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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The surface with a rich texture and incidental images can also be represented as an aesthetically
valuable object, approximating abstraction. A viewer is frequently not given any obvious prompts — he
is offered a chance to develop his own “talent of paranoid interpretation’, as A. Breton put it (F. Som-
mer “Found painting” 1949, works from A. Nozicka’s cycle “Complementary evidences” 1958-1961).

A picturesque texture of a wall can also be used by a photographer as an element of a work (for ex-
ample, as a background) quite often acquiring historical and cultural references which a viewer should
read (F. Sommer “Max Ernst” 1946, K. J. Laughlin “The head in the wall” 1945).

All these works are united by such key surrealist concepts as the found object, automatism and as-
sociations. Thus the application of “Leonardo’s lessons” allowed surrealist photographers to show that
surreality is the immediate part of the reality which needs only to be uncovered and understood.

Kum Apens ViropeBna
Yrusepcumem Xonuxk, Ceyn (Pecnybnuxa Kopes), Poccus

3apoxJieHNe 1 pa3sBUTHE MCKyccTBa MHCTaLANM B FOxHo11 Kopee
Ha IIpuMepe JeATEeTbHOCTH 3KCIIEPUMEHTATbHBIX XYA0KHUKOB 1970-1980-X romos

VicTropusa coBpemeHnHoro mckyccrba lOxxnoit Kopen ocraerca xpaliHe MasioM3y4eHHBIM IIpeJ-
METOM B OTEYeCTBEHHOM MCKYCCTBO3HaHVM. HecMOTps Ha BBICOKME TeMIIBI IIo0anmsalnuy, xa-
paKTepHbIEe /A CETOfHANIHETO JHA, MCTOPUA MCKYCCTBA CTPAaH a3MATCKOTO PEeruoHa 3a4acTyIo
paccMaTpuBaeTCs OTHENbHBIM OIOKOM, YTO yKa3bIBaeT Ha €r0 «HEBIVMCAHHOCTb» B KOHTEKCT MM-
poBoit uctopuu. Takum 06pa3oM, CTAHOBUTCA OYEBUTHON HEOOXOAMMOCTD IIPEOLOICHNIS B3aVIM-
HOTO OTYY>XJICHMA.

VIHCcTanmmAums ABIAeTCA OfHUM U3 BeAYIINX >KaHPOB COBPEMEHHOIO MCKYCCTBa, 6€3 KOTOPOTo
MPAKTUYECKM HEBO3MOYKHO MPENCTABUTH MY3EMHYIO U/ TaZePENHYI0 SKCIIO3UIIMIO HAIINX JHEN.
Opnako Tak ObUIO He BCEIrfa, U ceif4ac TPYAHO ITOBEPUTD, YTO IepBble paboThl mepuopa Gopmu-
poBaHMs JKaHpa (TOrja M3BeCTHOTO KaK 9HBAVPOHMEHT) MOI/IM OBITh IIOKa3aHbI TOIbKO B Mapriu-
HAJIbHBIX BBICTABOYHBIX IIPOCTPAHCTBAX U JIMIIb ITOCTENIEHHO 3aHA/IM CBOe MecTo B chepe odu-
IMa/IbHOTO MCKYCCTBaA.

AHajornyHas cuTyanms ClI0XKmIach u B nocnesoerHoi Kopee. [lepBble akcrepuMeHTHI B cdepe
VIHCTA/UIALMU OBUIM CBSI3aHBI C JEATE/IbHOCTBIO XYHO>KHUKOB aHZIETpayHJa M XY[OXKeCTBEHHBIX
IPyIII, IPOTUBOCTOABIINX KaK C/IOXXMBILIENCA HAa TOT MOMEHT B KOPENCKOJ IONUTHKE BOEHHOM
IVMIKTaType, TaK ¥ ITABEHCTBYIOLUIVIM TE€YEHNUAM B MICKYCCTBE, TAKMM KaK «TaHCIKXBa». BaKHeIITyI0
porib B cTaHoBIeHUM MHCTauAuum ceirpanyu JIu Cein Tak, Kum I'y Pum u JIu Ton EH, a Taxxke
rpynnsl AG, ST, TA-RA, Meta-Vox, Nanji-do.

B moxmaze 6ymyT paccMOTpeHBI 3apOX/ieHue ¥ pa3BUTHe >XaHpa MHCTa/UALuy B IOxHoiT Ko-
pee B 1970-1980-x IT. Ha IpUMepe IeATENbHOCTH SKCIEPUMEHTAIbHBIX XYIOKHIKOB, BbIAB/IEHbI
€ro CXOZICTBO U Pa3nu4usA ¢ UCTOPUEN pasBUTHA MCKYCCTBA MHCTA/UIALMK B EBporie 1 onpefienneHo
€r0 BIMAHME HA Pa3BUTIE COBPEMEHHOTO MICKYCCTBA B HAIM JJHIA.

Adel Kim
Hongik University, Seoul (South Korea), Russia

THE EMERGENCE AND DEVELOPMENT OF INSTALLATION ART IN SOUTH KOREA:
BASED ON THE EXAMPLES OF EXPERIMENTAL ARTISTS’ PRACTICES IN THE 1970-1980s

Korean contemporary art is not a well-developed subject in Russian art studies. Despite the wide
spread of globalization today, Asian art is still considered as a separated part of art history. This fact
indicates the problem of exclusion of Asia from Eurocentric world context. Therefore, the importance
of overcoming the mutual alienation seems to be obvious.
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