeX/y opuriHaaoM 1 Komeii (K mpo6yemMe ICCefoBaHMA IPedecKoil
OpPOH30BOIT CKY/IBITYPbI KTACCHYECKOTO TIEPHOJIA).

NADEZHDA A. NALIMOVA. Casts from Baia: between the Orlgmal and Copy (Researchlng Greek Bronze
Sculpture of the Classical Period) ......... . w24

E.M. MAJIKOBA. YkpamieHue uayu cMMBO: inafieMa B IPOU3BEJIeHNAX IpeBHETPeYeCcKOro NCKYCCTBa
EUGENIA M. MALKOVA. A Decoration or a Symbol: Diadem in Ancient Greek Art.........c.coccvcuevcuereunecncuens 30

E.B. MOTMJIEBCKAS. AxBapenbHas nenuka us packonok A.E. JTronenko B Hekponosne ITanTukanes.
Bomnpocs! aTHPOBKIY, ATPUOYLIMM U CEMAaHTUKM M300PasKeHNA.

EKATERINA V. MOGILEVSKAYA. An “Aquarelle” Pelike from A.E. Liutsenko’s Excavations

of the Pantikapaion Necropolis: the Problems of Date, Attributing and Semantic.......... . . .43

E.C. UISMAMJIKMHA. ITpo6/ieMa OTpaskeHms TPeIecKoil, PYMCKOI I BOCTOYHOI apXUTEKTYPHOI TPaAnNIm
B MaJI0a3MIICKIX OPJIePHBIX COOPY>KEHNAX S/UIMHUCTIYECKOTO J PMMCKOTO BpeMeH!

EKATERINA S. IZMAILKINA. The Problem of Greek, Roman and Oriental Architectural Tradition
Penetration into Classical Order Constructions in Asia Minor of Hellenistic and Roman Times............c......... 49

KMIIBAJIM TAMAII ITETEP. ITporpamma ckynerTypHoro yopancrsa [amkapaacckoro Massorest
TAMAS KISBALL Sculptural Program of the Mausoleum at Halicarnassus . s 60

A.C. KOCTPOBA. K Bompocy 0 CTpouTe/nbCcTBe pUMCKMX roposos B Hap6ornckoit Tammm

B I Beke f10 H. 3. — II Beke H. 3.

ANNA S. KOSTROVA. To the Problem of Specific Features of Roman Architecture in the Cities of Gallia
Narbonensis in the 1st Century BC - 2nd Century AD ...... . . . . . e 65

K.b. KOCEHKOBA. Cupaxyscke MeTaMOpdo3bl: K IIpo6/IeMe IpeeMCTBEHHOCTI apXUTEKTYPHBIX PelIeHIit
OT AaHTUYHOCTY K XPUCTMAHCTBY (Ha IIpuMepe XpamoB Benuxoit Iperjyn)

CATHERINE B. KOSENKOVA. The Syracuse Metamorphoses: to the Problem of Successive Architectural
Transformations from Antiquity to Christianity (as Exemplified by the Temples of Graecia Magna)................. 74



6 CopepxaHue

E.H. IMUTPVEBA. ®enoMeH KIacCUIM3Ma U aHTUYHAA AakTuamoTeka rpada JI.A. Tleposckoro
ELENA N. DMITRIEVA. The Phenomenon of Neoclassicism and Count Lev A. Perovsky’s Dactyliotheca
of Antique Engraved Gems . . . . . . . . . . .86

E.JO. TPMIPOHOBA. Emié pas o crarye ¢punocoda 13 cobpanus focymapcTBeHHOro OpMuTaxa
EKATERINA YU. TRIFONOVA. Once Again about the Statue of Philosopher from the Collection
of The State Hermitage Museum . . . . . SRR . .92

[I.C. BACBKO. Opeccxuit konnexuyuonep E.A. lllymanckuit. Victopus ofHo# Ipofaxu
DMITRY S. VASKO. An Odessa Collector Eugene A. Shumansky: a Story of One Sale . .99

BOCTO4YHOXPUCTUAHCKOE UCKYCCTBO
EASTERN CHRISTIAN ART

A. ABAJIBAHO. I1o3T 1 apXUTeKTOP: pasMblLIIEHNEe O BU3AHTUICKMUX SIIUTPaMMaX
ALESSANDRA AVAGLIANO. The Poet and the Architect: a Consideration on Byzantine Epigrams.............. 106

JL.II. MUKAEJISH. HekoTopble KOMIIO3UIIVIOHHBIE CXeMbI I MKOHOTPadIIecKyie MOTUBbI

B PaHHEXPUCTMAHCKOI CKY/IBITYpe APMEHUN B CBETE CACAHMCKIX BIIVAHUIL

LILIT SH. MIQAELYAN. Some Compositional Schemes and Iconographic Motives

in Early Christian Sculpture of Armenia in the Light of Sassanian Influence . . . . 112

3.A. AKOIIAH. PannecpennesexkoBas ckynburypa Iyrapka u Kapram.

Bompocs! Xy/05KeCTBEHHOTO CTHIIA M MAaCTePCKUX

DR. ZARUHY HAKOBIAN. Early Mediaeval Sculpture of Gugark and Kartli.

The Problems of the Artistic Style and Workshops ... 123

C.B. MAJIBIIEBA. ITpo6rema IpOTOTHUIIOB ¥ XPOHOIOTMY IIOCTPOEK ITOC/IEHETO IIepIofa

cep6CKOro CpeHeBeKOBOro 30/14ecTBa (K ncropuorpaduy Bonpoca)

SVETLANA V. MALTSEVA. On the Prototypes and Chronology of Buildings

of the Last Period of Mediaeval Serbian Architecture (Some Remarks on the Historiography)..........ccccccuuuc.c. 134

A.B. IEPBAKOBA. MpamopHas fekopanus nHTepbepa Kadomikona Ocnoc JIykac 8 Poxupe
ALEXANDRA V. SHCHERBAKOVA. Marble Decoration of the Interior of the Catholicon
of Hosios Loukas in Phocis.... 141

JI. BEBUJTAKBA. TIpencraBsnenne mpouwioro 8 Buzantnu. Criomvn ¢ GurypaTtiBHbIMY n306paskeHNAMI

Ha ropozpckux BopoTax Huken (XIII Bex)

DR. LIVIA BEVILACQUA. Dlsplaylng the Past in Byzantlum Figural “Spoha” on the City Gates of Nicaea
(13" Century)... . . . . . . 145

C.H. TATAPYEHKO. K Bonpocy 06 nHTepIpeTaIuy IeHTPaNTbHOTO CI0KeTa POCIIMCHU B aniCuje

uepksy boromarepu B Kunusucu (Ipysus): nuctopuorpadmaecknsi aclexT

SVETLANA N. TATARCHENKO. On the Interpretation of the Image in the Central Part of the Apse
Decoration of the Church of the Mother of God of Kintsvisi Monastery (Georgia): Historiographical Aspect... 151

E. TEJEBAHMIIBMJIN. Mso6paxenne Crpaurnoro Cyfa B pocnucax xpama B VKB
DR. EKATERINE GEDEVANISHVILI. The Representation of the Last Judgment in the Ikvi Murals............. 157

JI. PUKKAPJIL. Tlonb3a 110 HeO6XOAMMOCTI: IPOEKT KaTa/IoTa «KUTHUITHBIX IKOH» B BI3aHTHUIICKOI

U Cpe/IHEBEKOBOII MOHYMeHTa/IbHO >xuBonucy F0xHoit ViTanmumu

LORENZO RICCARDI. Out of Necessity Comes Virtue: A Preliminary Index of “Hagiographical Icons”

in the Byzantine and Medieval Wall-Painting in Southern Italy 163




CopepxaHue

@. JIOBMHO. Munnariopsl Xpouuku Muxauna Imnku B pykommcyu Marcianus gr. 402
FRANCESCO LOVINO. The Illustrations of Michael Glycas’ BipAog xpovikr in the Marcianus gr. 402......... 175

M.J. AKOBJIEBA. Vkona «Crrac Ommanyum» u3 codpannsa 'VIM — Mukpomosanka

PpaHHeIajIe0M0rOBCKOI SIOXI

MARIA L. YAKOVLEVA. The Icon of Christ Emmanuel from the State Historical Museum —

a Micromosaic of Early Palaiologan Period... . . . . . . ..180

E.A. HEMBIKMHA. Kommosuuus «IIpencra apuiia ogecHyto Te6e» u mpo6iemMa HOBrOPOLCKO-6aTKaHCKIX
cBaseit B xuponucu XIV cronetns

ELENA A. NEMYKINA. The Composition “Upon the Right Hand Did Stand the Queen”

and the Hypothesis of the Novgorodian and Balkan Relations in the Mural Painting of the 14th Century ..... 186

. VIEBTUY. [TosecTBOBaHME B O3/[HEBU3AHTUIICKO KMBOTIMCH: BOIPOCHI O CBAIIEHHBIX 06pasax,
BO3HUKAMOIIIVE B 3TON CBA3U
DR. IVANA JEVTIC. Narrative Mode in Late Byzantine Painting: Questions it Raises about Sacred Images ..... 195

INPEBHEPYCCKOE UCKYCCTBO
OLD RUSSIAN ART

M.B. CTEITAHOB. Pa6oune MeTO/IbI fpEeBHEPYCCKIX 30UNX
MIKHAIL V. STEPANOV. Working Methods of Old-Russian Architects... . . e 201

JI.JI. EJIIIVH. «][lBycTONmHbIe» Xpambl ApeBHepyccKoro Ilepesicnabis: BUSAHTUIICKIIT KOHTEKCT
DENIS D. YOLSHIN. The Two-Pillar Churches of Pereyaslavl-of-Russia: Byzantine Context........c.ccccevuunc. 209

A.A. ®PE3E. llepkoBb cB. Muxanna B Ilepescnapie n BusanTuiickas apxutexrypa IX — nauana XIII Beka
ANNA A. FREZE. The Church of St. Michael in Pereyaslavl-of-Russia and Byzantine Architecture
of the 9 - Early 13" Centuries . . . . . . .216

J.A. CKOBLIOBA. ®parmeHTs ppecok Xxpama-ycbinaabHuibl EBdpocuanesa MonacTeips B ITomorke

u3 ¢ponzos HoBropozickoro myses-3amnoBefHuKa

DARYA A. SKOBTSOVA. The Fragments of the Frescoes from the Burial Church in St. Euphrosyne’s Convent
in Polotsk (from the Funds of the Novgorod State Museum) 222

C.A. KMPBJIHOBA. O6 ukoHe «boromareps YoBaHue Bcex KOHIIEB 3eM/II»
SVETLANA A. KIRYANOVA. On the Icon “Mother of God Hope of all Ends of the Earth”........cccoccocuvevuecunnc. 228

ILT. EPIIOB. Ycnienckuit co6op CTapuIiKoro MOHaCTBIPS U «apXaM3MUPYIOLIue» MaMATHUKN

nepBoit monoBuHbl XVI Beka

PETR G. ERSHOV. The Dormition Cathedral of Staritski Monastery and “Archaizing” Monuments

of the First Half of the 16th Century . . . . . . . . .231

H.M. ABPAMEHKO. Cssitble KHs13bs1 Bopuc u Il1e6 Kak 3aCTyHHIKM PYCCKOTO BOJICKa

B npoussefenusax XVI-XVII sexos

ABRAMENKO, NATALIA M. Saint Princes Boris and Gleb as Patrons of the Russian Army

in the Russian Art of the 16" — 17 Centuries .241

H.I. TUTOPEHKO. Llepkob 3HaMeHns Ha TBepcKoll ymIie 1 0COOEHHOCTH MCTONKOBAHMA APEBHEPYCCKIX
¢dopm B apxurektype Cankr-Iletepbypra Havama XX Beka

NATALIA G. TITORENKO. Znamenskaya Church in Tverskaya Street and Some Peculiar Features

of Interpretation of Medieval Russian Forms in Petersburg Architecture of the Beginning of the 20" Century.. 248



8 CopepxaHue

PYCCKOE UCKYCCTBO XVIII-XX BB.
RUSSIAN ART OF THE 18" — 20" CC.

M. MWIBYVK. Pasrapxa saragku IopTpeToB Apxuernyckorna AdaHacus win eie pas 06 ux arpudynnumn
DR. MIKHAIL I. MILCHIK. The Solution to the Puzzle of Archblshop Athanasius’ Portraits
or on their Attribution Once Again.... . . 254

E.J0. CTAHIOKOBMY-JJEHVMCOBA. IlepkoBb Cumeona boronpunmia 1 AHHBI [Ipopouniist

B ITeTepOypre: K MCTOPUYU CTPOUTENTBCTBA ¥ PEKOHCTPYKIIMM MTEPBOHAYATBHOTO 00/IMKa

EKATERINA YU. STANYUKOVICH-DENISOVA. The Church of Sts. Simeon the God-Receiver and

Anna the Prophetess in St. Petersburg: on the History of Building and the Reconstruction of Original State..... 258

B.C. HAYMOBA. Ycape6Hoe crpontenbcto K.I. PasymoBckoro B Manopoccun.

Oco6eHHOCTH aPXUTEKTYPHOTO 3aKa3a

VERA S. NAUMOVA. Estate Buildings of K.G. Razumovsky in Malorossija.

Specific Features of Architectural Commission 263

M. CTUXVHA. Huxonait Bpanrens — uccnegosarens teopyectsa @.C. Pokotosa
MARIA I. STIKHINA. Nicolay Wrangel — a Researcher of F.S. Rokotov’ Art ..269

TETEPMAS3OBA 3.B. JKusonucHblit 1 rpaBupoBaHHbIi mopTpeT B Poccun Bropoit nonosuust XVIII Bexa.
ITpo6emMa COOTHOIIEHNS M300PpaKeHIs 1 CTIOBA

ZALINA V. TETERMAZOVA . Painted and Engraved Portrait in Russia in the Second Half of the 18" Century.
The Problem of Correlation between an Image and a Word....... 274

E.A. KYITHUYEBA. JleATenbHOCTD Xy0XKeCTBEHHbIX KPY)KKOB A6pamiieBa u TaymamkmHa

I71a3aM¥ aMEePUKAHCKON Xy0KeCTBEeHHOI KpUTHKy (Ha mpyuMepe xypHana «Pemecnennux» I. Ctukmn)
EKATERINA A. KULINICHEVA. G. Stickley’s magazine “Craftsman”: American Art Criticism

on the Abramtsevo and Talashkino Art Groups . 280

[0.M1. YEJKVHA. 3a6wrThiit moprpet kuctu LI Mscoegosa
YULIYA I. CHEZHINA. A Forgotten Portrait by G.G. Myasoyedov...... . . . 287

T.JI. MAJIBIIIEBA. Ilar x mogeprusmy: B.A. CepoB 1 HOCTMMIPECCHOHNCTIYIECKIE TEICHIA

B eBpolerickoli xxuponucu B 1880-x rogax

TANJA MALYCHEVA. A Step Towads Modernism: Serov and the Post Impressionist Movements

in European Art . . . . . . SRR . . 292

AJ. IOJNITOBA. HanjnoHaipHbIe MOTHBBI B IHTepbepe I1eTepOyprcKoro MofiepHa (oMa cTpaxoBoro
obutectBa «Poccust» 1 ToproBo-IpOMBIIIIEHHOTO ToBapuiecTBa baxarnosa u UyBanmHori)

ANASTASIYA 1. DOLGOVA. National Motives in the Art Nouveau Interior of St. Petersburg.

Houses of the Insurance Society “Russia” and the Trade-Industrial Society of Bazhanov and Chuvaldina ........... 298

K. KYJITHA, E.C. XMEJIbHUIIKASL. Bonpuras tnxas fopora — 3a6bITO€ TBOPYECTBO 3CTOHCKOTO
ckynbnropa Asrycra Tumyca

KERSTI KULDNA; EKATERINA S. KHMELNITSKAYA. Large Quiet Road —

the Forgotten Art of the Estonian Sculptor August Timus...... . . . 303

EJ. ITABYHMHA. TsopuectBo apxutexropa f.I. [eBupua mocne 1917 ropa
EKATERINA 1. SHABUNINA. The Works of the Architect Yakov Gevirts after 1917 . . 308

M.A. BYJIATOBA. TeatpanbHOe IPOCTPAHCTBO TOPOJA B XKMBONUCHU Xy[0KHMKOB Ipymmbl OCT.
MARIA A. BULATOVA. City as a Theater Space in the Paintings of OST Artists ........ 314

O.B. DYPMAH. IToprper B TBopuecTse IlaBna ®unonosa. OT peanyusMa K HaTypanusmy
OLGA V. FURMAN. Portrait in the Art of Pavel Filonov. From Realism to Naturalism..........ccccccceeuneiunriunennn. 320



CopepxaHue

K.B. CMMPHOBA. HepeanusoBaHHble KOHKYPCHBIE IIPOEKTbI MEMOPUAJIOB IepOsIM 1 SKepTBaM

Benukoit OTedyecTBeHHOI BOITHBI

XENIYA V. SMIRNOVA. Unrealized Projects of the Contests for Memorials to Heroes and Victims

of the World War IT... ..326

VII. TOBPOBA. On-apt B TBOpuecTBe A. AHApeeBoit (1917-2008): nuctoku ctus
ULYANA P. DOBROVA. Op Art in the Works of A. Andreeva (1917-2008): Sources of the Style.................... 332

T.B. IVIBIKOBA. Tpapuiiu pycckoro aBaHrapfia B IIelarornyeckoit mpaktuke pybexa XX-XXI Bekos

(Ha mpyuMepe neparormdeckoit gearenbHoctn A.B. Konzparbesa)

TATIANA V. SHLYKOVA. Traditions of Russian Avant-garde in Teaching Practice at the Turn of the 20" -

21* Centuries (as Exemplified in Pedagogical Work of A.V. Kondratyev) .......... . . .339

A.C.JIOOTA. Buk. TBOpuecknit METOJ, 1 CMBOJIMKA B )XuBONUCHOI cepun «berctso B IletepOypr»
ANASTASIYA S. LOOGA. Vik. Creative Method and Symbolism in a Pictorial Series «Flight to Petersburgy....... 343

A.C.TOPJIEHKO. O6pas 1cTOpMYeCcKOli TMIHOCTU B TOPOZICKOM CKY/IBIITYPHOM IIaMATHIMKe py6exxa
XX-XXI Bexos B CankT-IleTep6ypre: OIBIT TEKCTYA/TBHOTO AHA/IN3A

ALINA S. GORLENKO. The Image of a Historical Personality in the Urban Sculptural Monument

in St. Petersburg at the Turn of the 20" - 21* Centuries: Applying Textual Analysis e 347

E.H. TUMO®EEBA. Vsy4enne, coxpaHeHue 1 pasBUTIE KPY)KEBOIJIETEHNsI PYCCKOTO HACeleHUs
Tarapcrana B koHue XX — Havane XXI Bexa

EKATERINA N. TIMOFEEVA. Lace-Making by Russian Population in Tatarstan in the End of the 20" -
Beginning of the 21 Century: Study, Preservation and Development . . . s 353

E.B. IIEBEJIEBA. YactHsle Mysen I. Kapromosst ApxaHrebcKor 06/1acTyt 1 er0 OKPeCTHOCTEI:

(eHOMeH B KOHTEKCTe Pa3BUTHA STHOTYPU3Ma B PEIMOHe

ELIZAVETA V. SHEVELYOVA. Kargopol’s Private Museums of the Arkhangelsk Region and the Surrounding
Area: the Phenomenon in the Context of the Development of Ethnic Tourism in the Region».........ccccoevuuueee. 359

A.B. AJIEKCEEBA. Cunecresns B uckyccrBosHaHuu. Crenuyka MHTepIIpeTaly TePMIHA
ANNA V. ALEKSEEVA. Synesthesia in Study of Art. Specificity of the Term.. 363

3AMNAOHOE NCKYCCTBO XV-XX BB.
WESTERN ART OF THE 15"— 20" CC.

M.A. JIOITYXOBA. PekOHCTpPYKLMA APEBHOCTY ¥ BOOOpaXkaeMas aHTUYHOCTb B )KUBOINCU

Anpgpea Mantensy u Gununnuno JInnmm

MARINA A. LOPUKHOVA. Imaginary and Reconstructed Anthulty

by Andrea Mantegna and Filippino Lippi ... . .369

I1.A. AJIEIIIVH. Benegerro Bapku u Teopus UCKyccTBa s110X1 UNMHKBEYEHTO
PAVEL A. ALYOSHIN. Benedetto Varchi and the Cinquecento Art Theory ... . . e 375

B.H. 3AXAPOBA. CoBpeMeHHO€ UCKYCCTBO3HAHME O IOPTPeTe UTa/NIbAHCKOro Bospox/ienus:

aKTya/IbHbIE METOMIBI U IIPOO/IeMBI UCCTIeOBAHIIA

VERA N. ZAKHAROVA. Modern Art History on Italian Renaissance Portraiture:

Topical Methodologies and Issues of Research . .381

JI.A. YEYMK. [IpeBHeeBpeiicKue HaAImICcH B BeHeIMaHCKoil pe/TMrio3Hol )KMBOMINICHY 3110Xu Bo3poxeHns
LIYA A. CHECHIK. Ancient Jewish Inscriptions in Venetian Religious Painting of Renaissance.............c...... 388



10 CopepxaHue

JL.B. MUXATIIOBA. Tlefizaxuble MOTUBBI B TeuaTHoit rpaduke anca Byprkmaiipa Craputero (1473-1531)
LYUDMILA V. MIKHAILOVA. Landscape Motives in the Print Graphic of Hans Burgkmair the Elder
(1473-1531) ..... 394

E.A. EOVIMOBA. Anb6omser n3 xomnexumu V. Jleraitepa B TocymapcTBeHHOM DpMuTaXke: HCTOPIYECKUI
KOHTEKCT HeKOTOpbIe IIPO6/IeMbl MHTEPIIPETALINI

DR. ELENA A. EFIMOVA. Albums from the Former H. Destailleur’s Collection in the State Hermitage:

A Historical Context and Some Problems of INterpretation ...........c.ceveuceereeereecrmeruneeserersermessensersecssennes 401

C.A. KOBBACIOK. «3nble >xeHuMHBI» B KapTuHax «De Zotte Schilders»: nxonorpadmyecknit

U COLMA/IbHBII aCTIEKThI

STEFANIYA A. KOVBASIUK. “Evil Women” in the Pamtlngs by “De Zotte schilders”™

Iconographic and Social Aspects.. . . . . . 412

JI.JI. YVICTOBA. Tonnanpckas nso6pasurenbHas Kamrpadusa Hadaaa XVII Beka B KOHTEKCTe BU3YaTbHOI

U IMCbMEHHOM KY/IbTYPbI

LYUBAVA D. CHISTOVA. Dutch Pictorial Calhgraphy of the Beginning of 17" century in the Context

of Visual and Written Culture... . . 418

.M. COHNHA. Cneumbmxa 1 3BOJIIOLMA OBITOBOTO >KaHpa B ucnanckoit xusonucy XVII sexa
IRINA M. SONINA. Specific Features and Stages of Evolution of the Spanish Genre Palntlng
in the 17" Century......... . . . . . . . . 426

M.A. ITPMIKJTAJOBA. 9Bomonust 06pasa cBsaToro Muxania B TBOPYECTBE CEBUIbCKIX MaCTEPOB

cepenuHbl — BTopoii nonosuHbl XVII Beka

MARIA A. PRIKLADOVA. Evolution of the Image of St. Michael in the Art of Sevillian Masters

of the Middle and the Second Half of the I7* Century. . . 432

A. KATIAJDKVHCKAITE. JlesitenprocTs apxutektopa Vocnda ®Ponrana B Butebckom BoeBosicTBe
Benuxoro kHsxecTBa JINTOBCKOTO
AUKSE KALADZINSKAITE. The Activity of Giuseppe Fontana within Grand Duchy of Lithuania............... 437

E.A. CKBOPLIOBA. baranpnas tema B TBopuecTse JI>K.A. ATKMHCOHA
EKATERINA A. SKVORTSOVA. Military Topic in the Art of J.A. Atkinson ... . 444

E.I. TOMXMAH. TeopuecTBo Jxena Jlenakpya u o6pas CpefiHeBeKOBbS B UCKYCCTBE POMaHTM3Ma

pybexa 1820-1830-x roos

ELENA G. GOIKHMAN. Eugéne Delacroix and the Image of the Middle Ages in the Romanticism Art

at the Turn of the 1820’s-1830’s. . . . . . . . . . 450

M.A. UBACIOTVHA. VcTOKM MMIIPeCCHMOHMCTUYECKO KOHIEIIIMY TIe/3aKHBIX CepUil B )KMBOIIUCHK
cepenuubl XIX Beka

MARINA A. IVASYUTINA. The Origins of the Impressionist Concept of the Landscape Series

in the Painting of the Middle of the 19" Century.......... . . 458

A.C. APMOIIL. VuTeprpeTarys CIo)keTOB ¥ 06pa3oB ApeBHECKAHANHABCKOI MUPOIOrnm

B mBenckoM dapdope nocrenHeit tpern XIX Beka

ANASTASIYA S. YARMOSH. The Interpretation of Scenes and Images of Scandinavian Mythology

in Swedish Porcelain of the Last Third of the 19" Century....... 464

E.A. TIETYXOBA. ITnakar 8 CIITA B 1890-e rr. VicToku 1 o61iast XapaKTepiucTuKa 0COOeHHOCTeN
JKYPHa/IbHOTO II/TaKaTa

ELENA A. PETUKHOVA. The USA Poster in the 1890’. The Issues of the Origins and the General
Peculiarities of the Journal Poster........ 470




CopepxaHue

11

O.H. 3SMHEBIY. IIpo6nema Tpaguipym 1 HeomudonornsMa B COBpeMEHHOM MCKYCCTBe Ha IIpMMepe
AQHTMYHBIX MOTUBOB B «XyH0XKeCTBeHHOII KHure» (livre d’art) mepsoit monosuusl XX Beka
OLGA N. ZINEVICH. The Antique Motifs in the “Livre dArt” of the First Half of the 20" Century

as the Example of the Problem of Tradition and Neomythologism in the Modern Art.........cccccccoecueiuveunncc.

M.A. KPACHOKYTCKAZ. IOBenupHoe nckycctso ap fieko Bo GpaHiym: B3auMOBIMAHNE KY/IbTYPbI
u yKpamenuit 1920-x - 1930-x rogos
MARIA A. KRASNOKUTSKAYA. Art Deco ]ewelry in France: Interaction between Culture
and the Accessories in the 1920’ - 1930%.... . . .

I.H. AJIEIIVHA. ber Hukorncon n [Tatpuk XapoH: 6puraHckas abcTpakTHAsI SKUBOIIVCH
10 1 nocsie Bropoit MupoBoii BOWHBI

DINA N. ALESHINA. Ben Nicholson and Patrick Heron: British Abstract Painting

Before and After the World War II... .

JI. MUTWY. BricTaBKy aMepUKaHCKOTO UCKYCCTBa B benrpase B mepuop; XonoaHO BOHBI:
npo6eMa B3aMMOOTHONICHNIT MCKYCCTBA ¥ TTIOMUTUKI

LORA MITIC. The Exhibitions of American Art in Belgrade during the Cold War:

Problem of the Relationship between Art and Politics

.. 480

.. 486

.. 492

JI.A. BYJTATOB. IlepBas dokymenma 1955 roga B Kaccere 1 mpo6rema KOHIIUIIMPOBAHHOI NCTOPUY MCKYCCTBA

DANILA A. BULATOV. The First Documenta in Kassel (1955) and the Problem of a Conceptualized
Art History .. . . . . . . . . . .

A.O. KOTJIOMAHOB. Cxynburypa lenpu Mypa B KOHTeKCTe Ip06IeMaTUKI COBPEMEHHOTO MOHYMEHTa

ALEXANDER O. KOTLOMANOV. Sculptures by Henry Moore in the Context
of Modern Monument Problems......

E. MATUY. ®ororpadms MofepHI3Ma U TOCTMOEPHI3MA: TEOPUS I CIIOCOOBI IIPeICTABICHNA

JELENA MATIC. Modernism and Postmodernism Photography: Theory and the Ways of Representation......

K.A. YYHUXWH. «MopepH u noctmoznepH» Kinemenra [prn6epra, un aronorus MojepHusMa
B 310Xy IIOCTMOJIEPHM3MA

KIRILL A. CHUNIKHIN. Clement Greenberg’s “Modern and Postmodern™:
the Apology of Modernism in the Postmodern Era .. . .

AHHOTaAUMUM ......

Abstracts.

CeepeHus 06 aBTOpax...

About the authors......

Unnioctpauum
Plates.......

.. 499

.505

..515

.521
.. 545

.. 566
.571

..575



510 Jelena Mati¢. Photography of Modernism and Postmodernism

Jelena Matié
(University of Belgrade, Serbia)

Photography of Modernism and Postmodernism.
Theory and the Ways of Representation

One of the leading art critics of the XX c. Clement Greenberg said in his essay Modernist
Painting: " The essence of Modernism lies, as I see it, in the use of the characteristic methods of
a discipline to criticize the discipline itself — not in order to subvert it, but to entrench it more
firmly in its area of competence...Modernist art does not offer theoretical demonstrations..” [12,
pp. 774 — 778] For Greenberg the art of photography is literally art before anything else..”’[11,
p-357] Avant-garde photography techniques did not fit to Greenberg’s understanding of pho-
tography. Not just because they are based on destruction of photography representation, but be-
cause Clement Greenberg equated avant-garde to kitsch. The difference between the two terms is
that:”..avant-garde imitates the processes of art, while kitsch, we now see, imitates its effects”[10,
p.546]

We can find many adherents of Greenberg’s attitude in European photography (Straight pho-
tography, New Objectivity) as well as in the USA. Among them is Edward Weston, the most
important figure in modernism photography in America and the leading member of group “f.64”.
From the early photographs such as Armco Steelworks (1922), through the nudes Neil (1925),
landscapes Dunes, Oceano (1936), or vegetables Cabbage leaf (1931) realism and aesthetic con-
templation achieved by rhythm of forms, shapes and tonal gradation were typical for his style.

Nearly similar attitude was expressed by other curators, art historians and critics of modern-
ism. In André Bazin’s essay The Ontology of the Photographic Image [4], or in curatorial practice
of John Szarkowski [19]. Szarkowski was not so radical as Greenberg. It was actually through the
exhibitions "Mirrors and Windows: American Photography Since 1960”, "New Documents” and
”New Topographic” in the 60s and 70s that Szarkowski introduced artists with a new approach to
photography such as Garry Winogrand, Diane Arbus, Le Friedlander, Stephen Shore, Bernhard
and Hilla Becher. Negative consequences of modernism, especially of Clement Greenberg’s theo-
ry, were the following: exclusion of other techniques of photography from reviews and analyses;
rejection of non-art theories and practice (theory of language, theory of text, psychoanalysis);
preference to description of art than theoretical analyses.

The problem is that photography cannot be treated like other technological products and can-
not be valorized and studied only from the point of view of technical mastery of photographer too.

Written under the influence of Marxist theory essays A Swmall History of Photography (1931)
and The Work of Art in the Age of Mechanical Reproduction (1936) by Walter Benjamin became
crucial for the art, culture, society and media studies in the second half of 20th c. They are among
the first attempts of a philosopher, theorist and critic to analyze role, authenticity and function
of photography in the art and society of capitalism. At the same time they represent a kind of
a prophecy: The illiteracy of the future, someone has said, will be ignorance not of reading or
writing, but of photography”. Parallel to revitalization of Benjamin’s ideas, a few authors, mostly
philosophers, structuralists and semioticians introduced a completely new view on photography.
In the 60s Roland Barthes published his classical semiotic research The Rhetoric of the Image
(1964) in which he used very simple advertising photography to point out that all images are full
of a different notes, signs and meanings. He identified three types of messages: 1) linguistic mes-
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sage, which is simply a text understandable to everyone; 2) symbolic message or connoted image
(for example, tomatoes and peppers signify Italianicity); 3) the literal message (denoted image)
or message without a code.[3] Similar understanding photography was expressed by Umberto
Eco. In his opinion, photography is one of the most developed systems of representation, it is
full of various codes which operate our perception and understanding of media.[8, pp. 32-38]
In another essay The Dead of the Author (1967) Barthes subverted an old myth, traditional liter-
ary criticism practice and author’s identity: “Classic criticism has never paid any attention to the
reader; for it the writer is the only person in literature...we know that to give writing its future, it
is necessary to overthrow the myth; the birth of the reader must be at the cost of the death of the
Author” [2] In the field of art, the birth of the reader emerged with conceptual art.

In his last work Camera Lucida Barthes distinguishes three primary perspectives of a view
photographs: 1) the view of an operator, photographer or anyone who takes the photographs:
2) Spectrum person in front of apparatus, someone who is posing; 3) Spectator or the viewer of
photographs [1, pp. 16-17.] The main characteristic features of Barthes’s last work are, firstly, the
fact that is very personal (because he used photographs of his mother) and, secondly, the idea
that the photography is not directed towards the process of decoding (as it was asserted in “The
Rhetoric of the Image”) but to experience and importance of looking at photographs. Instead of
classical structuralist and semiotician position, Barthes has taken the role of spectator. In this
analysis Barthes not just stated that photography is not what you see, but also rejected his prior
conclusion that photography is a message without code.[1, pp. 16-17.]

Like Barthes, Susan Sontag also thinks of looking at photographs as of a purely subjective act.
Through the works of the great masters of photography like Edward Weston, Paul Strand, Ansel
Adams, Alfred Stieglitz, Walker Evans, Sontag perceived different aspects and relations between
photographer, photography, viewers and the role of photography mostly in American society
and culture. She pointed out that the time of the technical perfection of photography, was re-
placed by Weston’s and Stieglitz’s attitude with "...a much more inclusive one, with criteria which
shift the center of judgment from the individual photograph, considered as a finished object, to
the photograph considered as an example of ‘photographic seeing’..“The new position aims to
liberate photography as art from the oppressive standards of technical perfection; and to liberate
photography from beauty, too. It opens up the possibility of a global taste...’[17, p.100.] She also
noticed that every photograph would have different meaning in gallery, magazine, book, contact
copy, police file.[17, p.120.]

In 1976 Victor Burgin produced an art work What does possession meant to you? or, shortly,
Possession. Like in his later projects, Burgin juxtaposed commercial photograph of a couple in
love with a text. This work was replicated in hundreds of posters and pasted up on the streets of
Newcastle.[15] From his early career in theory as well as in practice Burgin analyzed society, the
role of a woman in classical representation, and the role of a spectator not just in reading but also
in interpretation of photography and in the world of art too. For Burgin each image is changeable
and the meaning of the image depends on viewers, places, history.[6, pp. 70-92.] Photography is a
text which “opens continuously into another text, the space of intertextuality”.[6, p. 73.] Contrary
to Barthes he includes Freud’s and Lacan’s psychoanalysis and the concept of the unconscious be-
cause he believes that it is crucial for the analysis in new theory of photography and art.[6, p. 83.]

One of the first definitions of conceptual art was given by artist Sol LeWitt. A conceptual art
idea or a concept is the most important element of every art work: “When an artist uses a con-
ceptual form of art, it means that all the planning and decisions are made beforehand and the
execution is a perfunctory affair. The idea becomes a machine that makes the art”[14, p.846.]
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For LeWitt “conceptual art is made to engage the mind of a viewer rather than his eye or emo-
tions”[14, p.849.] Joseph Kosuth developed this idea further not only in the statement *Works
of art are analytic propositions”[13, pp. 856 — 857.], but in practice too. His main work One and
Three Chairs (1965) consists of a real chair, a photograph of this chair and a dictionary definition
of a word "chair”. For Victor Burgin conceptual art is semiotic art, and art of analyses is not a lin-
guistic but semiotic transformation of meanings and representations in art, culture and society.

One of the greatest abilities of photography is that it, as a film, can keep the past. In general,
the main characteristic of performances, actions and other kinds of interventions typical for con-
ceptualism is transience. Because of its record-keep function, photography was very important
for conceptual artists. Thanks to this medium works of Robert Smithson, Kit Arnat, Joseph Boys,
or Gilbert and George, became available to a wider audience, and were preserved for the history
of art. Due to its documentary role, photography was involved in the art of the 60s and 70s not as
an aesthetic object, but as a way to represent ideas. Of course, pop art, especially its most iconic
artist Andy Warhol, used photographs from the mass media and popular culture and reproduced
them on canvases. But as David Campany pointed out, conceptual art was “much less flashy than
Pop but perhaps more significant for the future development of photography...[7, p.17.] One of
the crucial conceptual art work is Mel Bochner’s research Misunderstanding (A theory of Photog-
raphy, 1968-1970) which consists of two parts: visual (a photography of artist hand in negative)
and textual (different attitudes and statements about photography by Emil Zola, Marcel Duch-
amp or Marcel Proust). In a form of article with color photographs of family houses, artist Dan
Graham created a very critical photo-essay Homes for America (1965). Bernd and Hilla Becher
are not typical conceptual artists, but rather artists with a conceptual approach to medium. Their
forty-years-long project is Anonymous Sculptures — a series of black and white documentary
photographs of industrial structures (water or gas towers, cranes), houses and buildings. Besides
prints, paintings, drawings and films, beginning from the project Twenty six Gasoline Stations
(1963) over Some Los Angeles Apartments (1965), Every Building on Sunset Strip (1966), and
Colored People (1972) photography played an important role in Edward Rusha’s oeuvre. All these
series of black and white and color snapshots of landscapes or industrial and urban motives, are
made without any pretensions to aesthetic documentary photographs. But Rusha presented then
in a form of books which are actually works of art.

The second most important trend in art after the conceptual art is, instead of the analytical,
semiotic research art of the last two decades of XX c., is now the art of citation, deconstruction,
appropriation, intertextuality. It is mass-media art about the power of an exchange and con-
sumption of meanings and symbols, art of presentation of certain myths in popular culture, and
the history of photography and art in general. Perhaps the most radical in deconstruction and
implementation strategy of simulation and appropriation are Richard Prince and Sherrie Levine.
At the beginning of his career Prince worked in Time magazine and used its archive for his pho-
tographs. Together with Gangs, Sunsets and Make up, his first main series Cowboys, produced
during the 80s and 90s, are re-photographed photographs of cowboys with horses in classical
American West landscapes from famous Marlboro cigarette advertisements. Sherrie Levine re-
photographed works of such masters of photography as Edward Weston, Walker Evans, Alexan-
der Rodchenko and titled them After Edward Weston or After Walker Evans. Canadian artist Jeff
Wall in his works Destroyed Room (1979), Mimic (1982), Milk (1984) , Guitarist (1986) and other
large-format color photographs, presented in alighted boxes, used deconstruction and inscena-
tion (involving casts and sets) for reinterpretation of masterpieces of Eugene Delacroix, Gustave
Courbet, Eduard Manet, or Jan van Eyck.



3anafHoe uckyccteo XV-XX BB. 513

On the other hand works of postmodernist artists, such as Barbara Kruger and Cindy Scher-
man, are mostly connected with feminist art. The term feminist art marks art production of
women artists who deal mostly with historical examples of female representations, fantasies and
sexuality in art and culture, social or political position and role of a woman in the society and
culture or woman’s psychology. Barbara Kruger has worked as a designer in Conde Nast Publica-
tions, Mademoiselle Magazine, Aperture. She engaged photographs of women from magazines
and juxtaposed them sometimes with an aggressive andsometimes with an ironic text Your body
is a battleground, We don’t need another hero, Love for Sale. She represented her works in a form
of advertising billboards placed in public spaces (streets, buses, subways), on T-shirts, mugs,
matchbooks, bags. In her later production, to be more precise in the Marry Boone Gallery in
1991, Kruger covered floors, walls and the ceiling with photographs and disturbing texts in white
italic bold letters on the red and black backgrounds: All that seemed beneath you is speaking to
you now. All that seemed deaf hears you. All that seemed dumb knows what’s on your mind. All
that seemed blind sees through you. As in her previous works, Kruger created an effect of dis-
placement because a viewer doesn’t know either who speaks or to whom it speaks. On the other
hand , in her first large land mark series of black-and-white photographs Untitled, Film Stills
(1977-1980). Cindy Sherman photographed the stars of A. HitchcocK’s and B-production movies
in various poses and with various gestures in exteriors and interiors. (in the swimming pool, in
front of the mirror, in the street, etc.) Although Sherman’s works have all characteristic features of
movie-scenes and women representation in cinematography of the 50s and 60s, they are simply
simulations or appropriations of cinema narration. Using the same strategy, but different iconog-
raphy, in her later works Sherman focused on deconstruction of fairy tales, portraits of the great
masters of western painting and fashion.

An Exhibition "Live in your Head: When Attitudes Become Form: Works - Processes —
Situations — Information” is one of the first events in which photography is presented within
the conceptual art. During the following years, a few more exhibitions organized in London
Hayward Gallery The New Art, then in Paris A Certain English Art in Musee d’Art Moderne de la
Ville.[9] Apart from these, this period is marked by such exhibitions as Photographie Als Kunst
1879-1979; Kunst als Photographie 1879-1979 (Innsbruck, Linz, Graz, Vienna, 1979.), Thédtre
des réalités (Metz, Paris, 1986.) or Photography and Art : Interactions since 1946 (Los Angeles,
1987).[9] Conceptual and postmodern art and stucturalist and poststructuralist theories of
photography result not only in the transformation of exhibition practice , but also in the fact that
some art magazines, such as Flash Art International or Art Forum, started to pay more attention
to photography, art and theory of photography, and in the meanwhile new tendencies can be
observed in works of some photographers.[7, p. 19.] Let us take William Eggleston’s exhibition
held at the Museum of Modern Art in New York in 1976 as an example. It was the first exhibition
in which color photography was introduced as a form of art.[7, p.80.] Since the sixth decade of the
20th century new markets of photography, magazines, festivals (Arles) and biennales (Huston,
Rotterdam or Paris Mois de la photo) with different concepts did appeared. Furthermore, some
of the results of these changes are reflected in different approaches to the history of photography
and education. The time of the “post photography” or “photography after photography” [15],
when analogue photography mutated into digital one, brought about many different approaches
to this medium. For a younger and older generations of artists internet, digital cameras, new
types of computer software and scanners became a new instrument for production. Photography
now can be presented as a poster, billboard, installation, slide projection, collage, montage, like
website art project and can be analyzed and observed from different points of view.
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