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IIpeducnosue opzanusamopos Kongdepenyuu
«AKkmyanvHovle npo6remol meopuU 1 UCMOPUU UCKYCCIMEaA»

BcsAxoe HaunHaHMe, 0COOEHHO B 00/1aCTV TYMaHUTAPHBIX HAyK U MCCIef0Ba-
HIT, CBA3aHHBIX C TBOPYECKOI IEATEIbHOCTDIO, TPeOYeT He TONBKO TPYHLOBBIX
3aTpaT, MHTEIEKTYaIbHbIX U SMOLMOHAIbHBIX BIOXKEHMUIT, HO M MOJAAEP>KKI
YMCTO MPAKTUYECKOI. DTOT Ayann3M TBOPYECTBA, KOTOPOe 3aTyxaeT 6e3 3auH-
TepPeCOBAHHOTO MaTepyabHOTO y4acTs, ObUI OCO3HAH ellle B ITTyOOKOIT ApeB-
HOCTM, KOTZIa He CTaBlIee ellle HapyljaTeTbHbIM UM PUMCKOro naTpuuysa Melie-
HaTa C IIOYTeHMeM YIIOMUHA/IM B CBOUX COUYMHEHMAX 00/T1arofieTe/IbCTBOBAHHbBIE
M OBupuit u Topannit. Bkmafi, KOTOPBIN cerofiHA BHOCAT B Pa3BUTNE HayYHbBIX
VICC/IeTIOBAHWIT OT/ie/IbHbIE IIPeIIPUHIMATENN 1 1ie/ible (POHbI, HeOOXOMUM IS
COXpaHEeHN:A BBICOKO IJITAHKM I'YMaHUTaPHOTO 3HAHMA — 3aJI0Ta TOrO CO3Ma-
Te/IbHOTO Hadaja, KOTOpOe ABIDKET Hac IO IYTU COXPaHEHMA BCETO TYYILETO,
JyeM pacIiosaraeT COBpeMeHHOe 001eCTBO U3 Hacyeys IPOLIJIOTo.

ITposepenue IV Mex/yHapoHO! KOH(pEpPEHIMY MOJIOABIX CIEIaINCTOB
«AKTya/IbHBIe IPO6/IeMbl TEOPUI 1 UCTOPUY UCKYCCTBa» B 2013 ropy 1 nsganue
cOOpHUKa CTaTell 10 MaTepyanaM ee paboThl ObIIO OCYIIECTBIEHO MU PpUHAH-
coBoIt nopfiep>kke poHma «Pycckmit XygoskecTBeHHBIT Myup». OpraHusaloH-
HBIl KOMUTET ¥ Y9aCTHUKI KOH(pEepeHIINN BBIPAXXAIOT CBOIO ITTyOOKYIO IIpU3HA-
TEIbHOCTD upeKkTopy poHpa Enene KasummposHe JKykoBoit 1 HaferoTcs Ha
JasbHelIee MJIONOTBOPHOE COTPYAHUYECTBO.

Om umenu Op2anu3ayuoHH020 KOMUmMema u yuacmHukos KoHgpepeHuuu,
A.B. 3axaposa, C.B. Manvuesa



IIpeducnosue oupexmopa ¢onoa
«Pyccxuii xydoxnecmeenuwlii mup»

OCHOBHOIT IIelbl0 CBOEl JiesATenbHOCTY (OHT «Pycckuil XymoskecTBEeHHBDII
mup» (PXM) cunTaer comeiicTBMe peanu3anyyl KyAbTYPHBIX ¥ HAyYHBIX IIPO-
TpaMM ¥ MepONpMATUII — BBICTABOK, JIEKIMIT, CEMUHAPOB U KOH(EpPEeHIINII,
CIIOCOOCTBYIOIINX U3YYEHMIO KY/IbTYPHO-MCTOPUYECKOTO, apXUTEKTYPHOTO 1
XY[,0’KECTBEHHOTO HaC/IeusA Hallell CTpaHbl. B paMKax 3TOro HampasIeHus fe-
ArenbHOCTY POHJ IPMHMMAET y4acTHe B pa3dpaboTKe MPOrpaMM B3aMMOZENCT-
BUSA Hay4HOro coobmectBa Poccum n Ipyrux cTpaH B oOMeHe UesMI U O3Ha-
KOMJIGHIN C Pe3y/lbTaTaMy uccnefoBanmii. Te xe 3afaum cTaBAT mepes co6oit
U OpraHM3aTopbl MeXXyHapOIHOI Hay4HO! KOH(epeHIu « AKTya/IbHble IPo-
671eMbI TEOPUM M UCTOPUM UCKYCCTBa». [I09TOMY MBI C pafjoCTbIO IOAIEPIKAIN
nposefienne B 2013 roxy IV MexayHapogHoit KoHdepeHIuN 1 13faHue cobop-
HUKa CTaTell o MaTepuanaM paboTsl KoHpepeHyy B 2014 roxy. OTmeuy, 4TO
oco6oe BHuMaHMe DOHJI yAenAeT MpoeKTaM, CBA3aHHBIM C M3y4YeHMeM UCKYC-
crBa Busantum n JIpesneii Pycu, a taxxe uckyccrsa Poccun XX n XXI Bekos,
4TO Jie/IaeT HaIly IPOTrpaMMy COfielicTBMA paboTe KOH(pepeHIUY B OYKBaIbHOM
CMBICJIE aJPECHOIL.

Yuactue ®oHa B MOATOTOBKE 1 paboTe KOH(bepeHIN «AKTya/nbHbIE IIPO-
671eMbl TEOpUM ¥ MCTOPUM MCKYCCTBA» NPOXOAUT B pamkax CornamieHus o
corpypundectse Mexgy MI'Y umenn M.B. Jlomonocosa u ®onpom «Pycckui
XyZIO>KeCTBeHHbIN Mup». Cpegu gpyrux npoektoB PXM B HacTosIIee BpeMa —
ydJacTue B OpraHusauuu 1 nposefeHnn B Mmapre 2014 ropa B Jlongone MexyHa-
ponHoit Hay4HoU KoH(pepeHuun Vucturyra Kypro, Kembpumkckoro ynusep-
cuteta 1 MI'Y umenn M.B. JlomoHocoBa. MbI Bcerfa pajibl COTPYAHUYECTBY C
BENYIIMMM YHUBEPCUTETAMI ¥ HayYHO-UCCIEN0BATE/IbCKMMY LIEHTPaMy MuUpa,
TaK KaK BUJVIM B 3TOJ AeATENbHOCTU BBICOKYIO LIe/Ib — COXPaHEHNE TBOPYECKUX
Y MHTE/UIEKTya/IbHBIX OOTaTCTB 1, B IEPBYIO OYepelib, Pa3BUTIE OTEYECTBEHHOTO
Hay4YHOTO MOTEHIIMa/Ia ¥ TyMaHUTapPHOTO 0Opa3oBaHMAL.

Jupexmop ponoa «Pycckuii XydoxecmeeHHbIl MUP»
Enena XKyxosa

.77 o
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L. Miti¢

The Exhibition of Four Soviet Painters
in Belgrade, 1947

The case of the Federal Peoples’ Repulic of Yugoslavia (FPRY), a small country in the
Balkans, was more than specific and complicated during the postwar years. Coming up
to the world stage during the war, Yugoslav politics experienced big change. With its
Communistic party (CP) as the leading one, after the elections in 1945, it was under the
direct influence of the USSR. The influence was strongly felt in every aspect of life in the
country, including culture and art.

The fight against the fascism brought the FPRY to the sphere of people’s democracy.
The country was devastated by the war, with destroyed economy, great poverty and illit-
eracy, but with the powerful communist ideology put on airs through political apparatus.

Socialist realism, established at the Union of writers in Moscow in 1934 and elaborat-
ed by Zhdanov, became an ideological model implied to the culture and art in Yugosla-
via from 1945 to 1950. In that period, it was political art orchestrated by the Communist
Party in its attempt to adopt the Soviet pattern in many aspects of life and culture in the
first years after the war when Yugoslavia was in close relations with the USSR.

In the summer of 1946, the FPRY and the USSR signed the agreements on economic
cooperation and in autumn the 1 Congress of writers was held in Belgrade in the spirit
of socialist realistic ideas with the important speech of Radovan Zogovi¢, one of the most
passionate ideologists. The political turn in that moment was towards the East, but it didn’t
last long. The reason can be found in the specific position of the FPRY during these years,
at the very beginning of the cold war. Yugoslav-Soviet relations were good before Tito’s
refusal to adopt the Resolution of Cominform in June 1948, which put the country to a
dangerous state and was an example of bad behavior offered to other communist countries.

Only one year earlier, in 1947, Cominform was created in Poland, and Belgrade, the
capital of Yugoslavia, became its headquarters. The good political relations between the
USSR and the FPRY during this period were the proscenium for the cultural exchange
between them. The exhibition of Soviet painters held in Belgrade and other large Yugo-
slav cities was the obvious symptom of this.

From the very beginning, after elections in 1945, the main aim of the Communist
Party in the FPRY was to keep the leading position in the country and to use all forces
to create society based on the ideas of Marx, Engels and Lenin, as much as on the expe-
rience of Stalin’s USSR [5, p. 15].

For that purpose, all spheres of life had to be put to radical change and the only way
to do that was with strong bureaucratic and administrative tools controlled by the Com-
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munist Party. Despite the poverty, economic instability, abnormal illiteracy and war
devastation, Yugoslav political apparatus knew that culture as one of the most important
spheres of life, had a great power to transfer ideas and to be active element in creating a
new society. The system of Agitprop organizations was taking care about the orthodoxy
of ideas and its correct implementation, it controlled culture, among the other things.

With the strong realistic tradition in artistic production, the Soviets created a pow-
erful tool for transferring communist ideas in the world changed by the big war. Once
being proclaimed by Zhdanov, as the only artistic expression in literature, art and etc.,
socialist realism became imperative for all other countries under the Soviet paw. The
elements of Western ideas in art, literature, music, philosophy had to be destroyed and
their appearance was forbidden.

In that kind of atmosphere, the appearance of the Soviet painters in Yugoslavia is a
logical consequence of strong relations between two communist allies. Knowing that
in the period of 1945-1950 only 17 permanent exhibitions were held in Yugoslavia, we
can imagine how important this event was for our state in that moment [5, p. 29]. Many
documents from the Yugoslav Archive illustrate vivid cultural exchange between FPRY
and the USSR in the field of music, literature and visual art. The institutions responsible
for this cooperation were the Committee for Culture and Art, Society for Cultural Co-
operation with the USSR on behalf of the FPRY, the USSR Embassy in Belgrade and the
VOKS (Federal Soviet service department for foreign relations) on behalf of the Soviet
Government [2, p. 278].

The Contract about friendship, mutual support and postwar cooperation was signed
by the FPRY and the USSR on the 11" of April 1945 and in November 1947 the plan for
Cultural Conventions between two countries was created. It implied exchange of books,
magazines, newspapers, educational materials; cooperation in the field of radiophonics,
film production, theatre; activities of news agencies and reporters, mutual visiting of
journalists; organization of exhibitions, lectures of all kinds, concerts, language courses;
exchange of museological materials; publication of scientific, journalistic, literary works
in good translation; organization of touristic activities'.

All these activities were conducted with strong belief in mutual interest of the both
countries. One look at the documents about postwar Yugoslav-Soviet relations will lead
us to the conclusion that the cultural exchange between them was most vivid in the field
of literature, music, film and theatre. After many concerts, theatre plays, published books,
visiting artists, writers and etc., a representative display of the Soviet official art was of-
fered to Yugoslavian people. It was the first Soviet exhibition abroad after the Great Pa-
triotic War, it came to Belgrade after touring Vienna, Prague and Bucharest with a big
success, according to Soviet resources. After Belgrade it was set in Zagreb and Ljubljana.

The exhibition was held during September 1947 in Art pavilion in Kalemegdan,
which was one of the few places suitable for the exhibitions in that time in Belgrade. It
was the first Soviet exhibition in Belgrade and it is very important to know that it also

! Diplomatic Archive of the Ministry of Foreign Affairs, Politicka arhiva, Fond SSSR, File 106,
1947, p. 258a.
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was the last in the period of cooling in Soviet-Yugoslav relations caused by the “fight”
between Tito and Stalin.

It was opened on the 30™ of August by Vladislav Ribnikar, the president of Committee
for Culture and Art in the presence of the most important statesmen — vice-president of
the National Assembly of the FPRY, ministers of the federal government, the president
of Pan-Slavic Committee, the president of Central Board of Workers union and other
important people of culture and education. On behalf of the Soviet diplomatic corpus
from Belgrade: ambassador of the USSR — A.]. Lavrentev with Embassy staff, ambassa-
dor of Czechoslovakia — J. Korbel; ambassador of Poland — J. Karol Vende.

The concept of the opening ceremony with all these guests invited proves how impor-
tant for both sides this exhibition was®.

The fact that one month before the opening, Aleksander Gerasimov came to Yugosla-
via, speaks in favor of this. He spent some time in Belgrade and visited Zagreb, Ljublja-
na, Sarajevo, Dubrovnik, Adriatic coast. This was a good occasion for our artists to meet
with him and discuss art issues. His words can evoke the atmosphere of this meeting:
“Our way is the way of socialist realism which completely reflects and expresses the soul
of the Soviet people. In the USSR, modernistic and decadent art fell oft by itself, because
it was rejected by the people. The great Stalin’s definition that socialist realism has to be
a method of the Soviet art becomes the flag under which the Soviet artists are gathered
and under which they create. We understand that method this way: the form is realistic
and the content is socialistic™.

When we know all these details, we can surely say that the exhibition of the Soviet
painters that toured other European countries and came to Belgrade, was the part of the
Soviet cultural propaganda after the World War II.

The exhibition contained oil paintings and watercolors, just to name the most famous:

Aleksander Gerasimov, oil paintings: The Tehran conference, 1945; portraits of Stalin
(1939), EI Tolbukhina (1945), O.V. Lepeshinskaia, (1939), A.K. Tarasova (1940), etc.;
watercolors: some scenes from Florence, Paris, Moscow, some portraits, sketches for the
decorations of the opera “Taras Bul'ba” etc.

Sergei Gerasimov, oil paintings: The Kolkhoz celebration (1937), Kolkhoz guardian
(1935), Novgorod Kremlin (1944), The Church of Savior in Neredica Destroyed by Ger-
man Fascists (1944), Winter in Samarkand (1943) etc.; watercolors: Caucasus (1935),
Travel album Moscow-Samarkand (1941) etc.

Alexander Deyneka, oil paintings: The Wings of Slave (1940), On the Outskirts of Mos-
cow (1942), Portrait of the Artists Wife (1944), Sevastopol (1943) etc.; watercolors/tem-
pera: scenes from Sevastopol, Paris, Rome and Berlin from the period 1934-1945.

Arkady Plastov, oil paintings: The German Flew (1943), To the Partisans (1942), First
Snow (1946) etc.; watercolors: Stalingrad Front (1943), The Glass of Milk (1946).

The Catalogue printed in Serbian offers short texts about each artist and has an
interesting preface explaining the essence of the contemporary Soviet art (Ill. 90). We

2 Ibid.
3 Ibid.
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can see a strong accent put to the link between the people of the USSR and art, as
the main quality of the Soviet art: “Soviet art lives by the lives of the Soviet people.
Thoughts, emotions of people, their hopes and historical destiny — that is the content
of that art” [6, p. 7].

Another quality of this art is the continuum with the realistic tradition as the only
appropriate form. The most important is the role of the Soviet art in society: “Soviet art
doesn’t only reflect our reality truly, moreover, it helps its development. Soviet art with
its deeds participates in educating people, in forming the best characteristics of the So-
viet people... In the period of the Great Patriotic War it participated in the sacred fight
against enemy... Soviet art is realistic art” [6, p. 7].

Also, the rejection of modernist art as something alienated from life, is an indispen-
sable element of socialist realistic rhetoric.

According to the archival documents, the exhibition in Belgrade had 56041 visitors,
of which 26196 were individual visits, and the rest were collective visits by organiza-
tions of People’s Front, Syndicate of People’s Youth, foreign youth working brigades, sol-
diers of the Yugoslav Army*. People from other parts of Serbia, Vojvodina, Kosovo and
Metohia, Macedonia came to see it. Marshal Tito visited exhibition as well. It was noted
that this number of visitors reflects a high interest and love of our people for the Soviets
and their art®. All these facts point that exhibition was very well planned, organized and
was supported by administration of the both states. The main aim of the USSR was to
show to other countries the artistic model that fully met the reality of the Soviet country:
“Soviet art, that is realistic art. It stands firmly, consistently, in principle on the positions
of socialist realism” [6, p. 8].

However, that model in art and culture should have been imposed to other countries
which after the World War II became the part of one great “socialist” reality, no matter
how different artistic experience these countries had previously.

Apart from the idealistic pictures that we can get from official reports written by state
workers, or almost stunning catalogue preface about the glorious role of art in creation
of a better society, we are interested in getting the right impression about this exhibition
in our cultural environment, as an important attempt of the Soviet state to spread its
dogmatic model and its own sphere of influence.

Unfortunately, we do not have many writings about this exhibition, but this fact can
be also important for general conclusion about its impacts.

On the 19" of September, encomiastic text devoted to the exhibition was published in
a political newspaper “Borba”. It was written by Eli Finci, one of the passionate socialist
realism ideologists who would transform into a supporter of modernism, very soon
after that. In his text Finci explains what are the real qualities of the Soviet painting and
its significance. They lay in the sort of novelty which can be perceived by the visitor at
the first sight if he throws away common prejudices of narrow aesthetic conceptions:
“In that returning of painting to its true wellhead — rich and diverse reality of life; in

4 Ibid.
’ Ibid.
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its approaching to its true admireres — masses of the working people... That is its social
and historical mission in art” [3]. Finci praises the Soviet artists because they are “tightly
connected to the life of people, they are active participants in the creation of it, they are
inspired by bright heroism of soldiers, rational politics of leaders, kolkhoznik enthusi-
asm for work, positive attitude of young people... the beauty of human venture..” [3].

On the opposite side of this meaningfull painting full of heroic ideas, Finci put a dark
and decadent Western art. He did not hesitate to use very strong words: .. Western
painting is staggerring helplessly in airless space of unfruitfull abstract, aesthetic pre-
ocupations..” [3].

Here, we can see the main ideas that were proclaimed by communist parties, Soviet
and Yougoslav, regarding the nature of art. We don’t need any more texts to understand
the dimensions of ideological content that was put to the complex nature of art.

Finci was not the only voice of this ideology that appeared in this period. Grga Gam-
ulin, Branko Sotra, Jovan Popovi¢, Radovan Zogovi¢, Boris Ziherl and others were also
the figures who participiated very vividly in elaboration of the socialist-realistic ideolo-
gy in Yugoslavia, and were its persistant guardians.

So to speak, during the period of socialist realism in art, an art critic gained impor-
tant role in society which was at some extent bigger than the role of the art works.

Looking at the newspapers from that time will lead us to the conclusion that socialist
realism caused constant debates about its ideas, their implementation, development.

But, what was the real reception of the soviet artistic model offered through the exhi-
bition of the Soviet painters?

In literature it is said that four painters from the USSR didn’t have a big success in our
country, on the contrary, they caused some dissapointment among our socialist-realists. Ac-
cording to some other sources, the exhibition was not well attended [10, p. 358; 1, p. 23].

And surely, among those dissapointed ones we can also hear the voice of Grga Gamu-
lin whose negative remarks about this exhibition appeared three years after it.

They were the part of his broader opinion about the actual artistic scene in Europe,
presented in the text “On the Position of our Art’, published in Knjizevne Novine, 1950.
Talking about the position of Yugoslav art, its perspectives, tasks and actual problems
in the difficult period after the Resolution of Cominform, when Yugoslav people with
its Communist Party suffered unfair attacks, degradations and charges, Gamulin gives
a sort of negative overview of the actual artistic scenes in both East and West using the
examples of two great shows — Venice Bienalle in 1948 and the exhibition of the Soviet
painters in Yugoslavia in 1947.

Gamulin finds that “..what is more tragic than hopeless situation in art life of the
West is absolute confusion... that reigned in the pavillons of the national democracy
countries... sympthomatic lack of ideas seen in the exhibited contents of Poland, Czech-
oslovakia, Hungary, Bulgaria” [4]. Also, without hesitations, Gamulin tackled the official
Soviet art, shown at the Exhibition in 1947: “It is enough to recall those dancers sloppy
and poorly painted; those tractor drivers undressed and pornografically observed by
A. Gerasimov (probably, they ought to present us the heroes of socialistic work?) and
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empty poster compositions by A. Deyneka..” Gamulin expresses his great dissapoint-
ment with the exhibition because it was accepted with great hospitality, respect and
hope that it would have offered “the image of a new socialistic man”, but it only brought
a confusion among our artists and our public [4].

Gamulin finds that many famous compositions (Gerasimov’s Tehran Conference,
Deyneka’s Defence of Sevastopol) suffer from empty rhetoric and theatrical decoration
as the results of fading of the social awareness and revolutionary principles of the Soviet
artists [4].

This kind of negative opinion about the Soviet art could have been put to airs in the
years after the split with the USSR, when Yugoslav politics changed its turn towards
West and the logical consequence was the softening of the rigid ideological system. The
voice of Yugoslav critic, Grga Gamulin, was raised not against the socialist realism as
the artistic model, but against its degradation for which the exhibition of Soviet painters
was a good example, as he believed. It’s important to mention that socialist realism as
the official art form was adopted in Yugoslavia after the break with the USSR, actually,
in 1948 [8, p. 24]. The changing in good cultural cooperation among the two countries
was felt since 1949. And from 1950 Yugoslavian culture experienced the liberation in
many asspects.

One of the heralds of this liberation was Miroslav Krleza, famous Croatian writer,
wellknown for his negative reactions against Stalin-Zhdanov’s dogmatism, who men-
tioned the exhibition of the Soviet artists of 1947 in his famous speech at the Congress of
writers held in Ljubljana in 1952: “Unfortunatelly, Gerasimov and the others are neither
Courbet nor Zola or versilibrists, but one provincial school of painting ..” [10, p. 363].

The other famous writer, Mihailo Lali¢, at the meeting of writers titled “Literature and
Politics” in 1955 recalled how Oto Bihalji Merin, one of the very important Yugoslav art
critics from that time, took the whole staff of “Borba” to see the exhibition of the Soviet
artists in 1947. He put special accent to Merin’s fascination with Gerasimov’s work The
Kolkhoz Celebration [7, p. 420].

What is most interesting is that both critics who had been impressed by the Soviet
exhibition, Merin and Finci, after a short period left their fascination with the rhetoric of
Soviet socialist realist art and turned to adoration of the modern tendencies [7, p. 420].

All these facts lead us to conclusion that the echo of this exhibition held in our coun-
try was stronger in debates among the socialist realistic critics than in the works of
artists who were active in that period. Maybe the reason for that is in the very nature of
our version of socialist realism? It lasted only for a few years, and can be perceived as
an ephemeral phenomenon in our history of art. It had a few real protagonists (Porde
Andrejevi¢ Kun, Branko Sotra, Boza Ili¢, Purde Teodorovi¢ etc.).

Many of the artists who were active in that period were raised on the modernist ideas,
so when the influences from the USSR became strong after the war, a new way of dealing
with them had to be found. Time showed that these attempts were not so fruitfull in
our cultural space. The ideas of socialist realistic art according to the Soviet model were
stronger than their concrete manifestation through artworks of our painters.
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At the end, the words of Miodrag Proti¢, the great Serbian art historian, as one who
witnessed all these processes in our postwar art scene, may be cited as a reasonable
explanation of the specific reception of socialist realism according to the Soviet model
in our country: “Those who had the opportunity to see Degas’ ballerinas and Manet’s
characters, even in reproductions, couldn’t bear the solemn portraits of Stalin or Lepe-
shinskaya; No one seriously wanted to give up Van Gogh, Cezanne, Bonnard and Picas-
so because of Gerasimov and that was precisely the purpose of the ideological battle that
took place” [10, p. 358].
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merrckutpr 1, benrpag, Cep6ust, 11000. loramitic@yahoo.com

Annoranms. Llenb 3TOM CTaTbyt — MPOAHA/MSUPOBATh XapAKTEP BOCIPUATUA BBICTAaBKM COBETCKUX
xynoxHukoB (Anekcanppa u Cepres Iepacumosbix, Apkajgus [Tmacrosa, Anekcanppa JlefiHekn), opranu-
30BaHHOII B 1947 1. B Benrpazne. Ha atoM MaTepuase Mbl XOTenu ObI pacCMOTPETh TECHBIE CBA3U MEXIY
BU3Ya/lIbHBIM U UJIEONIOTMYECKUM B TIEPMOJ, 3HAYUTENBHOTO COBETCKOTO BIMAHMA Ha lOrocmasuio, B Te-
YeHue NepBbIX JIeT Iocte Bropoit Muposoit BoriHbl. Halna 3agaua — mogHATD Ipo6/ieMy CTEIeHM Mpo-
HUKHOBEHMA COBETCKOI Xy/I0’KECTBEHHON MOJIENN, a UMEHHO COL[MANIICTUYECKOTO PeannsMa, B KyIbTypy
IOrocmaBum, ncrnonbsys NpuMep pacCMaTPUBAEMON BBICTABKIL.

Kmouesbie cnopa. Cormanuctiieckuii peannsm, Bropas mMupopas BoiiHa, I0TOCTABCKOE XY/[0XKeCT-
BeHHOe 00611eCTBO, COBETCKOE BIIMHIIE.

Title. The Exhibition of Four Soviet Painters in Belgrade, 1947

Author. Miti¢, Lora freelance researcher, Ph.D. student, University of Belgrade. 1 Studentski
Square, Belgrade, Serbia, 11000. loramitic@yahoo.com

Abstract. The purpose of this paper is to analyze the reception of exhibition of the Soviet painters
(Alexander and Sergei Gerasimov, Arkady Plastov, Alexander Deineka) in Belgrade in 1947. With this we
want to examine the tight connections between visual sphere and ideology, in the period of strong Soviet
influence in Yugoslav country, during the first years after World War II. Our aim is to problematize the real
dimensions of applying the Soviet artistic model — socialist realism, in our culture, using the example of
this exhibition.

Keywords. Socialist realism, World War II, Yugoslav artistic scene, Soviet influence.
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