By V. M. POLEVOY (USER)

Out of the endless varieily of problems related to the subject
of this Congress, a& S0 artly proposed by the Irish ATCA Section,
1 would like to point out certain gquestions of methodology and
dwell upon specific notions and phenomena,which are important Lo
gear the diseussion on the subject under study.
1) Primarily, the phenomencn which we can term “the world art",
meaning a certain system which currently encompasSes by and large
all the regions of the Globe and comprises the whole wariety of
art in the 'nigk and small countries gnd natiomns of the world., This
system was formed as a result of the accelerating historical pro-
cess where the isolatioa of cul tures was belng ovVercome, where
cul tures reciprocally studied and recognized each uthar.. and cul-
tural coRtacts were belng egtablished. History konows not, onilYy
frui tful contacts, but aleo has Been BOME terrible lessons of"
of the suppresaion and destruction of the once flourishing culiures
by aggreBsars and colomizerd. It kpows equally the theory and
practice of fasclem and raciallsm widch labelled the culturcs of
entire nations and races "j_nferin-&r". Thus world art as amn interre-
lated system of art schools of cllE'fer&l:l.T. countries and peoples oI the
mrlﬁ is a wvalue which Lelonge tg the world communitly. It was

ecreated through’ hard word.



The system is composed of nelerogeneous elements. The naturs
and structure of various arts differ, their relationships wi th
other art schools and with ihternatinnal trends in art wvary. These
peculiarities depend to a great extent om the matiomal identity
of art. It ie known, however, that the art of tribes in different
conntries, the art of a multinational country as a whole, the art
of entire regions of the Globe have stable commomn features. Obvi-
gusly it is not in the national basis that the roots of such
peculiarities should be sought.Socio-historical typology is thelr
cause. In this respect world art can be seen a8 8 gyetem combining
various arts of peoples, countries and regions in terms of their
socio-historical mature. At present there epexigt and interact:
the traditiongl, structurally primeval art of a pumber of tribes
and peoples; the ngdiewal.aa far as its principles or traditions
are concerned, 1.a.rt.', various with regard to their national ldentity
grta of the capitalist countries; national and multinational arts
of the socialist society. Therefore, the system of world art com-
'prises national,as well as socio-historical variety. It encompas-
ses the ﬁhanpnana.cr art in their relationship, andialsd the inter-
relation of its development processes a; related to the past, pre-
gent amd future.

[E} This panorama of world art necessltates the qﬁeﬂfiuna of metho-
dology for its study., In this respect the synchronous and diachro-
mous analyses should be put in the first place. The two offer

large opportunities, However, 1f applied indd seriminately, they

can easily lead from objectlive accuracy to umilateral corruption

of the actual state of affairs,

Tous, the synchronous analysis gives a possiblility of studying



world art in the actual totality of its existing components and
relations composed of comtactls, influences, struggle of ideas and
the like, of assessing the eurrent snd uniqﬁe signi ficance of all
the arts of great and small peoples. It's not without reason that
the synchronous analysis in the works by Levi-Strausse is so stron-
gly related to the humanistic, respectful attitude towards the cul-
ture of historically backward peoples. A£ the same time, hoWever,
synchronous anslysis Fives a unilateral idea of art phenomena as
static ones, outside historical processes, unable to live through
periods of rises and falls and as if stagnated in the condition
a5 seen by the observers

The diachronous analysis is on the contrary, Eeared towards
identifying the place of art phenomena in the process of history.
As it studies the development of art and asSes&es ita;stagas, the
di achronous abalysis penetrates the historical and artistic impor-
'tance of coexisting phenomena and processes. In its turn this
method is, however, unmilateral. According/the diachromous method,
modern art is to be split into consecutive stages, therefore, the
actual interrelation between coexisting phenomena ﬁnﬂ_prncaﬂﬂes
ig broken, One can well imagine thal some time in the future the
avents in art of our time will be distributed among various stages
of historical evolution, as was done with the art of past epochs
in the books amd museums, where those,who lived in the same periocd,
are exposed in differenia chapters and exhibition halls. The harm
done by an idealistic amnd evolutionary approach to the no tlons
of the past times, is obvious. Such an attitude in respect of
contemporary art can ereate a corrupted picture, egliminating the

potions of factual esthetic values, of gll those relations and con-

fliects that permeate the art of our time.



So what could be the most adequate way of studying world art
of our epoch with regard tc its organic valueg and the laws of its
nidtorical development? One should thiox that a dialectical combi-
pnation and mutual correction of the synchroonous and diachronous
methods is the most efficient menns. This method gives a possibility
of identi fying the esthetic value and uniqueness of all the arts
and of assessing the way each of them acts in the world system of
arts according to its historically specific mature. In this case
every art would be Seen as au organic historical and artistic pheno-
menon, as an irreplaceable value in the eystem of world art, whe-
ther it be a mational school of arts, an art of a mul tinationsl
country or of an entire region. What is important is that such a me-
thod, combining the diachronous and syanchronous analyses, makes it
possible to refute categorically the demagogical issue of thie or that
art being "inferior™ or wsuperior™. On the other hand, it makes 1L
possible to Erasp the rela-tionships of of the socio=-historical
typology of art (measurable 10 terms of progreas and its mational
identity/not measurable in terms of any pational advantages).
'3) Based om this methodology it is possible o identi fy certain
aspects of the international and the 1:::5.1., which is ngticnal pro-
per in contemporary art.
| The international system of world art, the way 1t bas been
established by now, is not opposed to mational art schools, more-
pver, it doea mot imply ugwallowing" them. This system itself was
formed by Dartional arts and thelr relations. The richness and vari-
ety of national arts is a most significant ipnternational wvalue,
which confirms itself against the tendencies of raciagliet or chau-

vinistic suppression of mational arts schools, the trends of matio-

palistic "alr-tightoess" and conservabllsim.



The importance of & national art school, belonging to the
world system of art, does noil only depend on its relationship
with the international art movements, but aleo on 1ts pational
jdentity whereby the school can earich the system as a whole.

The relationships of national arts are not meant to diffuse
international trends of a siyle. Much more these relationships
depend on the socio-historical typology of art, which conditions
the bBirth of certain stylistic movements within a national

arts schopl, the mature of thelr preponderance, the possibility
of accepting (or rejecting) the interpretation of international
artistic tendencies in a local framework. Thus, the arts of the
socialist countries, wiich have common socio-historical typology
defining the social status and the functions of art, 1ts ideclogicsal
and artistic principles, develop as national artistic schools.
Based on its particularity and traditions, each of them offers

a natiomal interpretation to thée common SOUrces intringic to
soclalist art, which appears in the nature and composition of
prevailing style forms. Socialist movements in the art of non-
socialist countries (which bave certain ideclogical propingui ty
with tha socialist cnea) are also developpimg in the context of
national artistic schools. The unique mature of art im the USSR
depends in many respecte on its multinational character and on
the fact that it has developped as a single system through

an interrelation of various peoples' artistic activities. Pre-
viously many of these peoples had only folklore-type arts. In
the 1ight of issues dealing with the national and the international,
artistic development of tnese peoples, which by the time of the
October Revolution were at the stage of tribalism or maedi evalism,

ig of particular interest. Three ssparate tendencies can be identi-



E'

fied in this development. The rise of traditional folk arts,

which is involved in the mul tinational artistic life of a country

ag a stable specific value-created by this people. The development

of a framework for artistic activity of each nation, which along

with a traditional folk art, adopts new kinds of art corresponding

to the social and esthetic needs of the nation, namely, palinting,

sculpture, graphic arts, where they were not known before. A

broad rise of esthetic knowledge and ideas of a people,based

on general education, thus adoptimg in its spiritual 1ife artistic

values of other nations and of the world culture. Taken together,

these three tendencies form a system, which is termed "artistic

culture" in Soviet science. It combines various kinds of art

and the esthetic consciousness of the society, as well as art

criticiem, which has its own significance. Harmonious development

of artistic culture of every people in the country, bringing

together what has been created by the people iteelf,and what

' has developped through international relations, a cofirmation

of its mationsl identity, and the spomsoring of socio-historical

progress of artistic culture, is the object of constant care of

a socialist society, of the cultural policy of the Party and the

state, '
Nevertheless, a thorough analysis of the guestions of ertie-

tie culture (and art is but a part of it) would lead us beyond

the subject of our Congress.



