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AESTHETIC ASPIRATIONS AND PRACTICAL
EXPLORATIONS IN CONTEMPORARY JADE CARVING
ART

Summary: /n Chinese culture, jade is the most distinctive
and most representative form in art. Jade figures have
not only had a long historical journey but have also been
particularly highly developed. Even in the present era of
extraordinary material abundance in art, the forms and
material manifestations of jade culture are ubiquitous. We
see that, despite the radical changes in the lifestyle and
consumption patterns of the Chinese, the longing for jade
in the hearts of the people continues to live on. With the
development of the modern era, by means of works of jade
carving people seek not merely symbols of auspicious wish-
es, but also hope that jade works will be able to express the
distinctive features of the age and individual aspirations.
As a practicing master of jade carving, the author employs
the present article, in combination with his own practice of
creating jade works, to analyze the aesthetic aspirations
and practical explorations of contemporary art. The aim of
this study is to summarize and generalize the author's per-

The Aesthetic Content of Naturalness and
Simplicity: Restraint in the Art of Jade Carving

The art of jade carving possesses three kinds
of beauty: the beauty of material, of form, and
of content. Among the many aesthetic concep-
tions of the art of jade carving, natural beauty
enjoys great popularity. Naturalness emphasiz-
es respect for the jade stone itself, the striving
for an ideal unity of form and content, and the
genuine expression of emotion. In the practice
of creating jade carving, the aesthetics of "natu-
ralness" is principally manifested in four aspects:
the use of material in accordance with its prop-
erties, the unity of form and content, and the fu-
sion of feeling and composition in combination
with naturalness of carving.

sonal practice of creating jade works, as well as to interact
and exchange experience with colleagues in the field. At
the same time, it is an opportunity to provide samples of
works for academic research.

The new phenomena and academic questions manifest-
ed in contemporary jade culture are innumerable. Among
them, the most worthy of discussion are the aesthetic as-
pirations and practice of the contemporary master who
strives for "naturalness" and "simplicity" and combines
them in carving, while making use of a theoretical foun-
dation. At the same time, he holds that only a profound
and subtle understanding of the content of jade carving
and a theoretical investigation of its aesthetic conceptions
will make it possible to create jade works corresponding to
contemporary cultural consumption, which is the author's
original intention in writing the present article.
Keywords: jade carving art, aesthetics, conciseness of
form, artistic practice.

The leading enterprise in Dushan jade in China,
"Yushen Gongyi," has put forward the creative con-
ception of "following color according to design, re-
lying on form, making use of potential," which has
become widely disseminated in the jade carving in-
dustry. In essence, this conception is the use of ma-
terial in accordance with its properties, reflecting its
significance. The jade material is the subject of the
art of jade carving, while the master carver occupies
an auxiliary, creative position and must at the same
time respect the natural texture, color, and charac-
teristic features of the jade material. Simultaneous-
ly, he must follow the objective existence of the jade
itself in creating works, realizing the refined proper-
ties of the material. The unity of form and content
requires attention to the rendering of the subject,
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Fig. 1. Composition: "The Soaring Dragon in an Age of
Prosperity"
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while at the same time striving for a beautiful form
and for naturalness to reflect inner charm. Thereby
a harmonious unity of form and content is achieved.
The fusion of feeling and composition emphasiz-
es the natural manifestation of the master's sincere
feelings, through the manifestation of the master's
genuine life, creating the highest state of the art of
jade carving. Naturalness of carving strives for a nat-
ural manifestation of carving technique, avoiding ar-
tificial expression, while at the same time attaining
the artistic effect of "the harmony of heavenly cre-
ation and human craftsmanship."

"Simplicity and restraint” is another aesthetic
conception in the art of jade carving, emphasizing
simplicity of form and depth of content, striving for
a spiritualized artistic mood and a subtle charm. The
aesthetics of "simplicity and restraint" is principally
manifested in four directions: the management of
the complex by means of the simple; the engender-
ing of charm by means of empty, negative space;
light remoteness by means of purity and seclusion;
and tranquil grandeur leading into the distance.

"The management of the complex by means of
the simple" is not a blind striving for simplicity,
but the expression of boundless content through
a simple form, the presentation of diverse and rich
content by way of striving for the aesthetics of "sim-
plicity and restraint.” "The engendering of charm
by means of empty and negative space" empha-
sizes the rational arrangement of the very space of
the composition, the relations of perspective and of
layers, the use of fitting unfilledness to express the
boundless space of the imagination, allowing the
composition to create the artistic effect of "words
have a limit, but meaning is infinite." "Light remote-
ness by means of purity and seclusion” is an aes-
thetic conception of the artistic style of a jade work,
striving for freshness and refined simplicity, while at
the same time avoiding excessive treatment, exces-
sive carving, and unnecessary expression, striving
for inner content and the design of the composi-
tion. "Tranquil grandeur leading into the distance"
emphasizes the creation of the artistic atmosphere
of a jade work, the conveyance of profound philo-
sophical reflections by means of a harmonious, re-
strained artistic language and form.

The Practice of the Aesthetics of Naturalness
in the Art of Jade Carving in the Creation of
Compositions

The aesthetics of "naturalness" in the art of jade
carving is the artistic aspiration of the author as a



master carver. The jade work "Searching for a Dream
in the Empty Valley" (Kunggu Xunmeng) presents
the typical style of the author's "natural” aesthetics.
The material of this work is natural agate; the au-
thor preserved the original state of the outer shell
of the stone, while carving out a hollow part within.
For deft carving and for imparting natural colora-
tion, he made use of the natural difference in color
within the stone, creating in the process the imag-
es of a dragon and of a human being, achieving a
separation of tone and of the sensation of light, and
at the same time enhancing the feeling of mystery.
In its carving technique this work demonstrates a
mature mastery, which is reflected in the precise
command of details and in the vivid depiction of
the images of the human figure and the dragon.

Looking back on the process of creating this
composition, given that the material is agate, the
outer part of the rounded stone is rough rock, while
in the hollow part a white band of quartz is visi-
ble. Guided by the principle of using material in ac-
cordance with its properties, the outer part of the
unworked stone was not subjected to cutting, re-
taining its own stone texture; the hollow part of the
unworked stone was taken as the basis of creation,
the white interlayer in the middle being used for
deft carving and the imparting of natural colora-
tion, with the images of a human figure and of a
divine dragon thus being created. As a result, the
composition represents the visual characteristic of
"emptiness within and fullness without," yet in its
content it manifests the artistic spirituality of "full-
ness within and emptiness without."

Visually, the naturalness of the outer shell of
the work contrasts with the refinement of the hol-
low part, the fullness of the shell contrasts with the
emptiness of the inner part, compelling the view-
er's visual focus to remain constantly on the inner
space, emphasizing the clarity of the layers of the
inner space, creating the effect of a deep and mys-
terious cavern. In combination with chiaroscuro a
mysterious artistic atmosphere is created, causing
the human figure and the dragon to soar in the
night sky, in a world of illusions. At the same time
this leaves the viewer with an endless space for im-
agination, and the question of what precisely the
composition itself expresses is left to the viewer.

On the philosophical plane, in the creation of
the jade work "Searching for a Dream in the Emp-
ty Valley," the author expresses both the tradition-
al Eastern philosophy that "the heart is a mountain

Fig. 3. "Eternal Union of Hearts," Wang Jingao.

valley" and his own search for dreams and rever-
ies in nature, striving for a return to his true and
original "self." In this dream, the dragon may be a
spiritual being or the embodiment of a dream, while
the one who looks upward may be a miniature of all
dreamers in the world; he may be an ordinary per-
son or a philosopher, symbolizing humanity's eter-
nal search for the unknown, as well as for ideals and
spirituality. Through such artistic treatment and ex-
pression, the contradictions and the reconciliation
between reality and the ideal, between the origi-
nal "self" and the ego, are consciously conveyed.
Surveying the creation of the jade work "Search-
ing for a Dream in the Empty Valley," one can see

Fig. 4. Yang Xi, "Zhong Kui Subduing Demons."
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the author's aesthetic striving for the "beauty of
heavenly creation." Such jade works as "Searching
for a Dream in the Empty Valley" are an expression
of the state of the soul of the master carver; this is
that to which the heart of a certain type of person
aspires, and herein lies the charm of the contem-
porary art of jade carving.

The Practice of the Aesthetics of Simplicity
and Restraint in the Art of Jade Carving in the
Creation of Compositions

If the jade work "Searching for a Dream in the
Empty Valley" is the natural style of the author,
then the jade work "Auspicious Dragon in an Age
of Prosperity" (Shengshi Xianglong) is a typical rep-
resentative of the style of "simplicity and restraint."
Like "Searching for a Dream in the Empty Valley,"
"Auspicious Dragon in an Age of Prosperity" is like-
wise made of agate; the difference lies in the fact
that their themes and aesthetic conceptions differ.

Another jade work, "The Soaring Dragon in an
Age of Prosperity" (Longteng Shengshi), is interwo-
ven with the theme of "Auspicious Dragon in an Age
of Prosperity." The author makes use of the white
and gray-black natural coloration of the agate for
the carving of the images of “clouds" and "drag-
on," fashioning from the white portion dense, hazy
clouds, and from the gray-black portion the flicker-
ing body of the dragon. By means of the image of
an auspicious dragon dancing amid a sea of clouds,
the author symbolizes the prosperity and might of a
country standing in the ranks of the peoples of the
world. On the level of aesthetic content, auspicious
clouds symbolize good fortune, while the dragon,
soaring amid such clouds, symbolizes the growing
power of the country, expressing thereby a cultural
and traditional self-confidence and conveying the
praise of peaceful prosperity in the Chinese tradition.

"Auspicious Dragon in an Age of Prosperity" re-
flects the unique charm of the aesthetic conception
of "simplicity and restraint." Technically, the author
did not have recourse to excessive expression, but
made use of such devices as high relief, sculpture in
the round, and openwork carving, in order to merge
the body of the dragon with the sea of clouds. The
body of the dragon now appears, now disappears, as
though piercing the clouds, which, in combination
with a base in the form of an installation, creates a
sense of spatial layering. The white portion of the
“clouds" is worked with flowing lines, in rounded
and full form; the image of the dragon is realistic,
freely moving through the sea of clouds, achiev-
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ing the artistic effect of giyun shengdong (rhyth-
mic vitality). The black metal of the base and the
simple, modern supports impart additional artistic
appeal to the work, forming a vivid contrast with
the customary display of jade carving. Such devic-
es render the entire work more contemporary, re-
sembling an artistic installation, and intensify the
visual impact. This work is an excellent example of
jade carving combining the refined traditional Chi-
nese culture and contemporary aesthetics, and is
also a practical work embodying the aesthetics of
simplicity and restraint.

The Aesthetic Fusion of "Naturalness,
ity and Restraint," and Their Significance

As an artist of jade carving, the author's practi-
cal experience in jade carving is not great, yet he is
a firm adherent of two aesthetic conceptions: "nat-
uralness" and "simplicity and restraint." These two
aesthetics differ somewhat: "naturalness" empha-
sizes the genuine expression of emotions and the
manifestation of the beauty of the jade material,
whereas "simplicity and restraint" strive for mod-
esty of form and richness of content.

In the practice of creating jade carving these two
aesthetic conceptions do not exist in isolation but
are able mutually to fuse and to foster one anoth-
er. "Naturalness" provides "simplicity and restraint”
with the sincere feelings and spiritual foundation of
the creator, ensuring that the formal simplicity of the
jade work shall not be empty in content. In its turn,
the aesthetics of "simplicity and restraint” provides
"naturalness" with a simple artistic form and with ef-
fective creative means, thereby also attaining the aim
of "jade unworked does not become a useful ves-
sel." It is precisely this dialectical integrity, the ide-
al combination of the two aesthetic conceptions of
"naturalness" and "simplicity and restraint," that al-
lows a jade work, while preserving sincere feelings,
simultaneously to attain artistic perfection, aesthetic
complexity, and lasting value. Therefore jade works
possessing both aesthetic characteristics, "natural-
ness" and "simplicity and restraint," produce the im-
pression of having arisen naturally, yet at the same
time appear carefully considered, reflecting the ide-
al unity of carving and artistic mood.

The artist feels profound respect for the tradi-
tional Chinese craft of jade carving, but he learns
from his predecessors without being bound by
them. On the contrary, he inherits the essence of
the Chinese craft of jade carving, while at the same
time carrying out artistic innovations in the sub-
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jects of carving. Innovations in this sphere include
the rethinking of traditional subjects, the investi-
gation of new methods of composition, as well
as the deconstruction of traditional techniques
of jade carving for the expression of a contempo-
rary understanding of the nuances of form, space,
and emotion.

It is often said: "In times of trouble one hides
gold, while in an age of prosperity, jade." At the
present time China, faced with a complex and
changeable international geopolitics, has chosen
the path of economic structural reorganization di-
rected toward transformation and modernization,
toward raising quality and efficiency, which has led
to economic decline and a reduction in purchas-
ing power. Simultaneously with this, technologies
are developing rapidly, the fragmentation of infor-
mation is intensifying, and the focus of people's
attention is characterized by abundance without
depth, by brevity and dispersion. The tradition-
al art of jade carving, as a part of refined Chinese
culture, is confronted with growing challenges.
In the prevailing circumstances, the carving art-
ist will need to make efforts for the effective pro-
tection and presentation of his creative work, for
the transmission of precious traditional craftsman-
ship in combination with contemporary artistic as-
pirations, which deserves attention and profound
reflection on the part of every artist. The author
holds that his mission is to perform his work refin-
edly and correctly, to understand clearly and pre-
cisely the context of the time and the mood of the
age, and only then will it be possible effectively
to conduct a dialogue with the contemporary au-

dience and, as a consequence, to create jade ar-
tistic works responding to the needs of the time.

Being one of the thousands of practicing mas-
ters of jade carving, the artist in his carving hon-
ors the aesthetic conceptions of "naturalness" and
"simplicity and restraint"; these unique aesthetic
aspirations and the practice of creating jade com-
positions have permitted the author "to present
the genuine world of the master of jade carving,"
his life experience, which brings physical and aes-
thetic pleasure. A small example of a jade carving
workshop may, to a certain extent, serve as a mod-
el for the contemporary transformation and sus-
tainable development of many workshops.

On the whole, the consumption of jade cul-
ture in the new age differs from the traditional;
the "aesthetic peculiarities" inherent in jade have,
in contemporary society, received expansion and
transformation, which is reflected in the themes
and aesthetic conceptions of contemporary cul-
tural practice. By the example of the composi-
tions "Searching for a Dream in the Empty Valley"
and "Auspicious Dragon in an Age of Prosperi-
ty" it may be understood that such works are not
only favorites of jade carving competitions, but
also stellar works of art of the contemporary jade
carving of the new age. The author's adherence
in his jade works to the aesthetic conceptions of
"naturalness" and "simplicity and restraint," as well
as the practice of creating such works, already ex-
tends beyond the bounds of the specific sphere of
jade carving. The author holds that his own prac-
tice possesses a certain theoretical, investigative
value and practical significance.
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SCTETUYECKUME YCTPEMJIEHUSA U MPAKTUNYECKME
NMONCKW COBPEMEHHOIO NCKYCCTBA
HEGPUTOBOW PE3bEbI

AHHoOTauums: B kumalickol Kynemype Hegppum sigssem-
¢ camoli yHukaneHol u Haubosee penpezeHMamueHoU
¢opmoli 8 uckyccmese. Hegppumosele puzypsi He Mmosibko
umerom doseuli ucmopudeckuli nyme, Ho U 0cobo paseu-
mel. [laxe e HelHewHee 8peMs Ype38bi4aliHo2o u30ounus
MamepuasbHo2o Uckyccmaa, popma u MamepuasbHsie
nposieneHus Heghpumosoli Ky emypsl nogcemecmHsl. Mol
8UOUM, YUMo, HECMOMPS HA KApOUHA/IbHbIE U3MeHEeHUs 8
06pase xu3Hu u Modensx nompebieHus kumadliyes, mo-
cka no Heghpumy 8 cepoyax Hapoda npodosxaem Xume.
C pazsumuem cospemeHHOU 3n0xu, UCNO/b3ys npou3ee-
OeHus Heghpumoeoli pe3bbbl, 100U He NPocMo cmpemsm-
s K cumgosiam 61az2ux noxenarHuti, Ho U Hadermcs, 4Ymo
pabomel ¢ Heghpumom cmMozym 8bipazume ocobeHHocMu
8pemMeHU U uHOUBUdyabHele cmpemaeHus. Kak npakmuky-
rowuli Macmep Hegppumogoli pe3bbbl, asmop Ucho/ib3yem
0aHHYyr0 cmameto, codemas ¢ cobcmeeHHol npakmukou
c030aHus Heghpumossix pabom, aHanu3upys scmemude-
ckue ycmpemseHUs U npakmuyeckue Noucku cospemeHHo-
20 uckyccmea. Less 0aHHozo uccredosaHus — nodsecmu
umoe u 0606WUMb UYHYI NPAKMUKY Co30aHus Hegpu-

cTeTUeCcKoe cofeprkaHue ecTeCTBEHHOCTU
M NPOCTOTbI: CAEPXKAHHOCTb B UCKYCCTBE Hed-
puTOBOI pe3bbbl

WckycctBo HedpuTOBOM pe3bbbl obnasaeT Tpe-
MSi BUAAMMW KPacoTbl: KpacoTon maTtepuana, Gop-
Mbl 1 cogep>kaHns. Cpean MHOXECTBa 3cTeTnye-
CKMX KOHLEeNumni nckycctea HeGpuToBor pesbbbl
ecTecTBeHHas KpacoTa noab3yetcs 60/bLLONA No-
NyAAPHOCTbI. ECTeCTBEHHOCTb NOAYEPKMBAET YBa-
XEeHMe K CaMOMYy KaMHI0 HeppuTa, CTpemMaeHmne K
naeanbHOMy eANHCTBY GOpPMbI U COAepKaHus, a
Tak>Xe NoANMHHOE BblpaXKeHne aMoLumi. B npakTm-
Ke co3gaHuns HedpMTOBON pe3bbbl 3CTeTMKa «ecTe-
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mosbix pabom, a makxe e3aumodelicmeogame U obme-
HSIMbCS ONLIMOM C KOJLIe2aMu no yexy. B mo xe epems
3Mo 803MOXHOCMb npedocmasums 0bpasyel pabom 05
akademuyeckux uccredosaHud.

HoBble se/1eHus u akademuyeckue 80Npocsl, NPosieJs-
rowjuecs 8 cospemeHHol Heghpumosol kKynemype, bec-
qucneHHsl. Cpedu Hux Haubosiee docmoliHbl 0b6CyxdeHus
3cmemuueckue ycmpemaeHusi U Npakmuka co8pemeHHo20
mMacmepa, Komopwili CmpemMumcs K «ecmecmeeHHoCmu»
u «npocmome» u coyemaem ux npu pessbe, Npu 3Mom
ucnosib3yem meopemuyeckyro ocHosy. B mo xe spems
OH cYumaem, 4Ymo MoJibKo 2/1y6oKoe U MOHKOe NOHUMA-
Hue codepxxaHus Heghpumosoli pe3bbbl U meopemuyeckoe
uccnedosaHue e2o acmemuyeckux koHyenyul No3goaam
co3dasame Heghpumosele pabomel, coomgemcmsyroujue
cospeMeHHOMY KysbmypHOMy nompebieHuto, 4Ymo U 8-
J15emcsi Nep8oHaYaIbHeIM HaMepeHueM agmopa npu Ha-
nucaHuu 0aHHol cmameu.

KntoueBble cnoBa: uckyccmso Hegpumosoli pe3bbbi,
acmemuka, JAKOHUYHOCMb  OopMsl, XyOoxecmeeHHas
npakmuka.

CTBEHHOCTW» B OCHOBHOM MPOABASETCA B UeTbIpeX
acnekTax: UCNoJb30BaHWe MaTepurana CoriacHo ero
CBOWCTBaM, eJMHCTBO GpOPMbI 1 COAepPXKaHMWs, a Tak-
e CNnsHME YyBCTBaA M KOMMO3ULMUW B COYETaHUN
C eCTeCTBEHHOCTbIO pe3bObl.

Beayliee npeanpuatne no fylaHbCKOMY Hedbpu-
Ty B Knutae, «FONMW3Hb ryHBbM», NPEAIOXMA0 TBOP-
YecKyr KOHLenuuto «cnefoBaTb LiBETY COrnacHo
3ambICay, onupascb Ha GOpPMyY, UCMONb3yS MOTEH-
Lman», KoTopas LWMPOKO pacnpocTpaHuiach B OT-
pacav HeppuToBon pesbbebl. Mo cyTH, 3Ta KOHUEN-
LMA 1 eCcTb UCMOJb30OBaHWE MaTepmana CornacHo
€ro CBOWCTBaM, OTpaxatollee ero 3HaveHune. Ma-



Tepunan HedppuTa ABAAETCA CyObEKTOM MCKYCCTBA
HedpUTOBOW pe3bbbl, @ MacTep pe3bbbl HAXOANT-
€Sl BO BCMOMOTraTe/IbHOW, KPeaTUBHOW NO3nLMK U
npu 3TOM A0JIKEH YBaXKaTb eCTECTBEHHYH TEKCTY-
Py, LBET 1 0COBEHHOCTN HePPUTOBOrO MaTepurana.
OZHOBPEMEHHO OH JO/IKEH CNefoBaTh 06bEKTUB-
HOMY CyLL,eCTBOBaHMWIO caMoro HedpuTa, Npu Co3-
AaHum paboT, peannsys n3sLHble CBOMNCTBA MaTe-
punana. EanHcTBO GopMbl U cosepkaHma Tpebyet
BHVMMaHWS K BOCMPON3BEAEHWIO CHOXKETA, B TO Xe
Bpems, CTPEMUTCA K NpeKpacHon dopme u ecte-
CTBEHHOCTM AN OTPaXKeHUs BHYTPEHHErO 04Yapo-
BaHMs. [1pn 3TOM JOCTUraeTCH rapMOHUYHOE eUH-
cTBO dopMbl 1 cogepxanmsa. CavaHme 4yBCTBa U
KOMMO3WLMK NOoAYepKMBAET eCTECTBEHHOE NPOAB-
NleHNe NCKPEHHMX YyBCTB MacTepa, Yyepes nposs-
NeHne NOoAJIMHHOW XMN3HU MacTepa, co3faBas BblC-
Lee COCTOAHME UCKYCCTBa HEQPUTOBOWN pe3bbbl.
EctectBEeHHOCTb pe3bbbl CTPEMUTCA K MPUPOAHO-
MYy MPOSBNEHNIO TEXHUKWN pe3bbbl, 3beras mnckyc-
CTBEHHOrO BbIpPaXeHWs, O4HOBPEMEHHO A0CTuras
XyZoXecTBeHHOro 3ddekTa «rapMoHuM HebecHoro
TBOPEHMA N YeNOBeYeCKOro MacTepcTBa».

«[pocToTa U caep>aHHOCTb» — 3TO Apyras 3CTe-
TMYeckas KOHLIeNLMs B UCKYCCTBE HEPPUTOBOW pe3b-
6bl, NoguYepkmMBatoLLLas NPocToTy Gopmbl U r1ybu-
HY Ccofep KaHus, CTPEMALLAACA K OAYXOTBOPEHHOMY
Xy[,0>XKeCTBEHHOMY HaCTPOEHUIO Y TOHKOMY Oba-
AHUIO. DCTETMKA «MPOCTOThI U CAEPXKAaHHOCTU» B
OCHOBHOM MNPOSBAAETCA B UeTblpeX HanpaBaeHU-
fIX: ynpaB/ieHue CI0XHbIM NOCPeACcTBOM MNPOCTO-
ro, 3apoxgeHvie obasaHMa NOCpeacTBOM MycTOro,
HeraTMBHOrO NPOCTPAHCTBA, JIerkas oTAaleHHOCTb
NoCpeACcTBOM YMCTOTbl U YEAMHEHHOCTW, CMOKOM-
HOe BesMuMe, Beayllee BAANb.

«YnpaBaeHne CIOXKHbIM MOCPeACTBOM NPOCTO-
ro» — 3TO He C/Ienoe CTpeMieHme K MPoCTOTe, a Bbl-
paxxeHue 6e3rpaHMYHOro coaep kaHna Yepes npo-
cTyro dopmy, NpescTaBieHne pa3HOO6pa3HOro un
6oratoro cosep>KaHus NOCPesCTBOM CTPEMIEHUS K
3CTEeTMKE «MPOCTOThI U CAEPXKAHHOCTU». «3apoXxze-
HVe obasHMA NOCPEACTBOM MyCTOrO U HEraTMBHOrO
MPOCTPaHCTBa» NOAYEPKMBAET paLMOHalbHOe pac-
MOJI0XEeHMEe CaMOro NPOCTPaHCTBA KOMMO3ULIUN,
OTHOLLEHWI NepcneKTUBbl U CNOEB, NCMOJb30Ba-
HWe YMeCTHON He3anoJAHEHHOCTU A/ BblpaXkeHUs
6e3rpaHMYHOro NPOCTPaHCTBa BOOBpaXkeHns, no-
3BOJIAIS KOMMO3ULMUM CO3aBaTb XY0XXECTBEHHbIN
3P PeKT «CNoBa MMEOT Npeaes, a CMbIC HeckoHe-
yeH». «Jlerkas oT4aneHHOCTb NOCPEACTBOM YNCTOTbI
N yeAMHEHHOCTM» — 3TO 3CTeTMYeckas KOHLenuus

XYZ,0XKECTBEHHOTO CTUAA HePPUTOBOrO Npoun3Bese-
HWS, CTPEMALLANACA K CBEXECTU, M3SALLHOM NPOCTOTe,
npw 3ToM n3beras n3nnwHen obpaboTkm, upeamep-
HOW Pe3bObl U HEHY>KHOTO BbIPaXKeHusl, CTpemsLLa-
ACA K BHYTPEHHEMY COAEP>KAHMIO 1 3aMbICy KOM-
nosuunn. «CnokonHoe Benanuue, Begyliee Baanb»
noguepknBaeT cosgaHue XyAoXeCcTBeHHOM aTMOC-
depbl HedpUTOBOrO NPoun3BeAeHMA, Nepesady ray-
60oKkMx GUNoCoDCKMX pa3MblLLAEHNI NOCPEACTBOM
rapMOHWYHOrO, CAEPXXAaHHOTO XY0XECTBEHHOTO
A3blka U GOPMBbI.

MpakTukKa 3CcTeTUKMN eCcTeCTBEHHOCTU B UCKYC-
cTBe HeppuTOBOI pe3bbbl NpU cO3AaHUMN KOM-
nosuuunmn

JCTeTnKa «eCTeCTBEHHOCTU» B UCKYCCTBE Hedhpu-
TOBOW Pe3bObl ABASETCS XyAOXECTBEHHbIM YCTPEM-
JNleHneM aBTOpa kak MacTepa pe3bbbl. Hepputo-
BOe npowu3BeseHune «B nycTom yuienbe B novckax
CHa» («KyHry CtoHbM3H») — npeAcTaBieH TUNny-
HbI CTUIb «€CTECTBEHHOM» 3CTETUKM aBTOpa. Ma-
Tepuan 3Tor paboTbl — HaTypasbHbIl araT, aBTop
COXPaHWUA NCXOAHOE COCTOsIHME BHeLLIHe 060/10u4-
KW KaMH$, BHYTPW Bblpe3an Noayto 4acTb, A8 UNC-
KyCHOW pe3bbbl 1 NpuaaHua NpUpoHOro okpa-
Ca VCMoAb30BaN eCTeCTBEHHYIO pa3HULY B LiBeTe
BHYTPW KaMH$, cO34aB Npu 3ToM obpa3bl ApakoHa
N yenoseka, AOOUBLUNCH pa3feneHns ToHa 1 cBe-
TOBOFO OLLYLLEHUSs, MPU 3TOM YCUAUB YyBCTBO Ta-
WHCTBEHHOCTU. B TexHuke pe3bbbl faHHas paboTa
LEMOHCTPUPYET 3peslyto TEXHUKY, YTO OTpakaeTcs
B TOYHOM OBJAZEHNMN AeTansiMn 1 ApKOM M306pa-
XeHnn obpa3oB yenoseka v JpPakoHa.

OrnagbiBascb Ha NPOLECC CO3aHMA 3TON KOM-
No3uLMK, yUnTbIBas, YTO MaTepuas — arat, BHeLl-
HAS YacTb OKPYrnoro kamHa — rpybas nopoga, B
nosiov YacTu BugHa 6enas kBapuesas nosoca. Py-
KOBOZACTBYSCb MPUHLMMNOM UCMONb30BaHUsA MaTe-
puana cornacHo ero CBOMCTBaM, BHELLHAA YacTb
HeobpaboTaHHOro KaMHs He NojBepranacb peske,
COXpaHMWB CBOKO COOBCTBEHHYIO KaMeHHYo dakTypy;
nosyto YacTb HeobpaboTaHHOrO KaMHA B3AaK 3a OC-
HOBY TBOPYECTBA, UCMO/Ib30BaB Oenyro NpPocaon-
Ky nocepeanHe AN UCKYCHOW pe3bbbl 1 NpuaaHus
eCTeCTBEHHOro okpaca, co3saB obpasbl YenoBeka
N 6OXEeCTBEHHOrO ApakoHa. B ntore komnosunyms
npeacTaBnseT cobol BMU3yanbHYH XapakTepucTuky
«MYCTOTbl BHYTPU M MONHOTbI CHAPY>KWN», HO MO CO-
JEePKaHNIO MPOABAAET XYA0XKECTBEHHYHO OLYyXOTBO-
PEHHOCTb «MOAHOTbI BHYTPW U MYCTOTbl CHapPY>KU».

Bu3yanbHO, ecTecTBEHHOCTb BHeLLHel 060104-
KN paboTbl KOHTPACTMPYET C N3bICKAHHOCTbIO MO-
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NOV YacTu, NONHOTa 060NOUKM KOHTPACTUPYET C Ny-
CTOTOW BHYTPEHHEN YacTy, 3acTaBAss BU3YyasbHbIN
dokyc yenoBeka NOCTOAHHO OCTaBaTbCs Ha BHY-
TPEHHeM NPOCTPaHCTBE, MOAYEpPKMNBas ACHOCTb CNO-
€B BHYTPEHHero npocTpaHCTBa, co3gaasn 3bdekT
rnyboKoW 1 TanHCTBEHHOW newepbl. B couetanmm
CO CBETOTEHbIO CO3/aeTcs TanHCTBEHHan XyAoXe-
CTBeHHaa atmocdepa, 3acTaBasAoLWan Yyenoseka v
A paKkoHa NapuTb B HOYHOM Hebe, B MUpe NAHO3UN.
OpfHOBpPEMeHHO 3TO OCTaBAAET 3pUTeNto beckoHeu-
HOe NMPOCTPaHCTBO A8 BOOOpaxkeHms, 1 BONpoc
O TOM, YTO UMEHHO BbIpaxaeT cama KOMMO3uLms,
OCTaBJIEH 3pUTeto.

Ha dmnocodckom yposHe, cozgaHme Hebputo-
BOro npowseegeHuns «B nyctom yuienbe B nomckax
CHa», aBTOp BblpaXkaeT Kak TPagULMOHHY BOCTOY-
Hyt0 dunocoduto «cepaue — 3TO ropHaa AOJMNHA»,
Tak U COBCTBEHHbIW MOWUCK CHOB U FPE3 B NPUpPOAE,
CTPEMSACh K BO3BPALLEHMIO CBOErO UCTUHHOTO U nep-
BOHaYaNbHOrO «f». B 3TOM CHe ApakoH MOXeT 6bITb
[YXOBHBIM CyLLLECTBOM WM BOMJIOLLLEHMEM CHa, a TOT,
KTO CMOTPUT BBEPX, MOXET ObITb MUHMATIOPOW BCEX
MeuTaTenen B MMPE, OH MOXET ObITb OBObIYHbIM Ye-
NnoBekoM nan GunocodpomM, CUMBOAN3NPYA BEUHbIE
MOWCKM YeN0BEYECTBOM HEV3BECTHOTO, a TakXe uae-
aNoB 1 AYXOBHOCTU. Yepes Takyto XyAOXKEeCTBEHHYHO
06paboTKy U BblpaXKeHWe CO3HaTeNbHO NnepeaaroTcs
NPOTUBOPEYUMS U MPUMUPEHNE MEXAY PeanbHOCTLIO
N naeanom, nepBoHavanbHbIM «f» U 3r0.

O603peBas co3gaHne HedbpMTOBOro Npom3Be-
AeHna «B nycTtom yuienbe B MOMCKaX CHa», MOX-
HO YBUAETb 3CTeTUUeCcKoe CTpeMIeHne aBTopa K
«KpacoTe HebecHoro TBopeHus». [TofobHble Hed-
puTOBble PaboThbl, Kak «B nNycTtom yuiense B nounc-
KaxX CHa», ABNAIOTCA BblpaXKeHNEM COCTOAHMA AyLUK
MacTepa pe3bbbl, 3TO TO, K YeMY CTPEMUTCA cepaLe
onpefeneHHoro T1na Atgen, B 3TOM 1 3akaroya-
€TCA OYapoBaHMe COBPEMEHHOrO UCKYCCTBa Hed-
PUTOBOW pe3bObl.

MpakTuKa 3cTeTUKMN NPOCTOThbI U CAEPIKaHHO-
CTU B UcKyccTBe HepuToBOW pe3bbbl Npu co3-
BAHNN KOMNO3ULUIA

Ecan HedppuTOBas paboTa «B nyctom yuwiense B
MowvcKax CHa» ABNAETCA eCTeCTBEHHbIM CTUIeM aBToO-
pa, To HedpuTOoBas paboTa «/pakoH-baaroBecTHMK
B BeK pacueTa» («LU3HWK CAHNYH») — TUNUYHBIA
npeacTaBUTENb CTUAS «MPOCTOTbI U CAEPXKaHHOCTU».
Kak n «B nyctom yuienbe B novckax cHa», «flpa-
KOH-6/1aroBeCcTHUK B BeK pacLBeta» TakxXe cAena-
Ha M3 araTa, pasHuLa B TOM, YTO MX TEMbI U 3CTe-
TUYeCKMe KOHLEMNLMM pas3nnyatoTcs.
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[Jpyroe HedpputoBOE NpounsBeseHve «Bnet gpa-
KOHa B Bek pacLBeTa» («JIyHT3H W3HLWK») nepense-
TaeTcs C TeMon «/[lpakoHa-b6naroBecTHMKa B BEK
pacuBeTa». ABTOp UCMONb3yeT Benbli N cepo-yep-
Hbl1 eCTECTBEHHbIV OKpac araTa A/is pe3bbbl 0bpa-
30B «06/1aK0B» N «ApakoHa», co34aB U3 6enon ya-
CTW NIOTHbIE, TyMaHHble obaaka, a U3 cepo-yYepHo
YacTn — MmenbKatolee Teno gpakoHa. MNpu nomo-
Wwm obpasa HaaronpuATHOrO ApakoHa, TaHLyoLe-
ro cpeav obnayHoro Mops, aBTop CUMBOAN3UPY-
€T NPoLBEeTaHNe U MOTYLLECTBO CTPaHbl, CTOALLEN
B pAALYy HapoAoB Mupa. Ha ypoBHe 3CTeTUYEeCcKoro
cofepkaHua, bnaronpuaTHble obnaka CUMBONN3M-
PYIOT yzauy, a ApakoH, B3MbIBarOLWLWA cpeamn no-
806HBIX 06/1aKOB, CUMBOIM3NPYET PACTYLLYH MOLLb
CTpaHbl, Bblpaxkasi MpW 3TOM KyJbTYPHYHO U Tpaam-
LMOHHYIO YBEPEHHOCTb, NepesaBas BOCXBaleHMe
MUWUPHOrO MPOLBETaHNSA B KNTAWCKUX TPAAULMAX.

«[lpakoH-b1aroBecTHUK B BEK pacLiBeTa» OT-
pakaeT yHUKaNbHOe OYapoBaHMe 3CTETUUYECKOW
KOHLEeNUUN «MpOCTOTbl N CAEPXKAHHOCTU». TexHM-
yecku aBTOpP He npuberan K U3NNLLHEMY Bblpaxe-
HWO, @ UCMO/Ib30Ba TakMe MPUEMbI, Kak BbICOKUI
penbed, KpyroBas CkynbnTypa U CKBO3HasA pe3b-
6a, UTOObI TENy ApakoHa CANTLCA C 061aUHbIM MO-
pem. Tesio ApakoHa TO MOABAAETCH, TO UCYe3aeT,
Kak 6yaTo NpoH3aa obnaka, B COYETaHUN C OCHO-
BaHWeM B BUJE MHCTaNNALMK, CO3jaBas OLLyLeHne
NPOCTPaHCTBEHHOW comcTocTu. benas yactb «06-
nakoB» obpaboTaHa NAaBHbIMU JTUHUAMU, OKPY-
rN0N 1 NonHoW dopmoit, 0bpas ApakoHa peannucTm-
yeH, cBOOOAHO NepemelLaeTca B 061a4HOM MOpe,
AOCTUras XyAoXeCTBEHHOro adpdekTa «oAyXOTBO-
PEHHOCTU N XXMBOCTW» (LMIOHb LISHAYH). YepHbI
MeTa OCHOBaHMA, NPOCTble COBPEMEHHbIE OMo-
pbl NpUAatoT paboTte AOMONHUTENBHYIO Xy[0XKe-
CTBEHHYO MpPUBJEKaTENbHOCT, GOPMUPYS APKUI
KOHTPACT C OBbIYHOWN AEMOHCTPaLNEN HePPUTO-
BOW pe3bbbl. Nog0bHbIE NpUEMbI AeNatoT BCHO pa-
60Ty 60/1€e COBPEMEHHOW, MOXOXEN Ha XyAoxXe-
CTBEHHYHO MHCTANNALMIO U YCUANBAIOT BM3YyasibHOE
Bo3jencTBume. [aHHasa paboTa sBaseTcs npekpac-
HbIM 06pa3LoM HeppUTOBOW pe3bbbl, coyeTato-
WM B cebe YTOHUEHHYHO TPaAVNLIMOHHYO KUTaw-
CKYHO KYNbTYpPY M COBPEMEHHYHO 3CTETMKY, a Takxke
NpakTUYeCcKnM NPOn3BeEeHNEM, BOMAOLLAIOLLMM
3CTETUKY NPOCTOThI N CAEP>KAHHOCTW.

JCTeTnYecKoe CUSHNE «eCTECTBEHHOCTM», MPO-
CTOTbI U CAEPXKAHHOCTU» N UX 3HaYeHue

Kak XyZA0XHUK HePPUTOBOIN pe3bbbl, NpakTu-
yeckui cTax aBTopa B pe3bbe no HebpuTy HeBe-



JINK, HO OH IBNISIETCS TBEPAbLIM MPUBEPXKEHLEM ABYX
3CTETUYECKUX KOHLLEMLNN — «eCTECTBEHHOCTM,
«MPOCTOThI U CAEPXKAHHOCTU». DTN BE ICTETUKMU
HEeCKONbKO Pa3nyaoTCa: «eCTeCTBEHHOCTb» MOJ-
YepKMBaeT NOJAJ/IMHHOE BblpaXKeHVe 3MOLMIA 1 Npo-
fIBJIeHVe KPacoTbl HeGPUTOBOrO MaTepUana, a «npo-
CTOTa U CAEPXKAaHHOCTb» CTPEMATCA K CKPOMHOCTU
dopmbl 1 boraTcTBy coaepkaHus.

B npakTtuke co3saHma HeppuToBOW pe3bbbl 3Tn
ABe 3CTeTMYecKMe KOHLIeNLMN He CYLLLeCTBYIOT M30-
NMPOBaHHO, @ MOTYT B3aVIMHO CMBATbCS W CMoO-
cobcTBOBaTH APYr Apyry. «EcTecTBEHHOCTL» Npeso-
CTaBAsIET «MPOCTOTE U CAEPXKAHHOCTU» UCKPEHHME
UYBCTBa 1 AyXOBHY OCHOBY CO3AaTens, rapaHTUpys,
4yTO PopmanbHas NpPocToTa HeGpPUTOBOrO NPOUN3BE-
AeHusa He ByaeT nycToil No cogepxaHuto. B ceoto
ouepesb, 3CTeTMKa «MPOCTOThbl U CAEPXKAHHOCTU»
NpeAoCTaBAAET «eCTECTBEHHOCTM» MPOCTYH XyA0-
XeCTBeHHYt0 Gopmy 1 3dpdeKTVBHbIe TBOPUYECKMe
CPeACTBa, Takxke JOCTUrasn Liesn «<Hedput 6e3 pesb-
6bl He cTaHOBUTCA BeccosepkaTesibHbIM COCY0M».
VIMeHHO 3Ta AuanekTnyeckas LenoCTHOCTb, nae-
aJlbHOe coyeTaHue ABYX ICTETUYECKMNX KOHLEeNLMI
«@eCTECTBEHHOCTU», «MPOCTOThl U CAEPXKAHHOCTN»,
no3soaseT HepPUTOBOMY MPOU3BELEHMIO, COXpa-
HAA UCKPEHHWe YyBCTBa, OAHOBPEMEHHO JOCTUraTb
XY[,0>KeCTBEHHOrO COBEPLUEHCTBA, 3CTETUYECKOWN
CNOXHOCTN U LOATOBPEMEHHOW LieHHOCTU. [103-
TOMy HedpunTOBbIE paboThl, 0baasatome obermum
3CTETUYECKMMU XapaKTepPUCTUKaMM — «eCTeCTBEH-
HOCTbHO», «MPOCTOTOM W CAEPXKAHHOCTbIO», — MpPO-
N3BOAAT BrneyatneHne eCTeCTBEHHO BO3HUKLLNX, HO
B TO XK€ BPeMSA KaxyTCs TLaTeNbHO NPOAYMaHHbI-
MW, OTpaxkas nieanbHoe eaUHCTBO pe3bbbl 1 XyA0-
>KeCTBEHHOrO HacTpos.

XyZAOXHMK MUCMNbITbIBAET rnybokoe yBaxeHue K
TPaANLMNOHHOMY KMTACKOMY MacTepcTBy Hedpu-
TOBOW pe3bbbl, HO YUUTCA Y NPEALLIECTBEHHUKOB, He
6ysy4umn cKoBaHHbIM MMWU. HanpoTuB, OH HacneayeT
CyTb KMTAMCKOro MacTepcTBa HeppUTOBOW pe3bbbl,
NPV 3TOM OCYLLEeCTBAAA XyAOXECTBEHHbIE MHHO-
BaLMn B TemMax pe3bbbl. IHHOBaLuMK B 3TOW chepe
BKJIKOUAIOT MepeocMbICeHMEe TPAAULMOHHBIX TEM,
nccnes0BaHNeE HOBbIX METOZL0B KOMMO3MLIMK, a TaK-
e AEeKOHCTPYKLMIO TPAAULMOHHbBIX TEXHWK Hebpu-
TOBOW pe3bbObl A/ BblpaXkeHUsi COBPEMEHHOTO Mo-
HVMMaHUsA HIAaHCOB GOPMBbI, MPOCTPAHCTBA U SMOLLMA.

Yacto roBopAT: «B cMyTHbIe BpeMeHa nNpayyT 30-
N0TO, @ B 3Moxy npouBeTaHns — HedpuT». B HacTo-
fAllee BpemMs Kutal, CTaskMBascb CO CIOXKHON U U3-
MEHUMBOW MEXAYHapPOAHOW reonoanTUKON, Bblbpan

NyTb 3KOHOMWUYECKOW CTPYKTYPHOW NepecTporiky,
HanpaBieHHOW Ha TpaHchOPMaLMIO N MOAEPHU-
3auMto, NOBbIWEHWe KayecTBa 1 3pdeKTUBHOCTH,
YTO NPMBENO K SKOHOMUYECKOMY CMagy U CHUXe-
HWIO NOKyMaTeNbCKOM CNOcobHOCTU. OfHOBPEMEH-
HO C 3TUM, CTPEMUTE/ILHO Pa3BMBAOTCSA TEXHONOTUN,
ycunmBaetca dparmeHTauma nHbopmauymm, Gokyc
BHVMMaHUS NHOAEN XapaKTepuyeTtcs obunnem 6e3
rnyOuHbI, KPaTKOCTbIO 1N Pa3pO3HEHHOCTbO. Tpa-
AVLIMOHHOE UCKYCCTBO HePPUTOBOW pe3bbbl Kak
YacCTb YTOHUEHHOW KMUTANCKOW KyAbTypbl, CTaAKM-
BaeTCA C pacTyLMMM Bbi30BaMu. B cnoxumsLumxcs
06CTOATENIbCTBAX XYAOXKHUKY pe3bbbl NoTpebyeTcs
NPUAOXKNTb yCUans Ans 3GGeKTUBHON 3aLUnTbl U
npeACTaBNeHNs CBOEro TBOPYECTBa, Nepesayun Apa-
roLEeHHOro TpagnLMOHHOrO MacTepcTBa B coYeTa-
HUW C COBPEMEHHbIMU XY,0XKECTBEHHbIMU YCTPeM-
NEHNSAMU, UTO 3aC/y>XKMBaET BHUMaHUA U rybokoro
pa3MbIWNEHNA KaXA0ro XyA0XKHMKa. ABTOp cunTa-
€T, UTO ero MUCCUA — 3TO YTOHUYEHHO W NPaBUAbHO
BbIMNO/NHATbL CBOIO PaboTy, ACHO M TOYHO MOHMMaTb
KOHTEKCT BPEMEHW N HACTPOEHWNSA 3MOXM U TONbKO
TOr4a MOXHO 3QdeKTUBHO BECTU AManor ¢ CoBpe-
MEHHOW ayAnTOpUEn U, Kak ClesCTBUE, CO34aBaTb
HeppUTOBbIE XYA0XKECTBEHHbIE MPON3BEAEHWS, OT-
BeyatoLlne NoTpebHOCTAM BpeMeHMU.

Byayun ogHMM M3 ThiCAY NPaKTUKYHOLLMX Ma-
CTepoB HeppUTOBOI pe3bbbl, XyAOXKHUK B CBOEN
pe3bbe NounTaeT acTeTUYECKME KOHLLeNUMN «ecte-
CTBEHHOCTW», «MPOCTOTbl N CAEPXAHHOCTU», 3TU
YHUKaNbHble 3CTETUYECKME YCTPEMAEHWSA U NpakK-
TWKa CO34aHnA HedPUTOBbLIX KOMMO3MLMI MNO3BO-
NIVAN aBTOPY «MPeACTaBUTb MOAJMHHBIA MUP Ma-
cTepa HeppUTOBOW pe3bbbl», €r0 XXMU3HEHHbIV OMbIT,
KOTOPbIA NPUHOCUT GM3NYECKOe N 3CTETUYECKOE
yaoBosibcTBME. Hebonbluol obpasel, MacTepcKkomn
HedpuTOBOM pe3bbbl, B ONpeseseHHON cTeneHu,
BO3MOXHO, MOXET MOCAYXUTb MPUMEPOM ANA CO-
BpeMeHHOW TpaHchopMaLmm 1 yCTOMUMBOro pas-
BUTUSI MHOTUX MacTepPCKMX.

B uenom, notpebneHne HeGpPUTOBOWN KyNbTy-
pbl B HOBYIO 3MOXY OTAMYaeTCs OT TPaAULMOHHOrO,
npucylme HeppuTy «3cTeTUHeckme oCobeHHOCTU»
B COBpPeMeHHOM 06LLecTBe NOAyYMAN paclumpeHme
N M3MEHEHME, UTO OTPaXaeTCs B TEMaxX U 3cTeTnYe-
CKMX KOHLLENUUAX COBPEMEHHOW KyNbTYPHOM NpaK-
TMKK. Ha npumMepe Komno3uumii «B nyctom yuie-
Jibe B Mounckax cHa» n «/lpakoH-61aroBecTHuUK B
BEK pacLiBeTa» MOXHO MOHATb, YTO Takne paboThbl
ABAAKOTCA HE TONbKO GaBoOpUTaMM KOHKYPCOB Heb-
PUTOBOW pe3bbbl, HO U 3BE34HbIMU NMPOU3BELEHN-
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MU NCKYCCTBA COBPEMEHHON HeDPUTOBOW pe3b-  AEHWUM, y>Ke BbIXOAAT 3@ PaMku KOHKPETHOM 06-
6bl HOBOM 3Mnoxu. CnefoBaHNe aBTOPOM B CBOMX  JlacTV HEPPUTOBOM pe3bbbl. ABTOP CUUTAET, UTO
HedpunTOBbIX paboTax 3CTETUYECKMM KOHLEeNUmnamMm  cobcTBeHHasa npakTuka obnagaet onpejeneHHon
«@eCTECTBEHHOCTU», «NMPOCTOThl U CAEPXKAHHOCTM»,  TEOPETUYECKOW, NCCeA0BaTENbCKOM LEHHOCTbIO

a TakXKe NnpakTiKa Co3AaHns NoAOBHbIX MPOU3Be- W NPAKTUYECKMM 3HAUEHMEM.
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