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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Installation art is one of the leading art genres nowadays. It is almost impossible to imagine an ex-
position of contemporary art without installation art pieces. However, it was not always like this.
When the genre of installation emerged (known as “Environments” then), such art works could only
be shown in limited marginal exhibition spaces. And it was only with time that it became official.

In post-war South Korea, the situation with installation art was similar. First experiments in in-
stallation were made by non-official artists and groups who were opposite to both political regime
of military dictatorship and official art styles such as ‘dansaekhwa’ The significant contribution to the
development of installation art in Korea was made by artists Lee Seung Taek, Kim Kulim, Lee Kun-
Yong and art groups, such as AG, ST, TA-RA, Meta-Vox, Nanji-do etc.

In this paper, we will review the emergence of installation art in the 1970-1980s South Korea
on the example of experimental art practices, compare its development with the history of Western
installation and determine its influence on further development of contemporary art.

A3sapoukuHa Banepusa IennapbeBHa
Canxm-Ilemep6ypeckuii 2ocydapcmeennulii yHusepcumem, Poccus

«Victopnyeckue noptperbl / CTapble MacTepa»
Cunpu lllepmaH 1 K1accmyeckoe MCKYCCTBO

Jloknazi MocBAlleH TBOPYECTBY aMepuKaHCKOM XymoxHuubl Cuupau Ilepman. Baxnyo pomb
B €€ JCKYCCTBe UTPAIOT a/UTI03MM Ha KIaccudecKoe MCKyccTBO. OcoOblil MHTepecC IpeacTaBiIaeT
MHTepIIpeTalysa KapTUH CTapbIX MacTepoB B U3BecTHOI cepun «Victopmueckue noprpernl/ Cra-
pble Mactepa» 1980-1990-x rr.

[ToHnMaHMe XyZO>KeCTBEHHBIX (OPM, 3aKOHOB MCKYCCTBA M TPAaAMINIL, BBIIBUHYTHIX MacTe-
pamu anoxu Bospoxpenns, momoraer Illepman mo-cBoeMy TpakToBaTh 0Opasbl, 3aledaT/IeHHbIE
BEJIKVIMM XyHOXKHVKaMu. PaboTsl 13 cepun «Vicropuueckne noprpersl/ Crapble MacTepa» OTCHI-
MaloT K GOpManbHOMY YPOBHIO MCKYCCTBA 3M0XM Bo3poxkjeHnus, ane/mpys K mpobneme BepTH-
Ka/IbHO OPMEHTMPOBAHHOIO T€NITA/IbTa B KIaCCUYECKOM MCKYCCTBE.

Cepusa Cunpn IllepMaH paccMaTpuBaeTCA B KOHTEKCTe T€HJEPHBIX UCCIENOBAHNIA, C TTO3ULINIA
COBpeMEeHHOM (PeMMHMCTCKON KPUTYUKY U TeOPUM VICKYCCTBA.

B doxyce nccnegoBanmsa HaxopuTcs npo6dimema Muda B aMepuKaHCKOM McKyccTe 1980-1990-x rr.,
pasBUTME KOTOPOTO CBA3AHO C pelenuyei HaydHoro teopdyecrtsa Pomana bapra.

Valeriia Azarochkina
Saint Petersburg State University, Russia

CINDY SHERMAN’S “HISTORY PORTRAITS/ OLD MASTERS” AND THE CLASSICAL ART

The paper is dedicated to the creative work of an American artist Cindy Sherman. A significant
part of her artworks is assigned to allusions to classical art. Particular interest is aroused towards
Sherman’s interpretation of Old Master paintings in the famous 1980-1990s series “History Portra-
its/ Old Masters”.

The artist’s comprehension of art forms, its traditions and the laws of art developed by the Renais-
sance masters helps Sherman to interpret images embodied by the great artists in her own way. The
“History Portraits/ Old Masters” series takes us back to the formal level of the Renaissance art, ap-
pealing to the problem of vertically oriented gestalt in the classical art.

Sherman’s series is regarded in the context of gender studies from the point of modern feministic
criticism and the theory of art.

The research focuses on the problem of myth arising in American art of the 1980-1990s and asso-
ciated with the reception of Roland Barthes’ scientific work.
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