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AN OUTLINE OF NATURAL PHILOSOPHY AND THE
AESTHETICS OF SIMPLICITY IN JADE CARVING OF
"FLOWERS AND BIRDS"

Summary: This article aims, through an analysis of rep-
resentative works by the author, to provide an in-depth
investigation and exposition of how, upon the deep foun-
dation of traditional aesthetics, a distinctive natural style
and an aesthetics of simplicity have taken shape in his jade
carving of "flowers and birds." The study examines in de-
tail the expressive techniques employed by these styles in
concrete artistic practice, as well as their artistic value. The
author maintains that the core of jade carving of "flowers
and birds" lies in the genuine and natural expression of
the carver's emotions, together with the skilful use of such

Jade constitutes a vital cornerstone of Chinese
culture, bearing within itself rich philosophical,
ethical, and aesthetic ideas. For this reason, jade
carving of "flowers and birds" transcends its ma-
terial form, becoming an integrated artistic form
that unites matter and spirit. It is a discipline in
which craftsmanship and cultural thought inter-
sect, and a visual embodiment of a civilizational
idea reaching back into antiquity. The subjects of
jade carving are diverse, its forms varied. That art
must change with the times is a consensus among
artists. With the arrival in the industry of an ev-
er-growing number of graduates from higher art
schools, contemporary jade carving of "flowers
and birds" is becoming increasingly active, intro-
ducing new phenomena and vistas into a tradi-
tional industry.

As is well known, jade carving is a work that de-
pends heavily upon collective collaboration and pos-
sesses its own cultural attributes. If, however, one
investigates the essence of creative work in the carv-
ing of "flowers and birds," then its cultural attrib-
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aesthetic elements as simplicity, lightness, and tranquillity.
The present article contributes a distinctive aesthetic value
and a profound cultural significance to the field of con-
temporary jade carving of "flowers and birds." The study
delves into the philosophical foundations and the practi-
cal application of these artistic principles, seeking to offer
insight into an artistic practice that unites material, tech-
nique, and spirit.

Keywords: jade carving "flowers and birds"; beauty of
heavenly creation; aesthetics of simplicity; natural style.

utes are a separate question. A reconsideration of
the aesthetic views on jade carving of “flowers and
birds" is both an inevitable demand of the develop-
ment of the pluralistic aesthetics of contemporary
society and a new approach to the development of
contemporary jade carving of "flowers and birds."
As one of its participants, in the measure of my
deepening understanding of jade carving, | have
gradually formed a comprehensive understanding
of the aesthetic tendencies, the plastic art, and the
cultural content of jade carving. In the present ar-
ticle, the author, relying upon the cultural sources
of such academic conceptions as "natural philoso-
phy" and "the value of simplicity," draws from them
elements for correlation, and, combining them with
his own creative work in the carving of "flowers and
birds," investigates their origin and manifestation,
in the hope of inspiring the design of jade objects.
The Embodiment of Natural Philosophy in
Jade Carving Works of "Flowers and Birds"
Jade carving of "flowers and birds," as the
name itself suggests, consists of jade objects on



the theme of flowers and birds. Its emergence is the
result of the secularization of Chinese jade culture
and of a continual rapprochement with popular aes-
thetics. Together with the pluralistic development
of contemporary society, new challenges arise be-
fore the aesthetic views on works of "flowers and
birds." From the most ancient times, jade carving of
"“flowers and birds" stood under the profound influ-
ence of Chinese scholar-painting, which was itself
influenced by the cultural elite of traditional soci-
ety. The aesthetic interest of traditional culture is
better able to reflect the spiritual aspirations of the
whole nation, and this ultimately led to the situa-
tion in which the highest aesthetic tendency in jade
carving of "flowers and birds" became "the beauty
of heavenly creation." This aesthetic tendency res-
onates deeply with the spirit of the ancient Chinese
saying "Heaven and Earth possess great beauty, but
do not speak of it," emphasizing the veneration of
an original, uncorrected, natural beauty.

Jade carving of "flowers and birds" differs from
the ritual (ligi ¥L88) category of jade carving: it is
rich in aesthetic conceptions and sensuous interest,
founded upon the independent spirit of the schol-
ars. It strives toward a natural beauty without orna-
ment, consonant with the aesthetic ideal "Fine jade
needs no carving, a precious pearl needs no orna-
ment." The essence of jade carving of "flowers and
birds" lies in its inherent naturalness, which mani-
fests itself in the fact that "all its achievements are
ultimately rooted in nature."

Jade carving of "flowers and birds" possesses its
own system of embodying natural philosophy, el-
evating naturalness into an aesthetic canon, which
is manifested not only in the form of the work but
also in its artistic style, and which likewise reflects
the inner emotional world and the general culture
of the carver. The author maintains that the embod-
iment of natural philosophy in works of jade carving
of “flowers and birds" encompasses the authen-
ticity of emotions and the naturalness of carving.

Authenticity of emotions: among the many schol-
ars who investigate the essence of jade carving of
"flowers and birds," the viewpoint of Jiang Fujian,
director of the Huaxia Institute of Jade Culture, is
the most representative. He holds that the essence
of jade culture is "to manifest the world of genu-
ine life." In his view, jade carving of "flowers and
birds" possesses three elements: the possession of
a natural beauty containing within itself an artistic
beauty, and the capacity to touch the human soul

by its warmth and tenderness. Under his influence,
the opinion has become widespread in the industry
that genuine expression in jade carving of "flowers
and birds" proceeds from the true emotions of the
carver. As the saying has it: "The work is the person-
hood of the man." Here personhood is understood
not only as moral character but, more important-
ly, as taste. According to historical experience, this
"personhood" embraces the carver's aesthetic con-
ceptions, his professional culture, his artistic talent,
his level of mastery in jade carving, and his attitude
toward his profession; and these qualities are often
closely bound up with the personality of the man.
Consequently, the sensations that the carver's work
evokes in the viewer likewise reflect the personhood
of the creator. Therefore, the "natural authenticity
of emotions" discussed here is also a natural man-
ifestation of the carver's emotions.

Naturalness of carving: in recent years, with the
broad attention given within the country to intan-
gible cultural heritage, the classification of jade
carving within this heritage has likewise changed.
Originally jade carving was assigned to the catego-
ry of "traditional crafts," but in recent years it has
gradually come to be classified as "traditional fine
arts." The reasons behind this change are not en-
tirely clear; the author surmises that, perhaps, the
industry's understanding of the craftsmanship and
the art of jade carving has become more compre-
hensive and exact, and that this has led to the in-
dicated changes. The naturalness of carving here
refers to the natural manifestation of the mastery of
jade carving. Naturalness in carving does not mean
a refusal of carving, but rather a striving for mini-
mal carving or its absence, for the wholeness and
naturalness of the work. The "beauty of heavenly
creation” or the "natural vital force" of a jade work
is, to a certain degree, the outward manifestation
of the inner emotions of the carver, the concrete
expression of the carver's genuine life.

Review and Practice of the Concept of “Nat-
ural Style"

The artistic concept of "natural style" has a long
history, rooted in the fertile soil of traditional Chi-
nese culture: Daoism venerates the following of nat-
uralness, "primordial naturalness, following one's
own nature"; "To follow nature and complete cre-
ation" is a classical expression of Daoist thought;
Laozi's "Learn from creation” signifies taking na-
ture as one's teacher, requiring the observation of
the forms and changes of all phenomena in na-
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ture, which, fusing with the artist's inner contem-
plation, manifest themselves anew through artistic
technique. Furthermore, "Outwardly learn from cre-
ation, inwardly find the source in the heart" pro-
claims an elevation from the giving of form to objects
toward an emotional state, which many artists of
past dynasties revered as the highest truth. Specif-
ically within the industry of jade carving, the jade
work is a true manifestation of the inner emotions
of the carver, the outward form of the expression
of his inner world.

Beginning with the Ming dynasty, Chinese jade
culture entered the epoch of popular jade, and jade
objects expressing a pronounced personal aesthetic
tendency, profoundly influenced by scholar-paint-
ing and by historical and literary canons, began to
appear. Liu Xie, in the "Wenxin Diaolong: Ming-
shi" ("The Literary Mind and the Carving of Drag-
ons: Explaining Poetry"), remarks: "Man is endowed
with seven emotions; he responds to things and is
moved by them, sings his aspirations, and all this
is natural," which reflects the natural philosophy
of jade carving of "flowers and birds"; the princi-
ple advanced by Zhang Zai, "The Confucian schol-
ar arrives at sincerity through clarity, and at clarity
through sincerity; therefore Heaven and man are
one," reflects the striving of jade carving of "flowers
and birds" toward the state of the unity of Heaven
and man; Zong Bing emphasized: "With a cleansed
heart, contemplate the Dao; lying down, travel; leav-
ing emptiness, sit in oblivion, [aware of oneself as]
a grain of sand in the ocean," stressing the phi-
losophy according to which the artist must value
genuine life experience. Such classical philosophi-
cal pronouncements provide a theoretical guidance
for creative work in jade carving of "flowers and
birds," while at the same time serving as a source
of inspiration for it.

The jade carver must draw nourishment from the
classics and value personal, genuine life experience.
Expressing through jade his emotions, his imagi-
nation, and his experience, he must ultimately cre-
ate a work of jade carving of “flowers and birds." In
the final account, the path of realization lies in the
comprehension of the inherent characteristics and
unique individuality of each piece of jade material
and, on this foundation, in the employment of the
mastery of jade carving to fashion from the jade
a refined work, achieving the artistic state of "the
ineffably beautiful, where all is the highest truth,
abounding in natural interest."
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Following this concept of "natural style," the
author has also produced a series of jade works,
one of which is "Morning Breeze, Summer Lotus."
For this work a piece of Russian jade (nephrite)
was chosen; | skilfully carved the thin green layer
in the middle of the stone into the form of lotus
leaves, removed the black inclusions, leaving two
points of natural colour for the carving of the in-
sect's eyes. The base is executed in the form of
an installation, and the natural style of the work is
evident. From the standpoint of visual effect, the
jade portion of the work possesses sufficient ap-
peal for the viewer, whether the part of the jade
with the use of natural colour or the overall form
of the work. The two lotus blossoms, a single in-
sect, combined with an exceedingly contemporary
base, present in full measure the artistic charm and
pure beauty of this jade work.

"Morning Breeze, Summer Lotus" is a represent-
ative work of the author in jade carving of "flow-
ers and birds," and a concrete embodiment of the
strict observance of the aesthetic views of "natural
style." As is well known, Russian jade often contains
black inclusions. Therefore, in the use of natural
colour, the author has disclosed the colouristic ad-
vantages of jade carving of "flowers and birds," has
made rational use of the natural colour of the jade,
has skilfully applied its natural hue, and has there-
by emphasized to the utmost the artistic charm
of colour in this work. The author considers that
a reconsideration of the aesthetic views of "natu-
ral style" in jade carving of "flowers and birds" is
the unavoidable path for advancing contemporary
jade carving of "flowers and birds" toward higher
artistic aspirations.

Review and Practice of the Concept of “The
Value of Simplicity"

The emergence of jade carving of "flowers and
birds" is the result of the secularization of jade cul-
ture; secularization in itself is not a problem. The
problem is that an excessive vulgarity may bring
it about that the work appears formulaic, deprived
of a certain beauty of restraint. By contrast, con-
temporary jade carving of "flowers and birds" may
turn to the courtly painting of "flowers and birds,"
expressing auspicious meanings while at the same
time giving attention to the poetic quality and re-
straint in the expression of the work. The author
maintains that jade carving of "flowers and birds"
ought to combine the aesthetic concepts of "nat-
ural style" and "the value of simplicity," so as to



ensure that the work may express auspicious mean-
ings without losing the elegant beauty of restraint.

The aesthetic concept of "the value of simplici-
ty" is likewise rooted in traditional Chinese culture.
Classical philosophical pronouncements of this kind
include: "At the origin of all things, the Great Dao
is utterly simple, and from it arises all multiplicity";
"Great sound is soundless, great image is formless"
by Laozi; "The noble man values feeling, not out-
ward appearance” by Han Feizi; as well as "With-
out using a single word, exhaust all elegance” by
Sikong Tu in the "Twenty-Four Categories of Poet-
ry"; "Plain and bland: the food of Heaven and man,
from this manifestation begins" by Dong Qichang
of the Ming dynasty, and so forth. All these clas-
sical pronouncements emphasize the conciseness
and restraint of art, forming an integral and coher-
ent spiritual system.

The Ming-era artist Yun Xiang said: “The limit
of meaning lies in its absence." This emphasizes
that the highest state of art lies not in intentional
striving but in attaining authenticity through nat-
ural manifestation. That is to say: "Utterly even,
utterly bland, utterly without intent, yet in truth
there is that which cannot but be fully expressed."
Under the guidance of this concept, a jade work
must strive toward the elegant state of "without
artful carving, of natural creation,” which means
that the carver must transcend himself, merge with
the essence of the jade, allowing form to mani-
fest itself naturally rather than imposing it upon
the material.

Following this aesthetic concept of "the val-
ue of simplicity," the author has also produced a
series of works in a similar style, one of which is
"Vibrant Life." For this work a piece of Hotan jade
was chosen; the work depicts a plant full of life,
while an insect upon a leaf of the plant adds a
beauty of dynamism. The form of the work is sim-
ple, the composition is sparse and clear, without
any heaping up of superfluous elements; it sym-
bolizes hope and boundless possibility, while at
the same time stimulating the rich imagination of
the viewer. Through a simple artistic language is
conveyed the fragility and endurance of natural
life, and there is embodied the wisdom of East-
ern aesthetics: "to control the moving through the
stillness," "to overcome many with few." In the de-
velopment of contemporary jade carving, works of

this kind, while inheriting tradition, incorporate in-
novations, vividly interpreting the concept of "to
convey the Dao through art."

It must be emphasized that this style of “the val-
ue of simplicity," together with the "natural style,"
is an artistic concept to which it is necessary to ad-
here in my creative work in jade carving. Logically,
the viewer contemplates a static jade work, but in
fact, through it, he senses the genuine life of the
carver. In the final account, this is an emotional con-
nection between viewer and carver, an interaction
of genuine lives, and herein lies the charm of jade
carving of "flowers and birds."

In conclusion, whether it be the embodiment
of "the beauty of heavenly creation" or the striv-
ing toward “the value of simplicity" in jade carv-
ing of "flowers and birds," all this reflects the
author's inclination toward the aesthetics of jade
carving and constitutes a concrete practice of the
style of jade carving of "flowers and birds." These
two aesthetic concepts are deeply rooted in the
outstanding traditional Chinese culture, while at
the same time taking account of the contempo-
rary sensibilities of the consumers of jade culture.
They do not break away from the traditional at-
tributes of Chinese jade culture, they are closely
bound to reality, infusing into the works an at-
tractive contemporary content. The present arti-
cle, through an interpretation and analysis of the
classical pronouncements of the ancient tradi-
tional scholars and of the interest of their works,
combining them with the author's own practice
of jade carving, presents a new aesthetic con-
cept of contemporary jade carving of “flowers
and birds": "unity of form and spirit, fusion of art
and thought; appreciated by both connoisseurs
and common folk, fusion of interest and mean-
ing." It is precisely through this process that the
carver's profound respect and understanding of
the classics of the past is transformed into a the-
oretical support and nourishment for contempo-
rary creative work in jade carving of "flowers and
birds." Between tradition and modernity a gen-
uinely organic and productive dialogue is car-
ried out. This dialogue, in its turn, is capable of
breathing new vital force and an enduring con-
temporary significance into the ancient art of jade
carving of "flowers and birds."
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3CKWN3 ECTECTBEHHOW ®U/TOCOPNN
N SCTETUKWN NMPOCTOTbI B HEGPUTOBOW PE3bBE
«UBETbI 1 MTULLbI»

AHHOTauma: Hacmoswas cmames cmasum ceoell yesisto,
Yepe3 aHau3 penpeeHMamuesHelx pabom asmopa, yaJy-
618HHOe uccnedosaHue U pasbiacHeHUe moeo, Kak 8 e2o
Heghpumosoli pe3vbe «ygemsl U NMuybl» Ha 2y60kom
¢yHOameHme mpaduyuoHHOU 3cmemuku cgopmuposa-
CA YHUKA/IbHbIU ecrmecmeeHHbIl CmuJib U 3cmemuka npo-
cmomel. B uccnedosaHuu demansHo paccmampusaromes
npuémel 8bIpaxxeHus, UCNOIb3yeMble SMUMU CMUAAMU 8
KOHKpemHoM meopyecmae, a makxe ux XyooxecmeeH-
Has yeHHocme. AeBmop nosazaem, ymo 0po Hechpumosoli
pe3bbbl «ygemsl U NMUYbl» 3aKAH4aemcs 8 NOOJUHHOM
U ecmecmeeHHOM 8bIpaxkxeHuu 3Moyuli pe34yukd, a makxe

Hedput aBaseTca BaXKHbIM KpaeyroibHbIM KaM-
HeM KMTaMCKOW KynbTypbl, HeCyLum B cebe boraTtble
dunocodckume, aTUeckne n 3cteTmdeckme naew. No-
3ToMy HedpuTOBas pe3bba «LBETbl U NTULbI» Bbl-
XOAMT 3a npejesibl CBOeN MaTepuanbHou Gopmbl,
CTaHOBSICb KOMMJIEKCHOWM Xy 0XKeCTBEHHOM op-
MO, 06bEAVHAIOLEN MAaTEPUIO U AyX. DTO ANCLM-
NJVHa, F4e NepecekaroTcss MacTePCTBO U KyAbTypHas
MbIC/Ib, @ TaK>XXe BU3yasibHOE BOM/IOLLEHME YXOAS-
wen Braybb BeKOB LMBUAM3ALNOHHON naen. Cro-
XeTbl HedpUTOBOM pe3bbbl pazHOObpa3zHbl, GopMbI
pasanyHbl. VICKycCTBO AONXKHO MEHATLCS CO BpeMe-
HeM — 3TO KOHCEHCYC Cpeam XyAOoXHMKOoB. C npuxo-
[OM B OTpac/b BCE BOJIbLLIErO UMCaa BbIMyCKHUKOB
BbICLUMX XYZAOXECTBEHHbIX YUeOHbIX 3aBEEHW, CO-
BpeMeHHas HebputoBas pe3bba «LBeTbl U NTULbI»
CTAHOBUTCA BCE Hosiee akTUBHOW, MPUBHOCS HOBbIE
SBNIEHUA U Nel3axin B TPAAULNOHHYHO MHAYCTPUIO.

Kak n3BectHo, HedpuTOBas pe3bba — 3TO BbICO-
KO 3aBMCMMas OT KOJJIEKTUBHOIO COTPYAHNYECTBA
paboTa, obnajatoLasn cBoen COBCTBEHHOM KybTyp-
HOW aTpnbyTnKoW. Ecam xe ncciesoBaTb CyLHOCTb
TBOpYeCTBa B pe3bbe «LiBeTbl U NTULLbI», TO €€ KyJlb-

8 UCKYCHOM UCNOJ/I6308GHUU MAKUX 3CMemuy4eckux 3/1e-
MeHmMos, Kak npocmoma, 182kocme u cnokolicmeue. Ha-
CMoAWas cmames BHOCUM YHUKAIbHYH 3CMemuy4eckyro
yeHHocme u 2a1ybokoe Ky/ibmypHoe 3HayeHue 8 0b1acme
cospemeHHoU Heghpumosol pe3bbbl «ygemsi U NMUYbI».
WccnedosaHue yenybnsemcs 8 ghunocogpckue ocHo8bl U
npakmuyeckoe npuMeHeHUe 3mux Xy00xeCcmeeHHbIX NPUH-
yunos, cmpemsce dame npedcmassieHue o xydoxecmeeH-
Hol npakmuke, 06beduHsWel Mamepuan, mexHuKky u Oyx.
KnroueBble cnoBa: Heghpumosas pesvba «ysemeol U
nmuyel»; Kpacoma HebecHO20 MBOpeHUs; 3CMmemuka
npocmomel; ecmecmeeHHbIl cmuJib.

TypHas aTpubyTika — 310 Apyrow Bonpoc. MNepeoc-
MbIC/IEHNE 3CTETUYECKUX B3IAA0B Ha HePPUTOBYHO
pe3bby «LBeTbl U NTULbI» ABAAETCA KakK Hensbex-
HbIM TpeboBaHWeM Pas3BUTUA MAOPANNCTUYECKOW
3CTETUKN COBPEMEHHOrO ObLLIeCTBa, Tak 1 HOBbIM
NOAXOAOM K Pa3BUTUIO COBPEMEHHOWN HeppUTO-
BOW pe3bObl «LBeTbl 1 NTULbI». Byayun ogHUM 13
€@ y4yacCTHUKOB, MO Mepe yraybaeHns noHMMaHus
pe3bbbl N0 HePpUTY, A NOCTENeHHO chopMMpoBan
KOMMIeKCHOe NMOHWMaHWe 3CTeTUYECKUX TeHAEeH-
LMW, NIaCcTMYECKOro UCKYCCTBa U KYJIbTYPHOrO CO-
AepXaHua HedpuToBOK pe3bbbl. B saHHON cTaTbe
aBTOP, OMNMpPasChb Ha KY/bTYPHbIE UCTOKM TakMX aka-
AEMUYECKNX KOHLEMNUWUIA, KaK «ecTecTBeHHas du-
nocodPua» N «LLeHHOCTb NPOCTOTbI», U3BAEKAET 13
HVX 3/1eMEHTbI AN COOTHECEHWS W, coveTas ¢ cob-
CTBEHHbIM TBOPYECTBOM B pe3bbe «LBeTbl U NTU-
Lbl», UCCNeAyeT NX NMPOUCXOXAEHNE N NPOSABAEHNE,
HaZleACb BAOXHOBUTb AM3aiiH HEPPUTOBBIX U3LENN.
BonsoweHune ectectBeHHol dpunocodum B pa-
60Tax HepPUTOBOW pe3bbbl «LBETbI U MNTULLbI»
HedpwuTtoBas pe3bba «LBeTbl U NTULbI», Kak cie-
AyeT 13 Ha3BaHWA, — 3T0 HedPUTOBbIE N3N Ha
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Temy uBeTOB 1 NTuL,. E& noasneHne aBnsetca pe-
3yNbTAaTOM CEKYNAPU3aLMN KUTANCKOM HePPUTOBON
Ky/NIbTYpPbl M MOCTOAHHOIO CHNMXKEHUSA C MacCOBOM
3CTeTUKOW. BmecTe ¢ natopanmctuyeckmm passumTm-
€M COBpeMeHHOro obLiecTBa nepes 3CcTeTmyeckm-
MW B3rf4aMn Ha paboTbl «UBETbI M NTULLbI» BCTAtOT
HoBble BbI30Bbl. C ApeBHENLWNX BPeMEH Hebpu-
TOoBas pe3bba «LBeTbl M NTULbI» HaXOAWAACh NOA
rny60oKMM BANSHUEM KUTAWCKOM XXMBOMUCK YUé-
HbIX, Ha KOTOpPYLO, B CBOO ouepesb, BaAnsAna Kysb-
TypHas aauTa TpajuLMOHHOro obLiecTsa. ScTeTn-
Yeckui MHTepecC TPaaULMOHHOW KybTypbl MOXET
Nyyllie oTpaxkaTb AyXOBHbIE YCTPEM/IEHUS BCEN Ha-
LUK, YTO B KOHEYHOM WUTOre NPUBENIO K TOMY, YTO
BbICLUEW 3CTETUYECKOM TeHAEHLMEN B HePPUTOBOM
pe3bbe «LBeTbl M NTWLbI» CTana «kpacoTa HebecHo-
ro TBOPeHmA». ITa 3CTeTUYeckas TeHaeHLUmsA rny6o-
KO CO3BYYHa AyXy APEeBHEN KUTaCKOM NOroBopKM
«Hebo v 3emns 0bnasatoT BEIMKOW KPacoTon, HO
He roBOPAT O Hel», MOAYEPKMBas NOYNTaHME U3Ha-
Ya/IbHOW, HEeNCMNPaBJEHHOW, eCTECTBEHHOM KPacoThl.

HedputoBas pesbba «LBeTbl 1 NTULbI» OTAUYa-
eTCs OT pUTyaNbHOW (LK) KaTeropum Hedputo-
BOW pe3bbbl, OHa borata 3cTeTMyeckMMm KOHLen-
LUMAMU N YYBCTBEHHbBIM MHTEPECOM, OCHOBaHHbLIMY
Ha He3aBUCUMOM gyxe yYéHbIXx. OHa cTpemmnTCa K
€CTecTBEHHOWN KpacoTe 6e3 yKpalleHWI, CO3BYYHOM
acTeTnHeckoMy ngeany «lpekpacHblin HeGpuUT He
Hy>JaeTcs B pe3bbe, AparoLeHHas XXeMuy>XXnHa —
B YKpaLlleHunsax». CyTb HeppUTOBOM pe3bbbl «LBe-
Tbl M MTULbI» 3aK/1K0YaETCA B €€ NpucyLLen ecte-
CTBEHHOCTW, KOTOpPas NPOABAAETCA B TOM, UTO «BCe
€eé OCTUXEHUA B KOHEYHOM CYETE YKOPEHEHbI B
npupoge».

HedputoBas pesbba «uBeTbl U NTULbI» 0bia-
JlaeT COBCTBEHHOM CUCTEMOW BOMJ/IOLLEHUS ecTe-
CTBEHHOM GUN0COPUN, BO3BOAA €CTECTBEHHOCTL B
3CTETMYECKNI KaHOH, UTO NMPOABAAETCSH HE TONbKO
B Gopme Npoun3BeseHns, HO U B €ro XyA0XKeCTBEH-
HOM CTWJIe, @ TakXKe OTpaxkaeT BHYTPEHHWUIA 3MOLU-
OHaNbHBIA MUP 1 OBLLYIO KyAbTypy pe3umnka. ABTOp
noJsiaraet, YTo BOMJIOLWEHNE eCTeCTBEHHON Gunno-
copumn B pabotax HePppPUTOBOW pe3bbbl «LiBETHI 1
ATULbI» BKKOYaeT B ce6s NOANMHHOCTb SMOLUIA U
€CTeCTBEHHOCTb pe3bbbl.

1. MOANMHHOCTb 3MOLIMIA: CPEAN MHOTUX YUYEHBIX,
NCCeAYOLLMX CYLLHOCTb HEDPUTOBO Pe3b0Obl «LIBETHI
W NTULbI», TOUKa 3peHns LizsaH Pyuzans, ampekTopa
WccnepoBatenibCkoro MHCTUTYTa HePPUTOBON Kyb-
Typbl Xyacs, ABASETCA Hanbonee penpe3eHTaTUBHOM.
OH cumnTaer, YTo CYLLHOCTb HEPPUTOBOM KyNbTYypPbl —
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«MPOSABAATE MUP MOAJIVHHOM XW3HW». [0 ero MHe-
HUtO, HebpUTOBas pe3bba «LBETbI U NTULLbI» MMeeT
TpW aneMeHTa: obaasaHne ecTeCTBEHHOM KPacoToW,
cogep>kallen B cebe XyAo>KeCTBEHHYHO KPacoTy, 1
CNOCOBHOCTL CBOEN TEMIOTOMN N HEXXHOCTLHO TPOHYTh
yenoBeueckyto Ayuly. Mo ero BAVSIHMEM B OTPacau
LUIMPOKO PacnpOCTPaHEHO MHEHWE, YTO MOAMHHOE
BblpakeHWe B HePPUTOBON pe3bbe «LiBETbI U NTULLbI»
NpOUCTEKAET U3 UCTUHHbBIX AMOLMIA pe3umka. Kak ro-
BopuTCA: «[1pon3BeseHre — 3TO IMYHOCTb YenoBe-
Ka». 34eCb MOA MMYHOCTbIO MOHUMAETCS He TONbKO
MopasbHbIN 06KK, HO, UTO 6osiee BaxkHO, BKycC. Co-
rlacHO UCTOPUYECKOMY OMbITY, 3Ta «JIMYHOCTb» OX-
BaTbIBaeT 3CTETMYECKME KOHLEMNLUMUM pe3umka, Npo-
beccroHanbHyr KynbTypy, XyA0XKECTBEHHbIV TaNaHT,
ypoBeHb MacTepcTBa B pe3bbe Mo HeppuTy 1 OTHO-
lweHne K npodeccnu, N 3T KayecTBa YacTo TECHO
CBf3aHbl C IMYHOCTLIO YesioBeka. CnefoBaTeNbHO,
OlLyLLIeHWs, KoTopble paboTa pe3unka Bbi3bIBaeT y
3puTens, Takxke oTpaxkaroT JIMYHOCTb TBOpLa. [o3-
TOMY 06Cy>Xaemas 34eCb «eCTeCTBEHHAs MOAMMH-
HOCTb 3MOLMIA» TakXKe ABNAETCA eCTECTBEHHbIM NPO-
SBJIEHNEM 3MOLMI pe3unKa.

2. EctectBeHHOCTb pe3bbbl: B MOCAEHNE FOAbI, C
LWMPOKNM BHUMAHMEM K HemMaTepuanbHOMY KyJib-
TYPHOMY HacaeAmto BHYTPU CTpaHsbl, KnaccudukaLms
HedpPUTOBON pe3bbbl B pamKax 3TOro HacieAms TakKe
n3meHunack. VisHayanbHo HepprToBas pe3bba OTHO-
cunach K KaTeropumn «TpaguLMOHHbIe peMécna», HO
B MOC/IEAHVE TOAbI MOCTEMNEHHO CTasna KiaccupuLm-
poBaTbCA Kak «TpaAnLMOHHOE n306pasnTenbHoe 1c-
KyccTBO». MPUUYMHBI, CTOALLME 38 3TUM M3MEHEHUEM,
He COBCeM SICHbI; aBTOP MPeAnoaraeT, 4to, BO3MOX-
HO, OTpacaeBoOe NOHVMaHWe MacTepCTBa M UCKYCCTBa
HedbpuTOBOW pe3bbbl cTano 6osee BCECTOPOHHNUM U
TOYHbIM, YTO U MPMBEJO K YKa3aHHbIM M3MEHEHW-
AM. ECTecTBEHHOCTb pe3bbbl 34eCh OTHOCUTCSA K ecTe-
CTBEHHOMY MPOSAB/EHNIO MacTePCTBa HEQPUTOBOM
pe3bbbl. ECTeCTBEHHOCTL B pe3bbe He 03HavaeT oOT-
Ka3 OT pe3b0bl, a cTpeMaeHe K MUHUMaNbHON pe3b-
6e nn eé oTCYTCTBUIO, K LIENIOCTHOCTM N eCTECTBEH-
HOCTV Npowu3BezeHms. «Kpacota HebecHOro TBOpeHNs»
WNN «eCTeCTBEHHasA XM3HEHHas cuna» HeGpUTOBOro
Npoun3BeAeHVs B ONPEAENEHHON CTENEHW ABAAOTCA
BHELUHWMM MPOSIBJEHMEM BHYTPEHHUX IMOLUIA pe3-
UKKa, KOHKPETHBIM BblpaXXeHUEeM MOAJIMHHOM XN3-
HY pe3unka.

O630p 1 NpaKTUKa KOHLENLMN «eCTECTBEH-
HOro cTuns»

XyfoxecTBeHHas KOHLEeMNUus «ecTeCTBEHHOro
CTUAS» MEET AOJTYH0 UCTOPUIO, YKOPEHEHHYHO B



NA0LOPOAHOM NoYBe TPAAULMOHHOW KUTACKOMN
KyAbTypbl: aOCM3M NOYMTAET CiefloBaHMe ecTe-
CTBEHHOCTM, «M3HAYalbHYO eCTeCTBEHHOCTb, Cle-
f0BaHWe cobcTBeHHOM Npupoge»; «CnegoBatb Npu-
poge v 3aBepLuaTb TBOPEHME» — 3TO KNaccnuyeckoe
N3N0XEHWNE Ja0CCKOW MbICAK; «YUNTbCA Y TBOPE-
HWs» Jlao-L3bl 03HayaeT bpaTb NPUPOLY B yun-
Tens, TpeboBath HabatogeHMs 3a dopMamMu U n3-
MEHEHUAMU BCeEX ABNEHNN B NPUpoAe, KOTOpble,
CIMBasICb C BHYTPEHHUM CO3epLIaHeM XyA0XKHMKa,
BHOBb MPOSABAAIOTCA YepPe3 XYJ0XXECTBEHHYHO Tex-
HWKy. Kpome TOro, «BHellHe yunTtbca y TBOpeHus,
BHYTPeHHe ob6peTaTb UCTOYHMK B CepALie» NPono-
Be/yeT BO3BbIlLEHMe OT NpuaaHna Gpopmbl 06b-
eKTam A0 3MOLMOHaNbHOrO COCTOSHMA, YTO MHO-
rMe XyLOXXHUKU NPOLWAbIX AMHACTUA MOYMTaNN Kak
BbICLUYH UCTUHY. KOHKpPEeTHO B OoTpacin HebpuTto-
BOV pe3bbbl, HebpUTOBOE NPOnN3BEAEHME ABASET-
CS UCTUHHbBIM NPOSBJEHNEM BHYTPEHHNX 3MOLUN
pe3unka, BHELHeN GOPMON BblpaXKeHWs ero BHy-
TPEHHEro mupa.

HaunHas ¢ guHactum MuH, knutaickas Hedpu-
TOBas Ky/bTypa BCTyMNuAa B 3MOXYy HapPOAHOTo Hed-
pwuTa, CTann NOABAATLCA HePPUTOBbBIE U3AENNSA C
BbIPaXeHHOM JIMYHOMN 3CTETUUECKOM TeHAEHLMEN,
HaXOAMBLUNECA NOJ CUbHBIM BANSHUEM XMBOMMN-
CU YYEHBIX U NCTOPUKO-NNTEPATYPHbIX KAHOHOB.
Jlto Ce B «B3Hb CMHb A0 NyH. MUH Wwn» («Pe3Hoi
ApaKoH nnTepatypHon Mbican. O6bsACHeHWe No3-
31K») yNoMnHaeT: «4enosek HafleNéH CeMbIO YyB-
CTBaMW, OTK/IMKAETCA Ha BelLM, UCMbITbIBas BO3AEN-
CTBYe, BOCNEBAET BOJILO, M BCE 3TO — €CTECTBEHHOY,
YTO OTpa>kaeT ecTecTBeHHY Gpunocodputo HedppuTo-
BOW pe3bbbl «LiBETbI M NTULbI»; BbIABUHYTLIN YxaH
Li3aeM npuHLmMN «YUéHbIN-KOHPYLIMaHEL, Yepes sc-
HOCTb MPUXOANT K UCKPEHHOCTM, Yepe3 CKPEHHOCTb
— K ICHOCTW, No3ToMy Hebo 1 yenoBek eAnHbI» OT-
paxkaeT cTpemsieHVe HedpPUTOBOW Pe3bObl «LiBETbI
M NTULbI» K COCTOAHUIO eAnHeHns Heba n yeno-
Beka; Li3yH buH noguépkmnsan: «Ounctne cepaue,
co3epuatb [lao, nexa, nyTeLlecTBoOBaThb, OCTaB/AAA
nycToe, cuaeTb B 3abBeHnK, [oco3HaBas cebs] nec-
UMHKOW B OKeaHe», MoAuépkmBas dunocoduro, co-
rIaCHO KOTOPOU XyAOXHWK AOXKEH LLeHUTb NOAINH-
HbI XXM3HEHHbIN onbIT. MoA0b6HbIE Knaccuuyeckme
dunocodckme BbickasbiBaHMs 0becneunBaroT Teo-
peTnyeckoe pyKOBOACTBO ANA TBOpYeCTBa B Hed-
pPUTOBOW pe3bbe «LBeTbl 1 NTULbI», O4HOBPEMEH-
HO ABASASICb MCTOYHMKOM BAOXHOBEHUSA ANS HErO.

Pe3unky no HedpuTy HEOOBXOAMMO YepnaTb M-
TaHVe M3 KNacCUKK, LeHUTb NYHBIA NOAANHHBIN

XWN3HEHHbIV onbIT. Beipaxas yepes HeppuT cBoU
3MoLMK, BOOBPaXKeHWe 1 OnbIT, B KOHEYHOM WUTO-
re cossaBaTb NpounsBegeHve HebpUTOBON pe3bbbl
«LiBETbI M NTULbI». B KOHEYHOM CUéTe, NyTb pea-
NN3auny 3aKNt0YaeTCs B OCMbICNEHNN NPUCYLLNX
XapaKTepuCTK N YHUKaAbHOW NHAMBUAYabHO-
CTU KaXAoro Kycka HeppuToBOro Matepuana v, Ha
3TOW OCHOBE, UCMO/Ib30BAHUN MacTepcTBa pPe3bbbl
no HedpuTy Ana Co3gaHna n3 Hebputa nN3biCKaH-
HOro NMPOW3BEAEHNA, JOCTUXEHMUSA XYLOXKECTBEH-
HOroO COCTOAHUA «HEBbIPa3MMO MPeKPacHOro, BCé
€CTb BbICLIAA UCTUHA, N306UNYHOLLLErO ecTeCcTBEH-
HbIM UHTEPECOM».

Cnepys 3TON KOHLIEMNLMMN «eCTECTBEHHOrO CTU-
Nsi», aBTOP TakXe COo3jan ceputo HedppuToBbIX pa-
60T, O4HOI 13 KOTOPBbIX ABAAETCA «YTPEHHWUI BeTe-
pok JleTHWiA 1oToC». [ns 370N paboTbl 6bia BbIGpaH
KyCOK pOCCUMMCKOro HedppuTa (>kagenTa), A UCKYCHO
Bblp€e3asl TOHKWU 3eNEHbIN CNON B CepesrHe KaMHA
B GOpMe JINCTbEB JI0TOCA, YAaNUN YEPHbIe BKItOYE-
HWf, OCTaBMB JBe TOYKN eCTeCTBEHHOTO LiBeTa 414
pe3bbbl rnas Hacekomoro. OCHoBaHMWe BbIMONHEHO B
dopMe UHCTaNNALMN, eCTECTBEHHBIN CTUAb PaboThl
oueBungeH. C TOUkM 3peHunsa BM3yanbHOro addekra,
HedppwuTOBas YacTb paboTbl 0bnagaeT JOCTaTOUHOWN
npvBaeKaTeNbHOCTbIO ANA 3puUTens, byab TO YacTb
HedpunTa C UCMONb30BaHNEM €CTECTBEHHOTO LiBETA
nnn obwas popma npomsseseHus. [lga LpeTka io-
TOCa, OAHO HaceKoMoe B coYeTaHWu ¢ KpaiHe co-
BPEMEHHbIM OCHOBAHVEM B MOJIHOV Mepe npej-
CTaBAAIOT XyAOXECTBEHHOE OYapOBaHMeE U YNCTYHO
KpacoTy 3TOro HeppMUTOBOroO NPoOV3BeAEeHNS.

«YTpeHHWUI BeTepok JIETHUN NOTOC» ABASETCA
penpeseHTaTMBHON paboToi aBTOpa B HeppuTO-
BOW pe3bbe «LBeTbl U NTULbI», a Tak)Ke KOHKPeT-
HbIM BOTJIOLLLEHWEM CTPOroro cobtoeHuns cTe-
TUYECKMX B3TNAA0B «eCTeCTBEHHOTO CTUAsA». Kak
N3BECTHO, POCCUICKUIM HEDPUT YacTo MMeeT Yép-
Hble BKtOYeHUA. [T03TOMY B MCMO/Ib30BaHNM ecTe-
CTBEHHOrO LiBETa aBTOP PacKpb/l LBETOBbIE NMpPeu-
MyLLecTBa HepPUTOBOI Pe3bbbl «LiBETbI U MTULbI»,
PaLMOHaIbHO MUCMOJIb30BaA NPUPOAHBIV LiBET Hed-
pwviTa, NCKYCHO MPUMEHWA eCTeCTBEHHbIN OKpac, Mak-
CYMasIbHO NoAYepPKHYB XYAO0XeCTBEHHOEe O4apoBa-
HWe LBeTa B AaHHON paboTe. ABTOp CUMTaET, UTo
NepeocMbIC/IEHNE 3CTETUYECKNX B3rNAA0B «ecTe-
CTBEHHOTO CTUNA» B HePPUTOBOW pe3bbe «LBeThI
W NTULbI» ABAAETCA HEM3BEeXHbIM NyTEM NPOABH-
XXEHNSA COBPEeMEHHON HePPUTOBOW pe3bbbl «LiBe-
Tbl ¥ NTULbBI» K 6ONee BbICOKUM XY0XKEeCTBEHHbIM
yCTPEeMIEHUAM.
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0O630p 1 NpaKTMKa KOHLEMNLMUN <LLeHHOCTb Mpo-
CTOTbI»

MosBneHne HeGpPUTOBOW pe3bbbl «LBETLI M NTU-
Lbl» ABASETCA pe3yNbTaTOM Cekyaspusaumm Hedppu-
TOBOW KYNbTypbl, CEKYAPM3aL s cama no cebe He
npobnema. Mpobaema B TOM, YTO U3NULIHAS BYb-
rapHOCTb MOXeT NPUBECTU K TOMY, UTO paboTa by-
AET Ka3aTbCs WabNOHHOM, MNLWWEHHOW OnpesenéH-
HOW KpacoTbl CAep>KaHHOCTU. B cpaBHeHMM € 3TuMm,
coBpeMeHHas HedpputoBas pesbba «LBeETbl N NTW-
Lbl» MOXeT obpaLlaTbcs K ABOPLOBOM XUBOMUCH
«LiBETbI M NTULbI», Bblpaxkas baaronoxenarenbHble
3HaUeHWs, OJHOBPEMEHHO YAenss BHUMaHWe No3-
TUYHOCTU U CAEP>KAHHOCTUN B BbIPaXeHUW Npouns-
BeAeHuns. ABTOp nonaraeTt, Uto HedbputoBas pe3bba
«LIBETbI U NTULbI» AOJIKHA COYeTaTb ICTeTUYeCcKme
KOHLeNuMM «eCTeCTBEHHOrO CTUAA» U «L@HHOCTU
NPOCTOThI», UTOObI FAPaAHTUPOBATb, YUTO paboTa CMO-
ET BblpaXaTb 6aronoxenareNbHble 3HaYEHUS, He
TEPAA NPU 3TOM 3NeraHTHOW KPacoTbl CAEPXKaHHOCTM.

JcTeTnyeckas KoOHUEnuUmsa «LeHHOCTb NPOCTOThI»
Tak>Xe YKOPeHeHa B TPaAVLMOHHOMN KMTaNCKOW Kyb-
Type. K Takoro poga knaccmyecknm Gnaocodckmm
BbICKa3blBaHWAM OTHOCATCA: «B Hauane Bcex BeLyen
Beankoe [lao npesenbHO NPoCTo, OT Hero Npouc-
XOAWT BC& MHOTOOb6pa3sue», «Besnkuii 3Byk 6e33By-
yeH, BesIKnii obpas bechopmeH» Jlao-u3bl; «bna-
FTOPOAHBIV MY> LLEHWUT YyBCTBO, @ HE BHELLUHOCTb»
XaHb ®31-13bl; «Bennknii 3syk 6e33By4UeH, BEIMKNI
obpas bechopmeH» Jlao-13bl; a Takxke «He ncnosb-
3yA HW OJHOrO CNOBA, MCYepnaTb BCE U3ALLECTBO»
CoikyH Ty B «/lBagLaT YeTbIpéx KaTeropmax nos-
3un»; «besBkycHo-npecHoe, nuwa Heba n yenose-
Ka, OTCroZla HaunHaeTca npossaeHue» [lyH Linyana
3anoxn MuH 1 T. 4. Bce 3T knaccmyeckmne BbicKasbl-
BaHMA NMOAUYEPKMBALOT NAKOHUYHOCTb U CAEpP>XKaH-
HOCTb MCKYCCTBA, POPMUPYA LIENOCTHYHO U CBA3HYHO
AYXOBHYIO CUCTEMY.

Xyao>xxHuk anoxu MuH FOHb CaH ckasan: «[peaen
CMbIC/1Ia — B €10 OTCYTCTBMMW». ITO NOAYEPKMBAET, UTO
BbICLLIEe COCTOAHWNE NUCKYCCTBa — He B HAMEPEHHOM
CTPEMAEHMY, @ B OCTUXKEHUM NOANNHHOCTA Yepes
ecTecTBeHHOe nposeneHue. To ectb: «KpaliHe poBs-
HO, KpaiHe 6e3BKYCHO, KpaliHe 6e3 HamepeHws, HO
Ha CaMOM Jefe ecCTb TO, YTO HEBO3MOXHO He Bbl-
Pa3unTb MNONHOCTLIO». [0 PYKOBOACTBOM 3TOW KOH-
Lenuun HeGpUTOBOE NPON3BEAEHME JOKHO CTpe-
MWUTbCA K 31€FaHTHOMY COCTOSIHUIO «B6e3 MCKYCHOM
pe3bbbl, eCTECTBEHHOrO TBOPEHUA», UTO O3HaYa-
€T, YUTO Pe3umnK JOJKEH MPEB3ONTN CEOS, CANTLCS
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C CYLWHOCTbIO HedpuTa, No3BoasAs GopmMe NposB-
NATbCSA eCTECTBEHHO, a He HaBs3biBas eé matepwuany.

Cnesys 3TOW 3CTETUYECKON KOHLENUUN «LieH-
HOCTb MPOCTOThI», aBTOP TakXe CO3Aan Ceputo pa-
60T B NOA06HOM CTW/IE, OAHOW U3 KOTOPbIX SABASET-
ca «bypHas xu3Hb». Ind 3701 paboTbl bblA BbIOPaH
KyCOK XOTaHCKOro Hedputa (>kaseunTa), pabota n3o-
Hpa>kaeT NOSHOE XMN3HN pacTeHNE, HAaCEKOMOe Ha
JINCTe pacTeHns fobasnsieT kpacoTy guHamukun. dop-
Ma paboTbl MPOCTa, KOMMO3ULIMA Pa3pexeHa n ACHa,
HeT HarpPOMOXAEHUSA NINLLIHUX 3/IEMEHTOB, OHa CUM-
BOJIN3VPYET Hazexay 1 6e3rpaHnyHble BO3MOXHO-
CTW, OAHOBPEMEHHO CTUMYANPYs Boratoe BOO6pa-
XeHue 3puTens. Yepes npocTor XyA0XKeCTBEHHbIN
A3bIK NepesaéTcs XPYnKOCTb U CTOMKOCTb eCTECTBEH-
HOW >W3HW, BOMAOLLAETCA MYAPOCTb BOCTOYHOW
3CTETUKM «MOKOALLMUMCA YNPaBAATb ABUXKYLLMMCS»,
«MaibiM nobexaats MHoroe». B pa3sutumn coepe-
MeHHOM HeppPUTOBOWN pe3bbbl TakmMe paboTbl, Ha-
cnesys TPaauLLMIO, BKAKOUAKOT MHHOBALMM, XXNBO
NHTEPMPETUPYS KOHLIEMLMIO «MCKYCCTBOM Mepe-
Aasatb [ao».

HeobxoAMMO NOAYEepPKHYTb, YTO 3TOT CTUb «LieH-
HOCTb MPOCTOTbI», KaK U «eCTECTBEHHbIV CTU/Ib»,
ABNAETCA XY[OXECTBEHHOM KOHLenumer, KoTopoMn
cnepyeT NpuaepXknBaTbCcs B MOEM TBOPYECTBE MO
HebpunTOBOW pe3bbe. Jlornuecku, 3putenb paccMa-
TpuMBaeT cTaTuyHoe HedpPUTOBOE MPOU3BESEHNE,
HO Ha CaMOM Jefe Yepes Hero oLuyLlaeT NOANNH-
HYHO XW3Hb pe3ynka. B kKoHeyHOM cuéTe, 3T0 3MO-
LMOHaNbHas CBA3b MeXJY 3pUTeIeM U Pe3UnKoM,
B3aNMO/ENCTBMNE MOANMNHHbBIX XXM3HEN, B 3TOM U1 3a-
K/I0YaeTCs oYapoBaHmne HedbpUTOBOW pe3bbbl «LiBe-
Tbl U ATULLbI>.

B 3akntoueHwue, Byab TO BOMJOLLEHNE «KPaCOTbI
Heb6eCHOro TBOPEHUS» WU CTPEMJIEHMNE K «LieH-
HOCTW NMPOCTOTbI» B HEQPUTOBOW pe3bbe «LBeTbl
M NTULbI», BCE 3TO OTpaXkaeT CKNOHHOCTb aBTopa
K 3CTeTUKe HePpUTOBOW pe3bbbl U ABAAETCA KOH-
KPETHOWM MpaKTUKOM CTUAA HeGPUTOBON pe3bbbl
«LiBETbl U NTULbI». DTV ABE 3CTETUYECKMNE KOHLIEM-
LnKn rnyboko yKopeHeHbl B MPEBOCXOAHOM Tpaam-
LMOHHOM KUTANCKOM KyNbType, O4HOBPEMEHHO
yuMTblBasi COBPEMEHHbIE UYyBCTBa NoTpebutenei
HeppuTOBOM KYNbTYpPbl. OHWN HE OTPbIBAIOTCA OT
TPaANLIMOHHBIX aTPNOYTOB KMTaNCKON HePPUTOBOW
Ky/bTypbl, TECHO CBfi3aHbl C P€aNbHOCTbIO, BMBas
B NMPOW3BEAEHMS NpuUBIeKaTesbHOe COBPEMEH-
Hoe cogep>kaHue. HacTosLlan cTaTba Yepes UHTep-
npeTaLmIo N aHann3 KaacCuyeckmx BbiCkasblBaHWN
JAPEBHUX TPAAULMOHHbBIX YUEHBIX, MHTEpeca 1x pa-



60T, coueTas ¢ COBCTBEHHOWM NPaKTUKOWK HeppuTo-
BOW pe3bObl, NpesCcTaBAfET HOBYIO 3CTETUYECKYHO
KOHLLeNuuno coBpeMeHHon HedbpuToBol pe3bbbl
«L|BETbI U MTULbI»: «€A4UHCTBO GOPMbI U AyXa, Cn-
fHVe NCKYCCTBa M MbIC/U; OLeHKa Kak 3HaToka-
MW, Tak U NMPOCTBIMW NHOABMMU, CIUAHNE UHTEpeca
n cmbicna». VMiMeHHO Yepe3 3TOT npouecc raybo-
KOe yBaXkeHue 1 NMOHMMaHWe Pe3vnKoM KAaCCUKM
MPOLLJIOrO NpeBpaLLaeTcs B TeEOPEeTUYECKYH Nog-

AEePXKKY U MUTaHne AN COBPEMEHHOTO TBOPYECTBa
B HePPUTOBOM pe3bbe «UBETbl U NTULbI». Mex-
4y TPaAuLMEN N COBPEMEHHOCTbHO OCYLLLeCTBAS-
€TCA MOANMNHHBIA OPraHNYHbIA U NPOAYKTUBHBbIN
Ananor. OToT Anasor, B CBOKO o4epesb, CnocobeH
BAOXHYTb HOBYIO XXM3HEHHYIO CUY U HEMPexXoas-
Lee COBPeMeHHOE 3HaYeHne B peBHEE NCKYCCTBO
HepPUTOBON pe3bbbl «LiBETbI U MTULLbI».
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