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Summary: The aim of this article is to explore how the
aesthetics of images and the concept of nature in tradi-
tional Chinese culture can be creatively transformed and
articulated in the transition from the two-dimensional
medium of classical and contemporary painting to the
immersive space of contemporary media installations.
Taking “nature” as its central theme, the article compares
and analyses the “wandering and inhabitable” nature of
classical landscape painting, the “cosmic atmosphere”
of Zao Wou-Ki's contemporary canvases, as well as im-
mersion in contemporary installation art. The essence of
traditional Chinese art undergoes a transformation from
a static two-dimensional image to a dynamic space, from
the visual perception of a painting to an immersive plunge

The concept of nature, as a fundamental basis
of Chinese worldview, has always manifested itself
in the historical, creative, and artistic dimensions of
art. In the context of Chinese philosophy, “nature”
means not merely the objectively existing moun-
tains, rivers, and vegetation, but rather a concrete
expression of the worldview of the “unity of Heaven
and humanity”: it is the Daoist philosophical reflec-
tion on "following the natural Way,” the Confucian
ethical ideal of “the benevolent man who finds joy
in the mountains,” and the Chan-Buddhist spiritual
realm of “forgetting oneself and the external world.”
From the painting manner and artistic conception of
traditional painting to the technological narrative of
contemporary media installations, the concept of na-
ture in Chinese art has always developed dynami-
cally within the context of its time. It simultaneously
preserves the heritage of the national worldview and
constantly responds to social change, technological
innovation, and cultural transformation.

Contemporary art faces the dual impact of glo-
balization and technological progress, while such
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into a world of forms and images created by the artist.
These processes imply a transformation in the percep-
tion of art: from reading external images to corporeal
involvement, from a philosophical view of the unity of
man and nature to the real issues of technological ethics.
This process is not merely a substitution of media or the
imposition of new forms, but rather an expansion of the
inner logic and an ontological unfolding of the spirit of
Eastern aesthetics within the context of the digital age.
Keywords: image aesthetics, the theme of nature in Chi-
nese art, media installation, Zao Wou-Ki, harmony be-
tween man and nature, immersive art, object-spatial envi-
ronment, integrity and aesthetic expressiveness, strategies
of contemporary art.

issues as the spread of ecological crises and the
restructuring of cultural identity prompt artists to
reconsider the spiritual essence of their original per-
ception of nature. Chinese painting, as a classical
bearer of traditional views of nature, provides the
cultural roots of contemporary art through the nat-
ural wisdom embodied in the language of tradi-
tional brush-and-ink art. As a new medium in the
digital age, technology has reconstructed the in-
teractive relationship between human beings and
nature, bringing about a contemporary revival of
the concept of nature.

Historical evolution and spiritual foundations
of the perception of nature in Chinese painting

The view of nature in Chinese painting is not
a fixed, immutable paradigm. On the contrary, nour-
ished by philosophical thought and a changing social
context, it has evolved from observing objects and
capturing their essence to expressing spirit through
a free brush, from the interaction of Heaven and
humanity to the fusion of mind and matter. Its core
has always revolved around the relationship between

Humanity, Nature, and the Universe, forming a sys-
tem of artistic discourse that differs from the West-
ern subject—object dichotomy.

The philosophical thought of the pre-Qin era
laid the theoretical foundation for the view of na-
ture in Chinese art. Daoist thought is the primary
source of this view: Laozi (6% century BCE) stated,
“Man follows the earth, the earth follows Heaven,
Heaven follows the Dao, and the Dao is that which
is natural '," considering nature as the fundamental
law of the universe and emphasizing the wisdom
of survival through conformity to the original state
of things. Zhuangzi (4"-3" centuries BCE) further
developed this concept, advocating the removal of
opposition between humanity and nature and the
attainment of spiritual freedom through the “for-
getting” of both self and things 2.

Confucianism, for its part, endowed nature with
humanistic connotations from an ethical perspec-
tive. Confucius asserted that “The wise find pleas-
ure in water, because in its eternal flow they see
the tireless and never-resting power of the mind
in its striving for the knowledge of truth; where-
as the humane love the mountains as a symbol of
the constancy and immutability of those unshak-
able and unchanging foundations from which hu-
maneness flows 3.” In this assertion, a virtue-based
view of nature is formed, making nature a symbol
of the ideal person.

The Wei, Jin, Northern and Southern Dynasties
(39-6'" centuries CE) became a turning point when
the view of nature shifted from philosophical reflec-
tion to artistic practice. Social upheavals and the de-
velopment of metaphysics prompted men of letters
to turn away from worldly strife and seek spiritual
solace in nature. At this time, nature ceased to be
merely an objective existence and became a sym-
bol of the spiritual freedom of literati and artists.
The painter, art theorist, and poet Gu Kaizhi (c. 344—
406) proposed spirituality and naturalness as the
main artistic principles of painting, emphasizing the
importance of grasping the inner beauty of things
through observation, without being limited to ex-
ternal resemblance.

1. Misteriya Dao. Mir "Dao de Dzina"” [The Mystery of Tao. The
World of the Tao Te Ching], Translated from ancient Chinese
and researched by Maslov, A.A.,.Sfera, Moscow, Russia, 1996,
p. 239.

2. Malyavin, V.V. (ed.). 1995. Zhuangzi. Liezi, Translated from
Chinese by Malyavin, V.V., Mysl, Moscow, Russia.

3. Konfutsij. Suzhdeniya i besedy [Confucius. Judgments and
Conversations], Eksmo, Moscow, Russia, 2025, p. 119.

Il 1. “Travelers among Mountains and Streams’, currently
in the collection of the National Palace Museum, Taipei, ink and
colours on silk, 206.3 cm x 103.3 cm.

The Tang and Song dynasties (71-13% centu-
ries CE) were a period of national consolidation
and cultural openness, which led to the forma-
tion of a grand, expansive vision of nature. Con-
fucianism, as the dominant ideology, infused its
view of nature with ethical and social concerns,
while the influence of Daoism preserved the aspi-
ration to grasp the true essence of nature. During
this period, landscape painting gradually moved
away from its role as a mere backdrop in figure
painting, and two main schools emerged: the
"blue-and-green” landscape and monochrome
ink painting.

The blue-and-green landscape was represent-
ed by Li Sixun and his son Li Zhaodao, while mon-
ochrome ink landscape was exemplified by Wang
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L 2. Shitao, "Album of Mount Huangshan’, ink and colour on paper, 21 leaves, 34.5 x 20.8 cm, Palace Museum collection.

Wei, in whose works painting and poetry are closely
interwoven. Light ink strokes create an atmosphere
of airiness and tranquility. Wang Wei's view of na-
ture calls for grasping its essence through inner
calm and perception, turning nature into a symbol
of spiritual freedom.
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Chinese painting is a typical form of two-di-
mensional art, in which the artist constructs virtu-
al spatial relations on xuan paper with brush and
ink. In the depiction of space in traditional Chinese
painting, a unique concept of the "three distanc-
es” was employed. Guo Xi (11 century), a painter

Il 3. Zao Wou-Ki, “29.09.64", painted in 1964.

and theorist of the Song era, in his work “Linquan
Gaozhi” (“Lofty Meaning of Forests and Streams”) 4,
proposed a concept of spatial representation, cre-
ating a system for landscape painting that made it
possible to convey more realistically the layers and
depth of natural scenery. This was achieved through
a combination of vertical perspective for viewing the
height of mountains from below, a stage-like ar-
rangement of receding planes when viewing moun-
tains from above, and the transmission of depth from
a large foreground to distant peaks on the horizon.

Guo Xi urged artists to free themselves from
worldly distractions and contemplate nature with
a pure heart. “Travelers Among Mountains and
Streams” (ill. 1) by Fan Kuan vividly reconstructs
the magnificent landscape of the Qinling Moun-
tains through powerful brushstrokes, applying these
principles. Elements such as rocks, trees, and wa-
terfalls are meticulously rendered and elaborated,

4. Guo Xi. 2004. "The Lofty Meaning of Forests and Streams”,
Kitajskoe iskusstvo: Printsipy. Shkoly. Mastera [Chinese Art:
Principles. Schools. Masters], Translated from Chinese and
English by Malyavin, V.V., in Malyavin, V.V. (ed.), OAO Lyuks;
Astre; AST, Moscow, Russia, pp. 305-307. See also: The First
Moscow Gallery of Oriental Painting. 2022. “Vne Vremeni” [Out
of Time], available at: https://mos.gallery/blog/vne-vremeni/
?ysclid=mk6x5"540540615929 (Accessed 9 October 2025).

preserving the true character of the landscape and
conveying the cosmological concept of the “harmo-
ny of man and nature” through composition and
brushwork.

Although the “three distances” method in tra-
ditional landscape painting can create a sense of
depth, height, and expansiveness, it remains bound
to the two-dimensional plane. Viewers engage with
such paintings through a kind of “contemplation,”
perceiving the natural landscape visually and sub-
sequently experiencing emotional resonance and
spiritual associations. Owing to its two-dimension-
al nature, the traditional view of nature in painting
focuses more on creating atmosphere and convey-
ing spirit than on sensory immersion. (The idea of
combining different types of perspective and modes
of spatial representation, including virtual space, is
worth bearing in mind when examining twenty-first-
century examples of media installation art.)

The flourishing of literati painting in the Song
dynasty (10t-13t centuries) ° further enriched this
view of nature. Su Shi (1037-1101, Northern Song)
stated that “to judge painting by its external likeness

5. "Literary painting” or “intellectual painting” is an elite
movement in traditional Chinese painting that existed during
the Song Dynasty (960-1279).
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Ill. 4. Shang Yang, “Grand Landscape”, 97 x 130 cm, 1991.

is the business of children ¢," emphasizing that the
essence of painting lies in “spiritual resemblance”
and "expressiveness,” and promoting the articula-
tion of personal emotions and ideals through the
language of brush and ink. Wen Tong's ink bam-
boos, as well as Su Shi's withered trees and fantastic
rocks, all use natural objects as a means of convey-
ing the spiritual pursuits of the literati. The Song
dynasty's view of nature stressed both respect for
and observation of nature, as well as human sub-
jectivity and spiritual transcendence, achieving an
ideal union of “realism” and "expressiveness” and
becoming a paradigm of the Chinese perception
of nature.

The flourishing of literati painting in the Yuan dy-
nasty (1271-1368) shifted the natural Chinese view

6. Quoted from: Zhuoyi Li. 2025.”Philosophical and
methodological foundations of Xie-yi art: the theory of the
trinity of the sign” [Filosofsko-metodologicheskie osnovaniya
iskusstva Se-i: teoriya trojstvennoj prirody znaka], Manuscript
[Manuskript], vol. 18, no. 3, available at: https://cyberleninka.
ru/article/n/filosofsko-metodologicheskie-osnovaniya-
iskusstva-se-i-teoriya-troystvennoy-prirody-znaka (Accessed
9 January 2026).
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of the world toward the inner realm. Zhao Mengfu
proposed an artistic conception of the unity of cal-
ligraphy and painting, integrating calligraphic writing
techniques into painting and making brush and ink not
only a form of expression but also a vehicle for con-
veying emotions and spirit. The landscapes of Ni Zan,
with their “free and unrestrained” brushwork, expressed
a sense of “untrammeled spirit” and “emptiness.” The
works of Bada Shanren, with their exaggerated and
distorted manner of painting, conveyed a striving
for freedom from superficial reproduction of reality.

Painting of the Ming dynasty continued the tra-
dition of Yuan literati painting, placing even greater
emphasis on the role of the mind in the percep-
tion of nature.

The naturalistic perspective of Qing dynasty
painting was multifaceted. The “Four Wangs" (Wang
Shimin, Wang Jian, Wang Hui, and Wang Yuanq;i)
stressed adherence to and imitation of tradition-
al brushwork, but their excessive focus on styliza-
tion led to a lack of innovation. The “Four Monks”
(Hongren, Kuncan, Bada Shanren, and Shitao) devel-
oped the fundamental spirit of literati painting, using
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IlL 5. Shang Yang, "Dong Qichang Project — 42", mixed media on canvas, 360 x 290 cm, 2012. Image courtesy of Shang Yang Studio.

nature as a means of expressing personal emotions
and the pursuit of freedom. Shitao advanced the ar-
tistic principle of “seeking out all strange peaks for
sketching,” emphasizing that artists must immerse
themselves in nature, observe it, and experience it
in order to create vivid, life-filled works (ill. 2).
Innovations in art and media installations
A new stage in the representation of images
of nature and the harmony of natural movement

in Chinese painting is associated with the work of
Zao Wou-Ki (1920-2013) and with the assimilation
of the legacy of early twentieth-century Europe-
an art’. In the twentieth century, Chinese artists
such as Zao Wou-Ki brought their Eastern vision of

7. Li Wezheng. 2023. “The Influence of Kandinsky's Abstract Art
Language on Contemporary Chinese Oil Painting”, Proc. of the
International Scientific Conference “Russia-China. The Silk Road
of Art: Crossroads of Ideas” [Rossiya-Kitaj. Shelkovyj put iskusstva:
perekrestki idej], Moscow, Russia, 2023, pp. 114-117.
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L 6. Qiu Anxiong, still from the film “New Classic of Mountains and Seas 3", 2018, video animation, 30 minutes. © Qiu Anxiong,
courtesy of the artist and Boers-Li Gallery.

nature into the language of oil painting, creating
images of “cosmic breathing.” In his canvases, na-
ture was transformed from recognizable landscape
motifs into dynamic abstract compositions of mov-
ing form and color.

Media installation, as a new form of art in the
digital age, employs image, sound, and interactive
technologies to overcome the two-dimensional spa-
tial limitations of traditional painting, opening new
possibilities for expressing the perception of nature.
The view of nature in contemporary media instal-
lation art is not a simple repetition of traditional
artistic formats and genres. Grounded in the lega-
cy of fundamental principles of harmony between
man and nature, it brings together contemporary
social issues (such as ecological crisis, technological
ethics, and cultural identity) in order to creatively
transform and revive the view of nature.

The work of Zao Wou-Ki serves as a key inter-
mediary link in this line of thought. He understood
deeply the spirit and atmospheric quality of Song
and Yuan dynasty landscape painting, yet never-
theless decisively immersed himself in the explo-
rations of Abstract Expressionism, which gathered
momentum after the Second World War and crea-
tively transformed traditional views of nature. In his
large-scale canvases, concrete landscape forms give
way to the conveying of nature’s inner rhythm, the
dynamics of the primordial universe, and immersion
into the all-pervasive atmosphere of flowing paint-
erly masses and forms. His works from the period
of expressive calligraphy and the "boundlessness”
period after the 1960s, such as “29.09.64" (ill. 3),
seem to depict turbulent winds and clouds, where
colors stream, collide, and penetrate one another
like air currents, and lines move freely like callig-
raphy, opening up immeasurable space in a sym-
phony of emptiness and fullness. Throughout his
oeuvre runs the desire to paint the invisible: the
breath of life, wind, movement, the form of life, the
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blossoming and withering of flowers. His nature is
a kind of mental image, a symphony of the East-
ern worldview on canvas, embodied through the
tension of color and form, and it lays the aesthetic
foundation for subsequent generations to under-
stand the abstract, philosophical, “non-objective”
expression of nature.

The view of nature in the context of the eco-
logical crisis: critique and reflections

The rapid development of industrial civilization
has led to a severe ecological crisis. Problems such
as environmental pollution, climate change, and
the loss of biodiversity have prompted contem-
porary artists to rethink the relationship between
humanity and nature. The format of media instal-
lations makes it possible to convey these issues in
an extremely heightened, spatial, immersive form.

The work of the artist Shang Yang serves as an ex-
ample of this. His mixed-media and new-tech instal-
lations, such as “Grand Landscape” (ill. 4) and “Dong
Qichang Project” (ill. 5), owing to their expressive-
ness and capacity for disseminating information, have
become important tools for reflecting on ecological
issues and criticizing anthropocentrism. In our time,
the view of nature is no longer the spiritual refuge of
traditional literati painters, but rather a warning sym-
bol that provokes reflection. Artists use new technol-
ogies to reproduce the fragility and destructiveness
of nature, calling on people to respect and preserve
nature and protect the environment.

The series of animated installations “New Book
of Mountains and Seas” (ill. 6) by Chinese artist Qiu
Anxiong, based on the myths and legends of the
Classic of Mountains and Seas, combines elements
of modern technology and industrial civilization to
create an absurd yet disturbing world of the future.
In his works, mythological creatures from traditional
lore are replaced by industrial machines and tech-
nological products, such as “mythical beasts” with
excavator bodies and “strange birds” with pipes

Ill. 7. Cao Fei, "La Town", 2014. Colour single-channel video installation with sound, 36'54". Image courtesy of the artist, Vitamin
Creative Space and Spriith Magers.
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IlL. 8. Olafur Eliasson, "The Weather Project”, 2003, Tate Modern, London.

instead of tentacles. These images simultaneous-
ly continue the conception of nature embedded in
the Classic of Mountains and Seas and metaphori-
cally represent the destruction of nature by indus-
trial civilization. Qiu Anxiong combines traditional
views of nature with contemporary environmental
issues in digital animation, criticizing the abuse of
technology and calling for a return to the wisdom
of following the way of nature.
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In Cao Fei's video installation “La Town" (ill. 7), min-
iature models and digital technologies are used to con-
struct a post-apocalyptic urban landscape. The imagery
is composed of abandoned buildings, dried-up rivers,
and mutated creatures, revealing the desolation that
follows ecological collapse. Cao Fei's view of nature is
no longer one of praise and longing, but rather a cri-
tique of humanity's destruction of nature and an expres-
sion of the social responsibility of contemporary artists.

Beyond Chinese artists, the works of foreign au-
thors also help to deepen our understanding of the
natural dimension underlying Chinese media instal-
lation art. In Olafur Eliasson’s project “Weather” (ill.
9) 8, a gigantic artificial sun, mist, and mirrors create
a breathtaking natural landscape. Viewers are en-
veloped in warm light and a gentle haze, produc-
ing a sense of complete immersion in nature. This
experience encourages viewers to reflect on the re-
lationship between humanity and nature, as well as
between technology and the environment. Although
Eliasson’s work arises from a Western context, his
reverence for nature and concern for ecological is-
sues resonate with the traditional Chinese concept
of "harmony between humanity and nature,” open-
ing up broad possibilities for intercultural creativ-
ity for Chinese artists.

The revival of traditional views of nature in con-
temporary media installation art is not merely an
ecological critique, but also a process of reflecting
on and reinterpreting traditional Chinese concep-
tions of nature. Artists use technology as a bridge
to transform the artistic concepts and philosophi-
cal ideas of traditional painting into a contemporary
artistic language, establishing a dialogue between
tradition and modernity. This rethinking is not a sim-
ple borrowing of traditional symbols, but a deep
understanding and creative expression of the un-
derlying spirit of traditional views of nature.

The series of digital landscapes by Yang Yong-
liang (such as “Phantom Landscape” and “New Res-
idence in the Fuchun Mountains”) (ill. 9) is a typical
example of the contemporary re-interpretation of
traditional views of nature. He uses digital tech-
nology as brush and ink, combining the composi-
tion and artistic conception of traditional landscape
painting with contemporary urban scenery to cre-
ate the artistic form of the “digital landscape.” “New
Residence in the Fuchun Mountains” is based on
Huang Gongwang's painting “Dwelling in the Fu-
chun Mountains,” replacing the traditional landscape
with modern urban skyscrapers, bridges, roads, and
factory chimneys. In the work, the dense, misty at-
mosphere of traditional ink painting intertwines with
the precise lines of digital technology, producing
a powerful visual effect. Yang Yongliang's work is
not a negation of tradition, but rather an explora-
tion of the survival of traditional natural landscapes

8. During its six-month run, the exhibition attracted over 2 million
visitors, becoming one of the most influential installations of
the 215t century.

Il 9. Yang Yongliang, “Phantom Landscape” and “New
Residence in the Fuchun Mountains’, series of digital landscapes.

in contemporary society. He believes that the spirit
of harmony between man and nature embodied in
traditional landscapes has not disappeared in mod-
ern urban civilization, but exists in a new form: the
city, as a product of humanity’s transformation of
nature, is also a new arena for the interaction be-
tween human beings and nature.

Another artist, Xu Bing, created the interactive in-
stallation "Book from the Ground,” using “symbols”
(ill. 10) as a medium of communication that tran-
scends language barriers. In this work, Xu Bing trans-
forms natural objects and everyday scenes into simple
pictograms. Viewers can combine these symbols by
touching them on the screen to create various sen-
tences and stories. This interactive format subtly ech-
oes the traditional Chinese view of nature, particularly
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Ill. 0. Xu Bing, Book from the Ground: concertina book.

the concept of “observing objects and extracting their
images.” The ancients created writing by observing
natural phenomena, whereas Xu Bing, through the
combination of symbols, allows viewers to rediscov-
er communication and connection between humani-
ty and nature, as well as between people themselves.
The perspective on nature in “Book from the Ground”
is no longer limited to mountains, rivers, and veg-
etation, but extends to all natural and human phe-
nomena in everyday life, reflecting the contemporary
development of the traditional idea of “harmony be-
tween humanity and nature.”

The interactive video installations of the teamlLab
collective (such as "Flower Forest” and “Landscape
Painting”) (ill. 11) are based on immersive experience,
transforming the natural imagery of traditional paint-
ings into interactive artistic environments. In “Flower
Forest,” flowers at the viewers' feet bloom and wither
with each step, while the surrounding blossoms sway
and change color in response to their movements. In
“Landscape Painting,” digital projections cast flowing
landscapes onto the walls and floor of the exhibition
space, allowing viewers to dissolve into the environ-
ment and become part of the painting. This kind of
interactive experience resonates with the tradition-
al view of nature, embodying the spiritual state of
“forgetting oneself and the world.” The collective’s
view of nature is a technological interpretation of
the traditional idea of "harmony between man and
nature.” Through digital technology, contemporary
people can once again find the tranquility and har-
mony of nature amid the rapid pace of modern life.

The evolution and revival of the “view of nature” in
Chinese painting and media installations outlines the
historical trajectory of interaction between Chinese
art, nature, philosophy, and the spirit of the age. From
the philosophical reflections and artistic conception
of "harmony between man and nature” in tradition-
al painting to ecological reflection and the powerful
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experiences of technological reconstruction in con-
temporary media installations, the view of nature has
always been a central theme of Chinese art, and its
spiritual foundation has revolved around the harmoni-
ous coexistence of “humanity, nature, and the universe.”

This tradition is not only an important part of Chi-
nese culture, but also provides rich spiritual resourc-
es for contemporary art®. As a new artistic form in
the digital age, media installation, using technolo-
gy as a bridge, has achieved a contemporary reviv-
al of the view of nature: it not only responds to such
current issues as the ecological crisis and technolog-
ical ethics, but also creatively interprets the tradition-
al view of nature, giving rise to an artistic language
that is relevant today and has international appeal.

In the future, the view of nature in Chinese art
should continue to develop through a balance be-
tween tradition and modernity, local and global
perspectives, technology and humanism. Artists
need to penetrate the spiritual essence of tradi-
tional views of nature and combine it with the con-
temporary social context and technological means
in order to create works that possess both cultur-
al depth and contemporary characteristics. At the
same time, it is necessary to strengthen intercultur-
al dialogue and exchange, conveying to the world
the unique charm and Eastern wisdom of Chinese
culture. Only in this way can the view of nature in
Chinese art acquire a more vivid vitality in contem-
porary society and make a greater contribution to
the development of human civilization.

9. See: Lavrentiev, A.N. and Li Weizheng. 2025. “Towards the
problem of the mutual influence of digital technologies
and traditional Chinese culture in modern media design”
[K probleme vzaimovliyaniya tsifrovykh tekhnologij
i traditsionnoj kultury Kitaya v sovremennom mediadizajne],
Actual problems of high musical education [Aktualnye problemy
vysshego muzykalnogo obrazovaniya], no. 2(77), pp. 89-99.

Ill. 17. TeamLab, installations "Flower Forest” and “Landscape Painting”.
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OVNHAMUWKA N MTPOCTPAHCTBO
MPUPOAbI B KUTAUNCKOW XMBOMWNCK
N MHCTANNALNOHHOM NCKYCCTBE HOBbIX
MEZINA

AHHoTaums: Llenb gaHHOW cTaTb — nccnejoBaThb,
KaK 3CTeTMKa 06pa3oB 1 KOHLEMLMA NPUPOAbI B TPaAM-
LMOHHOM KMTANCKOW KyNbType MOFyT 6bITb TBOPYECKHN
npeobpa3oBaHbl N BbIPaXXeHbl, MEPEXOAS OT ABYyXMep-
HOro Mefnyma K1acCMUeckor 1 COBPEMEHHOM XUBO-
MUCY K UMMEPCUBHOMY MPOCTPAHCTBY COBPEMEHHbIX
MeAMnavHCTanAAaLumniA. icnonbsys «npupogy» B kauectse
LleHTpa/IbHOV TEeMbI, CTaTbA CPABHVBAET W aHaNU3npyeT
«CTPaHCTBYIOLLYIO 1 0BUTaeMyto» MPUpPoay Kiaccuye-
CKOM Nen3aXKHOM XMBOMUCHK, «KOCMUYECKYHO aTMOCche-
py» COBpPEMEHHbIX XXMBOMMWCHBIX NosioTeH Lizao Boy-Ku,
a TaKkXe Morpy>KeHne B COBPEMEHHOTO UCKYCCTBO UH-
ctamnaunid. CylHOCTb TPaANLMOHHOMO KMTANCKOro nc-
KyCCTBa npeTteprieBaeT TpaHCPOPMaLMIO OT CTaTUYHOTO
ABYXMEPHOTO M306paxeHns — K AMHaMUYeCcKoMy Mpo-
CTPaHCTBY, OT BU3ya/lbHOrO BOCMPUATASA KapTVHbI K M-

MoHATME «Npupoga», Kak Ha3oBoe Hayano Ku-
TalCKOro MWPOBOCMPUATASA, BCErAa NPOsABASIOCH
B UCTOPMYECKOM, TBOPYECKOM, Xy0XKECTBEHHOM U3-
MepEHMM NUCKYCCTBA. B KOHTekCTe kutainckom ¢puio-
codum «npupoga» 03HauvaeT He NPOCTO 06 BbEKTUB-
HO CyLLLeCTBYHOLLME FOPbl, PEKU U PacTUTENIbHOCTb,
HO, CKOopee, KOHKpPeTHOe NPosBAEHNE MUPOBO3-
3peHVs «eMHCTBa HebBa 1 yenoBeyecTBa» — 3TO
N gaocckoe puaocodckoe pasMmbllLaeHMEe O «Cae-
[0BaHNUN €CTECTBEHHOMY NYTU», Y KOHOYLIMAHCKUIA
3TUYECKUN naean «400poxKenaTeNbHOro YenoBeka,
Haxosllero pagocTb B ropax», U A3eH-byaaniickas
AyxoBHas chepa «3abBeHns cebs 1 BHELLHero Mupa.
OT XXMBOMUCHOWN MaHepbl 1 XyA0XXeCTBEHHOW KOH-

MepPCVMBHOMY MOTPYXXEHMIO B CO3aBaeMblil Xy[0XKHUKOM
Mup dopm 1 obpasos.

OTW npouecchl NogpasymeBatoT TpaHchopmaLmio
BOCMNPUATUA NCKYCCTBA: OT CYUTbIBAHWNA BHELLIHMX obpa-
30B — K TeNleCHOMY BMelLaTenbCTBy, OT dpnaocodpckoro
B3rNsfa Ha eAVHCTBO YenoBeKa M NPUPOAbl — K peasib-
HbIM NPOBaemMaM TEXHONIOTMYECKOWN STUKNU. ITOT NpPo-
LlecC — He NPOCTO 3aMeHa Mejmna WN HacaxaeHne HOBbIX
dopm, a ckopee pacluMpeHne BHyTPEHHEN NOTUKK N OH-
TONIOTNYECKOrO paclMPeHns Ayxa BOCTOUYHOM 3CTETUKU
B KOHTEKCTE LMPPOBON 3MOXMU.

KnroueBble cnoBa: scmemuka 06pasos, mema npupodsi
8 uckyccmee Kumas, meduauHcmannayus, Lizao Boy-Ku,
2apMOHUs Mex0y YesoeekoM u npupodod, uMmepcus-
Hoe uckyccmeo, npedMemHo-NpoCMpaHcmeeHHas cpeod,
4e/s10CMHOCMb U 3CMemuyeckas 8slpasumesbHoCMe,
cmpameauu cogpemMeHHO20 UCKYCCmaa.

Lenumn TpagmLMOHHON XUBOMUCK A0 TEXHONOTU-
YecKoro HappaTVBa COBPEMEHHbIX MeANanHcTal-
NALWRA, NOHATUE NPUPOALI B KUTACKOM UCKYCCTBE
BCera AMHaMWYHO Pa3BMBaNOCh B KOHTEKCTE CBOErO
BpeMeHn. OHO OZHOBPEMEHHO COXpaHseT Hac/e-
AMe HaLMOHaNbHOTO MUPOBO33PEHUSA U NMOCTOSHHO
pearvpyeT Ha couuanbHble M3MEHEHWS, TEXHOIOTU-
yeckue MHHOBALIMM W KYJbTYpHble TpaHchopmauus.

CoBpeMeHHOe UCKYCCTBO CTaJIKMBAETCs C ABON-
HbIM BO3JE€MCTBUEM 106aM3aLmm 1 TeXHOAorMYe-
CKOro Mporpecca, Npu 3ToM Takne npobaemMbl, Kak
pacnpocTpaHeHe 3KOJN0rMYeCcKNX KPU3NCOB U1 Me-
pecTpowika KyJbTypPHOU NAEHTUUHOCTY, NOBYXKAAROT
XYLOXXHUKOB NMEePEOCMbICINTD AYXOBHYH CyTb MX UC-
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KOHHOro BOCNPUATUA Npupoabl. Kutaickas XuBo-
MUCb, KaK KNacCMUYeCKNA HOCUTENb TPAAUNLIMOHHBIX
B3rA40B Ha npupogay, obecneymBaeT KyabTypHble
KOPHW COBPEMEHHOIO MCKYCCTBa Yepe3 NMpUpoa-
HYH MYAPOCTb, 3aK/JHOUYEHHYHO B A3blKe TpaauLm-
OHHOTrO MCKYCCTBA KWUCTU U TyLIW.

Byayuun HOBbIM CpPeACTBOM B LiMGPOBYHO 3Mo-
XYy, TEXHONOTMU PEKOHCTPYNPOBANN MHTEPAKTNB-
Hble OTHOLLIEHWS MeXJYy YeN0BEeKOM U NPUPOAON,
[OCTUTHYB COBPEMEHHOIO BO3POXAEHUN MOHATUA
npuUpPoOAbI.

WcTopurueckas 3BosouMa U JyXoBHasA OCHOBaA
BOCMPUATUA NPUPOALI B KUTAICKOA XXMBONUCH

B3rnsg Ha npupoay B KUTaMCKOM XMBOMUCHK
He ABaAeTcs GMKCMPOBAHHOW, HEM3MEHHOM Napa-
AvrmMoi. HanpoTus, noanuTbiBaemMbl puaocod-
CKOWM MbIC/IbIO N MEHSAIOLLMMCS COLMaNbHbIM KOH-
TEKCTOM, OH 3BOJIIOLMOHNPOBAN OT HabatoaeHMs
3a obbekTamMM 1 3aneyvaTieHns Ux CyLHOCTU K Bbl-
paXKeHWO Ayxa NoCpesCcTBOM CBOOOAHOM KUCTK,
OT B3aMMOZENCTBMA Heba 1 yesoBeka K CAUSHUIO
pa3yma un matepuu. Ero ctep>xeHb Bcerga Bpaluancs
BOKPYT B3aMMOOTHOLIEeHNN YenoBeyecTsa, Mpupo-
Abl 1 BceneHHoM, opMUpys cUCTEMY XyL0XKECTBEH-
HOro AMCKYypCa, OTANYHYHO OT 3anafHon CybbekT-
HO-0H6BEKTHOWN ANXOTOMMUMN.

®dunocodckas MbiCb AOLMHBCKOW 3MOXMN 3a10-
>Wa TeopeTUYeCKyto OCHOBY B3r/1d4a Ha MpUpoay
B KMTaMCKOM uckyccTBe. [laocckas MbICib SBASAET-
CA OCHOBHbIM MCTOYHMKOM 3TOro B3raaga: Jlao-
u3bl (VI B. 4o H.3.) yTBepxgan: «Henosek cneay-
et 3eMe, 3eMas cnegyet Heby, Hebo cneayeT [lao,
[ao xe ectrectBeHHO [T.e. cnegyeT npupoge — Jl,
B.] (25 uxaH)» ', paccmaTpmBas npupogay Kak GyH-
AAMeHTaNbHbIN 3aKOH BCEJIEHHOM M Noguépkusas
MYZAPOCTb BbIXXMBaHUS Yepe3 COOTBETCTBME MN3Ha-
YanbHOMY NONOXeHMIO Belen. YxyaH-u3bl (IV-I1I B.
40 H.3.) fanee pa3BuBa 3Ty KOHLENLMIO, BbICTyMnas
3a yCTpaHeHne NpoTMBOpPEUNs MeXAy YenoBeye-
CTBOM W NPUPOAON N AOCTUXEHUNE AYXOBHOM CBO-
6oabl Uepes «3abBeHMe» Kak cebs, Tak U BeLlen 2,

KoHdyumaHCTBO B CBOKO 04Yepesb, C 3TUYECKON
TOYKMW 3PEHUS, HAZENANO NPUPOAY TYMAHUCTU-
yecknMMm KoHHoTauusamun. KoHoyuunin yteepxaan,
UTO «YMHbI HaxXOAMT YA0BOABLCTBME B BOAE, NO-
TOMY UTO OH BUAWUT B HEW, BEYHO TeKyLLel, He-
YCTaHHYH U HUKOTAa He 3HatoLyro MoKoa cuay

1. Mwucrepusa flao. Mup «/lao a3 [l3nHa». MNepeBog ¢ gpeBHe-
KuTarickoro n nccneposanune A.A. Macnosa.— M.: «Coepa»,
1996.—C. 239.

2. YxyaH-u3bl. JSle-u3bl / [Nep. € KUT., BCTYM. CT., NPUMeY. 1 yKas.
B.B. MansaBuHal.— M.: Mbicab, 1995.— 439 c.

58

yMa B ero CTpeMeHUn K NO3HaHW UCTUHBI; TO-
ria Kak ryMaHHbI JH06UT ropbl Kak CMMBOA NO-
CTOAHCTBA W HEe3bIBAEMOCTU TeX HEMPENOXKHbIX
N HEW3MEHHbIX OCHOB, M3 KOTOPbIX BbITEKAET Ty-
MaHMn3M» 3, B 3TOM yTBEpXKAEHMM GOpMUPYETCS OC-
HOBaHHbIN Ha gobpoJeTenn B3rnaj Ha NPUPoAy,
Aenas Npupoay CMMBOJIOM UAeasbHON JTNYHOCTH.
AnHactmm Bal, LIanHb, CeBepHas n KOxHas (I11-VI
H.3.) CTaNn NepesiOMHbIM NePUOAOM, KOTrAa B3rnaz
Ha npupoay nepeLwwén oT GpUI0COPCKUX pasMblLL-
NEHW K XyA0XeCcTBeHHOW npakTuke. CounanbHble
NOTPACEHUS 1 pa3BUTUE MeTadu3nKkmn Nodyanan an-
TepaToOpPOB OTBJIEULCS OT MUPCKMX Pa3fopoB U 06-
paTUTLCS K NPUPOZeE 3a AyXOBHbIM yTelleHreM. B 31o
BpeMs npupoja nepecrasa bbiTb NPOCTO 06bEK-
TUBHbIM CyLLLECTBOBAHMEM, a CTaja CUMBOJIOM Ay-
XOBHOW CBOGO/bI IMTEPATOPOB N XYAOXKHUKOB. Xy-
LOXHWK, TeOpeTUK nckycctsa n noat Ny Kanuxm
(ok. 344—406 rr.) B Ka4ecTBe OCHOBHbIX XyZA0Xe-
CTBEHHbIX MPUHLMMOB XWBOMWUCK BbIABUTaN Ofy-
XOTBOPEHHOCTb W €CTeCTBEHHOCTb, NOAYEpPKMBan
Ba>XHOCTb MOCTUXEHUS BHYTPEHHEN KPacoTbl Be-
el nocpeAcTBOM HabArOAeHNs, He orpaHMYmnBa-
ACb N BHELIHWM CXOACTBOM.

AvHactum Tan u CyH (7-13 B.H.3.) 611K Nepwmo-
[OM CTaHOBJIEHNA HaLMOHaNbHOro MOryLecTsa
N KYNbTYPHOM OTKPBITOCTW, YTO NpuBeno kK dbop-
MWUPOBaHWIO MaclUTabHbIX B3rS40B Ha NPUPOAY.
locnoacTeytoLwee KOHOYLMAHCTBO HANOJHUAO CBOE
BUAEHWE NPUPOAbI STUYECKMMU N COLMANBbHBIMU
npobsemamu, B TO BpeEMS Kak BAUSHME AaOCU3Ma
COXPaHWO CTPEMAEHMNE K MOCTUXEHNHO UCTUHHOM
CYLWHOCTN NpUpOAbl. B 3TOT neprog nensaxHas xu-
BOMMWCb NOCTENEHHO OTXOAMUT OT CBOEN poau poHa
B GUrypaTtMBHOM XMBOMUCK, CKNAAbIBAIOTCA ABeE
OCHOBHbIE LUKOJIbI: «CMHEe-3e/1EHbIe BOAbI U rOpbI»
N MOHOXPOMHas XMBOMUCh TYLLbHO.

CuHe-3e/1éHbl nen3ax npeactasasam Jin CbicyHb
N ero cbiH JIn Yxkaosao, a MOHOXPOMHbIV Ner3ax
Tywbto — BaH BaiA, B paboTax KOTOPOro XXMBOMUCh
1 N033Ms TECHO NepensieTannce. JIerkme Maskm Ty-
Wbt CcO3faBann aTMocdepy BO3AYLUHOCTA U YMU-
poteopeHua. Barnag Ban Basa Ha npupogy npusbi-
Bas MNOCTUYb CyLLHOCTb NMPUPOAbI YePEe3 BHYTPEHHMN
NMOKOW W BOCMpUATWE, NpeBpaLLas Npupoay B CUM-
BOJ IyXOBHON CBOGOAbI.

KuTalickas >KMBONmncb — TMAWYHBIA BUA ABYMeEp-
HOrO UCKYCCTBA, Ae XyAOXHWK BbICTPaUBaeT BUPTY-
afibHble NPOCTPaAHCTBEHHbIE OTHOLLEHWS Ha bymare

3. KoHdyuwui. Cyxxaenuns n becegbl.— M.: Ikcmo, 2025. C. 119

CtoaHb C MOMOLLbIO TYLUWN U KUCTW. B n3obpadkeHnn
MPOCTPaHCTBa B TPAAWULMOHHOW KUTACKOM XXMBOMU-
CW MCNONb30Basach YyHUKaNbHaA KOHLLENUUA «Tpex
fanen». Fo Cu (XI B.), XyAOXHUK 1 TEOPETUK 3MOXM
CyH B cBOEM npom3sBeseHnn «JInHbLF0aHb raouxm»
(«BbICOKMI CMbIC/ 1ECOB N MOTOKOB») # MPeANoXu
KOHLenuuo oTobpaXKeHns NpocTpaHCTBa, co3haB
CUCTEMY M300paxkeHWs ANA Ner3aXKHOM XUBOMKU-
CW, No3BoAsaoLLyto 6onee peanncTUUHO nepesasaTb
CI0UN Y TNYyBUHY NPUPOAHBIX NaHALWadTOB Ha OCHO-
BE COYeTaHWs BepPTMKaIbHOW NepPCrekTMBbI ANs 06-
30pa BbICOTbI FOP CHW3Y, MOCTPOEHMA AN pa3me-
LeHusa aaneri No TUNy Kyauc npu B3rasAe Ha ropsi
C BEPXHEN TOUKM 3pEHMNSA U Nepesaum rnybuHbl nen-
3aXka OT KPYMHOro nepeaHero niaaHa Ao AajbHWX
rop Ha ropusoHTe.

f'o Cv npu3biBan Xy[o0XXHUKOB M36aBUTbCA
OT MUPCKUX OTBAEUEHWI U co3epLaTb NpUpoay
C UMCTbIM cepaueM. «MyTelecTBEHHUKM Cpeau rop
n pyubés» (an. 1) PaHb KyaHs CBOMMU MOLLHBIMU
Ma3Kamu >XKMBO BOCCO3ar0T BENVUKONENHbIN Nen-
3ax rop LIMHbAWH, NCnoab3ys 3T NPUHLMALL. Ne-
MEHTbI KapPTUHbI, TaKMe KaK CKaslbl, AepeBbsa N BOAO-
nazpl, TLWaTeNbHO NPOPUCOBaHbI U NpopaboTaHsl,
COXpaHss UCTUHHYO NPUpOoAY Nensaxa u nepe-
faBas KOCMONIOTMYECKYH KOHLEMLMIO «TapMOHUN
yesi0BEKA W NPUPOAbLI» Yepe3 KOMMO3NLMIO N Ma-
Hepy nucbMa.

XoTsa MeTog «Tpéx fanen» B TPagMLMOHHOM
ner3a>KHOW XMBOMMCK MOXET CO34aTb OLLyLIeHNe
rNyOVHbI, BbICOTbI U MPOTAXEHHOCTU, OH OCTAETCH
OrpaHUYeHHbIM ABYXMEPHOW MAOCKOCTbIO. 3puTe-
N BOCMPUHMMAIOT KapTWHbl Yepes CBOEero poJja
«C0o3epLaHme», BU3yasabHO BOCMPUHUMAN NPUPOL-
HbIM NaHAwabT 1 BNOCAEACTBUN UCMbITbIBAs 3MO-
LMOHaNbHbIA PE30HAHC U AYXOBHble accoLmaumnn.
Bnarosaps AByxMepHOMY M306paxkeHuto, Tpaaun-
LMOHHBIN B3rna4 Ha NPUpoAy B XUBOMUCU 601b-
we dokycnpyeTtcs Ha co3gaHmm atmocdepsl 1 ne-
pesade Ayxa, YeM Ha YUyBCTBEHHOM MOTPY>XKEHUN.
(Naero coBmeLeHNA pa3aNYHbIX TUMOB NePCnekTn-
Bbl U CMOCOHOB OTOBPaXKeHUs MPOCTPAHCTBA, BKJIHO-
yas U BUPTYasibHOE NPOCTPAHCTBO, CTOUT YUYnTbIBATb
M NPy PacCMOTPEHUN yXKe MPUMEPOB COBPEMEH-

4. To Cw. Bbicokuit cMbica necos u Notokos. / B kH. Kutan-
ckoe uckyccteo: MpuHuyunel. Wkonel. Mactepa / Coct,,
nep. ¢ kut. U anra,, scryn. CT. odepkun 1 komm. B.B. Mansa-
BnHa.— M.: «OAO Jltoke»; «M3gatenbctBo AcTpenb»: «U3-
patenbctBo ACT». 2004.— 432 c. C. 305-307. Cm. Takxe:
BHe BpemeHn. URL: https://mos.gallery/blog/vne-vremeni/
?ysclid=mkéx5nd540540615929 (gata obpalueHus 09.10.2025).

HbIX pPaboT xyaoxxHMKOB XX| Beka B XaHpe Meana-
NHCTanAaUun).

PacLiBeT XXvBOMNMUCK 1MTEPATOPOB B 3MOXY ANHA-
ctum CyH (X=Xl BB.) > ewwé 6onblue oboratma CMbIch
3Toro B3arnaga Ha npupogy. Cy Ww (1037-1101 rr.,
anHactna CesepHasa CyH) yTBepXgan, YTo «CyauTb
O >XMBOMUCK MO BHELUHEMY CXOACTBY — 3TO yAen
JeTein» 5, MogUEPKMBAs, UTO CYTb XXMBOMUCYK 3aKHO-
YaeTcs B «JyXOBHOM CXOACTBE» U «BblPa3nTeNbHO-
CTV», U MponaraHANpPYys BbipaXKeHne ANYHbIX 3MO-
LW N naeanoB NOCPEACTBOM A3blka KMCTU 1 TyLLW.
HanwucaHHbI# Tywbto 6ambyk BaHb TyHa, a Takxe 3a-
coxwime gepebs U npuuyaaneble kamuu Cy Ln —
BCe OHM WCMO/b3YIOT NPUPOAHbIE 0OBEKTLI KakK Cpe-
CTBO Nnepejayun LyxOBHbIX UCKaHUN ANTEPATOPOB.
B3rnag anHactum CyH Ha npupogy nogvyépkuBan
Kak yBaXKeHune 1 HabtogeHne 3a Hel, Tak U Yeno-
BEYECKYH CyOBEKTUBHOCTb N AyXOBHYHO TPAHCLEH-
[AEHTHOCTb, OCTMras naeanbHOro cCoueTaHmna «pea-
NIN3Ma» 1 «BbIPa3nTeIbHOCTW», CTaB NapagurMom
KWTaWCKOro BOCNPUATUA NPUPOAbI.

PacugeT iMTepatypHOU XXMBOMWUCK B 3NOXY AWHa-
ctum KOaHb (1271-1368 rr.) cMecTun ecTecTBeHHbIN
B3r/1A4, Ha KUTAUCKMIA MUP B CTOPOHY BHYTPEHHETO
Mupa. Yxxao MaHdy Npeasoxmn XyAoXXeCcTBEHHYHO
KOHLEMNLNIO €4MHCTBA Kaaamrpadumn n Xneonucu,
NHTErpupysa Kanaurpapunyeckme TEXHUKN NMcbma
B >XKMBOMMWCb, Aeflasa KUCTb U Tyllb He TOoAbKOo dop-
MOW BblpaXKeHus, HO U CPeACTBOM Mepejayn 3Mo-
umnin n ayxa. Mensaxm Hu LzaHsa ¢ nx «csobogHoM
N HEMPUHYXAEHHOW» MaHEPOWN NUCbMa Bblpaxa-
N ouyuieHne «Heoby3aaHHOro Ayxa» U «nycTo-
Tbl». PaboTbl baga LLaHbX3HA € Ux npeyBennYeH-
HOM M UCKaXXeHHOW MaHepon NUCbMa Bbipaxanu
cTpemaeHue k cBoboge OT NOBEPXHOCTHOrO BOC-
npousBeseHNs peanbHOCTU.

Xwneonuck gnHactunm MuH npogoakuna Tpaan-
LMIO INTEPATYPHON XUBOMNUCKU AUHAcTUN HOaHb,
eLlé bonblue NOAYEPKMBAs BAVSAHME pa3yMa Ha BOC-
npuaTHe NpUpoabI.

HaTypannctnueckasa nepcnekTneBa B XXWBOMU-
1 anHactum LinH oTanyanacb MHOTrorpaHHoOCTbHO.
«YeTbipe BaHa» (BaH WUnmunHL, BaH Li3aHb, BaH
Xy3li 1 BaH HOaHbLW) NnoagdepkmBann ciejoBaHme

5. «KnBOMMCb IMTEPATOPOB» NN «<KMUBOMUCL UHTENNEKTYANOB>
3/ UTapHOe HanpasAeHWe TPAANLMOHHON KUTANCKON XMNBO-
nuncuy, cyllecteoBasluee B anoxy AnHactum CyH (960-1279 rr.)

6. UwTt. no: /in Yxown dunocodpcko-mMeTog0n0rmMyeckme ocHoO-
BaHWA nckyccta Ce-u: TeOpUs TPOMCTBEHHOW NPUPOABI 3Ha-
Ka // Manyckpwunt. 2025. N2 3. URL: https://cyberleninka.ru/
article/n/filosofsko-metodologicheskie-osnovaniya-iskusstva-
se-i-teoriya-troystvennoy-prirody-znaka (gata obpatieHus:
09.01.2026).
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n nogpaxkaHue TpagMLMOHHOW MaHepe NUCbMa,
HO WX UpEe3MepHbIV akLLeHT Ha CTUAN3auun npm-
BE&N K OTCYTCTBUIO HOBaTOPCTBA. «HeTbipe MOHa-
xa» (XyHx3Hb, KyHbLaHb, baga LaHx3Hb 1 LLInTao)
pa3BMBaIv OCHOBOMONAratoLUIA AyX XMBOMUCK NIn-
TepaTopOB, NCMOJb3ya NPUPOAY Kak CPeACTBO Bbl-
PaXKeHWA JIMUYHBIX IMOLMIA U CTPeMIeHNs K cBobHO-
ae. LLntao npeanoxXun xyAoXKeCTBEHHbIN NPUHLMM
nmowncka BCexX CTPaHHbIX BEPLUUH A4 CO34aHUA Ha-
H6pOCKOB, MOAUYEPKMBAS, UTO XYJOXKHUKN AONXKHBI
norpy>atbca B Npupoay, Habatogatbe N nepexu-
BaTb €&, UToObl CO34aBaTb APKME, MOJHbIE XU3HU
npovssegeHuna (M. 2).

MHHOBaLWM B NCKYCCTBE U MeANauHCTaANALUN

HoBbi 3Tan B npeactaBieHnmn o6pa3os npupo-
Abl VI FTAPMOHUM €CTECTBEHHOTO ABUXXEHWS B KUTal-
CKOW >XXMBOMMWCHK CBA3aH € TBOpYecTBOM Li3ao Boy-Ku
(1920-2013) n ocBOEHMEM HaceAns eBPONENCKOro
nckyccTBa Havana XX Beka’. B XX Beke kutanckue
XYAOXHUKM, Takne Kak Lizao Boy-Kun, npusHecan
CBO€e BOCTOYHOE BUAEHWNE NPUPOAbI B A3bIK Mac-
NIAIHOM XMBOMUCK, CO34aB 0bpa3bl «KKOCMUYECKO-
ro gbixaHusa». Mpupoga Ha ero xonctax TpaHchop-
MUpOBasiacb OT y3HaBaeMblX Ner3aXKHblIX MOTMBOB
B AMHaMunueckme abcTpakTHble KOMMO3NLUN ABWN-
>KeHnsa GopMbl 1 LiBETa.

MeananHcTannaums, kak HoBasa ¢opma UCKyc-
cTBa LMbPOBOI 3MOXM, NCMOb3YET N306paxKeHNs,
3BYK W MHTEPaKTMBHbIE TEXHONOMMM, YTOBbI NPeoso-
NeTb ABYyMepPHble NPOCTPaHCTBEHHbIE OrPaHNYeHNA
TPaAVLMOHHOW XMBOMWCK, OTKPbIBas HOBblE BO3-
MOXHOCTW AN BbIPaXXeHUs BOCNPUATUA NPUPOABI.
B3rnag Ha npupogy B COBpeMEHHOM MeAnanHcTan-
NALMOHHOM MCKYCCTBE He ABASETCA MPOCTbIM MO-
BTOpPEHWEM TPaANLMOHHbIX GOPMaTOB U1 XXaHPOB
nckycctea. OCHOBaHHbBIA Ha HacneAnmn OCHOBOMO-
nararoLwmx NPUHLMNOB rapMOHNN MeXay YenoBe-
KOM ¥ NPUPOAON, OH 0O6beAnHAET COBPEMEHHbIE
coumnanbHble NpobaemMbl (Takne Kak 3Kosormye-
CKWI KPU3WNC, TEXHOOTMYECKas 3TMKa U KyabTyp-
Has MAEHTUYHOCTb) AN TBOPYECKOro npeobpaso-
BaHWA 1 BO3POXAEHUA B3rA4a Ha NpUpoay.

TBopuecTtBO LI3ao Boy-Ku cay>xxumt knroveBbiM
NPOMEXYTOUHbIM 3BEHOM B NOA0OHOM cucteme
paccy>XaeHnin. OH rnyboko NoHMMan Jyx u aTMo-
chepHOCTb NeN3axXHON XMUBONUCK gnHacTuin CyH

7. Jln BauwxaH. Banaxune asbika abcTpakTHoro mckycctea Ka-
AVNHCKOTO Ha COBPEMEHHYIO KUTAMCKYH MacCAsiHYH XXMBO-
nuck. / Poccnsa-Kutai. LLienkoBbIn nyTb UCKyCCTBa: MepekpecT-
kv ngei. Matepuranbl MeXAyHapOAHON Hay4HON KOHdepeH-
uun.— M.: PIXMY um. C.T. CtporaHosa, 2023. C. 114-117.
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1 KOaHb, HO, TeM He MeHee, peLLnTeNbHO NOrpy-
3UA1CA B MOWCKM abCTPaKTHOrO 3KCNPeCcCcuoHN3Ma,
HabupasLwe cuny nocne Bropon mmpoBon BOWn-
Hbl, TBOPYECKN NpeocbpaxaBlune TPajULNOHHbIe
B3rNs4bl Ha npupogy. B ero macwtabHbix Noa0THaXxX
KOHKpeTHble GOpMbl Ner3axewn ycTynuam nepesa-
ye BHYTPEHHEro puUTMa Npupoabl, ANHaAMUKe nep-
BO34aHHOW BcesleHHOM 1 norpyeHus BO BCEMpPO-
HUKaroLLyto aTMOCcdepy TeUEHMSA XXMBOMUCHBIX MaccC
n dopM. Ero paboTbl, OTHOCALLMECS K MEPUOAY IKC-
npeccmBHom keannmrpadum n nepuogy «besrpaHuny-
HocTu» nocae 1960-x roaos, Takme Kak «29.09.64»
(nnn.3), cnoBHO M306paxatoT bypHble BETPbI U 06-
naka, rae uBeTa TekyT, CTaJKMBArOTCA U NPOHMKa-
0T APYr B ApYra, CIOBHO BO3AYLUHbIE NMOTOKM, a An-
HUW ABUXKYTCSA CBOHOAHO, CNOBHO Kaaaurpadus,
OTKPbIBasA HeEM3MePUMOE NPOCTPaAHCTBO B CMMGO-
HUW NYCTOTbl 1 NONHOTLI. Bo BCcex nponssegeHmsx
XYAOXKHMKa NPOCAEXMBAETCA XeNaHNe pUCoBaThb
HEBUAMMOE: fbIXaHWNe XWU3HW, BeTep, ABUXEHME,
bOopMy XM3HW, LuBeTeHNe 1 yBAgaHWe LBeToB. Ero
npupoja — 3TO CBOEro poja MbICNeHHbI 06pas,
CMMPOHMA BOCTOYHOTO MUPOBO33PEHNA Ha XOJI-
CTe, BOMJ/IOLLLEHHaA NOCPEACTBOM HamnpsaxKeHWs LBe-
Ta 1 GopM, 3aKnajblBatoLLas ICTETUYECKYH OCHO-
BY AN MOHWUMAaHWA NOCNEAYHOLMMN NOKONEHUAMMN
oTBNEYEHHOrO, dunnocodckoro, «becnpesMeTHOro»
BblpaXkeHUs NPUPOAbI.

B3rnsap Ha npupoay B KOHTEKCTe dKoJIornye-
CKOro Kpusunca: KpUTUKa U pasmMblilu/ieHUA.

CTpemuTtenbHoOe pa3BuTUE MHAYCTPUANbHOW Lin-
BUAM3ALMMN NPUBENO K CEPbE3HOMY 3KOJNOTMYECKO-
My Kpu3ucy. Takne npobnembl, Kak 3arpsasHeHune
oKpy>KatoLern cpeapbl, U3MEHeHWe KaMMaTa 1 yTpata
61opaszHoobpazms, NOdYANAN COBPEMEHHBIX XY0XK-
HWKOB MEPeOCMbIC/INTb OTHOLLEHWA MEXAY YenoBe-
YecTBOM U Npupogoi. PopmaT MeananHCTaNNALNA
Nno3BoJiAeT nepejatb CyLecTBytowme npobaemsl
B NpeaenbHo 060CTPEHHOM, NPOCTPaHCTBEHHOM,
UMMEpPCMBHOM BapuaHTe.

MpYMepOM 3TOro CAY>KNT TBOPYECTBO XYAOXKHN-
ka LLlaH AHa. Ero nHcTannaumm B CMeLaHHOM U HO-
BOV TeXHVKe, Takme Kak «bonbluoi nemsax» (Man.4)
n «Mpoekt AyH Upnuan» (nan. 5), brarogaps ceoew
BbIPa3nTeIbHOCTU 1 CMOCOBHOCTM K pacnpocTpaHe-
HUO MHbOPMaLMK, CTaAW BaXXHbIMU MHCTPYMEHTaMW
AN OCMbICIEHWNS 3KOAOTNYeCcKux npobiem n Kpu-
TUKM aHTpoNoLueHTpu3Ma. B Hawe Bpems B3rasg
Ha npupoay 6osblie He ABASETCS AYXOBHbIM NpPUCTa-
HULWEM TPaANLMOHHBIX XyAOXHUKOB-IMTEPaTopoB,
a ckopee npeaynpexaaroLum CMMBOIOM, NOByXAa-

FOLLMM K pPa3mblLLIEHNUAM. XYAOXHUKA UCMONb3YIOT
HOBble TEXHONOTMM, YTOBbl BOCMPOU3BECTUN XPYI-
KOCTb 1 pa3pyLUUTENbHOCTb NPUPOAbI, MPU3bIBas
NOAEN K yBaXKEHUIO M COXPaHEHWUIO MPUPOAbI, 3a-
LLMTE IKONOrnK.

Cepwisi aHUMUPOBaHHbIX MHCTaNNALMIA KUTaNCKO-
ro xygoxHuka Liro AHbctoHa «HoBas knaccuka rop
n Mopen» (Uan. 6), OCHOBaHHas Ha MUax N NereH-
Jax «Knaccukm rop n Mopeii», coyeTaeT B cebe ane-
MEHTbI COBPEMEHHbIX TEXHOIOTMI N UHAYCTPMaNb-
HOW UMBWIM3aLIMK, cO34aBas abCypAHbIv, HO B TO Xe
Bpems TPeBOXHbIA MUp byayuiero. B ero pabotax
MUdUUeckme cylLecTsa TpagnLMOHHON MUdOAOrMM
3aMeHATCS MPOMBILUNEHHBIMU MalIVHAaMU N TEXHO-
NOrMyeckMMu NpoayKTamu, TakMmm kak «Mmdude-
CKUWe 3Bepu» C TeNaMu 3KCKaBaTOPOB U «CTPaHHble
NTULUbI» C TpybamMn BMecCTO wWynaney,. 3T obpa-
3bl OAHOBPEMEHHO NPOAOJIXKAOT 06pa3 Npmposbl,
3a/105KeHHbIN B «Knaccrke rop n Mopeii», 1 MeTa-
bopurueckn NpeaCTaBAAIOT paspyLleHne Npupoabl
NHAYCTpWanbHOW unBmansaumen. Liro AHbCOH co-
yeTaeT TPAAWMLMOHHbIE B3rNAAbl HA MPUPOAY C CO-
BPEMEHHBIMW 3KONOTMYeCcKUMH npobremamu B Lim-
bpoBoOW aHMMaLUUK, KPUTUKYA 310ynoTpebneHune
TEXHONIOTUAMMU, NPU3bIBAs BEPHYTLCA K MyAPOCTU
CnefoBaHNA MO NyTN NPUPOABI.

B BuaeonHctannauum Llao ®3q «La Town» (nnan.7),
MCNONb30BaHbl MUHNATHOPHbIE MOAENN U LndpPOoBbIe
TEXHOJ/IOTUW AN CO3AaHNA NOCTanoKaAnNTNUYeCcKo-
ro ropoAcKkoro nensaxa. 13ob6paxxeHns CKoMNoHo-
BaHbl U3 3a6POLUEHHbIX 34aHUIA, NePeCOXLUMX PeK
N MYTMPOBABLUMX CYLLLECTBa, AEMOHCTPUPYS Ony-
CTOLLUEeHMe nocae 3K0A0rMyYeckoro koananca. Barnag
Llao ®3s Ha npupoay — 3TO yXe He BOCXBaJeHne
M TOCKa MO HEW, a CKopee KPUTUKA YeNoBeYvecKo-
ro paspyLleHuns NpUpoabl U BbipaxeHune coLmanb-
HOW OTBETCTBEHHOCTN COBPEMEHHbIX XYAOXHUKOB.

MOMUMO KUTaMCKUX XYJOXHUKOB, paboThl 3a-
pybHexHbIX aBTOPOB TakXe NO3BOAAKOT raybe no-
HATb MPUPOAHYHO MOAOMIEKY KNTAWCKOrO MeAnanH-
CTaNNALMOHHOrO uckycctea. B npoekte «Weather»
(nnn.9) Onadypa InmnaccoHa ® rnraHTCKoe NCKyc-
CTBEHHOE COJIHLLE, TYMaH 1 3epKaia co3AatoT 3axBa-
TbIBAOLLUIN NPUPOAHBIV NaHaWwadT. 3puTenn oky-
TaHbl TEMLIM CBETOM U IETKOW AbIMKOM, CO3/aBas
OLLyLLIeHME NOJIHOTO MOrPY>XEHUs B MPUpPOoAY. ITOT
onbIT NobyxaaeT 3puTenen 3aymMmatbcs O B3aMMo-
OTHOLLEHUNAX YenoBeyecTBa U NPUPOAbI, a Takxe

8. 3a wecTb MecsLeB paboTbl BbiCTaBka npusaekna bonee
2 MWJIMOHOB NOCETUTENEN, CTaB OAHOW U3 CaMblX BANATENb-
HbIX HCTanAaumin XXI Beka.

TEXHOJIOTUIA 1 OKpY>KatoLLlen cpesbl. XOTs TBOpYe-
CTBO JmaccoHa 6epéT Hauano B 3anNagHOM KOHTEK-
CTe, ero 61aroroBeHne nepes NPUPoLon n 3abo-
Ta 06 3KoN0rnyeckmx npobaemMax nepekankarTcs
C TPAAVLNOHHOW KMTANCKOW KOHLIeNUMeln «rapMo-
HUWM MeXay Yes0BEYECTBOM U NPUPOAOI», OTKPbI-
Basl KNTaCKUM XYAOXHUKAM LUMPOKNE BO3MOXKHO-
CTN ANA MEXKY/IbTYPHOro TBOPYeCTBa.

Bo3poxaeHne TpagMuMOHHbIX B3rS40B Ha Npu-
poJy B COBPEMEHHOM MeANANHCTANNALNOHHOM UC-
KyCCTBE — 3TO He NPOCTO IKO0rmyeckas KpuTnka,
HO 1 OCMbIC/IEHNE N NEPEOCMbICIEHNE TPAANLIMOH-
HbIX KUTaNCKUX B3FNSA0B Ha NPUPOAY. XYAOXKHUNKM
MCNONB3YHOT TEXHONOTMM KaK MOCT A1 TpaHCchopma-
LMK XYAOXKECTBEHHOW KOHUEeNUMU U GrnaocodCKonm
MbIC/IV TPAAULMOHHOMN XMBOMNCK B COBPEMEHHbI
XYZOXECTBEHHbIV A3bIK, yCTaHaBAUBAsA 4MaNor MeXAY
TpaguLmen n COBPEMEHHOCTbIO. ITO MepPeOCMbIC-
JleHVe — He NPOoCToe 3aUMCTBOBaHME TPAANLNOH-
HbIX CMMBOJIOB, a r1yboKoe NoHMMaHue 1 TBopYe-
CKOe BblpaxkeHue rnybuHHOro ayxa TpaganuMOHHbIX
B3r/1540B Ha NPUPOAY.

Cepusa undposbix nensaxen AH KOHAAHa (Ta-
Knx Kak «Mwupax rop un pek» n «Hosoe xuanuie
B ropax ®yuyHb») (Una. 9) — TUNUYHBIN NpUMep
COBPEMEHHOr0 NepeoCcMbICNEHNA TPAANLMOHHBIX
B3rna40B Ha npupogy. OH ncnonb3syet undposbie
TEXHOJIOTUW KaK KUCTb U TyLIb, COUYETast KOMMNO3U-
LMIO 1 XY 0XECTBEHHYHO KOHLEMLMIO TPaANLMOH-
HOM Men3a>XXHON XMBOMUCU C COBPEMEHHbIMU FO-
POACKUMU Nei3axkaMi, CO34aBast XyA0XKEeCTBEHHYHO
dopmy «undppoBoro nerzaxa». «HoBoe xnaumiie
B ropax ®y4yHb» OCHOBaHO Ha KapTuHe XyaH 'yH-
BaHa «XXuanwe B ropax OyuyHb», 3aMeHsas Tpa-
AVLMOHHBIA Nen3aXk COBPEMEHHbIMW FOPOACKNMMU
Hebockpebamun, MoCTaMu, JOPOraMmn 1 3aBOACKN-
MU Tpybamun. B kapTMHe HacblWweHHas, TyMaHHas
atMocdepa TPaANLMOHHOM XNBOMUCK TYLLbO Ne-
penneTaeTcs C TOYHbIMU ANHUAMMN LUDPOBbIX TEX-
HO/IOTWIA, CO3/aBas MOLLHbIA BU3YyanbHbIA 3bdekT.
Pabota flH lOHAssHAa — 3TO He oTpuLaHue Tpaau-
LK, a ckopee nccaegoBaHUe BbIXKMBaHUA Tpaju-
LMOHHbIX MPUPOAHbIX Nen3axkein B COBPEMEHHOM
obuectBe. OH ybexaeH, UTo AyX rapMOHUU MeXAY
Ye/IOBEKOM W MPUPOAOHM, BOMNOLLEHHLIN B TPaan-
LMOHHbIX NaHawadTax, He Ucye3 B COBPEMEHHOM
ropoAckon LMBUAM3ALMNK, @ CYLLECTBYET B HOBOM
dopme: ropog, byayum NposyKTOM YenoBe4eckoro
npeobpazoBaHWs NPUPOAbI, TAKXKe BASETCS HOBOM
apeHoI B3aMMOZENCTBMS YeloBEKA U NMPUPOALI.

61



Apyron xyaoxHuk, Ctoi buH, cozgan nHTepak-
TUBHYO MHCTaanAUMI0 «KHWra ¢ 3emam», ncnonb3ys
«cumBosbl» (Mnn.10) B kauecTBe CpeacTBa KOMMY-
HMKaLMKW, NPeoaoeBatoLLEero A3blkoBble bapbepsbl.
B cBoe pabote Croli bruH npeobpasyet npupogHbie
06BbeKTbl M MOBCEAHEBHbIE CLEHbI B MPOCTble CUM-
BOJIbl. 3pUTEAN MOTYT KOMOBUHUPOBATL 3TU CUMBO-
Nbl, MPMKacasach K HAM Ha 3kpaHe, 4Tobbl co3aaBatb
pas/inyHble NPEANOXEHUS U UCTOPUN. ITOT UHTEP-
aKTUBHbIA GOpMaT TOHKO MepPeKINKaAETCa C TPaau-
LMOHHbIM KUTANCKMM B3MS40M Ha MpUpoay, B YacT-
HOCTU, C KOHLLeNUmen HabaogeHns 3a obbekTaMu
N n3BNeYeHus nx obpasos. [lpeBHWe co3gaBanu
NMNCbMEHHOCTb, HabtoAas 3a NPUPOAHbIMUN ABAe-
HUAMY, B TOo Bpems Kak Ctoli ByH, KOMBMHUPYA cnm-
BOJIbl, MO3BOJ/ISIET 3pUTENSIM 3aHOBO OTKPbITb A5
cebs KOMMYHMKaLMIO N CBA3b MeXAYy YesoBeye-
CTBOM W NPUPOAON, a TakKe MeXAy CaMUMU NHoLb-
mu. MpupoaHas nepcnekTrBa B «KHUre ¢ 3emamn»
60/bLUE HE OrpaHMYMBaETCA FropamMu, pekamm 1 pa-
CTUTENIbHOCTBHD, HO PacipOCTPaHAETCs Ha BCe Mpu-
POAHbIE U YesloBeYeCKMe SBAEHWS B NMOBCEAHEBHOM
>KW3HW, OTpaxKas COBPEMEHHOE pa3BuTMe TpaanLm-
OHHOW Maen «rapMOHUN MeXAy YenoBe4eCcTBOM
Y MPUPOAOWA».

VIHTepaKTMBHbIE BUAEONHCTANNALNN KOMaHAbI
TeamLab (Takve kak «Mope LBeTOB» 1 «[ler3axHas
XMBOMUCb») (1.11) ocCHOBaHblI HA UMMEPCUBHOM
onbITe, NpeBpaLLeHM NPUPOAHbIX 0bpa3oB Tpaam-
LMOHHbIX KaPTVH B MHTEPAKTUBHbIE XY 0XECTBEH-
Hble MpoCTpaHcTBa. B uHcTannsumm «Mope LBeToB»
LBETbI MO HOraMu 3pUTeNs pacLBeTaroT U yBAjaloT
C KaXkJbIM LLAroM, a OKpy>atoLine nx LBeTbl KOJbl-
LYTCS U MEHSHOT LiBET B COOTBETCTBMM C ABUXKEHUS-
MU 3puTens. B nHctannsumm «MNensaxHas XnMBo-
nncb» LMppoBas NpoekLna oTobpaxkaeT naaBHble
nemsaxu Ha CTeHax 1 MoJly BbICTaBOYHOrO 3aa,
MO3BOJIAS 3pUTENAM PACTBOPUTLCS B OKPY>KatoLLel
06CTaHOBKe U CTaTb YacCTbHO KapTUHbI. MNof06HbIN
WNHTEPAKTMBHbIM OMbIT MepeknnKaeTcs ¢ Tpaguum-
OHHbIM B3r/IA40M Ha NPUpPOAY, BOMJIOLWAas AyXOB-
Hoe COCTosiHNE «3abBeHusa cebs n Mupa». Barasg
JNlabopaTtopuun Ha Npupoay — 3TO TEXHONOrnYe-
CKas MHTeprpeTaLms TPaAULMOHHON UAEN «rapMo-
HUW MeXay YeNOoBEKOM W Npupoaoli». brarogaps
UNPPOBLIM TEXHONOTMAM COBPEMEHHbIA YenoBek
MOXET BHOBb O6PECTV CMOKONCTBME U FapPMOHUIO
NPUPOAbI B CTPEMUTENIBHOM PUTME CBOEWN XU3HMW.

DBOAHOLMS 1 BO3POXKAEHUE «B3rAsAa Ha MPUPO-
Ay» B KUTACKOMN XXMBOMWCU Y MeAMNAVHCTaANALMAX
OYepUMBAOT NCTOPUYECKYHD TPAEeKTOPUHO B3aMMO-
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JEeVCTBUA KMTANCKOro NCKYCCTBa C MPUPOAOH, Ppu-
nocoduen n anoxon. OT GMNOCOPCKMX pa3mblLL-
NEHW N Xy[,0XXECTBEHHOW KOHLEMNLMUN «rapMOHNK
yesoBeKa M NPUPOAbI» B TPAANLMOHHOM XMBOMUCH
[0 3KONIOTMYECKNX Pa3MbILLIEHWI U 3axBaTbiBato-
LLMX NepexXmnBaHNin TEXHONOTNYECKON PEKOHCTPYK-
LN B COBPEMEHHbIX MeAVanHCTaNNALMAX, B3I
Ha npupoay Bceraa 6ol LEHTPAAbHOM TEMOW KUN-
TaNCKOro MCKYCCTBA, a ero AyXOBHasi OCHOBA Bpa-
Wwanacbk BOKPYr rapMOHWYHOrO COCYLLIeCTBOBaHMA
«4yesioBeKa, NMPUPOAbl N BCENEHHOW».

JTa TPaAMLMSA He TOJIbKO ABSETCA BaXHON Ya-
CTbHO KMTAMCKOM KyNbTypbl, HO U NpeAocTaBAseT
6oratble AyXOBHbIE PECYPCbl ANS COBPEMEHHOTO
nckyccrsa °. byayum HOBbIM BUAOM UCKYCCTBA B L1~
bpoByto 3N0XY, MEANANHCTANNALNSA, UCMOb3YS TeX-
HO/IOMMK B KauecTBe MOCTa, Z06Mack COBPEMEHHOIO
BO3POX/AEHWS B3rs4a Ha MPUPOAY: OHa He TONbKO
OoTBeYaeT Ha Takme COBpeMeHHble nNpobaeMbl, Kak
3KONIOTMYECKNIA KPU3NC U TEXHOOTMYECKas 3TUKA,
HO 1 TBOPYECKM MHTEPMPeTMpYyeT TPaANLNOHHbIN
B3I, Ha NPUPOAY, CO34aBas XyLOXXeCTBEHHbIN
A3blK, aKTya/IbHbI/ B Halle BPeMS U UMEOLW NI Me-
XAYHaPOAHYH NMPWB/EKaTENbHOCT.

B 6yayluem B3rnsg Ha Npupoay B KUTaCKOM MC-
KYCCTBE ZLOJI)KEH NPOAOMKATh Pa3BMBaThCs B HanaHce
MeXzay TpasuLmen U COBPEMEHHOCTLHO, TOKabHbI-
MU U r106anbHbIMW NepcrnekTUBaMm, TEXHONOT NS -
MW 1 TyMaHM3MOM. Xy0XHWKaM HeobXoanMo npo-
HMKaTb B AYXOBHYH CyTb TPAAWULMOHHbIX B3r1S40B
Ha Npupoay, coveTtas Ux C COBPEMEHHbIM COLManb-
HbIM KOHTEKCTOM W TEXHO/NOMMYECKUMW CpesCTBa-
MW ANS CO34aHNs NPOU3BEAEHUN, 0b1aZaroLLMX KaK
KyNbTYPHOR rNyOUHON, Tak U COBPEMEHHBIMU OCO-
6eHHoCcTAMU. OgHOBPEMEHHO HEOBXOAMMO YKpen-
NATb MEXKYNbTYPHbIN Ananor n obmeH, nepesa-
Bas MUpPY YHWKaJbHOE OYapOBaHWE U BOCTOUHYHO
MYZAPOCTb KUTaCKON KyAbTypbl. TONbKO Tak B3rsj
Ha NpMpoAY B KUTaNCKOM UCKYCCTBE CMOXET 0bpe-
CTV Bonee APKYHO XXM3HEHHYIO CUAY B COBPEMEH-
HOM obLLecTBe M BHECTU 6ONbLUMIA BKAA B Pa3Bu-
Te YeNoBeYeCKol LMBUAN3ALIUN.

9. Cwm.: JlaBpeHtbes A.H., J/ln BatuxaH. K npobneme B3anmo-
B/IVAHWA LNOPOBbIX TEXHONOTMI U TPAAULMOHHOMN KyAbTYpbI
Kutas B coBpeMeHHOM Meguaan3aiHe. // AktyanbHble Npo-
61eMbl BbICLLIETO My3blkanbHOro obpasoBanus. 2025. N2 2(77).
C. 89-99.
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