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"NATURALNESS" AND "SIMPLICITY-RESTRAINT":
AESTHETIC RECONSTRUCTION AND PRACTICAL
PATHS IN CONTEMPORARY JADE CARVING ART

Summary: The art of Chinese jade carving, being an im-
portant component of the excellent traditional culture of
China, concentrates deep historical layers and unique aes-
thetic values. Due to changes in the aesthetic trends of the
era and patterns of cultural consumption, creativity in the
field of jade carving is evolving from a traditional sym-
bolic and allegorical focus to personalization and artistry.
Modern jade carving should not only preserve the essence
of technical craftsmanship, but also, in terms of aesthetic
concepts and language of expression, respond to the mod-
ern context, exploring ways to integrate traditional and
modern. Based on the author's personal creative practice,

Introduction

Jade culture, being an important component
of the excellent traditional culture of China, has
served throughout the millennia of Chinese civi-
lization not only as a carrier of political ritual and
religious beliefs, but has also reflected the unique
aesthetic tastes and spiritual aspirations of the Chi-
nese people. From "junzi bi de yu yu, the noble
man likens his virtues to jade" to "yu bu zhuo bu
cheng qi, uncarved jade does not become a ves-
sel", the development of the art of jade carving
has always been closely linked with social ideolo-
gy, craft technologies and cultural psychology; its
aesthetic value and cultural-symbolic significance
permeate antiquity and modernity. With the ad-
vent of the 21st century, against the background
of profound changes in social structure, aesthet-
ic ideas and patterns of consumption, the art of
jade carving faces numerous challenges of trans-
formation. On the one hand, the transmission of
traditional techniques faces the problem of gen-
erational rupture, traditional themes and methods

this article, within the framework of a research paradigm
focused on two key aesthetic concepts - "naturalness" and
"simplicity-restraint", systematically examines their cul-
tural origins and aesthetic characteristics, analyzes the
ways of their expression and the application of techniques
in specific works of jade carving. The purpose of the work
is to provide samples of paths and intellectual guidelines
that are important for the theoretical study and creative
practice of modern jade carving art.
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of expression hardly correspond to the aesthetic
expectations of new markets; on the other hand,
contemporary aesthetics is becoming increasing-
ly pluralistic, consumers place higher demands on
the cultural depth, artistic expressiveness and per-
sonalization value of jade products. This tendency
prompts the art of jade carving, while preserving
the spirit of traditional craft, to explore aesthetic
language and creative paths that correspond to the
modern context. In this historical situation, "ziran,
naturalness" and "jiandan, simplicity-restraint”, as
two artistic concepts with deep Eastern aesthet-
ic semantics, are gradually becoming important
aesthetic landmarks in contemporary jade carv-
ing creation. "Naturalness" emphasizes the man-
ifestation of the material's authenticity and the
truthfulness of feelings, while "simplicity-restraint”
advocates conciseness of form and expansion of
artistic conception (yi jing). Both directions pos-
sess a high degree of compatibility in value aspi-
rations and artistic techniques, providing a new
theoretical support and a practical guideline for

131



the innovative development of modern jade carv-
ing art. Proceeding from this, this article, taking
the aesthetics of "naturalness” and "simplicity-re-
straint" as the key research perspective, in com-
bination with the author's personal experience in
the field of jade carving in recent years, system-
atically examines the cultural origins and aesthet-
ic characteristics of these two concepts and the
paths of their application in creating works, con-
firming this by an analysis of specific cases ("kong-
gu xunmeng, Searching for a Dream in an Empty
Valley", "shengshi xianglong, Auspicious Dragon
of a Flourishing Era"). The goal is to provide con-
temporary jade carving masters, on the theoretical
and practical levels, with a relevant and practi-
cally applicable model for reflection, while at the
same time contributing to the revival and trans-
formation of the traditional art of jade carving in
the modern context.

1. Philosophical Meaning and Practical Paths
of "ziran meixue, Aesthetics of Naturalness" in
Contemporary Jade Carving

1.1 Aesthetic Construction of Natural Beauty in
the Art of Jade Carving

"Naturalness”, as a central category in the tra-
ditional Chinese aesthetic system, has its content
rooted in the philosophical thought of Daoism
("dao fa ziran, Dao follows naturalness") and Con-
fucianism ("zhonghe zhi mei, beauty of harmony
and the mean"), emphasizing the orderliness of all
things, their natural generation and growth, rath-
er than the imposition of human intervention. In
the field of traditional applied art, natural beauty
is not only an aesthetic principle, but also a meth-
odology of creation, permeating all levels, from
the choice of material and the application of tech-
nique to artistic expression. Specifically in the art
of jade carving, "natural beauty" mainly manifests
itself in the following four dimensions:

(1) Art that corresponds to the material: the
creation of jade carving must respect the natural
form, texture and color transitions of jade, flexi-
bly arranging form and theme in accordance with
its structure and quality, avoiding "xingshi xianx-
ing, the predominance of form", emphasizing "cai
yi gongsheng, the joint birth of material and art".
By following the natural characteristics of the ma-
terial, the material's own aesthetic value and cul-
tural extensibility are realized to the maximum.

(2) Unity of form and spirit: to strive not only
for accuracy of external form and harmony of pro-
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portions, but also to pay attention to the trans-
mission of the inner spirit. By comprehending the
spiritual core of the object, the work, while ex-
pressing the beauty of form, simultaneously con-
tains deep cultural images, achieving a unity of
beauty of form and content.

(3) Fusion of feeling and scene: a work of jade
carving is not only a physical object, but also a
synthesis of emotion and situation. The artist's life
experience and emotional memory must be inte-
grated into the creative process so that the work
possesses internal emotional tension and the ca-
pacity to generate a scene, thereby constructing
the artistic state of "wu wo liang wang, the for-
getting of both thing and self".

(4) Naturalness of treatment: emphasizes "yin
er bu lu, concealment without absence" of mas-
tery; through simple, moderate methods of carv-
ing it demonstrates a natural transition between
work and art, avoiding excessive ornamentation
or technocratic virtuosity, so that the work in per-
ception demonstrates the artistic effect of "tian-
ren heyi, wu hen you fa, the union of heaven and
man, tracelessness yet presence of law".

The above four points constitute the value sys-
tem and aesthetic structure of "natural beauty"
in contemporary jade carving, providing an im-
portant theoretical foundation for personalized
expression and the artistic development of con-
temporary jade carving.

2. Analysis of a Practical Case: The Presenta-
tion of the Aesthetics of Naturalness in "Search-
ing for a Dream in an Empty Valley"

"Searching for a Dream in an Empty Valley" is a
representative work by the author in recent years,
whose creative concept concentratedly reflects a
comprehensive exploration of the "aesthetics of
naturalness" in the treatment of material, the ap-
plication of techniques and the creation of artis-
tic conception. Natural agate was chosen for the
work; the original stone has a rounded shape, the
outer surface preserves a rough stone texture, and
the inner part represents a hollow structure with a
layer of white quartz in the middle. The author, in
developing the concept and creating the work, ad-
hered to the principle of "art that corresponds to
the material", fully using the natural characteristics
of the material and creatively transforming it into an
artistic expression possessing narrativity and sym-
bolism. In the composition the outer shell of the
work is not treated with a chisel, its natural rough



state is preserved, while the inner part, by means of
skillful carving with the use of color, turns the white
quartz vein into the images of a man gazing at the
night sky and a divine dragon soaring above him,
creating a visual structure of progression from out-
side inward, from reality to illusoriness. The strong
contrast between the inner and outer space not
only enhances the sense of depth and the chiaro-
scuro effect of the work, but also emphasizes the
dialogical relationship between the “natural” and
the "man-made". In artistic conception, this work
goes beyond the model of expression traditional
for jade carving, oriented toward "wuxiang chengx-
ian, presentation of the object", inclining rather to-
ward a symbolic-philosophical construction. The
man and the divine dragon coexist in the depth of
the empty valley, symbolizing the state of spirit of
a person seeking a dream in universal naturalness.
The pose of the upward-gazing man and the tra-
jectory of the dragon's movement form a contrast
of statics and dynamics, creating the Eastern artis-
tic image of "jing zhong you dong, xu zhong cang
shi, in stasis there is motion, in illusoriness reality
is concealed". The work expresses not only visual
beauty, but also contains the profound philosoph-
ical themes of "dream, search, true self", being a
contemporary artistic response to the Eastern phil-
osophical thought of “xin ji shangu, the heart is a
valley". The success of this work lies in the organ-
ic fusion of the material's features, the language
of carving and the conceptual core, fully reflecting
the practical applicability and artistic expressive-
ness of the "aesthetics of naturalness" in contem-
porary jade carving creation, providing a concrete
paradigm for researchers of personalized expres-
sion and cultural translation in jade carving.

3. Language of Form and Cultural Content
of "jiandan meixue, Aesthetics of Simplicity-Re-
straint” in Jade Carving Creation

3.1 Cultural Origins and Artistic Characteristics
of the Aesthetics of "Simplicity-Restraint"

The aesthetics of "simplicity-restraint" originates
from the aesthetic tradition of Chinese classical
art; its content is deeply rooted in the Confucian
"zhongyong, Way of the Mean" and the Daoist
philosophical thought of "qing xu dan yuan, puri-
ty, emptiness, serenity, distance". Its aesthetic core
emphasizes restraint of form and richness of con-
tent, striving for the aesthetic effect of “shao er bu
kong, jian er you yi, little but not empty, simple
yet meaningful”. This artistic concept, which uses

“liu bai, blank spaces" and "bu jin zhi yan, the un-
spoken" to awaken imagination and engage the
viewer, is broadly represented in such tradition-
al art forms as ancient poetry, landscape paint-
ing and calligraphy, and is gradually becoming an
important value orientation in the contemporary
expression of the art of jade carving. In contem-
porary practice of jade carving, the aesthetics of
simplicity-restraint mainly manifests itself in the
following four aspects:

(1) Managing the complex through the sim-
ple: emphasizes refinement of structure and re-
straint of the visual language; by means of the
method of simplifying the complex it precisely
conveys the main idea of the work, subordinat-
ing form to the essence of the goal of expression,
achieving the artistic effect of the small triumph-
ing over the many.

(2) The birth of resonance in emptiness: uses
blank spaces and the ratio of the real and the illu-
sory to create tension of the picture and space for
imagination, enhancing the mental engagement and
emotional resonance of the viewer, reflecting the
aesthetic tradition of traditional Chinese art "ji bai
dang hei, to count white paper as black ink", "bu
hua zhi chu jie cheng jing, the places where noth-
ing is painted also become a landscape”.

(3) Serene distance and pure depth: in the treat-
ment of color palette, composition and theme it
strives for unobtrusiveness, calm and restraint, weak-
ening bright colors and complex carving, enhanc-
ing the spirituality and philosophical quality of the
work, demonstrating "qgiyun shengdong, liveliness
of spirit and rhythm" and "qingxin yazhi, freshness
and elegance”, honored by Eastern aesthetics.

(4) The grandeur of calm, directed into the dis-
tance: by creating an overall atmosphere it forms
a majestic, quiet, restrained artistic field, allowing
the work to possess not only aesthetic value, but
also to convey cultural reflection and a philosoph-
ical image, guiding the viewer toward a contem-
plative aesthetic experience.

The aesthetics of simplicity-restraint emphasiz-
es "she, renunciation" of form and "de, attainment"
of image; this infinite semantic fullness contained
in a limited form provides a rich space for expres-
sion and aesthetic strategies for the modern trans-
formation of the art of jade carving.

3.2 Analysis of a Practical Case: Strategies for Ex-
pressing Simplicity-Restraint in "shengshi xianglong,
Auspicious Dragon of a Flourishing Era"
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The jade carving "Auspicious Dragon of a Flour-
ishing Era" is a representative work by the author,
guided by the aesthetics of "simplicity-restraint". In
the choice of material, composition and language
of form it reflects a profound practice and contem-
porary expression of the artistic spirit of "jian zhong
you zhi, dan zhong cang yi, in simplicity there is
grace, in restraint meaning is concealed". Natural
agate with a pronounced color contrast was used
for the work: the white parts are distributed con-
centratedly and softly, the gray-black parts have a
clear layering. The author, applying the technique
of skillful use of color, carved layered seas of clouds
from the white area, and treated the gray-black area
as the now-appearing, now-disappearing body of
a dragon passing through them. Through precise
control of the composition and the distribution of
color patches, a visual effect of the mutual pen-
etration of clouds and dragon has been created,
the overall picture being filled with a sense of flow
and rhythm. In the technique of carving, "Auspi-
cious Dragon of a Flourishing Era" comprehensive-
ly employs the traditional techniques of high relief,
round sculpture and openwork carving; in form, a
restrained conciseness and refined proportionality
have been achieved. The detailed elaboration of the
dragon's body does not aim to demonstrate tech-
nical virtuosity but, through the device of “cang er
bu lu, concealed and unmanifested" mastery, con-
veys the dynamics and mysteriousness of the di-
vine dragon, creating the symbolic image of “long
teng jiu xiao, ruigi ying kong, dragon soaring into
the nine heavens, filling the space with auspicious
energy”. Notably, in its form of display this work
introduces the concepts of contemporary installa-
tion art, using a metal base and stand to suspend
the entire jade piece in space, breaking the tradi-
tional format of "ping zhi zhan chen, horizontal ex-
position" of jade carving and enhancing the sense
of space and visual impact. Such an installational
way of presentation not only increases the spec-
tacularity of the work, but also brings the art of
jade carving closer to the context of contemporary
visual culture, reflecting the integration and devel-
opment of traditional craft and contemporary art.
On the level of cultural meaning, the theme "Soar-
ing Dragon of a Flourishing Era" is closely linked
to the spirit of the time, symbolizing the prosper-
ity and might of the state, the unity and progress
of the nation, and corresponding to the totemis-
tic beliefs and auspicious meanings that the image
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of the dragon carries in Chinese culture. The au-
thor, through an extremely symbolic language of
simplicity-restraint, accomplished a deep integra-
tion of form and content, tradition and modernity,
demonstrating in contemporary jade carving crea-
tion an aesthetic style "yazheng yu chuangxin bing-
ju, combining elegant correctness with innovation".

4. The Integrative Aesthetics of "Naturalness”
and "Simplicity-Restraint" and Its Theoretical Value

Although "naturalness” and "simplicity-restraint”
have different emphases in their aesthetic char-
acteristics, in the creative practice of jade carving
they demonstrate a high degree of compatibility
and complementarity: "naturalness” provides the
work with an emotional basis and a material foun-
dation, preventing the emptiness of expression of
"simplicity-restraint”; while "simplicity-restraint"
gives "naturalness" a higher degree of formal con-
ciseness, making its artistic expression more con-
temporary and universal. Their dialectical unity not
only contributes to the elevation of jade carving
from craft technique to artistic aesthetics, but also
constructs a system of jade carving creation that
corresponds to the language of contemporary art.
Through the integration of "naturalness” and "sim-
plicity-restraint”, a jade carving work can achieve
an organic unity at the level of material, form and
spirit, manifesting the Eastern artistic charm of "yi
zai yan wai, jing you xin sheng, meaning beyond
words, image born of the heart".

5. Paths of Reconstruction of the Art of Jade
Carving in the Context of the Era and Prospects
for the Future

In the current global context, cultural identity,
artistic consumption and aesthetic consciousness
are undergoing a deep reconstruction. Traditional
Chinese applied art, especially such "cai yi ronghe,
material-and-art-integrating" forms as jade carv-
ing, in an era of change both carries the pressure of
inheritance and contains opportunities for innova-
tion. The transformation of the economic structure,
the renewal of cultural consumption and the reju-
venation of the subject of aesthetics pose to tradi-
tional jade carving creation such practical problems
as the clichéd nature of themes, the unification of
techniques and the stagnation of aesthetics. The art
of jade carving is in urgent need of seeking a new
positioning within the framework of the traditional
paradigm in the modern context. This reconstruc-
tion is not merely an updating of surface forms,
but a systemic rebuilding of cultural logic, aesthet-



ic mechanisms and artistic functions. The way out
for contemporary creation in jade carving consists
in a deep response to the following key aspects:

(1) Contemporary translation of the system of
themes. Traditional jade carving mainly uses myth-
ological subjects and auspicious totems as its main
themes; although their cultural semantics is pro-
found, in the contemporary context, without trans-
formation, it easily falls into symbolization and
emptying out. Creators, while preserving cultural
roots, must carry out a contemporary exposition and
a renewal of the meaning of traditional themes so
that they correspond to the diverse needs of con-
temporary humans in values, emotions and spirit.

(2) Integrated application of multimedia and
modes of exposition. In the contemporary context,
where the boundaries of the visual arts are becom-
ing increasingly blurred, creation in jade carving can
borrow various means of expression from contem-
porary design, installation art and digital media, re-
alizing interdisciplinary fusion, such as "jade carving
+ installation", "jade carving + digital interaction”,
overcoming the previous closed structures of ex-
hibition and perception and stimulating the view-
er's multidimensional perception.

(3) Deconstruction of the technological logic and
the spatial language. The creative process and the
formal language of jade carving also require a sys-
temic rethinking. Creators must move from the cre-

ation of jade to the creation of an image, from form
to conception, forming in spatial structure, the ra-
tio of the real and the illusory, and the work with
light and shadow more narrative and philosophical-
ly saturated strategies of form, thereby expanding
the artistic dimensions of jade carving's expression.

(4) Deep conjugation of emotional expression
with the spirit of the time. A truly artistically via-
ble work of jade carving must possess the capacity
for a twofold expression of individual life experi-
ence and the spirit of the time. Through the trans-
formation of genuine feelings and the introduction
of philosophical reflection, a jade carving work can,
on the aesthetic level, achieve a spiritual resonance
overcoming time and culture, while avoiding falling
into the empty copying of formalism.

On the whole, the art of jade carving must, in
preserving correctness, seek innovation, in depth
strive for lightness, in tradition explore modernity.
Creators must both rely on the roots of local cul-
ture, preserve the spirit of craft mastery, and be able
to interact with contemporary aesthetics, contem-
porary language of expression and an internation-
al outlook. Only through the constant renewal of
concepts and the evolution of technologies will the
art of jade carving be able to truly go beyond the
traditional bonds of material symbol, becoming a
contemporary visual language combining cultural
depth and artistic height.
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«ECTECTBEHHOCTb» N «[TPOCTOTA-
CAEP>KAHHOCTb»: 9CTETUYECKAA
PEKOHCTPYKUWMA N TTYTU MPAKTUKN
B COBPEMEHHOM NCKYCCTBE PE3bbbl MO
HEOPUTY

AHHoOTauums: Vckyccmeo kumatickol pe3ebbl no Hegpu-
my, s8/155Cb 8axxHOU cocmasstoujeli npesocxodHol mpa-
ouyuoHHoU kynemypel Kumas, koHyeHmpupyem 8 cebe
enybokue ucmopuyeckue naacmel U yHUKA/bHele 3cme-
muuyeckue yeHHocmu. B ces3u ¢ usmeHeHUsMU 8 3cme-
muyeckux meHOeHYUSX 3NoXU U MOOessSX Ky/lbMypHO20
nompebsieHus, meop4ecmao 8 obacmu pesvbsl No Hegh-
pumy 380/1HUYUOHUPYem om mpaduyuoHHOU CUMBO/IU-
Ko-asnne2opuyveckoli HanpaseHHOCMU K NepcoHau3ayuu
u xydoxecmeeHHocmu. CospemeHHasi peasba no Hegppumy
00/KHA He MOJIbKO COXPaHSIMb CyujHOCMb MexHUYeckoz0
Macmepcmea, Ho U, C MOYKU 3peHUsl 3cmemuy4eckux KOH-
yenyull u A36Ika 8bIPAXeHUs, 0Meeyams cospemMeHHOMY
KoHmMekcmy, uccaedys nymu uHmezpayuu mpaduyuoH-
HO20 U cogpemeHH020. ONUpasiCo Ha UYHYO MBOPHECKYHO
npakmuky aemopa, 0aHHas cmames 8 pamkax uccaedo-

BsepeHue

HedpuToBas kynbTypa, Oyayum BaXKHOM cOCTaB-
NAOLWEN NPeBOCXOAHON TPAANLNOHHON KyAbTypbl
KuTas, Ha NpoTaXeHUN ThiCAYeNneTnii KUTaliCKom
LUMBUAMN3ALUN CAYXKIWA HE TONbKO HOCUTEIEM MO-
JINTUYECKOTO pUTyasa U Pesurmo3HbiX BEpOBaHW,
HO 1 OTpaxkana yHWKa/bHble 3CTETUYECKME BKYCbl 1
AYXOBHblE YCTPEMIEHUS KMTaNcKoro Hapoaa. OT «
& FLEfET E6naropoaHbiit My ynogobaser csou
Aobpoaetenn Hebputy» go « EAREA AL 2EHeobpa-
60TaHHbIN HedPUT HE CTAHOBUTCA COCYAOM>», pas-
BMTME UCKYCCTBA pe3bbbl MO HehpuTy BCeraa 6110
TECHO CBA3aHO C O6LLEeCTBEHHON NAEONOTMEN, TEX-
HOJMIOTUAMWN PeMecaa U KyNbTypPHON NCUXONOTUEN,
€ro 3cTeTMyeckas LLeHHOCTb U Ky/bTyPHO-CUMBON-
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eamesibckoli napaduzmsl, CHOKycUpo8aHHOU Ha 08yxX KO-
yesblx ACMemuYeckux KOHYenyusx - «ecmecmeeHHoCme»
U «npocmoma-c0epxaHHOCMb», cucmemMamu4ecku pac-
cMampuseaem ux Ky/lemypHsle UCMOKU U 3cmemudyeckue
Xapakmepucmuku, aHaau3upyem cnocobsl Ux 8bipaxeHus
U npumMeHeHue mMexHUK 8 KOHKpemHbix npou3zsedeHusx
pe3bbbl no Heghpumy. Liese pabomsl — npedocmasume
06pasysl nymeli u UHMe/IIeKMYa/bHbIE OpUEHMUPbI, UMe-
rowyue 3HadveHue OJ1 meopemu4ecko2o Ucc1e008aHus U
meopyeckoli NpaKkmuku cospeMeHHo20 UCKycCmaa pe3sb-
66/ no Heghpumy.

KnioueBble cnoBa: uckyccmeo pesbbel no Hegpumy,
acmemuka ecmecmeeHHOCMU, 3CmMemuka npocmomel-
cOep>xaHHOCMU, UHHOBAUUU 8 mexHUKe, Ky/lemypHoe Ha-
ciedue.

yeckoe 3HayeHve NPOHM3bIBaOT APEBHOCTb U CO-
BpemeHHocTb. C HacTynneHnem XXI Beka, Ha doHe
rNyBoKMNX U3MEHEHWI B COLMANBHOM CTPYKTYpE, 3CTe-
TUUECKMX NPeAcTaBleHNAX U MOAensx notpebne-
HWA, UCKYCCTBO pe3bbbl NO HeGpUTY cTankmBaeTtcs
C MHOTOUYMNCNEHHBIMMW BbI30BaMy TpaHCchopmMaLmn.
C oHOW CTOPOHbI, Nepesayda TPAAVLMOHHbIX TEX-
HWK CTanKMBaeTCs C NpobaeMoli paspbiBa NoKose-
HWUW, TPaAWLIMOHHbIE TEMbI Y METOZAbI BbIPaXKEHUS C
TPYZAOM COOTBETCTBYHOT 3CTETUUECKUM OXUAAHUAM
HOBbIX PbIHKOB; C APYroOli CTOPOHbI, COBPEMEHHas
3CTeTMKa CTaHOBUTCA BCe Hosiee NAOPaNNCTUUHOWN,
notpebuteny nNpesbaBAstOT 6oaee BbiCOKMe Tpe-
60BaHMA K KyNbTYPHOW rNybuUHe, XyA0XKeCTBEHHOW
BbIPA3UTENBHOCTU U LLIEHHOCTM MepcoHanm3aLmm



HepPUTOBLIX U3ZENVIA. DTa TeHAEHLMs NobyxaaeT
MCKYCCTBO Pe3bbbl Mo HedPUTY, CoXpaHsas Ayx Tpa-
AVUMOHHOTO pemMecsia, UCCNeAoBaTb ICTETUUECKUIA
A3bIK U TBOPUECKME MyTH, COOTBETCTBYHOLLIME COBPE-
MEHHOMY KOHTEKCTY. B 3To nctopuueckon cutya-
uum « B #AectecTBeHHOCTb» 1 «(& NpocToTa-caep-
KaHHOCTb», KakK /B Xy0XXeCTBEHHbIe KOHLenLuum
C rNyH6OKON BOCTOUHOW 3CTETUYECKON CEMAHTUKOW,
MOCTEMEHHO CTaHOBATCS BaXHbIMUN 3CTETUUECKUMU
OpUVEHTUPaMU B COBPEMEHHOM TBOPUYECTBE pPe3b-
6bl N0 HePpUTy. «ECTECTBEHHOCTL» NOAYepKMBaET
NposBAEHME NOAIMHHOCTU MaTepuana N UCTUHHO-
CTU YYBCTB, «MPOCTOTa-CAEPXAHHOCTb» Xe npona-
raHAMpPYeT NaKOHNYHOCTb GOPMbI 1 pacluMpeHme
XyZAOXeCTBEHHOTO 3amblicna (M u3uH). Oba Hanpas-
NeHuns 061a4atoT BbICOKOW CTENEHBH COBMECTUMO-
CTU B LLEHHOCTHbIX YCTPEMAEHMUAX U XYA0XKECTBEH-
HbIX MPYEeMax, MPeAOCTaBsAs HOBYH TEOPETUYECKYHO
onopy ¥ NPakTUUYeCKNn OPUEeHTUP AN MHHOBALM-
OHHOrO Pa3BUTUA COBPEMEHHOTO UCKYCCTBA pPe3b-
66l Mo HedpuTy. Vicxoas u3 3TOro, faHHas CTaTbs,
paccMaTpuBas B KauyecTBe K/IOUYeBON UccaesoBa-
TeNbCKOWN NePCrnekTUBbI 3CTETUKY «ECTECTBEHHOCTM»
W «MPOCTOTbI-CAEPXKAHHOCTU», B COUETAHUM C INY-
HbIM OMbITOM aBTOPa B 06/1aCTV Pe3bbbl MO HEPPUTY
3a NocnefHme rofbl, CUCTEMaTUYECKN paccMaTpu-
BaeT Ky/IbTypHble UCTOKW, 3CTETUUECKNE XapaKTe-
PUCTUKM 3TUX ABYX KOHLUEMUMWIA U NyTU KX NpuMe-
HEeHWs B CO3JaHWN NPOM3BEAEHN, NOATBEPXKAas
3TO aHa/NN30M KOHKPETHbIX Keiicos («ZE A F ¥ o-
MCK CHa B NyCTOM aonunHe», « &t MNpouserato-
WM 4PaKOH BENNKON 3Moxu»). Llenb — ¢ TeopeTu-
YeCKOro 1 NPaKTUYeCcKOro YpoBHEN NPeAoCTaBUTb
COBPEMEHHbIM MacTepaM pe3bbbl Mo HeppUTy pe-
NEBAHTHYO W NMPaKTUYeckn NPUMEHUMYHO MOAEsb
4N9 pasMblLUNEHWUA, OJHOBPEMEHHO CNOCOHCTBYA
BO3POXAEHWNIO M TpaHchOpMaLUm TpagnLNOHHO-
ro NCKycCTBa pe3bbbl MO HedPUTY B COBPEMEHHOM
KOHTeKCTe.

1. dunocodckoe 3HaueHMe N NpaKTUUeCKue
nytm «BAEFacTeTUKN ecTecTBEHHOCTU» B CO-
BpeMeHHOW pe3bbe no Hepputy

1.1 ScTeTnyeckoe KOHCTPYMpOBaHNE eCTeCTBEH-
HOW KpacoTbl B UCKYCCTBe pe3bbbl Mo HedpuUTy

«ECTeCTBEHHOCTb» Kak LieHTpasibHas KaTeropus
B TPaAWLMNOHHON KNTaNCKOW 3CTETUYECKOW CUCTe-
Me, eé cogepykaHune bepeT Havano B GUAoCcodCKom
MblCAW gaocmama (GBEB A ao cnepyeT ectecTBeH-
HOCTW») U KOHdYUMaHcTBa («FF] 2 ZEKpacoTa rap-
MOHWU U CEPEAMHBI»), NOAYEPKMBAs YNOPAAOYEH-
HOCTb BCEX BELLEW, X eCTECTBEHHOE MOPOXeHME

W POCT, a He HaBs3blBaHME YeN0OBEYECKOro BMeLLa-
TeNbCTBa. B 061acTn TpaanLMOHHOrO NPUKAaLHOMO
MCKYCCTBA eCTeCTBEHHas KpacoTa ABASETCS He TOb-
KO 3CTETMUYECKMM MPUHLMMAOM, HO U METOZLONOIM-
el TBOpUeCTBa, MPOHM3bIBAOLLLEN BCE YPOBHU —
oT BbibOpa MaTepuana v NPUMEHEHUS TEXHUKUN L0
Xy[,0XKeCTBEHHOrO BblpaxkeHus. KOHKpeTHO B uC-
KyccTBe pe3bbbl Mo HeQPUTY «ecTecTBEHHas Kpa-
COTa» B OCHOBHOM MPOSIBASETCA B CEAYOLWMNX Ye-
ThIpEX U3MEPEHUSX:

(1) NckyccTBO, COOTBETCTBYHOLLLEE MaTepuany:
TBOpPUYECTBO pe3bbbl MO HedPUTY JOIXKHO yBaXxaTb
ecTecTBeHHYy0 GOpMy, TEKCTYpY U LiBETOBbIE Nepe-
xoAabl HedpuTa, rMBKO KOMMNOHOBaTb GOPMY 1 TEMY
B COOTBETCTBUM C €TI0 CTPYKTYPOW U KaYeCTBOM, W3-
6eras «FZ I 5L fTnpeobnagaHna dopMbl», Noguep-
kuBas «# ZH 4 coBmecTHOE poxaeHne MaTeprana
1 nckyccTBa». [MocpeacTBOM CiefloBaHUs eCTeCTBEH-
HbIM XapaKTepUCTMKaM MaTepuana MakcMmaabHO
peanu3yeTcs cOBCTBEHHAs 3cTeTUYeckas LIeHHOCTb
W KyNbTypHas pacluMpseMocTb MaTepuarna.

(2) EavHcTBO dopMbI 1 Ayxa: CTPEeMUTLCA He TOJb-
KO K TOYHOCTM BHELLUHEN GOPMBbI Y TapMOHUK NPO-
MOPLWIA, HO 1 yAensaTb BHUMaHWe nepejave BHY-
TpeHHero ayxa. lNoctunras AyxoBHoe AP0 06bekTa,
npowv3BeseHne, Bbipaxas Kpacoty ¢bopMbl, OAHO-
BPEMEHHO COAEPXUT ryboKme KynbTypHble 06pasbl,
JocTuras eANHCTBA KPacoTbl GOPMbI U COAEPIKaHUS.

(3) Camanune uyBcTBa U cueHbl: [1ponsseseHne
pe3bbbl MO HebpUTY ABAAETCA He TONbKO dur3nye-
CKMM OBBEKTOM, HO U CMHTE30M 3MOLUIA U CUTY-
aumu. B TBOpueckmnii npoLecc HEOOXOANMO NHTe-
rPUPOBaTh XXW3HEHHbIV OMbIT Y 3MOLMOHAJbHYHO
namsaTb XyZAOXHWKa, YTOObI NponsBeseHne obna-
[,ano BHYTPEHHUM 3MOLMOHaAbHbIM HaMnpPsXKeH -
€M U CNOCOBHOCTLIO MOPOXKAATh CLIEHY, TEM CaMbIM
KOHCTPYMPYst XyZ0XecTBeHHOe cocTosHne <« F M
‘=3abBeHna 1 Belww, 1 ceba».

(4) EctectBeHHOCTb 06paboTkM: NogUEépKMBaeT
«[FR2 A FECKPBLITHOCT, HO HEe OTCYTCTBME» MacTep-
CTBa, MOCPEACTBOM MPOCTbIX, YMEPEHHbIX METOA0B
pe3bbbl AEMOHCTPUPYET eCTECTBEHHbIV NEPEXOs
Mexay paboTo 1 UCKYCCTBOM, U3beras ypesmep-
HOro yKpaLlaTenbCTBa WN TeXHOKPaTUYeCKon BMp-
TYO3HOCTU, UTOObI MPOU3BEAEHVE B BOCMIPUATUAN Je-
MOHCTPVPOBAJIO XyA0XECTBEHHbIN 3bdekT « K AT
« TR A EeamHenna Heba 1 yenoseka, beccnes-
HOCTW, HO HaNYMs 3aKOHa».

BbileykazaHHble YeTbipe NyHKTa COCTaBASAOT
LLEHHOCTHYIO CUCTEMY W 3CTETUYECKYHO CTPYKTYpPY
«@eCTeCTBEHHOW KPacoTbl» B COBPEMEHHOWN pe3bbe
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no HedpUTy, NPeAOCTaBAAA BaXHYIO TeopeTnye-
CKYO OCHOBY AN151 MePCOHAAN3NPOBAHHOrO Bblpa-
KEHUA U XYL0XKECTBEHHOIO Pa3BUTUSA COBPEMEH-
HOW pe3bbbl MO HehpUTy.

2. AHanu3 npakTuuyeckKoro Keiica: npeacraBs-
JieHWe 3CTeTUKM ecTecTBeHHOcTH B «IMoucke cHa
B NycToii AoNAnHe»

«[Mownck cHa B MyCTON fOAMHE» — pernpe3eHTa-
TUBHOE NPOW3BEAEHNE aBTOPA NMOCAEAHUX JIET, Ubs
TBOpUecKkas KOHLeNuma CocpeoTo4YeHHO oTpaxa-
€T KOMMJIeKCHOe ncCnesoBaHne «3CTeTUKM ecTe-
CTBEHHOCTU» B 06paboTke MaTepuana, npuMeHe-
HMW TEXHWK W CO3AaHNN XYAOXKECTBEHHOTO 3aMbICa.
[ns npousBeseHns BbiIGpaH NPUPOAHbIN arat, Uc-
XOAHbIA KaMeHb MMeeT oKpyrayto Gopmy, BHELLHASA
MOBEPXHOCTb COXpaHAeT rpybyto KaMeHHyro GakTy-
PY, BHYTPEHHSAs YacTb NpeacTaBaseT cobon nonyto
CTPYKTYpY C Npociorikoi 6enoro kBapua nocepe-
AnHe. ABTOp Npun pa3paboTke KOHLEMLMN 1 co34a-
HUW NPUAEPXXUBANCA MPUHLIMNA <UCKYCCTBA, COOT-
BETCTBYHOLLErO MaTepuany», MOJHOCTbIO NCMOJb3ys
eCTecTBeHHble XapaKTepuCTUKK MaTepuana, TBopye-
CKkn npeobpasys ero B Xy[0XeCTBEHHOE Bblpaxe-
Hue, obnasarolLiee NOBECTBOBATENbHOCTbIO Y CUM-
BOJIMYHOCTbIO. B KOMMNO3MLMKN BHeLLHASR o6oa0uKa
npovsBeaeHns He obpaboTaHa pe3LoM, coxpaHe-
HO eé ecTecTBeHHOe rpyboe cocTosiHne, B TO Bpe-
MA KakK BHYTPEHHAA YacCTb NOCPEACTBOM WMCKYCHOW
pe3bbbl C MICNONb30BaHNEM LiBETA NpeBpalLaeT be-
NY10 KBapLEBYH MPOXWUAKY B 06pa3bl yenoBeka,
B3MpatoLLero Ha HouHoe Hebo, 1 BoXeCTBEHHOro
APaKoHa, B3MbIBarOLLEro Haj HVMM, CO34aBas BU3y-
aNbHY CTPYKTYPY NPOrpeccun n3BHe BOBHYTPb, OT
peanbHOCTU K MANO30PHOCTU. CUBHBIA KOHTPACT
MeXAY BHYTPEHHUM M BHELUHWM MPOCTPAHCTBOM
He TOJ/IbKO YCU/IMBAET OLlyLlleHne rnyburHbl 1 cBe-
TOTEHEBOWN 3PPeKT Npon3BeAeHNs, HO 1 Nojyep-
KMBaeT AManornyeckme OTHOLLEHMA MEXAY «ecTe-
CTBEHHbIM» N «PYKOTBOPHbIM». B Xy0XeCTBEHHOM
3amblc/ie AaHHOe MPon3BeeHNE BbIXOANUT 3a paMm-
KW TPaAWLMOHHON Ans pe3bbbl Mo HeGpUTy MO-
AENV BbIPaXKeHNs, OPUEHTUPOBAHHOM Ha « M5 2
HnpeacTaBneHvie o6bekTa», CKNOHAACH CKOpee K
CMMBOANYeCKN-GnIocodcKkomMy nocTpoeHuto. Ye-
noBek 1 HOXeCTBEHHbIN APaKOH COCYLLEeCTBYIOT B
rnybuHe NycTon JONMNHBI, CUMBOM3NPYS COCTOSA-
HVe AyXa YenoBeka, ULLYLLIEero COH BO BCEEHCKOW
ectecTBeHHOCTW. No3a B3upatoLLero BBepx Yeno-
BEKa W TpaeKTopua ABUXKEHWA ApakoHa obpasytoT
KOHTPaCT CTaTMKM 1 ANHAMWKM, CO34aBas BOCTOY-
HbII XyAOXEeCTBEHHbIN 06pa3 «EFP AR » P iESL
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B CTaTMKe eCTb ABUXKEHWNE, B UANO30PHOCTM CKPbITA
peanbHOCTb». [pon3BeseHMe BbipaXkaeT He TOJb-
KO BM3YyasIbHYH KPacoTy, HO 1 COAEPXUT raybuH-
Hble GUNocopckme TeMbl «COH, MOUCK, UCTUHHOE A»,
ABNAACH COBPEMEHHbIM XYA0XECTBEHHbIM OTKAMN-
KOM Ha BOCTOUHYH dunocodpckyro Mbicab «/LEL
Acepaue — 3T0 A0AMHax». YCrex 3Toro npovsse-
JEHVA 3aK10YaeTcs B OPraHMyHOM CANSHUMN OCO-
H6eHHOCTel MaTepurana, A3blka pe3bbbl M NAENHO-
ro agpa, B NoJHON Mepe OTpaxkas NpakTU4ecKyHo
NPUMEHUMOCTb N XY 0XECTBEHHYHO Bblpa3mnTesb-
HOCTb «3CTETUKWN €CTECTBEHHOCTM» B COBPEMEH-
HOM TBOpYecTBe pe3bbbl N0 HePpPUTY, NpesoCTaB-
NS KOHKPETHYHO Napaaurmy Ans nccaegosatenei
NepCcoHaNN3NPOBAHHOMO BbIPaXXeHUs U KYAbTyp-
HOro nepesoga B pe3bbe No HeppuTy.

3. A3bik popMbI U KYy/IbTYpHOE cogeprkaHue
«{81 3% 3= F3CTeTUKMN NPOCTOTbI-CAEPIKAHHOCTU»
B TBOpUecTBe pe3bbbl N0 HeppuUTy

3.1 KynbTypHble NCTOKWN 1 Xy[0>XKECTBEHHbIE Xa-
PaKTEPUCTVKUN ICTETUKM «MPOCTOThI-CAEPXKAHHOCTU»

cTeTrKa «MPOCTOThI-CAEPXKaHHOCTU» NMPOUNCXO-
AT 13 3CTETUYECKOM TPAAULMUN KUTANCKOTO KAaccu-
YeCKOro NCKYCCTBa, eé cofep>kaHue rnyboko yKo-
peHeHo B KoHdyumaHckoM « P EMytn CepegnHbl»
1 AA0CCKOM GUNOCOPCKOW MbICUN «i55 RE K FLUmcTo-
Tbl, MYCTOTbI, 6€3MATEXHOCTW, OTAANEHHOCTN». EE
acTeTMyecKoe AAPO NojuyepkrBaeT CAepP>KaHHOCTb
bopmMbl 1 BOraTCTBO COAEPIKaHUA, CTPEMSACH K 3CTe-
Tyeckomy apdekty «PMAZE - &A= mano, Ho
He NycTo, MPOCTO, HO coAep KaTeNbHO». 3Ta XyA0-
XKEeCTBEeHHas KOHLEenNuUwms, ncnob3sytowas «&8 Hny-
CTble MPOCTpaHCTBa», « AR Z EHegockasaHHOe» anst
npobyXAeHWs BOODpaXxeHWs 1 BOBAEYEHWSA 3puTe-
N5, LUMPOKO NpeAcTaB/eHa B TakKnX TPAANLIMOHHbIX
BUZAX NCKYCCTBA, KaK APEBHSAS N033us, nensaxHasn
XXUBOMUCh, Kanaurpadus, n NOCTENEHHO CTaHOBUT-
€Sl BaXKHOW LLeHHOCTHOW OpUEHTaL e B COBPEMEH-
HOM BbIPaX>EHWUN UCKYCCTBa pe3bbbl Mo HedppuTy. B
COBPEMEHHOW NpakTuke pe3bbbl N0 HedpuUTy 3CTe-
TVIKa NPOCTOTbI-CAEPXKAHHOCTV B OCHOBHOM MPOsiB-
NAETCA B C/EAYHOLWMX YeTblpex acrnekTax:

(1) YnpaBneHne CNOXHbIM Yepes NpOCToe: NOA-
YEPKMBAET OTTOYEHHOCTb CTPYKTYPbI U CAepP>KaH-
HOCTb BM3ya/NbHOrO A3blKa, MOCPEACTBOM MeToAa
YNpPOLLEHNA CNOXHOro TOYHO NnepeaaeT OCHOBHYHO
MbIC/Ib NPOV3BEAEHMS, MOAUMHAS GOPMY CYTW Liean
BbIPaXKeHWnd, AoCTIras XyAoxecTBeHHoro a¢dexra
nobesbl Manoro Hag MHOTUM.

(2) PoxxaeHwne co3Byumna B NycToTe: UCNOAb3yeT
nycTble MPOCTPAHCTBA, COOTHOLLEHWE PeaNbHOro U



WAHO30PHOTO A5 CO34aHNSA HaNpPsAXXeHHOCTN Kap-
TWHBI U NPOCTPaAHCTBa A/ BOOGPaXKeHWs, yCUamn-
Bas MCUXMYECKOE BOBJIEYEHME Y SMOLMOHA/IbHbIV
PEe30HaHC 3puTesis, oTpaxas 3CTeTUYeCcKyro Tpaau-
LMK KMTANCKOrO TPAAMLMOHHOTO McKyccTBa « It H
L ZE cyutath 6enyto bymary YepHO Tylwbro», « KE
ZRANEE A | MecTa, rae He HapMCOBAHO, TOXeE CTaHOo-
BATCS Nelr3axem».

(3) beamsATexxHas OTAaNEHHOCTb U YncTas raybu-
Ha: B o6paboTke LBETOBOW raMMbl, KOMMAO3MLUW,
TeMbl CTPEMUTCA K He BPOCKOCTU, CMIOKONCTBUIO,
CAepXaHHOCTK, 0Ccnabass apkMe LBeTa U CIOXKHYH
pe3bby, ycunmeas AyXOBHOCTb U GUAOCOPUUHOCTD
npousBeAeHVs, AeMOHCTpUpyYa « S EIETloxunsneH-
HOCTb AYXOM M PUTMOM» U <& HT HE B cBexecTb
3/1eTaHTHOCTb», MOYMNTAEMbIE BOCTOUHOM 3CTETUKOMN.

(4) Bennume cnokomcTems, yCTPEMAEHHOE B Aab:
nocpeAcTBOM CO3zaHns obuelrt atmocdepbl pop-
MUPYET BeJIMYECTBEHHOE, TUXOE, CAepP>XKaHHOe Xy-
AOXECTBEHHOE M0J1e, NO3BOJIAA NPOU3BEAEHNIO 06-
NaZiatb He TOJIbKO 3CTETUYECKOW LLeHHOCTbIO, HO U
nepeaBaTb KyAbTypHYtO pedaekcunio n punocod-
CKnIn 0bpas, Hanpasass 3puTens K cosepuartesb-
HOMY 3CTETUYECKOMY NMEPEXMNBAHMIO.

DCTeTnKa NPOCTOTbI-CAEPXKAHHOCTM NogUYepKu-
BaeT «F0TKa3» OT pOopMbl U «fFobpeTeHmne» obpa-
3a, 3Ta 6eCcKOHeYHas CMbIC/IOBasi HAMOJHEHHOCTb,
cozepkalllasics B orpaHMYeHHOW dopme, npeso-
cTaB/sieT boraTtoe NPOCTPAHCTBO AN BbIpaXKeHUs 1
3CTeTMYeCKMe CTpaTerm s COBPEMEHHOM TPaHC-
dopmaLmm nckyccTBa pesbbbl MO HedpUTy.

3.2 AHanu3 NpakTMYecKoro Kelica: cTpaTermm Bbl-
paXKeHMA NPOCTOTbI-CAEPXKaHHOCTY B «BEHIFE
MpougeTatoLLleM ApakoHe BEANKOW 3MoxXu»

MpownsBeseHne pe3bbbl No Hedputy «Mpouse-
TarOLLMIA APakOH BENNKOMN 3MOXU» — 3TO penpeseH-
TaTVBHas paboTa aBTOpa, Hanpae/seMas 3CTETUKOW
«MPOCTOThI-CAEP>KAHHOCTU». B BbIBOpe MaTepu-
ana, KoMno3nuum u sa3bike GOpPMbl OHO OTpaxka-
eT r1yboKy NMpakTUKy U COBPEMEHHOE Bbipaxke-
HUe XyAOXeCTBEHHOrO ayxa «BH A « KPR =s
MPOCTOTE eCTb U3ALLECTBO, B CAEPXKAHHOCTU CKPbIT
CMbIC». 115 NPOU3BEAEHUs NCMO/Ib30BaH NMPUPOA-
HbI araT C BblPaXeHHbIM LiBETOBbIM KOHTPaCTOM:
6esble YacTv pacrnpeseneHbl KOHLEHTPUPOBAHHO
1 MArKO, CepO-YepHble YacTu UMerT YeTKYHo CJ10-
NCTOCTb. ABTOP, NPUMEHSASA TEXHUKY MCKYCHOFO UC-
NMoNb30BaHWA LBETa, Bblpe3an ns 6eson obnactu
HacnauBatowmecs Mops 061akoB, a Cepo-yepHyto
obnactb obpaboTan Kak TO NoABAsAOLLEECH, TO UC-
yesatolLee, MPOHM3bIBatOLLEE UX TeN0 ApakoHa. Mo-

CPeACTBOM TOUHOTO KOHTPOJIS KOMMO3MLUN 1 pac-
npezeneHuns LBETOBbIX MATEH CO34aH BU3yasibHbIN
3QPeKT B3aMMONPOHNKHOBEHNS 061aKOB 1 ApaKo-
Ha, 06LLas KapTMHa HamoHeHa UyBCTBOM MOTOKa 1
putMa. B TexHuke pe3bbbl «[MpouseTaromin gpa-
KOH BE/IMKON 3MOXM» KOMMJIEKCHO UCMOJIb30BaHbI
TPaAVLMOHHbIE TEXHWKM BbICOKOTO pesibeda, Kpy-
TNION CKYAbNTYPbI U aXXypHOW pe3bbbl, B popme go-
CTUTHYTa CAep>KaHHas akKOHWYHOCTb U YTOHUEH-
Has copa3MepHOCTb. [leTanbHas npopaboTka Tena
JpaKoHa He CTaBUT LiesIbio JEMOHCTPALIMIO TEXHU-
UECKOW BMPTYO3HOCTU, a Yepes npviem «i& M- &
CKPBITOTO, HEAIBHOTO» MacTepCTBa nepejaeT AvHa-
MUKY ¥ TaMHCTBEHHOCTb HOXECTBEHHOTO APaKOoHa,
co3jaBas cUMBOAMYecKUi 0bpas « NS - S
& ZE ipakoH, B3MblBaOLWMIA B AeBATOe Hebo, Hano-
HAOLWMIA NPOCTPAHCTBO 61aronpusaTHON IHEPTU-
eli». NpumeyatenbHO, UTO B GOpMe AeMOHCTPaLUM
JlaHHOe Mpoun3BeseHVe BBOAUT KOHLLENLMM COBpe-
MEHHOrO MHCTaNNALMOHHOIO NCKYCCTBA, MCMO/b3Ys
MeTaNIMyeckoe OCHOBaHWE 1 MOACTaBKY A5 MOA-
BeLMBaHNA BCero HeGpmUTOBOro nUsaenuns B Npo-
CTPaHCTBE, NOMas TPAAMLMOHHBIV dpopmaT «FEE
FRropusoHTanbHOM 3KCno3nymum» pesbbbl No Hed-
puTy, yCMaMBas YyBCTBO MPOCTPAHCTBA U BU3yasb-
Hoe Bo3jencTBMe. Takon MHCTaNNALMOHHBIN Crnocob
npe3eHTaLMmM He TObKO MOBbILIAET 3PENNLLHOCTb
Npov3BeAeHs, HO 1 NPUBAMXKaAET UCKYCCTBO pe3b-
6bl N0 HePPUTY K KOHTEKCTY COBPEMEHHOW BU3Y-
aNbHOW KyNbTypbl, OTpaXas MHTerpawumoo 1 pas-
BMTME TPAAULMOHHOIO pemMecsia U COBPEeMEHHOro
nckyccTBa. Ha ypoBHe Ky/IbTYpHOro CMbliC/ia TeMa
«B3neTarownin ApakoH NPOLLBETAOLLEN IMOXM» TecC-
HO CBsi3aHa C AYXOM BpeMeHU, CUMBOM3MPYS Mpo-
LBETaHWEe 1 MOTYLLECTBO rOCyapCTBa, 4MHCTBO U
Mporpecc HalmK, COOTBETCTBYS TOTEMUCTUUECKUM
BEPOBaHMUAM M 61aronpusaTHIM 3HaYEHUAM, KOTO-
pble HeCceT B KUTANCKON KyabType obpa3 ApakoHa.
ABTOp MOCPEeACTBOM KpalHe CUMBOJNYHOTO fA3bl-
Ka MPOCTOTbI-CAEPXAHHOCTW OCYyLecTBUA r1y6o-
Kyt MHTerpaLmio Gopmbl U cogepikaHus, TpaanLLmmn
N COBPEMEHHOCTH, MPOAEMOHCTPUPOBAB B COBpe-
MEHHOM TBOpYeCTBe pe3bbbl N0 HePPUTY 3CTETU-
yeckuii ctunb, «JE1IESBIFTH 2 coueTarowmii ane-
TaHTHYH MPaBWJIbHOCTb C HOBAaTOPCTBOM».

4. NHTerpaTUBHas 3CTeTUKA «€CTECTBEHHOCTU»
M <MpOCTOTbI-CAEPXKAaHHOCTU>» U eé TeopeTuye-
CKas LeHHOCTb

XOTs «€CTeCTBEHHOCTb» U «MPOCTOTa-CAEepP>KaH-
HOCTb» MMEIOT Pa3/IyHble aKLEHTbl B 3CTETUYECKMNX
XapakTepucTuKax, B TBOPYECKOM NpakTuKe pe3bobl
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Nno HedpPUTY OHN AEMOHCTPUPYHOT BbICOKYHD CTe-
neHb COBMECTUMOCTU U B3aUMOZOMONHAEMOCTH:
«eCTeCTBEHHOCTb» MPeAOCTaBAsSET NPON3BEAEHUIO
3MOLMOHaNbHYH OCHOBY U MaTepuaibHyr OMno-
py, NpeAoTBpaLLan NycToTy BblpaXeHWs «NpoCTo-
Thl-CAEPXKAHHOCTN»; «MPOCTOTa-CAEPXKAHHOCTb» Xe
npugaeT «eCTeCTBEHHOCTN» 6oee BbICOKYHO CTe-
neHb GOpManbHOM NaKOHWYHOCTH, Aenas eé xy-
[0XeCTBEHHOE BblpaxeHne 6onee COBPEMEHHbIM
N yHUBepcaibHbIM. VX ananektnyeckoe eAnHCTBO
He TOJIbKO CnocobcTBYeT BO3BbILWEHWUIO pe3bbbl NO
HeppPUTY OT PeMECTIEHHON TEXHUKM K XYZLOXECTBEH-
HOW 3CTETUKE, HO 1 KOHCTPYMPYET CUCTEMY TBOpYE-
cTBa pe3bbbl MO HePPUTY, COOTBETCTBYHOLLLYHO A3bI-
Ky COBPEMEHHOrO MCKYyCCTBa. Yepes nHTerpaLmto
«eCTeCTBEHHOCTU» N «MPOCTOTbI-CAEPXAHHOCTN»
npovsseaeHne pe3bbbl N0 HeGpPUTY MOXKET AOCTUYDL
OpraHMyeckoro eAnHCTBa Ha ypoBHe MaTepunana,
bopMmbl 1 Ayxa, NPOsBAAA BOCTOYHOE XY0XKECTBEH-
Hoe ouyapoBaHue « RS ~ IRE /M Ecmbica 3a
npegenamu ca0B, 06pa3 poXAaeTca U3 cepaLia».

5. MyTy peKoHCTPYKL UM UCKYCCTBa pPe3b6bl
no HeppUTY B KOHTEKCTE 3MOXM U NepPCneKTu-
Bbl Ha 6yayliee

B TekyLieM rnobasbHOM KOHTEKCTe KybTypHas
NAEHTUYHOCTb, XyA0XeCTBEeHHOe noTpebieHne un
3CTEeTMYECKOe CO3HaHMe noaBepraroTcs raybokomn
PEKOHCTPYKUMU. TpaanLMOHHOE KMTaNCKoe Npu-
KNaAHOe NCKYCCTBO, 0COBeHHO Takne « M Z R & nH-
TerpupyroLme Matepuan u NcKycctBo» Gopmel, Kak
pe3bba no HedpuUTy, B INOXY NEPeMEH HecyT Kak
faBleHne HacneAns, Tak U CoAep KaT BO3IMOXHO-
CTW Ans MHHOBaLMi. TpaHchopMaLmMa sKOHOMMYe-
CKOM CTPYKTYpbl, 0GHOBIEHWNE KYNbTYPHOrO NoTpe-
61eHNA N OMONOXeHNe CybbeKTa ICTETUKMN CTaBAT
nepes TPaAULMOHHBIM TBOPYECTBOM pe3bbbl No
HebpUTy Takme NpakTuyeckne Npobaemsbl, Kak Kam-
LWMPOBAHHOCTb TEM, YHUPUKALIMA TEXHNK W 3aCTbl-
BaHWe 3cTeTnkn. VickyccTBo pe3bbbl Mo Hebputy
OCTPO HY>XZAAeTCs B MOUCKE HOBOTO MO3ULIMOHU-
poBaHWA B paMKax TPajMLIMOHHOW Nnapaaurvbl B
COBPEMEHHOM KOHTEKCTe. ITa PeKOHCTPYKLMA AB-
NeTCs He NPOCTO OBHOBIEHNEM MOBEPXHOCTHbIX
$OpPM, HO CMCTEMHBIM NEPECTPOEHMEM KYNbTYPHOM
JIOTVIKW, 3CTETUYECKUX MEXAHU3MOB W Xy 0XKECTBEH-
HbIX QYHKLUWIA. BbIXxoa ANf COBPEMEHHOrO TBOpUEe-
CTBa B pe3bbe no HeppuUTy 3akntoyaeTcs B ray6o-
KOM OTBETE Ha CleAytoLLne KAroYeBble acrnekThbl:

(1) CoBpeMeHHbIi NepeBoA cMcTeMbl TeM. Tpagu-
LUMOHHasa pe3bba No HeppUTy B OCHOBHOM NCMONb-
3yeT Mudonornyeckme croxeTbl, baaronpusTHble
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TOTeMbl B KaUeCTBEe OCHOBHbIX TEM, UX Ky/lbTypHas
CcemMaHTMKa XoTa 1 rnyboka, HO B COBPEMEHHOM KOH-
TekcTe 6e3 TpaHchopMaL MM erko BnajaeT B CUM-
BOAM3aLMIO 1 onycToweHwne. Co3gatenn, coxpaHas
Ky/IbTYPHbIE KOPHW, JOKHbI OCYLLECTBAATb COBpPE-
MEHHOE N3N0XeHWe 1 0OHOBIEHNE CMbICNA TPaAW-
LMOHHbIX TeM, UTOObI OHU COOTBETCTBOBAJIM MHOTO-
06pa3HbIM NOTPEOBHOCTAM COBPEMEHHOIO YesioBeKa
B LLEHHOCTSAX, 3MOLMAX U AyXe.

(2) HTerpnposaHHOE NpUMeHeHre MyabTUMeamna
1 cnocoboB 3KkCNo3nummn. B coBpeMeHHOM KOHTeK-
CTe, TAe rpaHuLLbl BU3yaibHbIX MCKYCCTB CTaHOBATCA
BCe bosiee pa3mbITbIMUM, TBOPYECTBO B pe3bbe Mo
HeppUTY MOXET 3aMMCTBOBATb Pa3InNyHble CPeACTBa
BbIPa>XeHWNs COBPEMEHHOrO An3aliHa, MHCTaANALM-
OHHOTO MCKYCCTBa, LIPOBLIX MeAMa, OCyLLecTBAAA
MEXANCLMMIMHAPHOE CANAHNE, Takoe Kak «pe3bba
no HedbpUTy + MHCTaNNALMA», «pe3bba No Hedpm-
Ty + uMdpoOBOe B3anMOAeNCTBME», MPeooNeBas
npeXHne 3aMKHYTble CTPYKTYpPbl 3KCMOHMPOBAHWA
N BOCMPUATUSA, CTUMYIMPYS MHOTOMEPHOE BOCMpW-
ATne 3puTens.

(3) JLeKOHCTPYKLNS TEXHONOTUUYECKOM NOTUKM
M MPOCTPAHCTBEHHOTO f3blka. TBOPYECKMIA MPO-
uecc 1 GopMasbHbIi A3bIK Pe3bbbl Mo HedpUTy Tak-
Xe TpebytoT cMcTeMHOro nepeocmbicnexHmsa. Cos-
JaTenun AOoJKHbI MepenTn oT co3gaHunsa HedpuTa K
co3gaHnto obpasa, oT PopMbl K 3amblicay , GOPMUI-
pys B MPOCTPaHCTBEHHOWM CTPYKTYpe, COOTHOLLE-
HWW peanbHOro M UANO30PHOro, paboTe co cBe-
TOM U TeHbto H6onee HappaTBHbIE N GUNOCOPCKHU
HacblleHHble cTpaTernn GopMbl, TeM caMbIM pac-
LWINPAA XYAOXKECTBEHHbIE N3MEPEHMSA BblpaXkeHWs
pe3bbbl Mo HehpuUTy.

(4) Tnybokasa conpsaxXeHHOCTb SMOLNOHAaNbHO-
ro BblpaXeHuWs € JyXoM BpemMeHu. MNo-HacToswemy
XYAOXKECTBEHHO XM3HeCnocobHoe nponsseseHne
pe3bbbl N0 HeGpPUTY AOIKHO 0baagaTb CNOCOHBHO-
CTbIO K IBOMHOMY BblpaXKe€HWI0 UHAMBUAYaNbHOTO
>KW3HEHHOrO OnbITa U Ayxa BpemeHu. Yepes npe-
obpasoBaHve MOANMHHBIX YYBCTB 1 BHeApeHWe du-
nocodckon pedaekcmm nponsseseHne pesbbbl No
HedpUTY MOXET Ha 3CTETUYECKOM YPOBHE AOCTUYb
JYXOBHOrO pe30HaHca, MpeoA0eBatoLLEro Bpems
N KyNbTypy, n3beras nonagaHusa B nyctoe KONMpo-
BaHune popmanmsma.

B uenom, nckycctso pesbbbl N0 HeGPUTY A0XK-
HO B COXpPaHEHWUWN NPaBUAbHOCTM MCKaTb MHHOBA-
Lun, B r1yBUHe CTPEMUTLCS K NErkocTy, B TPaauLmnm
nccneoBatb coBpemMeHHOCTb. Co3gatenn JOMKHbI
KaK onupaTtbCs Ha KOPHU MECTHOW KyNbTypbl, Xpa-



HWUTb AYX PeMeC/IeHHOro MacTepcTBa, Tak U yMeTb
B3aMMOJENCTBOBATb C COBPEMEHHOW 3CTETUKOW, CO-
BPEMEHHbIM A3bIKOM BbIPaXXeHUs 1 MeXAYHapos-
HbIM KPYyro3opoM. To/IbKo Yyepes NocTossHHOe 06-
HOBJIEHNE KOHLEMUMA 1 3BONOLMIO TEXHONOTMN

NCKYCCTBO pe3bObl MO HEPPUTY CMOXKET NO-HACTO-
ALLEMY BbINTV 38 PaMKM TPAANLMOHHBIX OKOB MaTe-
puanbHOro CMMBOA, CTaB COBPEMEHHbIM BU3Yalib-
HbIM S13bIKOM, COUYETAOLWMM KYJbTYPHYH FIy6uHY
N XY[,0XKECTBEHHYIO BbICOTY.
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