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Предисловие организаторов конференции
«Актуальные проблемы теории и истории искусства»

Всякое начинание, особенно в области гуманитарных наук и исследова-
ний, связанных с творческой деятельностью, требует не только трудовых 
затрат, интеллектуальных и эмоциональных вложений, но и поддержки 
чисто практической. Этот дуализм творчества, которое затухает без заин-
тересованного материального участия, был осознан ещe в глубокой древ-
ности, когда не ставшее еще нарицательным имя римского патриция Меце-
ната с почтением упоминали в своих сочинениях облагодетельствованные 
им Овидий и Гораций. Вклад, который сегодня вносят в развитие научных 
исследований отдельные предприниматели и целые фонды, необходим для 
сохранения высокой планки гуманитарного знания — залога того созида-
тельного начала, которое движет нас по пути сохранения всего лучшего, 
чем располагает современное общество из наследия прошлого.

Проведение IV Международной конференции молодых специалистов 
«Актуальные проблемы теории и истории искусства» в 2013 году и издание 
сборника статей по материалам ее работы было осуществлено при финан-
совой поддержке фонда «Русский художественный мир». Организацион-
ный комитет и участники конференции выражают свою глубокую призна-
тельность директору фонда Елене Казимировне Жуковой и надеются на 
дальнейшее плодотворное сотрудничество.

От имени Организационного комитета и участников конференции,
А.В. Захарова, С.В. Мальцева



Предисловие директора фонда 
«Русский художественный мир»

Основной целью своей деятельности фонд «Русский художественный 
мир» (РХМ) считает содействие реализации культурных и научных про-
грамм и мероприятий — выставок, лекций, семинаров и конференций, 
способствующих изучению культурно-исторического, архитектурного и 
художественного наследия нашей страны. В рамках этого направления де-
ятельности Фонд принимает участие в разработке программ взаимодейст-
вия научного сообщества России и других стран в обмене идеями и озна-
комлении с результатами исследований. Те же задачи ставят перед собой 
и организаторы Международной научной конференции «Актуальные про-
блемы теории и истории искусства». Поэтому мы с радостью поддержали 
проведение в 2013 году IV Международной конференции и издание сбор-
ника статей по материалам работы конференции в 2014 году. Отмечу, что 
особое внимание Фонд уделяет проектам, связанным с изучением искус-
ства Византии и Древней Руси, а также искусства России XX и XXI веков, 
что делает нашу программу содействия работе конференции в буквальном 
смысле адресной.

Участие Фонда в подготовке и работе конференции «Актуальные про-
блемы теории и истории искусства» проходит в рамках Соглашения о 
сотрудничестве между МГУ имени М.В.  Ломоносова и Фондом «Русский 
художественный мир». Среди других проектов РХМ в настоящее время — 
участие в организации и проведении в марте 2014 года в Лондоне Междуна-
родной научной конференции Института Курто, Кембриджского универ-
ситета и МГУ имени М.В. Ломоносова. Мы всегда рады сотрудничеству с 
ведущими университетами и научно-исследовательскими центрами мира, 
так как видим в этой деятельности высокую цель — сохранение творческих 
и интеллектуальных богатств и, в первую очередь, развитие отечественного 
научного потенциала и гуманитарного образования.

Директор фонда «Русский художественный мир»
Елена Жукова
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L. Mitić

The Exhibition of Four Soviet Painters 
in Belgrade, 1947

Th e case of the Federal Peoples’ Repulic of Yugoslavia (FPRY), a small country in the 
Balkans, was more than specifi c 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, aft er the elections in 1945, it was under the 
direct infl uence of the USSR. Th e infl uence was strongly felt in every aspect of life in the 
country, including culture and art.

Th e fi ght against the fascism brought the FPRY to the sphere of people’s democracy. 
Th e 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 
fi rst years aft er 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 1st Congress of writers was held in Belgrade in the spirit 
of socialist realistic ideas with the important speech of Radovan Zogović, one of the most 
passionate ideologists. Th e political turn in that moment was towards the East, but it didn’t 
last long. Th e reason can be found in the specifi c 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 off ered to other communist countries.

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

From the very beginning, aft er 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. Th e 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. Th e 
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 fi eld of music, literature and visual art. Th e 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].

Th e Contract about friendship, mutual support and postwar cooperation was signed 
by the FPRY and the USSR on the 11th 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 fi eld of radiophonics, 
fi lm 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 scientifi c, journalistic, literary works 
in good translation; organization of touristic activities1.

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 fi eld 
of literature, music, fi lm and theatre. Aft er many concerts, theatre plays, published books, 
visiting artists, writers and etc., a representative display of the Soviet offi  cial art was of-
fered to Yugoslavian people. It was the fi rst Soviet exhibition abroad aft er the Great Pa-
triotic War, it came to Belgrade aft er touring Vienna, Prague and Bucharest with a big 
success, according to Soviet resources. Aft er Belgrade it was set in Zagreb and Ljubljana.

Th e 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 fi rst Soviet exhibition in Belgrade and it is very important to know that it also 

1 Diplomatic Archive of the Ministry of Foreign Aff airs, Politička 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 “fi ght” 
between Tito and Stalin.

It was opened on the 30th 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.J. Lavrent’ev with Embassy staff , ambassa-
dor of Czechoslovakia — J. Korbel; ambassador of Poland — J. Karol Vende.

Th e concept of the opening ceremony with all these guests invited proves how impor-
tant for both sides this exhibition was2.

Th e 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. Th is 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 refl ects and expresses the soul 
of the Soviet people. In the USSR, modernistic and decadent art fell off  by itself, because 
it was rejected by the people. Th e great Stalin’s defi nition that socialist realism has to be 
a method of the Soviet art becomes the fl ag 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”3.

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 aft er the World War II.

Th e exhibition contained oil paintings and watercolors, just to name the most famous:
Aleksander Gerasimov, oil paintings: Th e Tehran conference, 1945; portraits of Stalin 

(1939), F.I. 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: Th e Kolkhoz celebration (1937), Kolkhoz guardian 
(1935), Novgorod Kremlin (1944), Th e 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: Th e Wings of Slave (1940), On the Outskirts of Mos-
cow (1942), Portrait of the Artist’s Wife (1944), Sevastopol (1943) etc.; watercolors/tem-
pera: scenes from Sevastopol, Paris, Rome and Berlin from the period 1934–1945.

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

Th e Catalogue printed in Serbian off ers 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. 
Th oughts, 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. Th e most important is the role of the Soviet art in society: “Soviet art 
doesn’t only refl ect 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 fi ght 
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 Army4. 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 refl ects a high interest and love of our people for the Soviets 
and their art5. All these facts point that exhibition was very well planned, organized and 
was supported by administration of the both states. Th e 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 fi rmly, 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 aft er the World War II became the part of one great “socialist” reality, no matter 
how diff erent artistic experience these countries had previously.

Apart from the idealistic pictures that we can get from offi  cial 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 infl uence.

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 19th 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 
aft er that. In his text Finci explains what are the real qualities of the Soviet painting and 
its signifi cance. Th ey lay in the sort of novelty which can be perceived by the visitor at 
the fi rst 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.
5 Ibid.



580 L. Mitic. The Exhibition of Four Soviet Painters in Belgrade, 1947

its approaching to its true admireres — masses of the working people... Th at 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 Popović, Radovan Zogović, Boris Ziherl and others were also 
the fi gures 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 off ered 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 aft er it.

Th ey 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 diffi  cult period aft er the Resolution of Cominform, when Yugoslav people with 
its Communist Party suff ered 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 fi nds 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 offi  cial 
Soviet art, shown at the Exhibition in 1947: “It is enough to recall those dancers sloppy 
and poorly painted; those tractor drivers undressed and pornografi cally 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 off ered “the image of a new socialistic man”, but it only brought 
a confusion among our artists and our public [4].

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

Th is kind of negative opinion about the Soviet art could have been put to airs in the 
years aft er the split with the USSR, when Yugoslav politics changed its turn towards 
West and the logical consequence was the soft ening of the rigid ideological system. Th e 
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 offi  cial art form was adopted in Yugoslavia aft er the break with the USSR, actually, 
in 1948 [8, p. 24]. Th e 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].

Th e other famous writer, Mihailo Lalić, 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 Th e 
Kolkhoz Celebration [7, p. 420].

What is most interesting is that both critics who had been impressed by the Soviet 
exhibition, Merin and Finci, aft er 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 (Đorđe 
Andrejević Kun, Branko Šotra, Boža Ilić, Đurđe Teodorović etc.). 

Many of the artists who were active in that period were raised on the modernist ideas, 
so when the infl uences from the USSR became strong aft er 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. Th e 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 Protić, 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 specifi c reception of socialist realism according to the Soviet model 
in our country: “Th ose 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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Название статьи. Выставка четырех советских художников в Белграде в 1947 г.
Сведения об авторе. Лора Митич — исследователь, аспирант, Белградский университет. Сту-

дентскитрг 1, Белград, Сербия, 11000. loramitic@yahoo.com
Аннотация. Цель этой статьи — проанализировать характер восприятия выставки советских 

художников (Александра и Сергея Герасимовых, Аркадия Пластова, Александра Дейнеки), органи-
зованной в 1947 г. в Белграде. На этом материале мы хотели бы рассмотреть тесные связи между 
визуальным и идеологическим в период значительного советского влияния на Югославию, в те-
чение первых лет после Второй мировой войны. Наша задача — поднять проблему степени про-
никновения советской художественной модели, а именно социалистического реализма, в культуру 
Югославии, используя пример рассматриваемой выставки.

Ключевые слова. Социалистический реализм, Вторая мировая война, югославское художест-
венное общество, советское влияние.

Title. The Exhibition of Four Soviet Painters in Belgrade, 1947
Author. Mitić, Lora  freelance researcher, Ph.D. student, University of Belgrade. 1 Studentski 

Square, Belgrade, Serbia, 11000. loramitic@yahoo.com
Abstract. Th e 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 
infl uence in Yugoslav country, during the fi rst years aft er 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 infl uence.
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