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SEMIOTIC APPROACH TO THE STUDY OF THE WORLD OF OBJECTS IN ART

The world of objects in visual art as subject of semiotics can be regarded as integral system, with
its own structure, hierarchy, laws of combination of parts, features and functions, as well as the abil-
ity to change and “to be transcoded”. In this context the “world of objects” is defined as a set of ob-
jects of the material world, depicted in works of art. Whereas the world of objects is a sign system,
we can talk about the language of objects (representation) in art and its communicative function.

The semiotic approach makes distinction between the object in its usual meaning and the depicted
object as part of the sign system.

The aim is to identify the range of issues in semiotic interpretation of the world of objects and
to identify the features, functions and structure of the system, based on the semiotic studies of Yuri
Lotman, Roland Barthes and other scholars.

The world of objects represents a subsystem in the system of visual arts. It can play a major or sub-
ordinated role in different genres and be of various relevance for the semantics of particular image.
For example, the insignia and marks of honour depicted in a portrait indicate the status of the por-
trayed person. The set of objects may create a semantic field: skull, clock and fading flowers in a still
life stay for vanitas, but in genre painting clock may not have memento mori meaning. Thus an im-
portant factor is the context, overlapping and interpenetrating elements of adjacent systems in terms
of semiosphere.

According to Yuri Lotman, any part of the semiotic structure bears the mechanism of reconstruc-
tion of the entire system, therefore analysis of objects depicted in a particular case can produce a ba-
sis for understanding the general principles in representation of the world of objects. In our case
study we will examine the world of objects in satiric graphics by William Hogarth, both in the con-
text of Rococo and British Enlightenment.
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ITosTuka HasBaHmii B pycckoii xusonucu. K mocranoske sonpoca

Tema moxmapa kacaerca o6macTy, KOTOPOIL YAEIA/IOCh OYeHb Majl0 BHUMAHUA B PYCCKOM VC-
KyCCTBOBeZleHM!. B Halllell Hayke Ha3BaHue KapTUHBI OCMBICTISIIOCH TOJIBKO B CBA3M C MI3y4eHMEM
OTHOLIEHMII M300pakeHNs U CJI0Ba, HO He KakK OTfenbHas npobnema. Craryc HasBaHUA B M30-
OpasuTeIbHOM JICKYCCTBE OCTAeTCS HEOINpENe/IeHHBIM, €r0 pojlb B VIHTEpIpeTalyy ¥ BOCIIPYA-
TUM He BBbIACHEHa.

B moxiajie mpencTaBieHbl pasHble MOAXOABI K M3yYEHNUIO Ha3BaHNs, CYLIeCTBYIOIIVE B TMATEpa-
TYPOBEJIeHNN, @ TAKOKe B paO0TaX HEKOTOPBIX 3aIlaHBIX VICKYCCTBOBEIOB U TEOPETUKOB 3CTETHKIL
ITonbiTKa aBTOpa 0OOCHOBATb 3HAYMMOCTD HAa3BaHMA U 3aKPEINUTDb €r0 B CTaTyce HeOTbeM/IeMO
COCTABJISAIONIET IIPOU3BEIeHNS ONMPAETCs Ha TPY/bI 9TUX ccenoBatereit. Cpemyt HuX GpaHIy3cKuit
nuteparyposer; JKepap JKenert u pyccknit nucarens Curnsmysz Kp>xmxaHoBCKmit, 4bu paboTh
BBOJAIT Ha3BaHMeE B II0JIe 3PEHNA HAyKY, a IOTOMY B IIePBYIO O4epefb HallpaBJIeHbl Ha OIpefiere-
HIIe, TAKCOHOMUIO 1 YCTaHOB/IeHMe QYHKIMII HasBaHMs. B psjie cTaTeil « AMepUKaHCKOTO )XypHaia
3CTeTMKM U apT-KPUTHUKI» OCBEIleH APYyToli IIacT IpobieM: YTO CYMTATh MCTMHHBIM Ha3BaHMeEM?
Kak onjenuBarb Ha3BaHue? KakoBa po/ib aBTOpCTBa B 9TUX BoIpocax? UTo MpoucxoauT, Korja Ha-
3BaHue MeHseTcsA? VccnenoBanue 06001aeT pa3po3HeHHbIe BO BpEMEHN M HAyYHBIX 00/1acTAX 3a-
MeYaHNsI O Ha3BaHVIX U 3HAKOMMUT C MJesIMU 3ala/jHbIX MCCIefoBareneil. [IpyMeHnMOCTh MeTO0B
YIIOMAHYTHIX aBTOPOB K VM3Y4EHMIO Ha3BaHMA B XKVBOINCU IIPOBEpsAETCA Ha IpUMepax M3 pyc-
CKOTO MICKYCCTBA.
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ABTOp IPUXOAUT K BBIBOJY, YTO Ha3BaHMeE, IPM3HAHHOE VICTMHHBIM, BCETa BIMAET Ha BOC-
npusATe. YToOBl MPOJEMOHCTPUPOBATH 9TO, JOCTATOYHO IEPEYMCIUTh HECKOIbKO HaMEHOBa-
Huit: «Ilectpas xusHb», «IlycToe mpocrpancTBo», «[locnmeguuit kabax y 3actaBbl», «He sxanm»,
«MotuB 6e3 cno». Ho MblI He Bcerjja oTgaeM cebe OTYET B 3TOM BJIVISIHUM, IIOCKOJIBKY He y7ie-
7€M Ha3BaHMIO JO/DKHOTO BHMMaHMA. [IoToMy TaK Ba)XHO aHaIM3MPOBATh CTPYKTYPY Ha3BaHUs,
MEXaHM3M OTHOILIEHMI MEXIY KapTUHON, Ha3BaHMEM U 3puTeeM. I7laBHON 3ajadeil MCCIef0Ba-
HYISL IPEJICTaB/IAeTCA 0003HAUUTDh OCHOBHbIE BOIIPOCHL U CHe/IaTh MEpPBBIil AT K CO3[JaHMI0 MeTO-
JIOB aHa/IM3a Ha3BAHMIL.

Maria Sarabyanova
Lomonosov Moscow State University, Russia

POETICS OF THE TITLE IN RUSSIAN PAINTING. STATING THE PROBLEM

This paper deals with titles in visual art, the subject mostly overlooked in Russian art studies, where
titles are sometimes examined in the context of image-word relations, but never for their own sake. Tit-
les have an uncertain status in visual art and their part in interpretation and perception is undefined.

Our thesis reviews the works and methods of literary critics and western art historians and aesthe-
ticians. On the basis of these studies, we try to prove the significance of titles and to establish them
as an integral part of the work of art. We refer to such authors as French literary critic Gerard Gen-
ette and Russian writer Sigizmund Krzhizhanovsky, whose primary purposes were to define a title,
categorize it and describe its functions. A number of articles in the American Journal of Aesthetics and
Art Critics raise other questions: what is a true title? How to qualify a title? What is the role of the au-
thor? What happens when a title changes? Our study summarizes sparse opinions stated in different
disciplines and introduces the ideas of western authors to the Russian audience. To test the applica-
bility of their methods in visual arts we use examples from Russian painting.

We came to a conclusion that a title, considered to be a true one, always has an impact on percep-
tion. This is easy to prove on several cases: “Empty Space”, “The Last Tavern at the City Gates”, “They
did not Expect Him’, “A Motive with no Words”. However, this impact is not always recognized, since
we do not consider the title a significant part of the work. Thus, it is essential to analyze the structure
of the title and the title-artist-viewer relation. The main purpose of this study is to set out the basic
questions related to title and to make the first step towards the formulation of study methods.
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CYBERNETICS AND SEMIOTICS: JUSTIFICATION OF ABSTRACTIONISM
IN THE SOVIET UNION

The concept of information and other relevant concepts originating in information theory and cy-
bernetics became increasingly popular in the Soviet humanities of the 1960s and 1970s. Without directly
relying on the humanities, Slava Gerowich in his well-known book From Newspeak to Cyberspeak, re-
garded the spread of popular metaphors and ideas originating in cybernetics so overwhelming that
they could be determined as one language uniting different fields.

In April 1959 the Presidium of the Academy of Sciences of the Soviet Union established an aca-
demic council of cybernetics. It was precisely the council that joined cybernetics, structuralism and
semiotics on the official level. One of the most significant events was a joint symposium on 19-25 De-
cember 1962, organised by the Moscow Institute of Slavic Studies and the research council of cyber-
netics on the structural research of sign systems (so-called Semiotics Symposium). An impressive
booklet of theses was published with the print run of one thousand, and that very publication later
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