only on the art of these epochs, but also on the Romanticism of the 19th century, and subsequently
on the concepts of such modern German artists as Anselm Kiefer and Joseph Beuys. As a matter
of fact, the artists themselves say that the Middle Ages and the Renaissance motives play a very sig-
nificant part in their works — they are often inspired by DUrer’s prints or Robert Fludd’s studies, or
medieval incunables. Their paintings and installations are filled with lots of references to alchemists’
insights (for example, “Auschwitz Demonstration” 1968, by J. Beuys), numerology, astrology, or Re-
naissance religious/mystical texts — for instance, A. Kiefer’s installation “Breaking of the Vessels” (1990)
was based on the subject-matter of the Lurianic Kabbalah. Also they use the problem of the Roman-
tic interpretation of alchemy when working with such narratives as “Faust” by Goethe (Kiefer’s 1980s se-
ries of paintings “Your Golden Hair, Margarethe” — “Your Ashen Hair, Sulamith”).

To sum up, the main subject of the presentation will be the question if there is a connection be-
tween the Renaissance alchemists’ philosophy and the artistic views of these particular artists in works
produced between the 1960s and 1990s.

Many western scholars, such as B. Buchloh, M. Biro or D. Kuspit have already addressed some
of these problems, using the works of T. Adorno, M. Heidegger, W. Benjamin.

Research into this matter is a perspective way of studying correlations between artistic and philo-
sophical concepts of the Renaissance and postmodernism.

bnoxuna Kcenns IlenHagbeBHa
Tocydapcmeennulii uHcmumym uckyccmeosnanus, Poccust

IToHsATHME )XUBOMICHOTO A3bIKAa B Teopun U npakTuke yKana [Tro6odde

®pannysckuit xynoxHuk JKan dobiodde saBrsercs cospaTeneM TepMuHa «ap OproT» («He-
obpaboTaHHOe», TpyOOe MCKYCCTBO; OONBUIVI0O YaCTh KOMIEKLIMM ap OpIOT, COOpaHHOI XYHOXK-
HMKOM, COCTABJIAIOT IPOM3BENeHNs MAalJMeHTOB Icuxuarpudeckux 6ompuui). HecmoTps Ha To,
4TO OIpefie/ieHNe JAaHHOTO IOHITHS MMeeT JOCTaTOYHO PACIUIBIBYATble TPAHNIIbI, IPUHIINII BbI-
feneHyst ap OpIOT B 0CoOyI0 MpedepeHINI0 CTAaHOBUTCS O0Jee JIOTMYHBIM, €C/I PACCMOTPETD ero
B KOHTEKCTE TeOPeTMYeCKUX paboT XyHZOXKHVUKA M ero BO33PEHMUII Ha COLMaTIbHble QPYHKINM VC-
KyccTBa. Ha ocHoBaHMm Takux rexcroB [oo6mdde, kak «Ap OpIOT IpeAnoYTUTe/IbHEee KYIbTyp-
HOTO VICKYCCTBa», «AHTUKY/IBTYpHbIE IO3ULIMI» U IPYIUX, B HOKIaje OyaeT 3aTpoHyTa mpobiema
VICKYCCTBa KaK CaMOCTOSTE/IbHON sA3BIKOBON cyucTeMbl. [Jlo6odde paccy’xmaeT o TOM, 4TO CO-
BpeMeHHasl eMy Ky/IbTypa 0asupyeTcss Ha abCOTIOTHOM HOBEPUM K CYLIECTBYIOIIUM CPeiCTBAM
BBIP@KEHNsI, ICTOKM KOTOPbIX JJ1000dde BUANT B aHTUYHOCTH, U, B OCOOEHHOCTH, K IIMCbMEH-
HOMY A3bIKY. Tak, ¢ OJHOII CTOPOHBI, 3aTparnBasd 3Ty TeMY, XYJOKHUK ITOK/II0YaeTCA K OOIbIION
JACKYCCUM O KpUM3JCe 3allafHOM KYIbTYpBI, IpeoOpa3oBaBLIell CBOJ A3BIK B XKECTKYIO CUCTEMY,
OIpefeAIIIYI0 KaueCTBO ¥ KaTeTOpMUM MBILIIEHNs KaX/OTo 4ieHa ee obljecTBa. B yacTHOCTH,
00 9TOM pacCyXJjanm Takue Jipy3bsi XySOKHUKa, kak A. Apro, JK. ITonan, M. branmo n gpyrue.
JlaHHas TeMa MOXKeT OBITh APKO NPOVJUTIOCTPUPOBAHA Ha IpuMepe cepun noprperos Hobodde
¥ eT0 MHTEPIpeTaLMy HOHATYS KPAacoThbl, KOTOPOe, 10 MHEHMIO XY/JOXKHMKA, O/DKHO OBITH IIPO-
TYBOIIOCTAB/ICHO AaHTVYHBIM JJjeajIaM.

C ppyroit cTopoHsl, B TeKcTax [o060¢de BO3MOXKXHO HailTy OO/IbIIOE KOMMYECTBO TOYEK CO-
IPUKOCHOBEHMsI CO CTPYKTYPAIMCTCKMM MOAXOAOM K M3ydeHUIO sA3bIKa. OFHO 13 CaMbIX O4eBU/J-
HBIX — 9TO OIIpefie/IeHIie XYLO>KHIKOM ITOHSATHS MCKYCCTBA ITOCPECTBOM CIoBa «langage», TO ecTb,
no ®@. ge Coccropy, 4epe3 MOHATHE «pedeBast JeATEIbHOCTb». TakyM 06pa3oM XYHOXKHMK XOTes
IIO/[YePKHYTh 3HAaUeHNe >KMBOIMCHOTO 3bIKA KaK KOMIIIEKCHOJ, COBOKYITHOI IesATeTbHOCTY, KaK
nporiecca B OOJIbLIeN CTelleHM KOMMYHMKATHBHOTO, IIO3HABATE/IbHOTO, HEXEMN 3CTETUIECKOTO.
Hro6dde 3aTparnBaer Takxke Takue MpobdrIeMbl, Kak 00bEKTVBHOCTD >KMBOIVICHOTO S3BIKa, IIPO-
61eMa npogeccroHam3Ma, CBA3M XYL0KeCTBEHHOTo 00pasa ¢ pealbHOCTBIO U JIpyTHe.

Bce aT0 1m03BO/IAECT PACKPBITh COBEPIIEHHO APYTOil aCHEeKT TBOPYECTBA ap OPIOT. Ap OpIOT 03BO-
JIA€T YKa3aTb Ha XYJA0)KECTBEHHYIO IeATe/IbHOCTb KaK Ha BPOXK/IEHHBIN, XapaKTePHBII /11 KaXK/IOr0
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4yel0BeKa, CBOOOJHBIIT SI3BIK, COBEPIIEHHO Ja/leKUIl OT MPUHITON KIaCCUYeCKOil 3CTeTUKu. Benb
UIIb O1arofapsl pa3BUTHIO M aBTOPUTAPHOCTY 3aIIafHOI KY/IBTYPBI U BCEX ee MeXaHN3MOB IIpO-
M3BOJICTBA OH NPEBPATUJICA B A3BIK TOJIBKO «OAPEHHBIX» JIIOJEN.

Ksenia Blokhina
State Institute of Art Studies, Russia

THE CONCEPT OF PICTORIAL LANGUAGE IN JEAN DUBUFFET’S THEORY AND PRACTICE

French artist Jean Dubuffet is the creator of a term “art brut” (most of the art brut collection made
by the artist, are works of psychiatric patients). Despite the fact that the definition of this concept has
rather vague borders, the principle of allocation of art brut in special preferences becomes more log-
ical if we consider it in the context of the theoretical work of the artist and his views on a social func-
tion of art. On the basis of such texts of Dubuffet as “Art Brut is preferable to cultural arts”, “Anticul-
turals positions” and others the report addresses the problem of art as an independent linguistic system.
Dubuffet argues that contemporary culture is based on absolute trust to the existing means of expres-
sion, the origins of which he sees in antiquity, and to the written language in particular. So, on the
one hand, affecting this subject, the artist joins the great debate on the crisis of Western culture, which
transformed its language in a rigid system that determines the quality and categories of thought of each
member of its society. The problem was discussed by the artist’s friends such as A. Artaud, J. Paulhan,
M. Blanchot and others. This theme can be clearly illustrated by the series of portraits of Dubuffet and
his interpretation of the concept of beauty, which, according to the artist, is to be contrasted with the
ancient ideals.

On the other hand, in Dubuffet’s texts it is possible to discover lots of common traits with the
structuralist approach to language learning. One of the most obvious ones is the artist’s definition
of the concept of art through the word “langage”, that is according to F. de Saussure, through the con-
cept of “speech activity”. Thus, the artist wanted to emphasize the importance of pictorial language
as an integrated, comprehensive activity, as a communicative, cognitive process, rather than aesthetic
one. Dubuffet also addresses such issues as objectivity of pictorial language, the problem of profes-
sionalism, communication of artistic image with reality, and others.

All this allows us to reveal a completely different aspect of art brut. Art brut allows one to describe
the artistic activity as an innate characteristic of every person, free language, which is far from the ac-
cepted classical aesthetics. After all, it was only through the development and authoritarianism of West-
ern culture and of its mechanisms of production that art started to be defined as a language only
of the “talanted” people.

Milan Prosen
National Theatre of Belgrade, Serbia

THE PARTICIPATION OF RUSSIAN ARCHITECTS AND SCULPTORS IN MAKING
ART DECO ARCHITECTURE IN SERBIA

The aim of this paper is to present the participation of Russian architects and sculptors in the
emerging and development of the Art Deco style in Serbian architecture, to point out eminent mas-
ters and significant monuments, as well as their territorial and quantitative representation. The study
is based on analyses of the realized projects, relevant and accessible documents found in archives,
museums, publications, photo documentation and private collections.

Art Deco architecture was one of the dominant stylistic phenomena in Serbia between the two
world wars. The decorative premises made this essentially modern style suit the refined artistic taste
of Serbian social elite, that engaged this style in creation of an image of its representative identity.
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