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TRANSFORMATION OF EXPRESSIVE MEANS
IN WORKS OF CONTEMPORARY STUDIO
GLASSMAKING

Summary: The creative pursuits of contemporary glass
artists define a special approach to analyzing the expres-
sive means of modern studio glass art. Abstract installa-
tions, art objects, and sculptures are conceived by artists
as unique authorial statements carrying aesthetic, infor-
mational, emotional, and conceptual content. The neutral,
emotionally detached patterns of creating volumetric and
spatial artworks are outdated norms—familiar aesthetic
standards that viewers expect to see in sculpture, art ob-
Jjects, and installations. Artists often contrast these norms
with their own unique visions, which can be confrontation-
al but sometimes subtle, nearly imperceptible, yet equal-
ly powerful and intriguing. Innovations in technologies,
pressing contemporary social and cultural issues, and a
new level of aesthetic possibilities brought by recent sci-
entific discoveries have sparked a surge of interest in seek-
ing new artistic images and methods of expression. The
use of the unique properties of glass, specific expressive
characteristics, and their unexpected combinations with
universal artistic means—traditional across various visual
arts—elicit emotional responses from viewers, serving as a
so-called emotionogenic factor. It is essential to examine,
through specific examples, how contemporary artists em-
ploy unconventional approaches, break stereotypes, and

The expressiveness of the artistic image in contem-
porary studio glassmaking is built on the principles
of integrating traditional and innovative approach-
es to the visual means of conveying the semantic
and emotional content that the artist invests in the
work. Originality, creativity, and uniqueness of artis-
tic statement are the goal of contemporary studio
glassmaking, which combines the individual search-
es, discoveries, and findings of the master within the
framework of the traditional principles of creating a
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re-interpret past heritage to engage viewers, evoke emo-
tional reactions, stimulate reflection, and invite dialogue
with art and oneself

The aesthetics of glass as an artistic phenomenon devel-
op at the intersection of sculpture, design, and science.
Modern scientific discoveries reveal new possibilities for
glass processing, and studio artists incorporate these into
their toolbox, transforming them into expressive means
that carry independent significance. This article provides
an example of an analytical approach to the problem of
overcoming habitual modes of self-expression in glass art-
works by contemporary artists from different countries.
Specific techniques that serve as factors of emotional im-
pact, interesting discoveries regarding expressive means
and technology are analyzed with examples. These include
both our hypotheses based on the analytical approach and
information obtained from interviews with artists, their
own articles dedicated to their works, as well as feedback
from participants in an experimental study drawn from a
broader work, the data of which will be published soon.
Keywords: aesthetics of artistic glass, analysis of ex-
pressiveness, means of expression, sculpture, contempo-
rary studio glassmaking, overcoming artistic stereotypes,
avant-garde, emotional attitude to art.

visual artistic image and the technical and techno-
logical regularities of glassmaking. Artists use the
unique properties of glass in combination with uni-
versal expressive means common to all forms of art
and inherent in any material object transformed by
humans to create a unique artistic statement. Emo-
tional impact arises as a result of embodying the ar-
tistic concept in unusual volumetric and plastic forms,
unexpected proportional relationships and volumes,
and original colour and lighting design.



Contemporary studio glassmaking gives the re-
searcher ample scope for analysis and reflection,
as well as rich informative material, since its con-
tent is constantly being renewed, with new names
and discoveries appearing. At present, a fairly large
number of Russian and foreign studies are known
on the history of glass of various eras and styles (L.
G. Groshkova, L. V. Kazakova, O. S. Subbotina, and
many others). In our investigations, we rely on their
works and also use a number of fundamental books
on the history and technology of artistic glassmak-
ing (N. N. Kachalov, A. G. Lantsetti, M. L. Nester-
enko, B. A. Shelkovnikov, F. S. Entelis, and others).

The relevance of this study lies in the fact that over
recent decades the cultural space of the urban envi-
ronment has been rapidly enriched with non-utilitar-
ian artworks made of glass. Studio glassmaking is a
young direction, still in the stage of searching for its
own visual "language,” distinguished by originality
and special characteristics of expressive means that
must be recorded, analyzed, and taken into account
by the art historian in description and analysis. The
main problem is that aesthetic, conceptual-seman-
tic, and technological discoveries require a deep an-
alytical approach; phenomenology in descriptions
is insufficient. Therefore, a contradiction arises be-
tween researchers' theoretical interest in the problem
of complex analysis of contemporary means, tech-
niques, and content of the expressive artistic "lan-
guage" of studio glassmaking and the lack of serious
publications on this subject — which is what moti-
vates our interest in this topic.

The polemic of the avant-garde with general-
ly accepted rules and norms of art, the particular
dynamism, and the searching activity of artists are
explained by the need for spiritual freedom and
recognition of the individual's right to his or her
own unique view of the world and of the human
place in it. The challenge to the culture of law, the
destruction of dogmas, and, as a consequence,
the strong emotional charge of the artistic rebel-
lion tendency are celebrated in works that active-
ly demonstrate disagreement with what was once
a breakthrough but now sounds like the routine of
repeated replication — the monotony of canonical
simplifications, emotionless “scholastic" academism,
social and psychological neutrality, and the popu-
larization of discoveries that reduces them to the
level of an average norm in production-line clon-
ing. What was once a strong artistic move and a
non-standard solution has become a fashion, and

then an ordinariness. This is the cycle of the diffu-
sion of innovations in culture, from a cultural event
and a successful experiment to a mass standard [1;
201]. By contrast, épatage and resistance as a dis-
turbance of equilibrium provide a breakthrough im-
pulse characteristic of everything passionary in art.
The "artistic norm" by itself is emotionally neutral
and evokes familiar feelings, often without a sense
of novelty. Experience arises only when the artist
consciously and purposefully departs from the ha-
bitual, breaks templates, and contrasts his or her
image with the viewer's expectations. This conflict
is the source of a strong impression; it will not leave
the viewer indifferent. This phenomenon has been
studied in various branches of contemporary sci-
ence — from art history and the history of fashion
to economics, psychology, and sociology (L. V. Al-
ekseenko, H. Blumer, G. Simmel, E. Rogers) [10; 35].

In this connection, on the basis of existing sci-
entific terminology, we introduce the concept of
the emotionogenic factor — a specific condition
affecting a person's emotional state and mood. In
our case, we consider a system of "violations," devi-
ations from the habitual norm. Unusual, unexpect-
ed solutions are deliberately used by the artist to
make an impression on the viewer, to hold his at-
tention, and to engage him in dialogue. This gener-
al device is transformed in specific works in relation
to the specific features and methods of creating
an expressive artistic image. It can be either a vio-
lation of aesthetic regularities or a deviation from
accepted technology, which is a means of creative
self-expression and the result of striving to create
a unique, memorable visual "statement" that does
not leave the viewer indifferent [6; 365].

What is important is that the emotionogenic fac-
tor is clearly perceived by the viewer as a deviation,
a violation of the norm. Any device may be emo-
tionogenic, not only one limited to direct impact on
emotions but also one capable of touching more
remote and abstract categories: conceptual, ideo-
logical, aesthetic, moral. It is interesting that many
authors of original, emotionally charged sculptures
themselves note this deviation from the norm in their
interviews, articles, and notes, saying that they seek
inspiration outside the field of artistic glassmak-
ing: in the psychological features of photographic
perception (Steven Tippin), in analogies with phe-
nomena of the surrounding world (John Goldberg,
Joseph Harrington), in likening to living organisms
and plants (Anastasia Pribelskaya), and others.
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Il 1. Zimmerman Jeff, USA. "Crinkled vase-02." 2013. Glass
with mirror coating. Hot-shop (guta). The Corning Museum of
Glass, USA

Il 2. Chul Hyun Ahn, South Korea — USA. "Mirror Drawings.
Through." 2011. Engraving on mirror. Academy Art Museum,
Easton.

Il 3. Mark Lewanski, USA. "Woven Glass Surface." 2023.
Glass. Fusing, slumping. 60.96 x 45.72 cm. Private collection

A departure from the habitual may be caused
by a creative technological know-how that chang-
es the image of glass as a material with known
physical and mechanical properties. The artist may
also choose the path of substantive conceptual
épatage, showing glass in its extremely danger-
ous or shocking manifestation, or use traditional
expressive means of sculpture to violate regulari-
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ties (for example, equilibrium or gravitational vec-
tors), which, in combination with the well-known
fragility of glass, will evoke contradictory emo-
tions of varying intensity.

Let us illustrate the propositions formulated
above with several examples of works by artists of
the contemporary studio direction in glass in which
there is a deviation from the norm and a fragment
of the systematization of emotionogenic factors.

1. Creative technological know-how

1.1. Emotionogenic factor: plastic deformation of
a mirror. Expectation, the habitual, the conventional
"norm": a smooth mirror surface (or perhaps a slight-
ly curved mirror), possibly even with a crack, but not
crumpled, since that violates the technological cycle
of depositing amalgam onto sheet glass. To execute
such a work is a non-trivial task, and as a result an art
object arises with a particular expressiveness, vividly
demonstrating the unique technological device found
by the artist. Breaking the stereotype: the object is
outwardly perceived as soft, as if made of plasticine,
yet possesses the properties of cold mirror hardness.

Example (ill. 1).

1.2. Emotionogenic factor: two-dimensional space
turns into three-dimensional — the optical illusions
of mirrors. Expectation, the habitual, the conven-
tional "norm": the dream of travelling into a picture
takes the form of a two-dimensional glass instal-
lation. The contemporary viewer is accustomed to
the imitation of volume on a plane and to artists'
virtuoso command of the laws of perspective, but
the human psyche is not prepared for the special
effects of interior installations with an "infinity mir-
ror" that draws the eye into a corridor of reflections.
The construction of such a mirror is flat, but thanks
to optical illusion it appears deep and voluminous.
Breaking the stereotype: the image fragments and
draws the gaze into the depth of a three-dimen-
sional corridor. Loss of self in fragmenting reflec-
tions — a labyrinth, a trap of consciousness.

Example (ill. 2).

1.3. Emotionogenic factor: imitation of other ma-
terials — fabric. Expectation, the habitual, the con-
ventional "norm": the strength of glass, the absence
of flexibility in its cold state. Breaking the stereo-
type: a pliable fabric, executed using the technique
of fusing rods, is so realistic that it makes one doubt
that what is in front of the viewer is glass. There aris-
es surprise, a desire to touch the object and verify
the information received from the senses.

Example (ill. 3).



2. Traditional means of sculptural expression
transformed in glass

2.1. Emotionogenic factor: precarious balancing.
Expectation, the habitual, the conventional "norm™:
a well-secured construction, an obvious and safe
engineering-technical solution. Breaking the stere-
otype: the artist's most complex work in searching
for the balance and equilibrium of a slender glass
art object on a minimal support area — a demon-
stration of an alternative method of display, an en-
try into the zone of risk. The choice of glass as the
material makes it possible to create tension between
viewer, sculpture, and sculptor, which, according to
the artist's intention, gives rise to a feeling of anxie-
ty about objects that are simultaneously strong and
vulnerable, beautiful and harmonious, yet fragile.

Example (ill. 4).

2.2. Emotionogenic factor: disappearance of the
object. Expectation, the habitual, the conventional
"norm": the materiality of sculpture. Breaking the
stereotype: the art object is visible only from a cer-
tain angle of view; the principle of optical illusion
is used.

Example (ill. 5).

2.3. Emotionogenic factor: the ruination of glass.
Expectation, the habitual, the conventional "norm":
one expects impeccable smoothness, most often as-
sociated with polished or matt glass, or a thoughtful
and careful treatment of the surface, motivated by
the content of the sculpture. Breaking the stereo-
type: defects on the surface of high-quality optical
glass, on a perfect, precise form carefully processed
on a machine. Unlike engraving, which creates a sys-
tematic, geometric pattern, here there are merciless
chaotic destructions. The irregularity of the pattern
expresses a spontaneous impact on the material that
is characteristic either of natural processes or of a
purposeful but destructive anthropogenic influence.

Example (ill. 6).

3. Conceptual and substantive épatage

3.1. Emotionogenic factor: dangerously thin glass
details, a thinned-out film of glass. Expectation, the
habitual, the conventional "norm": the principles of
safety in form-making and of nature-conformity in
the application of materials are an important ele-
ment in the system of cultural and aesthetic values.
Glass must be protected from excessive stress, and
the principles of strength-of-materials must be ob-
served — principles the artist studies in order to
avoid mistakes in processing (one must monitor ad-
herence to the technology, build a safety margin

Il 4. Kiley John, USA. "Intersected Vertical Overlap." 2071.
64.7 x 304 x 304. Hot-shop, glassblowing, diamond cutting.
Schantz Galleries, Stockbridge

Il 5. Hutter Sidney, USA. "Vase No. 70-78." 2073. 36.8 x 30.5
x 30.5. Sheet glass. Cold lamination, polishing. Sidney Hutter
Glass & Light Studio, Newton, Massachusetts

Ill. 6. Vasicek Ales, Czech Republic. "Red Ring." 2000. Glass.
Mould casting, diamond faceting. 49 x 48 cm. The Studio Glass
Gallery, London
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Il 7. Yusuke Takemura, Japan. "Ho-zuki" (Physalis). 2074.
Glass; blowing, cutting. 34 x 35 x 30. Galerie Koo, Hong Kong

in at the design stage, leave no dangerous details,
prevent chips, and so on). Breaking the stereotype:
the artist's aspiration to approach the limits of the
permissible, to apply the principle of pushing the
material to the maximum degree of risk, to demon-
strate the extreme possibilities of glass and at the
same time to display his own mastery, combined
with a desire to épater the viewer, to evoke a sense
of danger and surprise. A device that produces ten-
sion and the experience of discomfort caused by
unmet expectations. There is also admiration, an
unstable balance of contrasting experiences, which
does not leave the viewer indifferent.

Example (ill. 7).

3.2. Emotionogenic factor: impact force — glass
is subjected to aggressive action and cannot with-
stand it; it breaks. Expectation, the habitual, the
conventional "norm": the preservation of an art-
work is a cultural value, and vandalism is unaccept-
able. At the same time, the cultural imperatives of a
civilized society celebrate the consistent fulfillment
of obligations and the inadmissibility of breaking
one's word. Breaking the stereotype: the provoca-
tive combination of the device of crudely destroying
the strict triangular form of beautiful optical glass
with the work's title — "Ruptured Certainties" —
provokes indignation, distress, a strong emotional
reaction. The virtuoso processing of optical glass
of a remarkable colour, careful polishing, and ideal
facets are crudely spoiled by chaos. The artist exe-
cutes the sculpture in clay as a master model, then
uses the technique of casting in a plaster mould,
working out every detail of the complex relief in ad-
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Il 8. Stacho Petr, Czech Republic. "Ruptured Certainties."
2005. Glass. Mould casting, slumping, diamond cutting, polishing
50 x 54 x 56 x 14 cm. International glass exhibition in Sulzbach-
Saar, Germany

vance, and then bringing the facets to perfection on
a diamond machine. The contrast of textures is laid
in from the start and is carefully thought through,
and because of this it looks not like a hysterical af-
fect — as in the case of a straightforward, aggres-
sive blow to the cooled glass — but rather like an
“irresponsible” decision to break an obligation, to
fail to keep a promise, to weaken the load-bearing
structures of trust.

Example (ill. 8).

3.3. Emotionogenic factor: entropy in glass —
chaos of foreign material, arrhythmia and the "nois-
ing" of transparency. Expectation, the habitual, the
conventional "norm": the positivity of glass, espe-
cially when the artist uses the traditional hot-shop
technique, which since antiquity has been associat-
ed with the making of useful objects. Inverted cyl-
inders are one example of the direction of "vessel
transformation,” since the blowing technology is the
same as that used in creating goblets, wine glasses,
and protective lids. Festivity, the chiming of crystal
glasses, lightness, joy, or the protective qualities of
a glass membrane — but never a prison. Glass is
not for heavy experiences. Breaking the stereotype:
four closed glass cylinders of blown hot-shop glass
with screen printing form a single rhythmic com-
position. Inside each cavity, the image of a jagged,
sharp net is stretched unevenly, and below — tiny
in comparison with the overhanging "clouds" of in-
dustrial structures — are human figures one does
not notice immediately. The arrhythmia of space
within an initially rigidly set rhythm reveals a strong
emotion of the level of revelation, of a trap unrec-



ognized by the human being, of mounting chaos in
a closed space from which there is no exit — and if
one becomes aware of it, it is impossible not to be
frightened. A violation of the habitual rhythm may
look like a dangerous symptom in a situation when
the artist introduces elements of chaos into his ar-
tistic space, allows a deliberate refusal of a regular
pattern, and introduces disorder which looks like
a compositional error but is not one.

Example (ill. 9).

Any innovation retains its emotionogenicity for a
certain time. What was initially perceived as an un-
expected event that aroused surprise and attracted
attention gradually loses its novelty and force of im-
pact. Emotional charge declines; the device passes
into the category of the habitual and either acquires
the status of an "instructional aid for students," as
in the case of the "seated vase" — the conceptual
transformation of the dripping clocks of Salvador
Dali's "The Persistence of Memory" — or remains
a stylistic device associated with the name of a fa-
mous artist that it is considered plagiarism and bad
form to copy (for example, the bright landscape in-
stallations of Dale Chihuly and others) [1; 60].

The varying life cycle of innovations can be di-
vided into unstable, stable, and widespread/fashion-
able. Studio glassmaking is a young direction and
has been developing for less than a century, while
the volume of technological discoveries, methodo-
logical findings, and creative ideas is so great that
it is not yet possible to analyze them in full. This,
undoubtedly, is a matter for the future; meanwhile,
we have the invaluable opportunity to be present at
the formation of a new artistic direction that uses
glass in surprising, unexpected aspects.

Unstable innovation. Limited to the activity of
a single artist, most often to creative experiments
including épatage. This may be related to techno-
logical costs, to the complexity and inexpediency of
repetition, or to the fact that the artist's personality
is so distinctive that it is impermissible to make use
of his findings without risking plagiarism, so that
even an isolated device will look like a "quotation."
Emotionogenicity in this case may be at its maxi-
mum; however, this technology is used for only a
short time and is not cloned [1; 123].

Example (ill. 10).

Stable innovation spreads thanks to a successful
solution and to the presence of followers (or pla-
giarists) and pupils. After a period of heightened
interest in the new, the device passes into the cat-

L. 9. Oussoren Aaron, Canada. "Fence Study." 2009. Glass.
Blowing, screen printing. 51 x 71 cm. Craft Ontario Exhibitions,
Canada

Ill. 70. Chihuly Dale, USA. "Radiant Yellow Icicle Chandelier."
2018. Glass. Hot-shop, cold lamination. 27.94 x 15.24 x 15.24 cm.
The Groninger Museum exhibition, USA

egory of fashion, and from that moment on, its ex-
istence depends on the general cultural situation.
As it passes into the category of fashion, the emo-
tionogenicity of the device drops to the level of a
pleasant sensation. At present, this image is one
of the exercises of students learning the hot-shop
technique, and young artists practise the device of
deformation blowing — into a free form or onto
steps — without considering its authorship. In their
time, the artists of the studio direction also drew
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L. 77. Olovsson Erik, Sweden. "Indefinite Vases." 2016. Glass.
Hot-shop. Private collection

on well-known motifs — for example, in this case
the model was the dripping clocks of Salvador Dali.

Example (ill. 11).

Widely disseminated innovation. The artist's
finding passes from being an exception into a sys-
tem of rules and becomes a norm, serving as the
basis for the formation of a new artistic direction.
Emotionogenicity drops to a minimum; the inno-
vation becomes normalized, included in the ar-
senal of generally accepted artistic norms. In this
connection, twentieth-century Finnish glassmaking
immediately comes to mind, with its peculiar for-
mula of the associative within utilitarianism, with
elements of authorial design for mass-produced
objects, with a recognizable but stylized image
transformed into abstraction. It is characteristic
that at the dawn of the flourishing of Finnish stu-
dio glassmaking, artists from various branches of
art — not professional glassmakers — took part
in developing the designs, since the traditions of
glassmaking in the country had not yet taken shape.
According to Lyubov' Germanovna Groshkova, it
was precisely this fact that caused the solutions to
turn out to be innovative and non-standard and
to make an impression on the entire world com-
munity. One of the first works in the new stylistics
of diamond faceting, "Finland — Land of a Thou-
sand Lakes" by Arttu Brummer, is decorated with
a three-dimensional texture that covers the entire
object without a centred composition, imitating the
movement of water on a transparent glass vessel.
There arises an association with broken ice, with
ice drift on the northern lakes. The planes cut by
diamond faceting are far more sculptural than was
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Il 72. Tapio Wirkkala, Finland, littala. Candle hold-
er "Stellaria." 1969. Glass, hot-shop, 6 x 11 cm. littala Glass
Museum, Finland

customary in the past; the avant-garde solution
and the characteristic glass expressiveness made
a strong impression and determined the further
development of Finnish glassmaking. The purity
of form and the "transparent within the transpar-
ent" of the glaciers of Lapland by Tapio Wirkkala
also found their admirers — the fashion for ice and
watery textures in glass we can now see in many
household items. The themes set by the enthusi-
asts in glass are now encountered both in sculp-
tures of no utilitarian purpose and in decorative
figurines, candlesticks, vases, and tableware — the
artistic finding has paved the way from a techno-
logical device on a vessel to an art object.

Example (ill. 12).

Summing up, we can highlight the principal
points connected with the analysis of expressive
means in contemporary glassmaking that carry an
emotional charge for the viewer. This is, first of all,
the artist's attempt to step beyond the bounda-
ries of the habitual, to find a unique device that
brings artistic statement to the level of a different
perception of reality. Overcoming ordinary con-
sciousness and revealing the hidden possibilities
of the material, studio glassmaking demonstrates
the richest possibilities of glass for the sculptor's
self-expression. For a fuller picture, it is neces-
sary to characterize the emotionogenic factors, for
which purpose one must evaluate the emotional
impact of the works on the viewer, forming, so to
speak, their "emotional portrait." A separate sec-
tion in a scholarly work devoted to the aesthetic
principles of contemporary glassmaking is orient-
ed toward precisely this.
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TPAHCOOPMALNA CPEACTB BbIPASUTEJIBHOCTW
B NMPON3BEAEHNAX COBPEMEHHOIO
CTYANNHOIO CTEK/IOAENNA

AHHoOTauuma: KpeamugHble NOUCKU CO8PeMeHHbIX XyJ0X-
HUKO8 no cmekJ1y onpedesigtom 0cobbili N0Ox00 K aHasAu3y
8blpazumesibHbix cpedcmea npoussedeHuli Co8peMeHHO20
cmyouliHo2o cmeksio00enus. AbcmpakmHele UHCMasnas-
yuu, apm-obvekmel, CKy/ibnmypsi 3a0yMbl8arOMCs Xy-
O0OXHUKAamMUu KAk YHUKA/IbHOe a8mopCKoe 8bICKa3bI8aHUe,
Hecyujee scmemudyeckoe, UHEOPMAYUOHHOE, SIMOYUO-
HasbHoe, KOHyenmyasaeHoe codepxaHue. HelimpasibHsie
8 3MOYUOHA/IbHOM OMHOWEHUU 3aKOHOMEpHOCMU €030a-
HUs 06veMHO-npoCcMpaHcmeeHHbix npoussedeHuli — 3mo
JIUWEHHbIE HOBU3HbI, CMaswiue NpusbiYH6IMU Scmemuye-
CKue HopMamusbl, Komopele 3pumesib oxudaem ysudemso
8 ckyslenmype, apm-obvekme, UHCMAAYuUU, U KOMopbim
XyO0XXHUK npomueonocmas/issem caoe Henoemopumoe au-
OeHue, 3a4acmyro KOHPHAUKMHO, HO UH020a 0e/IUKamHo,
noymu He3amemHo, 0OHAKO He MeHee CU/IbHO U UHMmMe-
pecHo. VIHHo8ayuu 8 mexHo/102UsX, OCMpble akmyassHsle
membl U meHOeHYUU cospeMeHHOU CoyuoKy/1bmypHoU
JKU3HU, HOBbIl ypogeHb 3cmemuyeckux 803MOXHocmel
Mamepuana, cea3aHHbIl ¢ Hay4HeIMU OMKPbIMUAMU NO-
cnedHuUx decamuaemudt, 8b1384/1U K XU3HU 8CNecK UH-
mepeca K nouckam Hogblx xydoxecmeeHHblx 06pa3os u
cnocobos ux selpaxeHus. Vicnose3osaHue Henoemopu-
Mbix cgolicme cmek/ia, cneyuguyeckux 8blpasumesnsHelx
Xapakmepucmuk U Ux HeoXuOaHHbIX koMObuHayul ¢ yHuU-
8epCasibHbIMU Xy00XecmeeHHbIMU cpedcmaamu, mpaou-
YUOHHbIMU 019 pa3Hbix 8U008 8U3YA/ILHO20 UCKYCCMBa,
0Kaselgaem 3MoyUOHA/IbHoe go3delicmeue Ha 3pumes,
AB/IAACE MAK HA3bI8AEMbIM SMOYUO2EHHbBIM OaKMOopOM.
Heobxodumo onpedesnumes Ha KOHKpemHbIx NpUMepax, kak
UMeHHO cospemMeHHble XyOOXHUKU UCNOJIb3yHom HeCMaH-

Bblpa3nTenbHOCTb XyA0XeCcTBEHHOro obpasa B
COBPEMEHHOM CTYANNHOM CTEKNOAENNN CTPOUT-
€Sl Ha NPUHLMUMNAX MHTerpaumm TpagnuLMoHHOTO 1
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dapmHsie No0xo0bl, paspyuieHUe cmepeomunos, NPUH-
Yun meop4ecko20 nepeocMbiC/IeHuUs Hacaedus NPowI020
0719 mo2o, Ymobsl 8b613b18aMb Y 3pUMess UHMepec, IMO-
YUOHAIbHBIU OMKAUK, dame UMNY/ILC K pa3MbllieHUs M,
npueaacume k duasnozy ¢ UCKyccmeom u camum cobod.
Scmemuka cmekia kak xydoxecmeeHHoe se/ieHue pas-
gusaemcs Ha cmeoike cKyaibnmypel, udatiHa u Hayku. Om-
KpbImus co8peMeHHbIX y4eHbiX N0-HOBOMY PACKpbI8arm
mexHo/i02u4eckue 803MOXHOCMU no obpabomke cmeka,
U XyO0oxxHUKU cmyOuliHo20 HanpasseHus bepym ux e ap-
ceHasl, npespawds 8 8blpazumesibHule cpedcmsa, Hecyujue
camocmosmesibHoe 3Ha4eHue. B daHHol cmamee daemcs
npumep aHasumu4eckoz2o nooxoda k npobseme npeodo-
JIeHUS npuBbIYHbIX CNOCO6O8 CaMOB8bIPAXeHUs 8 Npou3-
gedeHUsX U3 CMeK/1a cospeMeHHbIX XyOOXHUKO8 pa3HbIX
cmpaH. KoHkpemHele npuemel, seasroujuecs akmopom
3MOYUOHAbHO20 8030elicmaus, UHMepecHbsle Haxoo0Ku
8 OMHOWeHUU 8bIpa3umesibHbix cpedcmea U mexHoJ10-
2uU NpoaHAU3UpPOBAHLI C NPUMEPAMU, 8 KOMOpbIX ecMb
KaK Hawu npeodnosioxeHUs Ha OCHO8e dHAIUMUYecko20
nooxoda, mak u ceedeHus, NoJy4YeHHble U3 UHMepabHo C
XyO0XKHUKAMU, U3 Ux cobcmeeHHbIx cmamel, nocesujeH-
HbIX c8oUM pabomam, a makxe no Mamepuanam omk/au-
KO8 y4acmHuUko8 3KkcnepuMeHmMasabHo20 Ucced08aHuUs U3
6os1ee 0bweli pabomel, daHHele komopol 6ydym ony6u-
Ko8aHsl 8 buxatiuee spems.

KnroueBble cnoBa: scmemuka xy0oxecmeeHHO020 cmek-
/14, AHA/U3 8bIpA3UMeNIbHOCMU, Cpedcmaea 8blpasumers-
HoCcmu, cKy/lenmypa, cospemeHHoe cmyouliHoe cmekJio-
Oesnue, npeodosieHue  xydoxecmeeHH020  WABJIOHG,
asaHzap0, 3MOYUOHA/IbHOe OMHOWeHUE K UCKYcCmay.

MHHOBALUMOHHOIO NoAxo40B K BU3YyaJibHbIM Cpel-
CTBaM nepegayvm CMbiCN10BOro M aMOLMOHaIbHOTO
coAep>KaHuA, 3aI0OKEHHbIX XYAOXHWUKOM B NMPOU3-



BeseHne. OpUTrMHaNbHOCTb, KPEATUBHOCTb U YHU-
KasIbHOCTb XyZ,0)XKeCTBEHHOrO BbICKa3blBaHWA — Liesib
COBPEMEHHOTO CTYNINHOTO CTeKI0AEeNNS, KOTOpOoe
coyetaert B cebe MHAMBMAYAbHbIE MOWCKWN, OTKPbI-
TWA U HaxOA4KWM MacTepa B pamKax TPajULIMOHHbIX
NMPUHLMUMNOB CO3JaHUA BU3YaNbHOTO XY0XECTBEH-
Horo obpasa v TEXHUKO-TEXHOIOTNYECKMX 3aKOHO-
MepHoCTel cTeknogenus. XyAoXKHUKN UCMONb3YHOT
HEenoBTOPUMble CBOMCTBA CTEKNA B KOMOUHALUY C
YHUBEPCaNbHbIMU Bblpa3UTeNbHbIMWU CPEACTBAMMY,
obWwmMn Ana BCeX BUAOB MCKYCCTBA, MPUCYLLMMMN
ntobomy MatepranbHOMy 06bekTy, TpaHchopMUpo-
BaHHOMY Y€JIOBEKOM A5 CO3/,aHNA HEMOBTOPUMOTO
XYZO0XECTBEHHOTO BbICKa3blBaHWS. IMOLMOHaNbHOE
BO3/EMCTBME BO3HMKAET B pe3y/ibTaTe BOMIOLLEHWS
XYAOXECTBEHHOr0 3aMblC/a B HEOObIUHbBIX 06beM-
HO-MAacTnu4eckmx GopmMax, HeOXnAaHHbIX MPONop-
LIMOHa/IbHbIX COOTHOLLEHUAX M 06BbEMaX, OpUTMHab-
HOM LIBETOBOM W1 CBETOBOM OQOPMIEHUN.

CoBpeMeHHoe CTyANAHOE CTEKNIOAeNNE AaeT UC-
cnepoBaTento NPOCTop ANs aHaav3a u OCMblcae-
HWSA, a Takke 6oraTbii MHGOPMATUBHbIN MaTepuan,
MOCKOJIbKY MOCTOAHHO OB6HOBAAEGTCA CoAep KaHue,
NOABASAOTCA HOBble MMeHa W OTKPbITUA. B HacTos-
Lee Bpems M3BECTHO A0CTaTOUYHO H6obLLIOE KO-
YeCTBO OTeYeCTBEHHbIX 1 3apybeXHbIX nccneaoBa-
HWI NO NCTOPUM CTEKNA PA3INUYHbBIX 3MOX W CTUEN
(. T. Tpowkosga, /1. B. Kazakosa, O. C. Cy660Tu-
Ha 1 MHoOrune apyrue). B ceomx novckax mMbl onu-
paemcs Kak Ha ux paboTbl, Tak U UCNOb3yeM pPAZ
dyHAAMeHTaNbHbIX KHUT MO UCTOPUU U TEXHONO-
rmn XyaoxectBeHHoro cteknogenusa (H.H. Kauanos,
A.l. NNaHuettn, M.J1. HectepeHko, B.A. LLlenkoBHM-
koB, ®.C. SHTeAuC, n apyrue).

AKTyasIbHOCTb JAHHOTO UCCNe0BaHNS 3aKaroYa-
eTCcA B TOM, YTO 3a NociesHne AeCATUNETUS KyNb-
TYPHOE NPOCTPaHCTBO rOPOACKON CpeAbl CTPEMM-
TesbHO oborallaeTca Npon3BeAeHNAMM NCKYCCTBa
HeyTUANTAPHOrO Ha3HaYeHWA, BbINMOJHEHHBIMU U3
ctekna. CTyguiiHoe cTeknogenue ABASETCA MONOABIM
HanpaBieHneM, npebbiBatOLWMM B CTaAMM NOMUCKa
COHCTBEHHOrO BM3YyaNbHOrO «A3blKa», OTAUYatOLLe-
rocs ceoeobpasmemM 1 0cobbIMU XapakTepucTmKa-
MU BblPa3nTe/bHbIX CPEACTB, KOTOPble HEObX0-
AMMO GUKCMPOBaTb, aHaM3NPOBaTb N YUNTbIBATb
MCKYCCTBOBeZY Mpw onucaHum un aHannse. OCHOB-
Has npobaemMa 3ak/ito4aeTca B TOM, YTO 3CTETUYE-
CKWE, KOHLENTYyaNbHO-CMbICNOBbIE, TEXHONOrMYecKmne
OTKPbITUS HY>KAAOTCS B I1y6OKOM aHaIMTUYECKOM
nogxoae, PEHOMEHONIOrMW B OMUCaHMAX HeAoCTa-
TOYHO. [103TOMY BO3HMKAET NPOTUBOPEUME MEX-

Ay TEOPETUYECKUM MHTEPECOM UcCcaesoBaTenen K
npobnemMe KOMMIEKCHOrO aHann3a COBPEMEHHbIX
CPeACTB, MPUEMOB U COZEP>KaHWS BblPa3nUTeNbHO-
ro XyA40XeCTBEHHOrO «sA3blka» CTYAUNHOIO CTeK/10-
AeNnNs N HeJ,oCTaTKOM Cepbe3HbIX Nybankauuin no
JaHHOMY BOMPOCY, YEM Y BbI3BaH Hall MHTEpPeC K
3TOM Teme.

Monemuvka aBaHrapga c obLenpuHATBIMA Mpa-
BUJaMW M HOPMaMU UCKYCCTBA, OCOObIV ANHAMU3M,
NMOWMCKOBAst aKTMBHOCTb XYAOXHUKOB OOBbACHAOTCS
NnoTpebHOCTbIO B lyXOBHOW cBOBOAE 1 NPU3HAHMM
npaBa JMYHOCTN Ha COBCTBEHHbIW, HEMOBTOPUMbI
B3I/, HA MUP ¥ MeCTO YesioBeka B HeM. BbI3oB kyb-
Type 3aKoHa, paspyLUeHue AOrM U1, Kak CNeAcTBUe,
CWJIbHas 3MOLMOHAJIbHAs 3aPSXKEHHOCTb TEHAEHLMM
XyZO>XeCTBEHHOro byHTa BOCneBatoTCsa B Npou3Be-
AEHUAX, aKTUBHO AEMOHCTPUPYHOLLMX Hecoraacue ¢
TeM, UTO KOrga-To 6bl10 MPOPLIBOM, a Terepb 3BY-
UNT KaK pyTMHa MHOFOKPaTHOrO TUPaXXMpoBaHUs
— 0iHOObpa3zne KaHOHMYECKMX YNPOLLLEHN, 6e33-
MOLMOHa/bHbIN «LLKOJIbHbIV» aKaJemMun3M, colmnab-
HO-MCUXON0rnYeckas HemTpaabHOCTb U NOMNYAsPU-
3aUmMs OTKPbITWI, JOBOAALLASA UX 4O YPOBHS CpesHen
HOPMbI B MPOW3BOACTBEHHOM KJOHUPOBaHuK. To,
UTO KOrAa-To 6610 CUAbHBIM XYA0XKECTBEHHbIM XO-
[IOM ¥ HeCTaHAapTHbIM peLLeHNeM, CTaNo MOAOW, a
3aTeM O6bIZEHHOCTbI. ITO — LMK pacnpocTpaHe-
HWUS1 MIHHOBALMIA B KY/IbTYpe, OT Ky/bTYPHOr0 COObI-
TWA, YAAaYHOro 3KCNepuMeHTa 40 MacCOBOrO CTaH-
fapta [1; 201]. HanpoTus, anatax n conpoTuBaeHne
KaK HapyLlLeHVe paBHOBECKs AAET MPOPbLIBHON UM-
NyNbC, CBOMCTBEHHbIV BCEMY MAaCCMOHAPHOMY B UC-
kyccTBe. Cama no cebe «xys0XecTBeHHass HOpMa»
3MOULMOHAaNbHO HEWTPaibHa W Bbi3blBaeT 3HaKOMble
YyBCTBa 3a4acTyto 6e3 oLLyLLeHNs HOBU3HBI. [epe-
XVBaHWE BO3HUKAET TO/IbKO TOTAA, KOrAa XyA0XKHUK
CO3HATeNbHO U LieNieHanpaBaeHHO OTXOAWT OT Npu-
BbIYHOTO, pa3pyLuaeT LWabAoHbl, NPOTUBOMNOCTaBSA-
€T CBOW 06pa3 oXnAaHUAM 3puTens. STOT KOHOANKT
N €CTb UCTOYHMK MOSIBAEHUS CU/IbBHOMO BreyvaTie-
HWSA, OH He OCTaBWT 3pUTeNs PaBHOAYLWHbIM. [aH-
HbI GEHOMEH M3yyascs B Pas3/iMUHbIX HanpaeJe-
HUAX COBPEMEHHOM Haykn — OT MCKYCCTBOBEAEHUS,
NCTOPWMN MOZbI L0 3KOHOMMKM, NMCUXONOTUN, COLU-
onorum (J1. B. AnekceeHko, I'. baymep, I'. 3ummens,
3. Pogxepc) [10; 35].

B cBA3M C 3TMM Ha OCHOBaHWUM CYLLECTBYHOLLEN
B Hayke TEPMMHOJIOTMM BBEZAEM MOHATVE IMOLMO-
reHHoro ¢akTopa, onpeaeseHHOro YCA0BUS, BAUSIO-
LLLero Ha 3MOLMOHaIbHOE COCTOSHME Y HaCTPOEHMe
yesioBeka. B Hawem ciyyae paccMoOTpUM cucTemy
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«HapYyLUEHWI», OTKJIOHEHUI OT NPUBLIYHON HOPMBbI.
HeobbluHble, HEOXWNAAHHbIE PeLLUeHNA CO3HaTe b-
HO MCMOAb3YHTCS XYAOXKHUKOM, YTOObI MPOM3BECTM
BMevaT/NeHne Ha 3puTens, yAepxKaTb ero BHUMaHue
W HaCTPOWUTb Ha AWanor. TOT O6LLMIA NpUeM TpaHC-
bopmMumpyeTca B KOHKPETHbIX MPOU3BEAEHNSAX NPU-
MEHUTENbHO K KOHKPETHbIM 0OCOHEHHOCTAM U CMoCo-
6amM co3aaHnA BbIPa3nTeNbHOMO XyAOXEeCTBEHHOrO
obpaza. 310 MOXeT BbITb Kak HapyLUeHWe 3cTeTuYe-
CKMX 3aKOHOMEPHOCTEMN, Tak U OTKNOHEHWE OT MNpw-
HATOW TEXHOJIOTNM, UTO AB/ISETCSH CMOCOBOM KpeaTnB-
HOro CaMOBbIPaXXeHWA N Pe3yIbTaTOM CTPEMIEHUS
€0o34aTb YHMKaNbHOE, 3aNOMMHatoLLLeecs BU3yab-
HOe «BbICKa3blBaHVe», KOTOPOEe He OCTaBAsET paB-
HOAYLWHbIM [6; 365].

Ba>XkHO TO, UTO 3MOLMOreHHbIN HakTop YETKO
BOCMPUHNMAETCA 3pUTeNIeM KaK OTKIOHEHWeE, Hapy-
LEeHe HOPMbl. DMOLIMOTEHHbIM MOXET BbITb H0-
60i Npuem, He TOAbKO OrpaHUUYEeHHbI COBCTBEHHO
BO3/4eNCTBMEM Ha SMOLIMN, HO U CNOCOBHbLIN 3a-
Tparneatb Hosee yaaneHHble N abcTpakTHble KaTe-
ropuun: NOHATUNHbIE, NAE0NOTNYeCcKMe, 3CTeTnYe-
cKune, MopasibHble. VIHTepecHO, YTO OTK/IOHEHWE OT
HOPMbl OTMEYatoT B CBOMX MHTEPBbIO, CTaTbsX, 3a-
MeTKax U MHOTve aBTOPbl OPUTMHA/IbHBIX, 3MOLMO-
HaNbHO 3apPAXEHHbIX CKYAbMNTYP, FOBOPA O TOM, U4TO
ULLYT BAOXHOBEHMWE BHE 06/1aCTU XyA0XKECTBEHHO-
o CTEKNOAENNS: B MCUXONOMMYECKMX OCOHEHHOCTAX
BocnpuaTua otorpadum (CtmeeH TunnuH), B aHa-
NOornaAx ¢ ABNeHMAMK oKpy>xatrowero mmpa ([>xoH
Fonabepr, Axo3ed XappuHrToH), B ynogobaeHunn
>KMBbIM OpraHusmam u pacteHunam (AHactacus lMpu-
benbckas) n ap.

OTX0f OT NPUBbLIYHOTO MOXKET OblTb Bbl3BaH
KpeaTMBHbIM TEXHOIOTMYECKUM HOY-Xay, MEHA0-
WwMM obpa3s cTeksa Kak MaTepuana C U3BECTHbIMU
br3MKO-MexaHUYeCckMMN CBOMNCTBaMU. Takxe Xy-
AOXHMK MOXKeT BblbpaTb NyTb COAep>KaTeNbHOro
KOHLLeNTyaNbHOrO 3MaTaxa, mokasblBas CTEK/IO B
€ro 3KCTpemMasibHO OMacHOM WU LIOKMPYHOLLEM
nposBaeHnn, NMHO MCNONb30BaTb TPAANLIMOH-
Hble Bblpa3uTebHble CPeACcTBa CKYAbNTYpPbl ANS
HapyLleHns 3aKOHOMepHOCTeN (Hanpumep, paB-
HOBeCKA, rPaBMUTaLlMOHHbIX BEKTOPOB), YTO B CO-
YeTaHWWU C N3BECTHOWM XPYMNKOCTbIO CTekna byaeTt
BbI3blBaTb MPOTUBOPEUNBbIE IMOLMU Pa3INUYHOM
MHTEHCMBHOCTM.

Mpownnntoctpupyem copmMyanpoBaHHbie Mno-
JIOXEHWNS Ha HECKONbKMX MpUMepax paboT Xyaox-
HWKOB COBPEMEHHOIO CTYAUNHOIO HanpaBaeHus
B CTEK/e, B KOTOPbIX MPUCYTCTBYET OTKJOHEHME OT
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HOPMbI 1 pparMeHT cMcTemMaTm3aLMm SMOLMNOTEH-
HbIX GaKTOpOB.

1. KpeatuBHble TexHO/IOTMUECKME HOY-Xay.

1.7. SMouMoreHHsbI pakTop: NaacTnuyeckas je-
dopmaunsa 3epkana. OxungaHue, NpUBbIYHOE, YC-
NOBHasi «HOPMa»: POBHas 3epkasibHas MOBEPXHOCTb
(760 uyTb KpUBOE 3epKao), BO3IMOXHO Jaxe C
TPEeLMHOW, HO He CMATOE, MOCKOJIbKY 3TO Hapylua-
€T TeXHOIOTMYECKMIA LMK HaMblJ1eHUs aManbramMbl
Ha IMCTOBOE CTek/10. BbiMoaHUTL NofobHYyto pabo-
Ty — HebaHanbHaA 3ajaya, 1 B pe3y/ibTaTe BO3HMKaET
apT-00BEKT C 0COOON BbIPA3UTENLHOCTLHO, HarSAHO
JAEMOHCTPUPYHOLWNIA HEMOBTOPUMbIV TEXHOIOTUYE-
CKWI MpUeM, HaNAeHHbIV XyA0XHUKOM. Pa3pyLue-
HWe cTepeoTuna: o6beKT BHELLHE BOCNPUHMMAET-
€A Kak MSITKWM, CIOBHO CAeNaHHbIA U3 NAacTUAMHA,
OAHaKo 0b61asatoLW Ml CBOMCTBAMM XONOAHOW 3ep-
KaNbHOW TBEPAOCTM.

Mpumep (nan. 1): Unmmepman xedd (Zim-
merman Jeff), CLLA. «CmsaTasa Ba3a-02» (Crinkled
vase-02). 2013 r. Ctekno ¢ 3epkajbHbIM Hanblie-
Huewm. T'yta. The Corning Museum of Glass, USA.

1.2. IMOLMOreHHbIV dakTop: ABYXMEPHOE Mpo-
CTPaHCTBO NpeBpalLLaeTcs B TpeXMepHoe (onTuye-
ckme nanto3umm 3epkan). OxungaHve, NPUBbIYHOE,
YyCNOBHaA «HOPMa»: MeyTa O MnyTelecTBMN B Kap-
TUHY BOMAOTMAACh B BUAE ABYXMEPHOW CTEKNAH-
HOW MHcTannsaumn. CoBpeMeHHbIV 3puTesb NPUBLIK
K MMUTaL M obbema Ha NAOCKOCTM U BUPTYO3HOMY
BAAZEHWNIO XYA0XXHUKAaMUW 3aKOHaMKN n306paxkeHuns
nepcrnekTMBbl, HO MCUXMKa YesoBeKa He roToBa K
cneudddekTaM MHTEPbEPHbIX MHCTANALNIA C «3ep-
KanoM 6eCKOHEeYHOCTN», YBOAALLMM B KOPUAOP OT-
paxkeHu. KOHCTpyKLUMS Takoro 3epkana naockas,
HO Bnarofaps ONTUUYECKOW UANFO3UM KaXeTCs ray-
6okoW 1 obbeMHoN. PaspyLueHre cTepeoTmna: n3o-
HpakeHne ApodUTCS U yBaeKaeT B3rNss B ryouHy
TpexmMepHoro kopugopa. lNMoteps cebs B Apobs-
LLMXCA OTPaXKEHWAX, NaBUPUHT, NOBYLLIKA CO3HAHWA.

Mpumep (nan. 2): YUxonb XéH AH (Chul Hyun
Ahn), FOxHas Kopes — CLUA. «3epkanbHble pUCyH-
kun. CkBo3b» (Mirror Drawings. Through). 2011 r. 'pa-
BMpPOBKa Ha 3epkane. Academy Art Museum, Easton.

1.3. DMOUMOreHHbIN GakTop: UMUTaLUS APYTUX
MaTepuanos (TkaHb). OXXngaHve, NPUBbIYHOE, YCNOB-
Hasi «<HOpPMa»: MPOYHOCTb CTEK/A, OTCYTCTBUE TMb-
KOCTW B XONO4HOM COCTOAHMM. Pa3pyLueHune ctepe-
oTMna: N1acTU4YHas TKaHb, BbINOJHEHHAA B TEXHVKE
CrneKkaHWs ApOTOB, HACTO/bKO PeasnCTUYHa, YTOo 3a-
CTaB/AeT YCOMHUTBLCA B TOM, YTO Mepej 3putenem
CTekn0. Bo3HuKaeT yamBaeHue, xxenaHve npukoc-



HYTbCs U NPOBEPUTb MHPOPMALMIO, MONYUEHHYHO
OT OpraHoB YyBCTB.

Mpumep (nan. 3): Mapk JleBanckn (Mark Lewanski).
CLIA. «TkaHas cTeknsaHHas noBepxHOCTb» (Woven
Glass Surface). 2023 r. Ctek0. ®brO3MHT, MOAANPO-
BaHuMe. 60,96 x 45,72 cm. B yactHOM KonnekLun.

2. TpagMLMOHHbIE CpeACTBa BblIPa3nTeIbHOCTU
CKY/IbNTYPbl, TPaHCPOPMUPOBaAHHbIE B CTEK/1E

2.1. SMoumoreHHbIn GakTop: HeycTonumnaoe Ha-
naHcupoBaHue. OxuaaHne, NPrBbIYHOE, YCIOBHas
«HOPMa»: XOPOLUO 3aKpernaeHHas KOHCTPYKLUA, ove-
BMAHOEe 1 H6e30nacHOe MHXXEHEPHO-TEXHNYECKOe
pelleHne. Pa3pylueHne cTepeoTuna: CIoXHenwas
paboTa Xyo>HMKa Nno noucky banaHca, paBHOBe-
CWSi TOHKOTO CTEKJSIHHOTO apT-o6bekTa Ha MUHM-
MaJIbHOW MO NJIOLaAN Onope, AeMOHCTPaLMs alb-
TepPHaATMBHOrO cnocoba 3KCMOHMPOBAaHMA, BbIXOA B
30HY pucka. Beibop cTekna B kayecTBe MaTepuana
MO3BOJISIET CO3aTb HaNpsXeHNe MeXAY 3putenem,
CKYNbNTYPON 1N CKYNbNTOPOM, YTO MO 3ayMKe aB-
TOpa co3zaeT YyBCTBO HecnokoncTea no noBoay
06BEKTOB, KOTOPble OL4HOBPEMEHHO U MPOYHbIE, U
yA3BMMblE, KPaCUBbIMM, TAPMOHWYHbIE, HO XPYTKKe.

Mpumep (nnn. 4): Kanan Axon (Kiley John),
CLUA. «[MepeceyeHune BepTUKaNbHbIX NEPEKPBITUIA»
(Intersected Vertical Overlap). 2011 r. 64,7 x 30,4 x
30,4. T'yTa, BblAyBaHWe, anmMasHas peska. Schantz
Galleries, Stockbridge.

2.2. DMoLMOreHHbIN GaKTop: NCcYe3HOBEHME 06b-
ekta. OxungaHue, NPUBbIYHOE, YC/IOBHAA «HOPMa»:
MaTepunanbHOCTb CKYAbNTypbl PaspylieHue ctepe-
oTuMna: apT-oH6beKT BUAEH NVLLb NOA OnpeAeneH-
HbIM YI/IOM 3PEHUSA, UCMOAb3YETCH MPUHLMM ONTN-
Yeckol UAN3UK

Mpumep (nan. 5): Xattep Cuanum (Hutter Sidney),
CLIA. «Baza N2 70-78» (Vase N2 70-78). 2013 r.
36,8 x 30,5 x 30,5. /luctoBoe crtekno. XonogHas
cknerika, noanposka. Sidney Hutter Glass & Light
Studio, Newton, Massachusetts.

2.3. DMOLMOTeHHbIN GaKTop: pyMHU3aL s CTek-
na. OxuvgaHune, NPUBbIYHOE, YCIOBHAA «HOPMa»:
oxXwuaaeTcs besynpeyHas rnagkocTb, KOTopas yalle
BCEro accoummpyeTcs ¢ NOAMPOBaAHHbIM UAN Ma-
TUPOBaHHbIM CTEKJOM, UM OCMbICAEHHas 1 TLa-
TeNbHas NpopaboTka MOBEPXHOCTW, 06yCAOBAEHHas
cofep>kaHueM cKyabnTypbl. PaspylieHune ctepeo-
TUNA: U3bAHbI HAa MOBEPXHOCTW BbICOKOKaYeCTBEH-
HOro ONTUYECKOro CTekNa, Ha TlaTesbHO obpabo-
TaHHOW Ha CTaHKe COBEPLUEHHOM TOUHON dopMme.
B otAMume oT rpaBMpoBKK, co3zaroLLen cuctema-
TUYECKWNIN, TeOMEeTPUUECKINIA Y30p, 34eCb UMEHOT

MecTo 6e3XaNoCTHble XaoTuyeckme paspyLleHus.
HeperynapHoCTb natrepHa BbipaXkaeT CNOHTaHHOe
BO3/JeNCTBME Ha MaTepuas, KOTopoe XapakTepHo
nmMbo Ans NpUPOAHbIX NpoLeccos, 1Mbo Ans Le-
NleHanpaBAeHHOro, HO Pa3pyLUNTENIbHOTO aHTPO-
NMOreHHOTO BAVAHUS.

Mpumep (nan. 6): Bacnuek Anec (Vasicek Ales).
Yexus. «KpacHoe konbLo» (Red Ring). 2000 r. Ctek-
no. Otaneka B popmy, anmasHoe rpaHeHune. 49 x 48
cM. The Studio Glass Gallery, London.

3. KoHuenTyanbHO-coaepiKaTe/ibHbIN 3naTax

3.1. 3MouMOreHHbI GakTop: PUCKOBAHHO TOH-
KWe CTEeKNSIHHbIE AeTal, UICTOHUEHHas MNAeHKa CTeK-
na. OxunaaHve, NpUBbIYHOE, YCNOBHAA «HOPMa»:
npuHUmMnbl 6e3onacHocTn B dopmoobpasoBaHuy,
NpupoaocoobpasHOCTM B NMPUMEHEHMM MaTepua-
NOB AB/AKOTCA BaXXHbIM 31IEMEHTOM B CUCTEME KYJlb-
TYPHO-3CTeTMYECKUX LeHHocTel. CTekno Heobxo-
AVMO 3alUMLLATh OT YPE3MEPHOro HaMpPSXKEHNUS U
cobntofaTh MPUHLMMBI CONPOMaTa, KOTOpPbIe XyA0X-
HWK M3y4aeT A/ TOro, UTo6bl He A0MyCcKaTh OLK-
6ok B 0bpaboTke (HY>KHO CeAnTb 3a COBAOAEHM-
€M TeXHONIOTNK, Ha CTajun NPOoeKTa 3akaajblBaTb
3anac NpoOYHOCTM, He OCTaB/ATb OMACHbIX AeTanew,
npeAoTBpaLLaTh CKOMbI U Tak Aasee). PaspylieHune
cTepeoTuna: cTpeMaeHne XyJ0oXH1Ka npnbansnTb-
€S K rpaHuMuam JonycTMMOro, NPUMEHUTb NPUH-
LMnN AOBeLeHMa MaTepuana A0 npeaenbHon cTe-
neHn pucka, NPOAEMHCTPUPOBATb IKCTPEMasbHble
BO3MOXHOCTU CTeK/a N OAHOBPEMEHHO NMPOABUTb
CBOe MacCTepCTBO B COYETAHUM CO CTPEMIEHMEM
3NaTMpoBaTb 3PUTENSA, BbI3BATb YyBCTBO OMaCHOCTH
N yanBneHus. MNpuem, Bbi3blBatOLWMIA HanpsaxKeHne
N NepexunBaHue ANCKoMPpopTa OT HeomnpaBAaHHbIX
OXMAaHnR. Takxke NPUCYTCTBYET BOCXMLLLEHNE, He-
YCTOMUMBLIA HanaHC KOHTPACTHbIX NepexXMBaHuK,
UTO He OCTaBASET 3pUTENS PABHOAYLLIHbIM.

Mpumep (nnn. 7): KOcyke Takamypa (Yusuke
Takemura), AnoHua. «®usanmc» (Hozuki). 2014 r.
Crekno, BblagyBaHue, peska. 34 x 35 x 30 Galerie
Koo, Hong Kong.

3.2. SMoumoreHHbIN GakTop: yaapHas cuna: cTek-
/10 UCMbITbIBAET arpeccMBHOE BO3AENCTBUE U He
Bbllep>KMBaeT, paspyLaetca. OxungaHve, NpuBbIY-
HOe, YC/IOBHas «HOPMa»: COXPaHHOCTb Npoun3Bese-
HWUS MCKYCCTBA ABASETCHA KY/NbTYPHOW LLEHHOCTbHO,
BaHAaAn3M Hegonyctum. OAHOBPEMEHHO C 3TUM
Ky/IbTYPHble UMMepaTUBbl LIUBUAN3OBAHHOIO 06-
L|ecTBa BOCMEBAlOT NOC/ie0BaTe/IbHOE BbIMO/He-
Hne 06A3aTeNbCTB, HEAOMYCTUMOCTb HapyLUEHNS
JaHHoro cnosa. Pa3pylueHne cTepeoTuna: NpoBoO-
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KaTMBHOE coyeTaHue npuema rpyboro paspytue-
HWsA cTporo GopMbl TPEYroibHNKA U3 KPacuBOro
ONTUYECKOro CTekaa C Ha3BaHMEM MpPou3BeAeHMA
«Pa3opBaHHble rapaHTUW» Bbl3blBAeT BO3MYLLEHME,
OoropyeHune, CUAbHYH 3MOLMOHAaNbHYIO pPeakLuto.
BupTtyo3Has o6paboTka onTMUYECKOro crtekna yam-
BUTE/IbHOrO LBeTa, TWwaTeabHas NoanpoBKa, nae-
anbHble rpaHn rpy6o ncnopyeHbl xaocoM. ABTOpP
BbIMOJIHAET CKY/NbMNTYPY U3 MMHbI B Ka4ecTBe Ma-
CTep-MOZenu, 3aTeM UCMOb3YeT TEXHUKY OTINBKU B
runcosyto dopmy, NpopabatbiBas 3apaHee Kaxzayro
AeTanb CNOXHOro penbeda, 3aTem JOBOAUT 0 CO-
BEPLUEHCTBA rpaHN Ha anMa3HoOM cTaHke. KoHTpacTt
baKTyp 3an0XeH M3HayaNbHO, TLATENbHO NPOAy-
MaH ¥ M3-3a 3TOrO BbIMAAUT He KakK NCTepUYeCcKumi
addekT, Kak B cydae NpsiMOANHENHOTO U arpec-
CMBHOrO yAapa no OCTbIBLUEMY CTEKY, a CKopee
Kak «6e30TBETCTBEHHOE» pelleHne HapyLLnTb 065-
3aTeNbCTBO, HE BbIMOJHUTL ObelllaHme, 0c1abutb
HecyLMe KOHCTPYKLIMW JOBepUS.

Mpumep (nan. 8): Craxo Metp (Stacho Petr), Ye-
xus. «PazopBaHHble rapaHTMn» Ruptured certanties.
2005 r. Crekno. /lutbe B GOpMy, MOATNPOBaAHME,
anmMasHas rpaHb, noanposka. 50 x 54 x 56 x 14 cm.
International glass exhibition in Sulzbach-Saar,
Germany.

3.3. 3MoUMOreHHbI GakTop: SHTPOMNUA B CTEKIE,
XaoC MHOPOZAHOro MaTepuana, apuTMmns 1 3aLlym-
NeHwne npo3payHocTn. OxungaHne, NprBbIYHOE, YC-
JIOBHas «HOPMa»: MO3UTUB CTeK/1a, OCOBEHHO ecan
XYZOXHWK UCMOAb3YET TPAAULIMOHHYHO TYTHYHO Tex-
HWKY, CO BPEMEH PEBHOCTN aCCOLMMPYHOLLYHOCA C
M3roTOB/JIEHMEM MOE3HBIX A5 YenoBeka Bellen. Me-
peBEPHYTbIE LIMAMHAPbI ABASOTCSA OAHUM M3 NpUMe-
POB HanpasaeHns «TpaHchopMaLuum cocysa», No-
CKOJIbKY TEXHONOTUA BblAYyBaHMA Ta >e, 4TO 1 Npwu
co3saHnn KyHKOB, PHOMOK, KPbILLEK-MPOTEKTOPOB.
Mpa3aHuK, 3BOH XpyCcTanbHbIX HOKanos, 1erkocTb,
PaLOCTb WY 3aLLMTHbIE CBONCTBA CTEKISAHHOW MEM-
H6paHbl — HO TONIbKO He TiopbMa. CTEKNO He ANs Ts-
Xenblx nepexxvBaHuii. PaspylueHne ctepeoTuna:
YeTblpe 3aMKHYTbIX CTEKASAHHbIX LUANHAPA U3 Bbl-
AYBHOTO FYTHOTO CTek/a C TpadapeTHON neyaTtbro
npeAacTaBAsatoT COHON eAMHYIO PUTMUNUHYHO KOM-
no3uumIo. BHYTpY Kaxaon nonoctTn HepaBHOMep-
HO pacTsaHYTO U306paxkeHre PBaHOW OCTPOW ceTy,
a BHM3Y KpOLLeYHble MO CPaBHEHMIO C HABUCLLNMMU
«0bnakamm» NHAYCTPUANbHBIX CTPYKTYP YenoBeyve-
ckme Gurypbl — UX He cpasy 3aMedaellb. ApUTMus
MPOCTPaHCTBa BHYTPW M3HAYalbHO XXeCTKO 3aAaH-
HOTo PUTMa BbIABASAET CUAbHYIO IMOLIMIO YPOBHS
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OTKPOBEHMUS, HEOCO3HABAEMOU YeI0BEKOM 0BYLL-
KW, HarHeTaeMoro xaoca B 3aMKHYTOM MpPOCTpaH-
CTBE, N3 KOTOPOrO HEBO3MOXHO BbIATY, U €CN ee
0CO3HaTb, HEBO3MOXHO He ucnyratbcs. HapylieHue
MPWBbLIYHOTO PUTMa MOXET BbIrAAeTb Kak onac-
HbI CUMMNTOM B CUTyaLMW, KOTAa XyAOXHUWK BBO-
AWT B CBOE XYZOXECTBEHHOE MPOCTPAHCTBO d/ie-
MEHTbI Xaoca, JOrMycKkaeT HaMepeHHbI OTKa3 OT
perynsipHOro natrepHa U BHOCUT 6ecnopsgok, Ko-
TOPbIN BbIFASAMT Kak KOMMO3ULMOHHasA oWmnbKa,
O/iHaKO eto He ABNsEeTCS.

Mpumep (nnn. 9): YccopeH AapoH (Oussoren
Aaron), KaHaga. «3Ttog ¢ 3abopom» (Fence Study).
2009 r. Crekno. BoigyBaHve, TpabapetHas nevaTb.
51 x 71 cm. Craft Ontario Exhibitions, Canada.

Jlroboe HOBOBBEEHME COXPAHAET IMOLMOreH-
HOCTb B TeUeHMWEe OnpeaesieHHOro BpeMeHn. To, uTo
M3HauasbHO BOCMPUHMMAIOCh Kak HEOXWAAHHOCTb,
BbI3blBatOLLAs YAUBAEHME, MPUTATMBaOLLAs BHUMA-
HVe, CO BpeMEeHEM TepseT HOBU3HY U CUJTY BO3AEN-
CTBUS. IMOLMOHAaNbHAs 3aPAXKEHHOCTb CHUXKAETCH,
npuemM NepexoAnT B paspss NPUBLIYHOIO 1 NMbo
npuobpeTaeT cTaTyc «y4yebHOro Nocobusa ans cTy-
[LeHTOB», KakK B C/yyae C «CUAALLEeN Ba3oh», KOH-
LenTyasbHOM TpaHchopMaLMen cTekaroLwmx Yacos
«MocTosaHcTBO NnamaAaTu» CanbBagopa Lanun, ambo
0CTaeTcs CTUANCTUYECKMM MPUEMOM MMEHWN 3Ha-
MEHUTOTO XYZAOXHMWKa, KOMMPOBaTb KOTOPbIA CYM-
TaeTcs naarvaToMm, ypHbIM TOHOM (Harnpumep, fp-
kue naHgwadTHble UHCTanAUMK Jenna Yuxynm un
Ap.) [1; 601.

PasnnuHbI XU3HEHHbIN LKA HOBOBBEAEHUN
MOXHO pa3fennTb Ha HeyCTOMUMBDIN, YCTONUMNBBINA
M MONYUYMBLUNI pacnpoCTpaHeHune, BOWeALWNI B
mogy. CTyaninHOe CTekNofenune sBAseTcs MOAOAbIM
HanpaB/ieHNEM U Pa3BMBAETCS MeHbLLE BEK, a 00b-
€M TEXHONOMMYECKUX OTKPBLITUIA, METOL0I0MMYECKINX
HaxOZO0K W KpeaTUBHbIX UAEN HaCTONbKO BENUK, YTO
npoaHasM3MpoBaTh KX B MOJIHOW Mepe He NpeACTaB-
NAeTcs BO3MOXHbIM. OTO, 6€3yC/I0BHO, Aeso byay-
Lero, a noka mMbl MeeM 6ecCLEeHHYH BO3MOXHO-
CTW MPUCYTCTBOBaTb NpY GOPMUPOBAHUN HOBOTO
XYAOXECTBEHHOrO Harnpas/eHWUs, NCMNO/b3YoLLEero
CTEKNO B YAMBUTENIbHbIX, HEOXMNAAHHBIX paKypcax.

Heyctonunsoe HoBoBBegeHMe. OrpaHNUeHO
LesATeNbHOCTbIO OAHOMO XYAOXHMKA, Yalle BCero
TBOPYECKMMM IKCMEPUMEHTAMW B TOM YmMCae 3na-
TaXkeM. BO3MOXHO, 3TO CBA3aHO C TEXHONOMMYECKM -
MU U3Zep>KKaMu, CNOXHOCTbIO U Hellenecoobpas-
HOCTbHO MOBTOPEHMSA, IMBO NNUYHOCTb XYAOXKHMWKA
HaCTOJIbKO 3aMeTHa, YTO UCMOJIb30BaTb €r0 HaXo4-



KW He NpeACTaBAseTcs 4ONyCcTMMbIM 6e3 pucka nna-
rmaTa, 1 faxe OTAe/bHbIA Nprem ByaeT BbirsaaeTb
KaK «UUTMpPOBaHMe». SMOLIMOreHHOCTb B 3TOM CAly-
Yyae MOXeT ObITb MaKCMMasbHOMW, OAHAKO AaHHas
TEXHONOTUA MCMONb3YEeTCA HEMPOAOIKNTENbHOE
BpeMA 1 He knoHupyetca [1; 123].

Mpumep (uan. 10): Yuxyam Aanin (Chihuly Dale),
CLUA. «CustoLuas xenTtas nroctpa-cocyabka» (Radiant
Yellow Icicle Chandelier). 2018 r. Crexno. ['yTa, xonoa-
Has ckneika. 27,94 x 15,24 x 15,24 cm. The Groninger
Museum exhibition, USA.

YcTounBOe HOBOBBEAEHME PACPOCTPaHAETCA
6narofaps yaa4yHOMY peLLEeHMIO, a TakKe Halnuumto
nocnegoBatesner (MAM NNarMaTopoB) U YUYEHNKOB.
MNMocne nepunoga NOBbLILLIEHHOTO MHTEpeca K HOBOMY
NpUeM NepexoAnT B paspss MoAbl, U C 3TOr0 MO-
MEHTA ero CyLeCTBOBaHME 3aBUCUT OT OOLLLeR KyJlb-
TypHON cuTyauun. MNpun nepexose B paspsas Moabl
3MOLMOreHHOCTb NpMeMa CHUXAETCs A0 YPOBHS
NPUATHOTO oLyLeHns. B HacToswee Bpems AaH-
Hbl1 06pa3 ABNAETCA OAHUM U3 YNPaXKHEHUW CTy-
[EHTOB, M3yYatoLMX FYTHYH TEXHUKY, U MONOAble
XYAOXKHUKM NMPOXOAAT nNpuem sedopMaLOHHOro
BbllyBaHWS Ha NPOW3BOJbHYH GOPMY MAN Ha CTy-
neHbKW, He 3aZyMbiBasicb 06 aBTopcTBe. B cBOE Bpe-
MS U XYAOXHWUKN CTYAMMHOIO HanpaBieHUs opu-
E€HTMPOBANNCb HA U3BECTHbIE MOTUBLI, HAaNpUMep,
Kak B JaHHOM C/lydae, 06pa3LLOM BbICTynanu cre-
karowme yacel CanbBagopa fann.

Mpumep (an. 11): OnosccoH Spuk (Olovsson
Erik), LBeuns. «HeonpepeneHHas Baza (Indefinite
Vases). 2016 r. Ctekno. lN'yta. B yactHom koanekuum.

LLlnpoko pacnpocTpaHeHHOe HOBOBBEZEHME.
Haxozka Xyf0XKHMKa U3 UCKNHOYEHUS MepPeEXOANT B
CUCTEMY MPaBWUA U CTAHOBUTCS HOPMOM, CY>KUT OC-
HOBOW GOPMMNPOBaAHNSA HOBOTO XyA0XXECTBEHHOIO
Hanpas/ieHWs. DMOLMOreHHOCTb CHUXAETCS A0 MU-
HUMYMa, HOBOBBEJIEHME HOpPMan3yeTcs, BKAOYa-
€TCA B apCeHan ObLLEeNpPUHATBIX XYA0XXECTBEHHbIX
HOpM. B 3TOI CBA3M Cpa3y BcnoOMUHaeTcs GUHCKoe
cTteknogenve XX Beka, ¢ ero ceoeobpasHon popmy-
IO accouMaTUBHOIO B YyTUAUTAPU3ME, C INEMEHTA-
MW aBTOPCKOro An3aiiHa ANs U3Le N MacCoBOro
NMPOWN3BOACTBA, C y3HaBaeMbIM, HO CTUIN30BaHHbIM,
TpaHcGOPMMPOBaHHbLIM B abcTpakLmnto obpasom.
XapakTepHO TO, YTO Ha 3ape pacuBeTa GMHCKOro
CTYANNHOTO CTEKNOAENNs B pa3paboTke AM3aliHOB
NPVHUMaNM yyactne XyAOXKHUKWN Pa3ivyHbIX BUAOB
MCKYCCTBa, HO He MpodeccMoHabHble CTEKONbLLMKN,
NMOCKOAbKY TPaAnL MK CTEKNOAENNS B CTPaHE TOrAa
ele He cnoxXuance. Mo MHeHuto Slrobosu MNepma-

HOBHbI [POLIKOBOW, UMEHHO 3TOT GakT NOCAYXW
NMPVYNHON TOTO, YTO peLleHns oKa3aancb HOBaTOP-
CKUMW, HECTAHAAPTHBLIMW U MPOV3BENN Brevatie-
HWe Ha Bce MMpoBoOe cooblectBo. OfHa 13 nep-
BbIX PabOT B HOBOW CTUNUCTMKE aIMa3HOW rpaHu,
«PUHAAHAMA — CTPaHa Tbica4n 03ep» ApTy bpyHepa
AeKkopupoBaHa 06beMHON GaKTypoW, OXBaTblBato-
el BECb NpeaMeT 6e3 LLleHTPUPOBaHHOM KOMMO3N-
LUK, UMUTUpPYHOLLLEW ABUXKEHME BOAbLI Ha MpO3pay-
HOM CTeKNsIHHOM cocyae. Bo3HukaeT accoumanms
C IOMaHbIM JIbIOM, 1€J0X00M Ha CEBEPHbIX O3e-
pax. M10CKOCTH, CHATbIE aMa3HOM rpaHbl, HAMHO-
ro penbedHee, 4eM 3TO HbINO NPUHATO B NMPOLLIOM,
aBaHrapAHoe peLleHre 1N xapakTepHas CTeKoJbHas
BbIPa3nTENbHOCTb NMPOWN3BENN CUIBHOE Brieyatie-
HWe 1 onpesenunn fanbHellee pa3Butne GUHCKO-
ro creknogenuns. Yncrora ¢opmbl 1 «Npo3payHoe B
npo3pavyHoOM» iegHuKoB JlannaHanu Tanvo Bup-
KKafna Tak>XXe Hallao CBOUX MOKJOHHUKOB — MOAY
Ha neg, BoAsHble GaKTypbl B CTEKNE Mbl MOXEM
YBUAETb TEMEPb BO MHOTWX NMpeAMeTax AoMallHe-
ro obuxopa. TeMbl, 3afjaHHble 3HTy3MacTamMmn B CTe-
K/ie, BCTpeyatoTcs Tenepb Kak B CKy/bNTypax, He
VMELLNX YTUANTAPHOTO 3HAaUEHUS, TaK U B AeKO-
paTMBHbIX CTaTy3TKax, NOACBEYHMKAX, Ba3ax U Mo-
cyfe — aBTopCKas Haxojka NpoioXuaa nyTb OT Tex-
HOJIOFMYECKOro NpremMa Ha cocyze Ao apT-obbekTa
n obpatHo [5: 118].

Mpumep (nan. 12): Tanno Bupkkana (Tapio
Wirkkala), ®uHnaHaus, Ittala. MoaceeuHuk «Stellaria»
(Stellaria). 1969 r. Crekno, ryta, 6 x 11 cm. littala
Glass Museum, Finland.

MoaBoAs UTOTW, MOXHO BbIAENNTb OCHOBHbIE
MOMEHTBbI, CBA3aHHble C aHa/IM30M Bblpa3nTe/bHbIX
CpPeacTB B COBPEMEHHOM CTEKNOAENNN, HECYLLMX
3MOLMOHAbHBIN 3apsg A1s 3puTens. 3To B nep-
BYIO ouepesb MOormbITKa XyAOXHMKa BbIATA 3a rpa-
HWLbI MPUBBIYHOTO, HAWTU HEMOBTOPUMBIN NMpu-
€M, BbIBOAALLMI XyAOXECTBEHHOE BbICKa3blBaHNE
Ha YpOBEHb MHOFO BOCNPUATUA peasibHOCTU. [peo-
foneBas 0bbleHHOE CO3HaHWe, BbISIBAAA CKPbITble
BO3MOXHOCTU MaTepwvana, CTyAMINHOe CTeKIoAenne
AEeMOHCTpUpyeT borateillme BO3MOXHOCTM CTeKNa
419 cCamOBblIpaXkeHWs ckyabntopa. [ns 6onee non-
HOM KapTWHbI HEOBXOAMMO AaTb XapakTepuCTUKy
3MOLMOreHHbIM GakTopam, A1s1 YEro OLEHUTb 3MO-
LMOHa/IbHOE BO3/ENCTBME MPOU3BEAEHNI Ha 3pU-
Tens, cbopMMpOBaB, Tak CKaszaTb, X «3IMOLMOHaIb-
Hblli MOPTPeT». Ha 3TO OpMeHTUpPOBaH OTAENbHbIN
pa3zen B Hay4yHOW paboTe, NOCBALLEHHOW 3CTETM-
YeCKMM MPUHLMNaM COBPEMEHHOTO CTEKIOAENUSI.
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