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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In this period Belgrade enrolled architects arriving from Russia, who followed local artistic demands
oriented toward decorative but modern architectural form. Art Deco in Serbia was based on moder-
nization of construction and building form, nevertheless focused on the facade styling, enriched with
ornaments, stylized reliefs, sculptures and fine-detailed ironwork.

Architects Medvedeyv, Stashevski, Papkov were adherents of the style of softened, rhythmical and
ornamentally-rich architecture and developed a specific version of ornamental Art Deco. Roman
Verhovskoj repeatedly interpolated elements of Art Deco style in his works, which are especially pro-
nounced in sculptural decor of the ossuary constructed for the perished Russians in Belgrade. Vladimir
Zagorodnjuk enriched many public and appartement buildings with reliefs. Viktor Lukomski de-
signed the Palace of the Patriarchate of the Serbian Orthodox Church and the State hotel on Avala.

Russian artists’ sculptural oeuvre of Art Deco style in Belgrade ranges from memorials to the
fallen soldiers to the representations of dance that adorned the entrance of cinema “Belgrade”. Creat-
ing the interior of the most elite cinema in the city, architect Grigorij Samojlov brought to Belgrade
the spirit of Hollywood and the style of elaborate Art Deco, thus marking Belgrade’s place on the “ar-
chitectural” map of the world — the one comparable in importance to that of Paris, New York, Ma-
drid, Casablanca, Havana and Mumbai. Art Deco architecture marked the period between the two
world wars, becoming the most explicit form of positive creative global connections. In emanations
of this style in Serbia, Russian artists were of great importance.

IIpocen Muan
Hayuonanvroii meamp Benepaoa, Cepbus

Pob pycCKMX apXUTEKTOPOB M CKYIBIITOPOB B CO3TAHMM CTWIA Ap-/IeKO
B apxurekrype Cepoun

Ilenp moxmajja — NpeCcTaBUTb POJIb PYCCKUX apXUTEKTOPOB U CKY/IBITOPOB B BO3HIKHOBEHUN
Y pa3BUTUU CTUIA Ap-ZieKo B apxuTekType Cep6un, BoiieinTh Hanboee sHaYMMble TAMSITHUKIL,
yKa3aTbh MIMeHa BBIJAIOIIMXCA MACTEPOB, @ TAKXKe OLIEHUTDb CTEHeHDb MX yYaCTVA B TEPPUTOPUAIIb-
HOM M KO/IMYeCTBEHHOM OTHOUIEHMX. JIccieoBaHue OCHOBAaHO Ha aHajM3e OCYIIeCTBIEHHBIX
IPOEKTOB U COOTBETCTBYIOIMX aPXMBHBIX JOKYMEHTOB, ITyOnmKaiuii, ¢pororpadumit, MaTepuanos
My3€eB ¥ YaCTHBIX KOJUIEKIIVINIL.

Ap-neko 6bUI OFHVM U3 JJOMUHMPYIOWIMX CTMIMCTUYECKUX HampasieHnit B CepOum Mexpy
[IByMs1 MMPOBBIMYU BOJHaMIU. J[JeKOPaTMBHOCTDb 9TOTO IIO CYTU MOJIEPHOBOTO CTW/ISA COOTBETCTBO-
Baja paUMHMPOBAHHBIM BKyCaM CepOCKOIl COLVIATIbHON 9/MUTBI, KOTOpas MCIO/Nb30BajIa €ro Kak
CPEACTBO CO3[aHMsA COOCTBEHHOTO pelpe3eHTaTNBHOro obpasa. B aToT mepuon B benrpage pa-
6oTam apxuTeKTophl U3 Poccuu, KOTOpble, OT3bIBAasICh HA MECTHBIE XyHOXKeCTBEHHBIE 3aIIPOCH,
OPMEHTMPOBAINCH Ha JeKOPATUBHYIO, HO COBPEMEHHYI0 MHTEPIIPETALNIO apXUTEKTYPbL. Ap-[IeKO
B Cep6un ObI/T OCHOBAH Ha MOJiepHU3AL[MY KOHCTPYKLMU VM CTPOUTEIbHBIX POPM, HO BCe JKe aK-
LeHTUpoBan odpopmieHre (acagoB, HeIPpeMeHHO 00oralleHHOe OpHAMEHTaMM, CTYIM30BaHHBIMU
penbedamu, CKyIbITypaMi 1 BETMKOJIEIIHBIMM JIUTBIMU PeLIeTKaMN.

Apxurextopsl Mensenes, Cramesckuif, [TankoB — IpuBep)>XeHIIbBI CTUIA TMPUYHON PUTMU30-
BAaHHOJ apXUTEKTYPbl — PasBUIN CBOCOOPA3HYI0 BEPCHMI0 OPHAMEHTA/IBHOTO Ap-/IeKO. DJIeMEeHThI
Ap-5ieko HEOTHOKPATHO BK/IIOYAI B cBOM paboTsl PomaH BepxoBckoit. OHM 0COOEHHO OUeBV/IHDI
B CKY/IIBITYPHOM yOpaHCTBe YCBHIIAIbHMUIIBI MMOTMOLINX PYCCKMX BOMHOB B Benrpage. Bmagumup
3aropoJHIOK JIONIOTHMII penbedaMit IeKOpP MHOTUX OOILIeCTBEHHBIX U >KIIBIX 3aaHuit. Bukrop Jly-
KOMCKUIT co3pan asoper nmarpuapxuy Cep6ckoit [IpaBocnaBroit Llepksu u orenp Ha rope Apare.

OO6pasHblil [UanasoH CKYIbITYPHOTO HAaC/Ae[us PYCCKMX MacTepoB B Benrpase mpoctupaercs
OT MEMOPMAJIOB MABIIVM BOMHAM JI0 M300pa)keHMs TaHIa, KOTOPOe YKPaIIaJ0 BXOJ B KIHOTeATp
«benrpany». CosmaBas MHTEpbEP CaMOTO 3NIMTHOTO KMHOTEATpa ropoa, apxutekrop Ipuropmit Ca-
MOJIIOB IIpMBHeC B Hero arMocdepy [o/mmByna 1 n3bICKaHHO-3aMbIC/IOBATBII CTU/Ib AP-I€Ko, Ta-
KM 00pa3oM OTMeTUB MecTo benrpasia Ha apXUTEKTYpPHON KapTe MMpa— MeCTO, COIIOCTaBIMOe
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1o BaxxHocTu ¢ [lapmxewm, HbIo—I7IopK0M, Mappunom, Kacabrmankoit 1 Mym6an. B nepuon mexpy
ABYMs MUPOBBIMIU BOVIHAMM apXUTEKTypa Ap-fieKo cTana Hambosee ssBHOM (POPMOIT ITO3UTUBHBIX
TBOPYECKUX MEXAYHAPOIHBIX CBsi3eil. B clo>keHuy 1okanpHOro BapuaHTa atoro ¢t B Cepbun
POJIb PYCCKUX apXUTEKTOPOB Obl/Ia Ype3BBIYAIHO BeJIVIKa.

IlInk Viga AnekcangpoBHa
Tocyoapcmeennuiti Ipmumas, Poccust

«CrapuHHas napaHougHaA creHa» J/leonappo ga Bunun
B CIOppeanucTnieckoit pororpadun

«Ypoknu JleoHapyio, mpefaraBIuiero CBOMM y4eHMKaM HapuUCOBaTh TO, YTO BUJAT OHM HA CTa-
poOJi, B TpelIMHAX, CTeHe — O0ILe3HauMMoe, HO JOCTAaTOYHO XapaKTepPHOe I KaKZOro, — I0Ka
ellle He IIOHATBI BO BCeVl CBOeN ImyOuHe», — mucan A. bperoH. Ves ncronb3oBaHms CIy4aifHOTO
o6pasa B ITOMCKAX BIOXHOBEHMUA VIV OTBETOB Ha 3aIPOCHI 6€CCO3HATETPHOTO aKTVBHO IPUMEH-
JIach B MICKYCCTBe CloppeanusMa. B croppeanuctudeckoir poTorpadyuy MOTUB «CTapMHHOI Iapa-
HOUMIHOM CTeHbl» (monmb3ysach TepmMuHOM A. Kamumen-KaxjaH) momydmn pasnanyHble IPOYTEHMS.

dotorpad MoXKeT BBIXBAThIBAaTh U3 PeaTbHOCTY FOTOBbIE 1300pakeHus (paborel bpaccas us ce-
pyn «Ipapdurm» 1933-1956 rT.), mokasbIBas, Kak (akTypa CTEHBI y4acTBYeT B CO3JaHUU 00-
pasa, wim y1erko cuutbiBaeMble hopmsal (. MengkoBa «Imaza» 1962 1., «Topc» 1965 r., K. 1. Jladnuu
«Bonme6nas ropa» 1955 r.). HasBaHue npyu 3TOM CIIYy>KUT 3pUTENTI0 OPUEHTHPOM IS IPOYTEHNS
paboTBhI.

IToBepxXHOCTD ¢ 60raToil PaKTypoOIt M CIyYaNHBIMM M300paKEHNAMI MOXKET ITOJaBaThCs U KaK
3CTETUYECKV CAMOLIEHHBINI O0BEeKT, MPUOMIDKAsACh K aOCTpaKkIyM. 3a4acTyl0 3pUTE/II0 He JJaeTcs
HVKAKVX SABHBIX NOJCKA30K — eMy IIpejIaraeTcsi pasBUTh CBOJ COOCTBEHHBIN, TOBOPS CIIOBAMMU
A. BpertoHa, «ap mapanondeckoi nureprperanun» (O. Commep «Harimennas xnonuce» 1949 1.,
cunMKky u3 mukmaa A. Hoxnukn «JlomomHuTebHble CBUAETENbCTBAa» 1958-1961 rT.).

JKuBonucHas ¢akTypa cTeHBI TakKe MOXET VICIIONIb30BaThcsl GororpadoM B KauecTBe jle-
MeHTa Ipou3BefieHNs (HampuMmep, Kak (oH), HepeaKo oOpacTarolero MCTOPUKO-KYIbTYpPHBIMU
QJUTIO3MSIMY, KOTOPBIE 3puTeno npenctout mnpodectsb (O. Commep «Maxc IpHcet» 1946 ., K. [I. JTad-
nuH «JomoBa B creHe» 1945 1.).

Bce 3Tyt paboThl OOBEANMHAIOT TaKue BayKHbIE NI CIOppeay3Ma KOHIENTHI, KaK HalileHHBII
00bEKT, aBTOMATU3M 1 acconyanyu. IIpumenenne «ypokos JleoHapgo», Takum 06pasom, I03BO-
o ¢gororpadaM-croppeanicTaM MoKasaTb, YTO CIOPPEATTBHOCTD €CTh HEIIOCPeICTBEeHHAs YacTb
CaMoJi peasibHOCTH, HY)X/JAIOLIAACA INIIb B PACKPBITUY M OCMBIC/IEHN.

Ida Shik
The State Hermitage Museum, Russia

LEONARDO DA VINCI’'S “OLD PARANOID WALL” IN SURREALIST PHOTOGRAPHY

“Leonardo’s lessons suggesting that the pupils should draw what they see on an old cracked
wall — valid, but rather characteristic for everyone — are still not understood in all the depth’, — A. Bre-
ton wrote. The idea of an incidental image used in order to find inspiration or some replies to requests
of the unconscious was actively applied in the surrealist art. In the surrealist photography the motif
of “an old paranoid wall” (using A. Kamien-Kazhdan’s term) received various readings.

A photographer can snatch out complete pictures from the reality (some works from Brassai’s se-
ries “Graffiti” 1933-1956), showing how a wall texture participates in creation of the image, or easily
read forms (E. Medkova “Eye” 1962, “Torso” 1965, K. ]. Laughlin “The magic mountain” 1955). Thus,
a title serves as a reference point for a viewer’s interpretation of the work.
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