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FROM "DECONSTRUCTION OF FORM" TO
"EXPRESSING ASPIRATIONS THROUGH FORM™
A COMPARATIVE STUDY OF WESTERN MODERN
AND CHINESE EXPRESSIVE ABSTRACTIONISM

Summary: The aim of the present study is to lay a theo-
retical foundation for cross-cultural comparison by tracing
the trajectory of "deobjectification” in Western modern ab-
stractionism and the principle of "expressing aspirations
through objects" in traditional Chinese abstract art. The
comparison is conducted along four key dimensions: aes-
thetic logic, the genealogy of formal language, the meth-
odology of media, and the mechanisms of perception.

Western abstractionism, resting upon the philosophical
premise of the dualism of subject and object, strives for the
absolute autonomy of form and the direct manifestation of
spirit. To this end it employs such means as geometric com-
position, color-field painting, and structural rhythm. The Chi-
nese tradition, rooted in the conception of the harmonious
unity between the inner nature of the human being and the
cosmos, relies upon a calligraphically conditioned manner of
writing, the energy of ink, the generation of images that tran-
scend form, and the temporal structure of "negative space."

I. Historical origins of the development of
the two paths of abstractionism

In the process of the formation of the history of
Western art, abstractionism initially functioned as
a philosophical conception and a methodological
position, reflecting order and universal structures
by means of such rational instruments as geom-
etry and mathematics. Although the classical ar-
tistic tradition contained an inner impulse toward
abstraction, modern abstraction, which proclaimed
non-figurativeness as its motto, arose at the turn of
the nineteenth and twentieth centuries. This surge
was provoked by the twofold crisis of modernity:
photography undermined the legitimacy of paint-
ing as a figurative medium of expression, and in-

This makes possible the mutual manifestation of the vital
spirit between "similarity and difference." The article system-
atically traces the genealogy of abstraction within the diverse
cultural traditions of the East and the West, and proposes
an intercultural interpretative framework together with pro-
found criteria of evaluation. In the end it is argued that the
key to the "revival" of contemporary Chinese abstract art lies
not in a simple juxtaposition of materials or in a symbolic
collage of elements, but in a conscious rethinking of method-
ology: namely, the reintegration of the overall construction of
pictorial schemes, of media, and of the modes of perception
by the viewer through the generation of the unique Oriental
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raises abstract art from the level of a "formal experiment of
deobjectification" to the level of an "aesthetic event express-
ing aspirations and transmitting principles."
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dustrial civilization engendered within the human
being an aspiration toward spiritual return.

Against this background, Wassily Kandinsky de-
fended the spiritual bond between color and form
through "inner necessity"; at the same time Piet
Mondrian explored the visual schemes of cosmic or-
der through Neoplasticism, while Kazimir Malevich
brought painting to the "zero degree" by means of
Suprematism. The revolutionary character of this
ideology consisted in the fact that it grounded the
legitimacy of abstraction through the absolute au-
tonomy of form and the primacy of conceptual dis-
course, thereby giving rise to many tendencies that
exerted a profound influence upon the further de-
velopment of art.
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In contrast to this, the Chinese notion of "abstrac-
tion" did not arise from a rupture with representa-
tion, but was rooted in the ancient cultural practice
of "expressing aspirations through objects.” The aes-
thetic disposition of "grasping the spirit while disre-
garding the form," which took shape in the epoch of
the Wei and Jin dynasties, laid its theoretical foun-
dation. After Su Shi declared that "to judge paint-
ings by their resemblance to form is a view akin to
that of a child," the focus of literati painting shift-
ed from the question "what to depict" to the ques-
tion "how to depict."

Il. The aesthetic foundations of "the dualism
of spirit and matter” and "the harmony between
heaven and humanity”

The study of contemporary Western abstraction
unfolded principally within the framework of the
dualism of subject and object established by René
Descartes. The artist as a rational subject stands op-
posed to the objective world, which must be ob-
served, analyzed, and reconstructed. Abstract art
represents the culmination of this subjectivity: the
"representation" of external objects is suspended,
yielding its place to the "appearance" of form it-
self. The work becomes a self-sufficient, conceptu-
ally generated visual construct.

In the book "On the Spiritual in Art," Kandinsky
endows color and form with particular "inner voic-
es," striving to attain a common spiritual core of
humanity through a pure symphony of forms. Mon-
drian's Neoplasticism, with an almost religious de-
votion, filtered out the contingency and disorder
of nature by means of vertical-horizontal structures
and primary colors, disclosing what he considered
to be the "fundamental cosmic order." Malevich
demonstrates a still greater radicalism: reducing the
objective world to zero, he proclaims the complete
liberation of art from any external aims through the
"Black Square," attaining the sphere of "pure sensi-
bility." The common feature of these three pioneers
is the conviction that formal autonomy is the sole
path to spiritual reality, as well as the inclination to
derive and calibrate formal solutions through an a
priori conceptual logic.

However, the philosophical emergence of Chinese
expressive abstraction unfolds in an entirely different
manner. Founded upon the synthesized perspective
of Confucian, Daoist, and Buddhist thought, it em-
phasizes the mutual resonance and seamless integra-
tion between consciousness and matter. Zhuangzi's
saying, "Heaven and Earth coexist with me, and all
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things are one with me," forms the cosmology of
the "Unity of Heaven and Humanity."

The artist is not an external observer of nature,
but an inseparable part of the cosmic flow of life.
The triad of "realm," "vital energy," and "intention"
constitutes the core of its aesthetic structure. With-
in this framework, brush and ink transcend their na-
ture as mere technical instruments, becoming vessels
for the fusion of inner nature with the harmonious
world and transforming themselves into a contin-
uation of the vital rhythm of the artist.

"Intention” in free brushwork is neither an ar-
bitrary subjective emotion nor a concept imposed
from without, but the "meaning beyond form," at-
tained through prolonged refinement and the cy-
clical process of "observing and resonating” with all
that exists. Thus, abstraction here does not strive for
a complete detachment from the subject. It often
requires a "pretext" (such as withered lotus stems
or a dead tree), employing the subtlety of "simplic-
ity that masters complexity." Owing to the amor-
phous manner of writing, the elastic negative space,
and the inner rhythm akin to breathing, it evokes a
grandeur far more vast than the physical form it-
self: a space wherein the spirit may dwell.

Ill. Contrasting formal languages

Founded upon fundamentally distinct philosoph-
ical bases, Chinese and Western abstract art exhibit
fundamental differences in their basic formal units.

First, the line:

In Western contemporary abstraction the line
is predominantly "constructive": it serves to estab-
lish geometric order and to organize spatial ten-
sion; it is precise and amenable to design. In the
system of free drawing, the line is principally "cal-
ligraphic": above all the trace of the brush and the
pulse of spirit and rhythm. Each stroke contains the
composite information of "energy, force, direction,
speed, pause, and connection,” embodying a tem-
poral process and an inner power. Both traditions
value the line, but the West inclines toward "com-
position and order," whereas China inclines toward
“calligraphy and manifestation."

Second, the status of color:

Western abstraction liberated color from its rep-
resentative function, developing a complex spiritual
symbolism. By means of chromatic counterpoint,
equilibrium, and conflict, it directly creates an or-
dered field, attractive both to the senses and to the
spirit. In the tradition of abstraction, color has long
yielded its place to the techniques of working with



ink. The very notion that "“ink possesses five colors"
represents a system of subtle gradations. The aes-
thetic aspiration "to reach the summit of splendor in
order to return to simplicity" rendered ink painting
the principal means of conveying complex conno-
tations. Even when color is employed, it serves the
creation of a general "scene" and does not appear
as an independent element of expression.

Third, space and composition:

The conscious acceptance of the "plane" in West-
ern painting transformed composition into the visual
arrangement of "structure, field, energy" upon a
two-dimensional surface, where space is actively
constructed through the superposition of layers
and the interweaving of forms. In Chinese abstrac-
tion, space incorporates "negative space" as an ac-
tive compositional element. Principles such as "to
treat white as black" and "the interaction of empti-
ness and substance" render emptiness not a back-
ground but a field of the resonance of meaning: a
space for the breathing of the viewer, an energetic
field transformed into temporal dimensions.

IV. Internal mechanisms of concepts and methods

Upon closer examination, all these paths may
be further differentiated from the point of view of
the mechanisms that generate their concepts and
methods.

The "deobjectification" of contemporary Western
abstraction comprises at least three internal aspects:

formal reductionism: the extraction of geometric
elements and principles of orderliness from natu-
ral objects;

inner expressionism: the consideration of ab-
straction as a direct means permitting one to by-
pass physical forms and attain the inner emotions
of the artist;

conceptual primacy: the organization of formal
choices through a clear conceptual structure.

The Chinese expressive abstraction of "express-
ing aspirations through objects” rests upon a dif-
ferent set of operational mechanisms:

"Observation and resonance with objects": the
artist, through prolonged contemplation and bod-
ily experience, establishes a profound connection
with natural objects, drawing from them not the ex-
ternal form but the inner vital essence and rhythm;

"Unity of heart and hand": the process of creat-
ing the work is not the predetermined execution of
a concept, but the spontaneous release of vital en-
ergy at the moment of the conjunction of the inner
state and the movement of the brush;

"Generation of grandeur beyond the image": the
completed work is not confined within the limits
of what is depicted, but, through negative space,
rhythmic pause, and "unsaidness,” opens an infinite
field for the co-creation of the viewer.

These mechanisms define the conception that
Chinese expressive abstraction does not strive for
the "purification" or "reduction" adopted in West-
ern abstraction. Rather, it strives for "concentration"
and "condensation": the maximal generation of vi-
tal energy in minimal forms. This lends the process
the utmost laconicism, while resonating boundless-
ly in meaning.

V. System of evaluation and methodology of
research

Differences in materials and media likewise fun-
damentally determine the modes of perception of
the two traditions of abstractionism. Western con-
temporary abstraction principally employs oil, acrylic,
and other materials upon canvas or rigid supports.
These media permit repeated layering, correction,
and the careful elaboration of details. The process
of creation often presupposes preliminary sketching,
the calculation of the composition, and the gradual
realization of the concept. The viewer perceives the
work principally in the spatial dimension: as a com-
pleted, static visual structure that may be encom-
passed at a single glance and then analyzed piece
by piece. By contrast, Chinese expressive abstrac-
tion is based upon the "four treasures of the art-
ist": brush, ink, paper, and inkstone. The particular
absorbent capacity of xuan paper and the irrevers-
ibility of the trace of ink determine the spontane-
ity and decisiveness of the work. Each stroke is a
unique event that cannot be corrected or repeated.
This endows the work with a pronounced tempo-
rality. The viewer of Chinese abstraction perceives
the work not only spatially but also temporally: the
gaze moves along the trajectory of the brush, fol-
lowing the rhythm of fast and slow, dense and rare,
wet and dry, as though reliving the process of crea-
tion. Negative space functions as a rhythmic pause,
granting the viewer time for breath and contempla-
tion. Thus, Western abstraction tends toward "si-
multaneous perception," while Chinese abstraction
tends toward "processual experience."

VI. Cultural context and social function

Differences in cultural context also determine the
manifold social functions of the two traditions of ab-
straction. The emergence of Western contemporary
abstraction is closely linked with the avant-garde
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movements of the early twentieth century. It func-
tioned as a radical critique of bourgeois realism, ac-
ademicism, and commercialized culture. Through the
rejection of representation, the abstractionist artists
strove to create a new visual language corresponding
to the spirit of modernity: industrialization, urbaniza-
tion, scientific and technological progress. Abstract
art positioned itself in the public sphere, in muse-
ums, galleries, and exhibitions, as an avant-garde,
elitist utterance demanding of the viewer a specific
cultural competence. Chinese expressive abstraction,
by contrast, is historically rooted in the tradition of
“literati painting,” which was a form of self-expres-
sion of the educated elite: scholar-officials, poets,
calligraphers. It functioned not as a public utter-
ance but as an intimate practice of self-cultivation,
a means of "nurturing one's character" and of es-
tablishing a spiritual bond with the cosmos and with
tradition. The work was often created in the private
space of the study, was intended for a narrow circle
of like-minded persons, and was evaluated not by
criteria of formal novelty, but by the degree of the
manifestation of the "vital spirit" and of the cultur-
al depth of its author. In the contemporary context
these differences are partly effaced, yet preserve their
influence. Western abstraction continues to be posi-
tioned as an exploratory, experimental practice with-
in the field of contemporary art. Chinese expressive
abstraction balances between the preservation of
its bond with tradition and the aspiration to global
recognition, which engenders a productive tension
between "roots" and "modernity."

VII. System of evaluation and methodology
of research

Any effective intercultural comparison that con-
fines itself to the superficial description of stylistic
characteristics runs the risk of falling into the trap of
stereotypes and essentialism. Therefore we advocate
a conscious transition from the study of "the histo-
ry of styles" to the analysis of "the history of meth-
odologies," which will permit the construction of a
verifiable, culturally neutral system of profound eval-
uation. In particular, this may include: the intensity of
the conjunction of form and spirit; the stability and
generativity of schemes; at the same time, the tem-
poral structure of the procedures of viewing; and the
coherence of materials and concepts.

VIII. From contrast to dialogue: prospects for
mutual enrichment

Under conditions of a deepening cultural glo-
balization, the ultimate aim of comparative studies
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lies not in determining the superiority of one tra-
dition over another, but in identifying the poten-
tial of their mutual enrichment and in posing the
fundamental question: "Why does abstraction re-
main relevant today?" For Western contemporary
abstraction, the Chinese expressive tradition offers
an understanding of the subtle principles of work-
ing with "qi-rhythm," with negative space, and with
the generation of grandeur, reminding us that for-
mal autonomy must resonate with living energy and
cannot be reduced to pure conceptualism. Western
abstraction, in its striving for the "purification" of
form, at times runs the risk of losing its connection
with vitality, turning into a cold intellectual game.
The Chinese tradition demonstrates that the min-
imalism of means does not necessarily lead to an
impoverishment of content, but may, on the con-
trary, serve the concentration of vital force. For Chi-
nese expressive abstraction, which strives for global
recognition, the Western contemporary tradition
supplies powerful methodological instruments of
“structure, system, articulation," assisting in the par-
tial translation of the creation of an intuitive "ma-
jestic realm" into analyzable, communicable visual
schemes and exhibition strategies. Thus a genuine-
ly promising intercultural "re-creation” must adhere
to three principles: first, to prioritize the "scene"
as an all-encompassing structure that coordinates
the integral schematic design, including media and
the practices of viewing; second, one must follow
a bilateral approach of culture and methodology,
valuing both the inner accumulation of tradition-
al culture and the bold adaptation of all effective
contemporary methods; third, one must situate the
"abstract" public sphere within more open contem-
porary sources, such as urban advertising boards,
and employ it in aesthetic education, while verify-
ing the effectiveness of the language through gen-
uine interaction with public spaces.

Conclusion

"Overcoming the representational” and "express-
ing aspirations through objects" are not wholly dis-
tinct, incommensurable paths, but two advanced
visual practices in the history of human art, both
pointing toward the eternal convergence of "form
and spirit," differing only in their points of depar-
ture and in their ultimate accents. The first tradition
strives for the disclosure and purification of objects
in order to attain a universal order and a sublime
spiritual experience through the absolutization of
formal autonomy. The second inclines toward the



creation of an inhabitable "realm" through com-
munication with all elements, thereby containing
aspirations and nurturing the character of the hu-
man being through an organic unity with the cos-
mic flow of life. A fruitful comparative study must
transcend the simple mutual confirmation of labels
and serve as a methodological mirror: to employ
Eastern criteria of the creation of "scene" in order
to evaluate the scale and intensity of Western for-
mal purification. Simultaneously, to employ West-

ern methods of constructing "structural-systemic"
frameworks for the partial articulation of the elu-
sive "vital energy" of the Eastern brush. Thus ab-
stract art in the contemporary context ceases to be
an empty shell devoid of images, nor does it remain
merely a traditional rhetorical device for "convey-
ing meaning through objects." Instead, it evolves
into a contemporary aesthetic capacity that may be
experienced, affirmed, and sustained in a continual
dialogue with our rapidly changing world.
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OT AEKOHCTPYKUNIN ©OPMbI K BbIPAXKEHWHO
BHYTPEHHWX CTPEMNEHNI YEPE3 ®OPMY:
CPABHUTEJ/IBHOE NCCNEAOBAHNE
3AMAJHOTO COBPEMEHHOIO U KUTAMCKOTO
JKCMPECCMBHOTO ABCTPAKLUNOHN3MA

AHHOTauums: Ljess Hacmosujezo ucciedo8aHus — 3aso-
KUMb meopemuuyeckyro 0CHOBY OJ11 MeXKY/1bmypHO20
CpasHeHus, npocsiedus mpaekmopuro «0eobvekmusa-
yuu» 8 3anadHoM cospemeHHOM abcmpakyuoHuU3Me u
NPUHYUN «8bIpaXeHUs cmpemaeHUl Yepe3 06bekmeol» 8
mpaduyuoHHoM kumatickom abcmpakmHom uckyccmee.
CpasHeHue nposodumcs nNo Yemelpém KH4esgsiM usMepe-
HusM: scmemudeckoli 1o2uke, hopmanbHol NuHzeUCMU-
yeckoli eeHeanozuu, Memodosoeuu Medua u MexaHu3Mos
gocnpusmus.

3anadHsili abcmpakyuoHU3M, onupasce Ha unocogpckyro
npednoceliky dyanusma cybvekma u obvekma, cmpe-
mumcsa K abcoromHol asmoHoMuu opmbel U NPAMOMY
nposisneHuto dyxa. [ 3moeo oH uchosibdyem makue
cpedcmaa, kak 2eoMempuyeckas KOMNO3UyUs, XUeonuce
ysemosbix noseli u cmpykmypHsiti pumm. Kumadickas xe
mpaduyus, ykopeHEHHAs 8 npedcmas/ieHuU 0 2apMOHUY-
HoM eduHcmae 8HympeHHel npupodsl Yes08eka u kKoc-
Mocd, onupaemcs Ha Kanauepaguyecku 06ycn081eHHyH
MaHepy nuceMa, 3Hepauto mywu, 06pasHyro eeHepayuro,
8bIx005WYH0 3a npedesibl hopMbl, U 8peMeHHYH CMpyK-
mypy «He2amugeHo020 NpocMpaHcmead». 3mo noseosissem

I. Uctopnueckne NCTOKU pa3BuUTnUA ABYyX ny-
Tell abcTpakuMoHnsmMa

B npouecce bopmmnpoBaHus nctopum 3anagHoro
MCKyCCTBa abCTpakLMOHM3M M3HaYaibHO GYHKLIMO-
HMpoBan kak puaocopckas KOHLLeNUMsa 1 MeTos0o-
nornyeckas nosuuus, otTpaxas npu 3ToM nopagok
N YHVBEepCabHble CTPYKTYPbI, C UCMOJ/b30BaHNEM
paLMOHaNbHbIX MHCTPYMEHTOB, Taknx Kak reome-
TpUA U MaTemaTuka. XoTa Knaccmyeckas xygoxe-
CTBEHHas TpPagMLma cofepikana BHYTPEHHUA UM-
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docmuyb 83aUMHO20 NPOSBEHUS XU3HEHHO020 Oyxa Mex-
Oy «cxo0cmeoMm u pazauduem».

B cmamee cucmemamuyecku npocaexusaemcs eeHea-
J102Us abCmMpakyuu 8 pamkax pasaudHsIX KyJbmypHsix
mpaduyuli Bocmoka u 3anada, a makxe npedsazaem-
€A MeXKY/IbmypHAs UHMepnNpemayuoHHas cmpykmy-
pa u enybuHHble kpumepuu oyeHKU. B koHeyHoM umoeze
ymeepxxdaemcs, Ymo KoY K «803pOX0eHUH» co8pemMeH-
Ho20 kumatlickoeo abcmpakmHo20 UCKyccmea 3ako4a-
emcsi He 8 NPOCMOM CONOCMAaseHUU Mamepuanos uau
CUMBO/IUYECKOM KO/IIaXe 3/1eMeHMOo8, a 8 0CO3HaHHOM he-
peocmbicieHUU Memodoioaul, a UMeHHO peuHmezpayuu
obuyeli KOHCMpyKyuu U306pasumesbHsIx cxem, Meoua u
cnocobos 8ocnpusmus 3pumesieM Npu NOMOWU 2eHepa-
yuu yHukaneHol 8ocmoyHoli sScmemudeckoli KoHyenyuu
«y3uH» (15, «cpepa», «npocmpaHcmeo-cocmosHue»). Smo
nodHuMaem abcmpakmHoe UcKyccmeo ¢ yposHs «gop-
Ma/ibHo20 3kchepuMeHma deobbekmueayuu» 00 yposHs
«acmemuuyeckozo cobbimus, 8bIpaxaroujezo cmpemaeHus
u nepedarowye2o NPUHYUNbI».

KntoueBble cnoBa: abcmpakyuoHusmM, o6bekmel, Ku-
matickoe uckyccmeo, mpaduyuu, KOMNO3UYUS.

ny/abC K abcTpakLumn, coBpeMeHHas abcTpakumsa,
npoBo3raacuBLUas HepuUrypaTMBHOCTb CBOUM J10-
3yHroMm, Bo3HMKNa Ha pybexe XIX—XX BekoB. 10T
BCM1€CK Obl/1 BbI3BAH ABOWHbLIM KPU3UCOM COBpe-
MeHHOCTU: doTorpadumsa nogopsana 1ermTMMHOCTb
XUBOMUCK KaK GUrypaTUBHOTO CPeACTBa Bbipaxe-
HWA, @ MHAYCTpYabHas LMBUAN3ALLMSA NOPOAMIA B
yenoBeKe CTPEMJIEHME K JYXOBHOMY BO3BpPALLEHMIO.

Ha atom doHe Bacnanin KaHgmHcknin otctansan
JLYXOBHYHO CBf3b MEXAY LiBETOM 1 GOpPMOW Yepes



«BHYTPEHHIO MOTPEBHOCTb», B TO Xe BpemMs [uT
MoHZApWaH nccnesoBan BU3yasbHble CXeMbl KOCMU-
Yeckoro nopszka yepes Heonaactuumsm, a Kasum-
Mup ManeBuny NPoABMHY XUBOMUCH A0 «HY/1€BOM
CTeneHn» NocpescTBOM cynpematmama. Pesonto-
LUOHHOCTb 3TOW MAE0N0TVM 3aKitoyanachk B TOM,
YTO OHa 06OCHOBbIBaNA NETMTUMHOCTL abcTpakLm
yepes abCoNOTHYHO aBTOHOMMIO GOPMbI U T1aBeH-
CTBO KOHLEMTYaNbHOrO ANCKYpCa, MOPOAMB TEM Ca-
MbIM MHOXECTBO HarpaBJ/IeHWI, OKa3aBLUNX r1y60-
KOe BANSIHWE Ha AasibHelillee pa3BUTME UCKYCCTBA.

B oTanume oT 3TOrO, KMTAKCKOE NOHATUE «ab-
CTPaKLMM» He BO3HWKO U3 pa3pbiBa C pernpeseHTa-
LMen, a YKOPEHUNOCH B APEBHEN KyNbTYPHOW Npak-
TUKE «BblpaXKeHUs CTPEMNEHNI Yepe3 0ObeKTbI».
JcTeTnYeckan ycTaHOBKa «3axBaTblBaTb AyX, UTHO-
pupys GOpMy», CIOXMBLLAACA B 3MOXY ANHACTUIA
Bai1 1 LU3nHb, 3an0Xmna eé TeopeTnyeckyro OCHO-
By. MNocne Toro kak Cy LU 3aaBmA, 4To «oOLleHMBaTb
KapTUHBI MO KX CXOACTBY C GOPMOI — 3TO B3rag,
CPOAHM AEeTCKOMY», HOKYC IMTEPATYPHON XNBOMM-
CW CMeCTUACA C BOMpPOCa «4TO M3obpaxaTb» Ha BO-
npoc «kak n3obpaxarb».

Il. 3cTeTueckme OCHOBbI «AyannsMa gyxa
M MaTepun» U «<rapMOHUU MeXay He6om u ue-
NloBeKomM>»

WNccnepoBaHme coBpemeHHOWM 3anagHom abeTpak-
LM B OCHOBHOM pa3BopauMBanock B paMkax Aya-
nv3Ma cybbekTa u 06bekTa, ycTaHOBAEHHOrO PeHe
[JexapToM. XyflOXXHUK KakK paLMoHaNbHbl cybbekT
NPOTUBOCTOUT OOBEKTUBHOMY MUPY, KOTOPbIN HEOH-
XOAMMO HabnoaaTh, aHaN3MPOBaTh N PEKOHCTPYM-
poBaTb. ABCTpaKTHOE MCKYCCTBO NpesCcTaBaseT cobow
Ky bMUHALMIO 3TON CyObeKTUBHOCTU: «NpeacTaB-
NleHne» BHeLUHNX 0OBbEKTOB NPUOCTaHaB/IMBaETCS,
yCTynas Mecto «siBJIeHWO» caMoi dopmsl. Mpous-
BeZeHMe CTaHOBUTCA CaMOAOCTaTOUHBIM, KOHLLENTy-
afbHO CreHepVPOBaHHbIM BU3yasibHbIM KOHCTPYKTOM.

B kHure «O gyxoBHOM B 1ckycctBe» KaHAMHCKNR
HazenseT uBeT 1 GopMy 0COObIMU «BHYTPEHHUMM
rofocaMm», CTPEMACH AOCTUYb OBLLErO JyXOBHO-
ro szpa YesoBEYECTBA YEPE3 UMCTYHO CUMPOHWUIO
dopm. Heonnactmuymam MoHapuaHa ¢ noutu peam-
TMO3HOWN NPesaHHOCTbIO OTOUABTPOBBIBAJ C/yYali-
HOCTb 1 HecnopsAfoK NPUPOALI MOCPEACTBOM BEpP-
TUKaNbHO-TOPU30HTa/IbHbIX CTPYKTYP U OCHOBHbIX
LIBETOB, pacKkpblBas TO, YTO OH cumTan «dyHAaMeH-
Ta/lbHbIM KOCMUYECKMM MOPSAAKOM». ManeBuy ae-
MOHCTPUpYET eLwé 6o/bLLYIO PaAnKaabHOCTb: CBOAA
06BEKTUBHBIA MUP K HYIFO, OH NPOBO3r/1aLLaeT noJ-
HOe 0CBODHOXAEHME NCKYCCTBA OT NHOObIX BHELLHMX

uenei yepes «4€pHbIin KBagpaT», focTuras chepbl
«YUCTOW UyBCTBUTENBbHOCTU». ObLas yepTa 3TUX
TPEX NMMOHEepPOB — YH6EXAEHHOCTb B TOM, UTO dPop-
Ma/ibHasi aBTOHOMMWS eCTb eANHCTBEHHbIN NyTb K
[YXOBHOW peasbHOCTU, @ TakKe CKNOHHOCTb BbIBO-
AVTb N KannbpoBaTb GopMasbHble peLleHns Yepes
anpuopHYH KOHLLENTyanbHYH NOTUKY.

OaHako ¢pmnocodpckoe BOZHUKHOBEHNE KUTAN-
CKOW 3KCNPECCMBHON abCcTpakLunmn pa3BopaunBaeT-
€A coBeplleHHO MHaye. OCHOBaHHAaA Ha CUHTE3U-
pOBaHHOW NnepcrnekTnae KOHPYLMAaHCKOW, Aa0CCKOWM
N BYAANACKOW MbICAWN, OHA NOAYEPKMBAET B3anM-
HbI pe30HaHC 1 HeCLIOBHYH MHTErpaLmio Mexay
CO3HaHWeM 1 MaTepueit. BoickasbiBaHWe YxyaH-Li-
3bl «<Heb0 1 3eMns cocyLLecTBYOT CO MHOW, 1 BCe
BELLW eNHblI CO MHOW» GOPMUPYET KOCMOIOTUIO
«EamHcTBa HebBa 1 YenoBeyecTBa».

XYAOXHWK — He BHELUHWUIA HabatogaTenb npupo-
Abl, @ HEOTbem/IeMasn YacTb KOCMWUYECKOro NoToka
XW3HW. Tpraga «LapCcTBO», «XKNU3HEHHasa IHeprusa»
N «<HaMepeHne» COCTaBAAET AAPO €& 3CTETUYECKOW
CTPYKTYpbI. B 3TUX pamkax KMCTb U Tyllb BbIXOAAT
3a npeaenbl NPOCTbIX TEXHNUYECKMX NHCTPYMEHTOB,
CTaHOBACb COCYyAaMWN ANt CIUAHUA BHYTPEHHEN Npu-
pPOZAbl M TAPMOHWYHOTO MMUpPa U Npeobpaxasnch B
NPOAOJIKEHME XXM3HEHHOTO PUTMa XYAOXKHMKA.

«HamepeHue» B cBOBoAHON paboTe KUCTbHO —
He NPou3BOJIbHas CybbeKTUBHAs IMOLMS U He HaBs-
3aHHaA M3BHE KOHLEMLMSA, @ «CMbIC/ 3@ Npejenamm
bopMbI», JOCTUTaEMbI Yepes3 ANNTebHOe COBep-
LLIEHCTBOBaHME U LUKANYECKUA npoLiecc «Habto-
JEHNA Y PE30HNPOBaHNA» CO BCEM CYLLLECTBYHOLLMM.
Takmm obpazom, abcTpakLums 34eck He CTPEMUTCA K
nosHOMY OTpbIBY OT NpeaMeTa. OHa yacTo Tpeby-
eT «npeasiora» (Hanpumep, yBAALWNX cTebien no-
TOCa WAN MEPTBOrO flepeBa), UCMO/b3yA YTOHUEH-
HOCTb «MPOCTOTbI, OB/MAJEBAOLLEN CIOXKHOCTHHO».
Brarosaps amopdHOM MaHepe NUcbMa, 31acTny-
HOMY HeraTMBHOMY MPOCTPAHCTBY Y BHYTPEHHEMY
PUTMY, CPOAHU AbIXaHWIO, OHa BbI3bIBAET BENNUME,
ropasgo bonee obwnpHoe, Yem cama pusnyeckas
dbopMa — NpPOCTPaHCTBO, rae MOXeT 0buTaTb AyX.

11l. KonTpactHble popmMasnbHble A3bIKU

OcHOBaHHble Ha NPUHLMMMANbHO pasHbIX Guao-
codCKMX OCHOBaHMAX, KMTackoe 1 3anagHoe ab-
CTPaKTHOE NCKYCCTBO AEMOHCTPUPYOT GyHAAMEH-
Ta/ibHble pa3nnumns B CBOMX 6a30BbIX POpPManbHbIX
efVHnLax.

Bo-nepBbix, ANHUSA:

B 3anagHol coBpemMeHHOW abcTpakumm TnHNSA
NPEeNMYyLLECTBEHHO «KOHCTPYKTUBHA» — CAYXXUT
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ANS YCTAHOB/IEHUSA reOMeTPUYECKOro nopsaka v
opraHu3aumm NPOCTPAHCTBEHHOIO HaMpPAXeHNS;
OHa TOYHa W NoAJaéTcsa NpoekTnpoBaHuto. B cn-
cTemMe CBOBOAHOrO PUCOBaHUA IMHUA ABASETCA B
OCHOBHOM «Kanaurpapuuyeckomn» — npexse Bcero
Cnes KACTU W NyNbC Ayxa v puTMa. Kaxabii Wwrpux
COAEPXXNUT COBOKYMHYHO MHOPMaLmnto 06 «3Hep-
TN — cune — HanpaBJeHNN — CKOPOCTN — na-
y3e 1 CBA3W», BOMJOLLLAA BPEMEHHOM NpoLecc v
BHYTpeHHIot0 cnay. Obe Tpaguumnm LLEHNAT VHUK,
HO 3amnaz CK/JIOHAETCA K «kKOMMO3ULUU — NOpPAS-
Ky», a Kutam — Kk «kannurpadmv — nposiBAEHUIO».

Bo-BTOpbIX, CTaTyC LBeTa:

3anagHas abcTpakumsa ocsoboauia LBET OT pe-
Npe3eHTaTMBHOW GYHKLMK, Pa3BUB CIOXHbIV JyXOB-
HbIA CMBOIM3M. [lOCpesCTBOM LBETOBOMO KOHTpPa-
MyHKTa, paBHOBECKA N KOHOANKTA OHa HanpsAMyro
CO3/a€T ynopasoYeHHOe noJe, npusiekaTenbHoe
Kak AN YyBCTB, Tak W Afis ayxa. B Tpaguunm abctpak-
LUK LBEeT AaBHO YCTYMUA MeCTO TeXHWKam paboTsbl
¢ Tywbto. Camo NoHATUE «Tylb, obnasaroLLas ns-
ThHO LIBETAMU» MpeAcTaBaseT coboin cucteMy TOH-
KX MepexoAoB. DCTeTUYECKoe CTPeMIEHNE «A0-
CTWYb BEPLUNHbBI BEVKONENUA, YTOObI BEPHYTbCA
K NpOCTOTe» CAeNano TyLEBYH XNBOMUCb OCHOB-
HbIM CPeACTBOM Nepesayun CIOXKHbIX KOHHOTaLLMNA.
[axe korga ncnonb3yeTcs LBET, OH CY>XWUT CO34a-
HWIO OBLLEl «CLEHbI», @ He BbICTyNaeT Kak He3aBu-
CUMBIN N1EMEHT BblpaXKeHUs.

B-TpeTbunx, NPOCTPaHCTBO U KOMMO3ULUA:

Co3HaTeNbHOEe MPUHATNE «MNAOCKOCTU» B 3a-
naZHoOM XMBOMWUCKU NPeBPaTUIO KOMMO3NLMIO B
BM3yasibHOE Pacrno/ioXeHue «CTPyKTypa—noae—
3Heprus» Ha ABYMEPHON NOBEPXHOCTH, rae Npo-
CTPaHCTBO akTMBHO KOHCTPYMpPYyeTCa Yepes Haslo-
XeHue CN0EB 1 nepenaeTeHne popm. B kntarckon
abcTpakLumm NPOCTPaHCTBO BKAOYAET B cebs «He-
raTMBHOE MPOCTPAHCTBO» Kak aKTUBHbIA KOMMO3W-
LMOHHBIA 31eMeHT. MpuHLMNbI TOJ06HO TOMY, Kak
«OTHOCUTLCA K BeNOMY Kak K YUEPHOMY» N «B3aUMO-
AEeNCTBME NYCTOTbI U CyOCTaHLMU» AenatoT nycToTy
He GOHOM, a Noaem pe3oHaHca CMbiCa — MPO-
CTPaHCTBOM ANA AblXaHWs 3pUTeNs, sHepreTnye-
CKMM nonem, npeobpa3oBaHHbIM BO BPEMEHHbIE
N3MepeHus.

IV. BHyTpeHHMe MmexaHU3Mbl KOHLLeNUUni n
MeToA0B

Mpu 6onee TLaTENBHOM PAacCMOTPEHMM BCE 3TN
MyTU MOXHO AOMOJIHUTENbHO AnddepeHLMpoBaTh
C TOYKMN 3PEHNA MEXaHU3MOB, FTeHEPUPYIOLLIUX UX
KOHLENUUN 1 METOZAbI.
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«/leobbekTMBM3aLMNA» COBPEMEHHON 3anajHOM
abcTpakumm BKAOYAET Kak MUHUMYM TpW BHYTPEH-
HWX acnekTa:

bopManbHbIN pesyKUMOHU3M — U3BJEUEHNE re-
OMETPUYECKMX INEMEHTOB U MPUHLMNOB YNOpPAA0-
YEHHOCTM M3 NPUPOAHbLIX O6BEKTOB;

BHYTPEHHUI 3KCNPECCMOHN3M — paccMoTpe-
Hue abCcTpakumn Kak NpAMOro CpescTsa, NO3BO-
naowero obontn dursnyeckme GopmMbl N 4OCTUYD
BHYTPEHHUX 3MOLMUI XYLOXKHUKA;

KOHLLENTyaNbHbIA NpYMaT — opraHusauus dop-
MafibHbIX BbIDOPOB Uepes YETKYIO KOHLEeNTyasb-
HYH CTPYKTYPY.

KvTaickas akcnpeccrBHas abcTpakums «Bbipa-
XEHWEe CTPEMIEHUI Yepe3 0OBbEKTLI» ONMPAETCs Ha
WMHOWN Habop onepaLMOHHbIX MeXaHW3MOB:

«HabntogeHre n pe3oHMpoBaHMe C obbekTa-
MU» — XYLOXHUK Yepes AAnTeNbHOe co3epLlaHmne
W TeNIeCHbIV OMbIT yCTaHaB/MBAET ryOUHHYO CBA3b
C NPUPOAHLIMN 0BBbEKTaMK, N3BAEKAA U3 HUX He
BHELLHIOH GOPMY, @ BHYTPEHHHOH XXN3HEHHYHO CyLLL-
HOCTb U PUTM;

«EaMHCTBO cepaua v pykn» — npoLiecc co3ga-
HWA NPOUN3BEAEHNA He ABNSETCA 3apaHee NPoCYm-
TaHHOW peanu3aLmen KOHLeNUu, a npeacrTaBasert
cob60M CNoHTaHHOE BbICBOBOXAEHME XN3HEHHOM
3HEPrun B MOMEHT COEMHEHWNS BHYTPEHHEro Co-
CTOSHUA U ABUXEHUS KUCTW;

«[eHepaumsa Bennuna 3a npegenamm obpasa» —
3aBepLéHHOe Npoun3BeseHne He 3aMblKaeTcs B
rpaHuLax n3o0bpaxxEHHOro, HO Yepes HeraTMBHOe
NPOCTPaHCTBO, PUTMNYECKYIO May3y U «HejoCKa-
3aHHOCTb» OTKpbIBaeT 6eckoHeuHoe none Ans co-
TBOpYECTBa 3puUTens.

IT MexaHW3Mbl ONpeAenaroT KOHLEMNLMIO TOro,
UTO KMUTaNCKas 3KCNpPeCccnBHas abcTpakLums He cTpe-
MUTCS K «OUNLLEHUIO» UAU «PeayKLM», MPUHS-
TOW B 3anagHon abcTpakumm. A ckopee CTpeMuTcs
K «KOHLLEHTPaLMM» N «CryLLEeHM0» — MaKCUMasb-
HOW reHepaLmn XXU3HEHHOW SHEPTrMM B MUHUMaJIb-
HbIX dOopmax. ITO NpuAaeT NpoLeccy NpesenbHyr
NIAKOHWYHOCTb, NPU 3TOM 6e3rpaHNyYHO Pe30HU-
pys MO CMbICAY.

V. Cncrema oueHKM N MeToA0/1I0TnA Uccie-
AOBaHUA

Pasznnumsa B MaTepunanax n meama takxxe ¢yH-
JaMeHTaNbHO OnpeaensatoT crnocobbl BOCNPUATUASA
ABYX TPaAnumi abcTpakumoHnsma. 3anagHas co-
BpeMeHHas abcTpakLms NpenmyLLEeCTBEHHO UCMOb-
3yeT Macao, akpuia 1 gpyrve Matepuanbl Ha XONCTe
NN XKECTKMX OCHOBaHMAX. DTN MeAna No3BONAIOT



MHOroKpaTHOe Hac/10eHWe, KOPPEKTUPOBKY W TLLa-
TeNbHyto NpopaboTky geTanew. [pouecc co3paHuns
YyacTo npeAnonaraeT NpejBapuUTeNbHOE 3CKU3NPO-
BaHWe, pacyéT KOMMNO3ULMM 1 NOCTENeHHYI peanu-
3aUMI0 KOHLUENuUun. 3puTenb BOCMIPUHMMAET Npoun3-
BeAeHne NpevMyLLLeCTBEHHO B MPOCTPAHCTBEHHOM
M3MEpPEeHNN — Kak 3aBEPLUEHHYHO, CTaTUYHYO BU-
3yabHYyHO CTPYKTYPY, KOTOPYH MOXHO OXBaTUTb eAu-
HbIM B3r/1940M W 3aTeM aHaAM3MPOBaTh MO YacTAM.
Hanpotus, knuTalickas skcnpeccmBHas abcrpakums
6a3npyeTca Ha «4eTbIPEX COKPOBULLLAX XYLOXHN-
Ka» — KMCTW, Ty, bymare v TyweyHumue. Ocobas
abcopbupytroLlas cnocobHOCTb Bymaru croaHb u
HeobpaTMMOCTb cneja Tyl OnpeAenatoT CNoH-
TaHHOCTb U peLlNTeNIbHOCTb NponsBedeHnsa. Kax-
Abl Ma30K — 3TO YHMKa/sbHOE CObbITME, KOTOPOe
He/Nb3A NCMpPaBUTb AN NOBTOPUTL. ITO Hajensaer
npounseejeHne BblpaXXeHHOM TeMMOpPasbHOCTbHO.
3puTenb KATaNCKOM abCcTpakLm BOCMPUHMMAET pa-
60Ty He TONbKO MPOCTPaAHCTBEHHO, HO U BPEMEH-
HO — B3rN1A4 ABUXETCA BAO/Ib TPAEKTOPUM KUCTU,
cnepys putMmy 6bICTPOro U MeAIEHHOTO, NJAOTHOTO
1 pa3pexXeHHOro, BAaXKHOro 1 Cyxoro, CJIOBHO ne-
pexkvBas 3aHOBO MpoLecc co3gaHuna. HeratmeHoe
NPOCTPaHCTBO QYHKLMOHMPYET Kak pUtMmyeckas
naysa, MpeAoCTaBAAA 3pUTENIO BPEMSA A1 AbIXaHNA
1 cozepuanus. Takum obpaszom, 3anagHas abcTpak-
LnA TATOTeeT K «CMMYNbTaHHOMY BOCMPUATUIO», B
TO Bpems Kak KuTarnckas — K «mnpoLieccyasbHOMY
nepexvBaHnIo».

VI. KynbTypHbIA KOHTEKCT U colnanbHasn PpyHK-
uua

Paznnumna B KyNbTypHOM KOHTEKCTe Takxe onpe-
AEenaroT MHOroobpasHble coumanbHbie QYHKLMM
ABYX TpaAuuui abcTpakumm. BosHnkHoBeHMe 3a-
nazHoW COBPEMEHHOWN abCTpakLmMm TECHO CBA3aHO C
aBaHrapAHbIMy ABMXeHUAMMU Hayana XX Beka. OHa
dyHKLUMOHMpPOBana Kak pagnKkanbHas KpuTnKa byp-
Xya3HOro peasvsMma, akajemmsma 1 KommepLmnanm-
31POBaHHOM KyNbTypbl. Yepe3 0Tka3 oT penpe3eH-
TaLuUn XyAOXHUKN-abCTPaKLMOHUCTbI CTPEMUANCH
€O3/aTb HOBbIN BM3yabHbI/ A3bIK, COOTBETCTBYHO-
WU AyXy COBPEMEHHOCTU — MHAYCTpUanmn3aLmm,
ypbaHu3aLmm, Hay4HO-TEXHUYECKOMY nporpeccy.
ABCTpaKTHOE UCKYCCTBO MO3MLMOHMPOBANOCh B My-
6anyHoM chepe — My3esx, ranepesx, BbiCTaBKax —
Kak aBaHrapAHoe, aAnTapHoe BbiCKa3blBaHWe, Tpe-
bytoLlee oT 3puTens cneumduUeckon KyabTypHOWM
komneTeHumun. KnTalickas akcnpeccrBHas abctpak-
LuA, HaNpOTWB, NCTOPUYECKN YKOPEeHeHa B Tpaau-
LUK «NUTepaTypHON XMBOMUCK», KOTOpas bblna

bopmoin caMoBbIpadkeHWs 06pa3oBaHHOM AUTbI —
YUYEHbIX-UMHOBHMKOB, MO3TOB, Kaaaurpados. OHa
bYHKLMOHMpPOBana He Kak nybanyHoe BbiCKasbl-
BaHWe, a Kak MHTMMHas npakTnka cCamoCoBepLUEeH-
CTBOBaHWSA, CNOCO6 «B3palyMBaHUA Xapakrepa» u
YCTaHOBJ/IEHWSA fyXOBHOM CBSA3U C KOCMOCOM U Tpa-
anuneit. MpounsBeseHne 4acTo co3AaBanoch B Npu-
BaTHOM MPOCTpaHCTBe KabuHeTa, NnpeAHa3Ha4yanochb
A9 Y3KOTrO Kpyra ejMHOMbILUJIEHHWKOB 1 OLleHMBa-
NOCb He No KpuTepusM GOopManbHOM HOBU3HLI, a MO
CTeMNeHN NPOABAEHMUA «KU3HEHHOTO Ayxa» U Ky/b-
TYpHOW rnybuHbl aBTOpa. B coBpemeHHOM KOHTeKCTe
3TW Pas3NNUMA YaCTUYHO CTUPAKOTCA, HO COXPaHAT
CBOE BAVAHMeE. 3anagHas abcTpakumsa npoaosxaeT
NO3MLIMOHMPOBATLCA Kak NCCaef0BaTebCckas, 3KC-
nepuMeHTasbHas npakTuka B noje COBPeMeHHOro
nckyccrsa. Kutaiickas akcnpeccvBHas abcrpakums
H6anaHcMpyeT Mexay COXpaHeHWeM CBA3M C Tpaau-
Lmel n ctpeMaeHneM K rnobasbHOMY MpPU3HaHUIO,
YTO MOPOXKAAET NPOAYKTMBHOE HamnpsXXeHne Mex-
Ay <KOPHAMMU» N «COBPEMEHHOCTbO».

VIl. Cnucrema ou,eHKU U METOA0/I0TUA UCCie-
AOBaHWA

Jlro60oe 3pdeKkTMBHOE MEXKYNbTYPHOE CpaBHe-
HWe, orpaHNYMBaloOLLEECH NMOBEPXHOCTHBIM OMU-
CaHVeM CTUINCTUYECKUX XapaKTePUCTUK, pUCKyeT
nonacTb B JIOBYLUKY CTEPEOTMUMNOB N 3CCEHLMaNN3-
Ma. Mo3ToMy Mbl BbICTYMaeM 3a OCO3HaHHbIV nepe-
XOZ, OT UCCNEeAO0BaHNA <MCTOPUMN CTUNEN» K aHaNN-
3y «MCTOPUN METOZLONOTUIA», YTO NO3BOAUT CO3AaTb
BepudMLNPYEMYIO, KYJIbTYPHO HENTPasbHYH CU-
cTemMy rnyOuHHOM OLEeHKN. B yacTHOCTM, 3TO MOXeT
BKJIKOYATb: MHTEHCMBHOCTb COeANHEHUA GOPMbI U
Jyxa, CTabUNbHOCTb M reHepPaTUBHOCTbL CXEM B TO Xe
BpeMs BPEMEHHYHO CTPYKTypy npouesyp npocMo-
Tpa 1 COrnacoBaHHOCTb MaTEPMANOB U KOHLIEMLUNA.

VIII. OT KOHTpacTa K gunanory: nepcrneKTusbl
B3auMHoro oborawieHus

B ycnoBuax yraybastowenca KynbTypHOW rio-
Hanvzaumm KoHeuHas Lenb
CcNnefloBaHU 3ak/itovaeTCs He B onpesAesieHnm
NpPeBOCXOACTBA OAHOM TPaguLLIMK Hag APYron, a
B BbISIBEHWM MOTEHLMana Ux B3aMMHoro obora-
LLleHNs 1 NocTaHoBKe PyHAAMeHTaNbHOro BONpo-
ca: «[Moyemy abcTpakumsa OCTaéTca akTyasbHOW
cerogHa?» [ina 3anafHoM COBpeMeHHOM abcTpak-
LWW KNTaCKas aKCNpeccMBHas TpaauLums npes-
naraet NOHMMaHue TOHKUX MPUHLMNOB PaboTbl €
«LN-PUTMOM>», HEFaTUBHbLIM NMPOCTPAHCTBOM U re-
Hepauuven Bennuuns, HanoMunHas, YTo dopmanb-
Has aBTOHOMMUA AOJIKHA PE30HMPOBaTb C XXNUBOW

CpaBHUTEJIbHbIX NC-

57



3Heprven 1 He MOXeT 6bITb pesyLinpoBaHa A0 Yu-
CTOro KOHLUenTyaansma. 3anagHas abctpakums, B
CBOEM CTPEMJIEHMN K «OUULLEHNIO» GOPMBbI, NO-
PO pUCKYeT yTpaTUTb CBA3b C BUTaNbHOCTLIO, Mpe-
BPaLLLafCb B XOJOAHYH UHTENANEKTYaNbHYIO UTpPY.
Kutaickas Tpagmums 4eMOHCTPUPYET, UTO MUHU-
Manu3M CpeAcTB He 0bs3aTeNbHO BeAET K 0bes-
HEHWUIO CoZlep>KaHWa, @ MOXET, HaNpPOTWB, CYXNUTb
KOHLLEHTPaLMW XU3HEHHON cubl. Jns KUTalCKoM
3KCMNPeCcCcMBHOM abCTpakLmm, CTPEMALLENCS K TN0-
6asbHOMY NpPU3HaHWIO, 3anajHas COBpeMeHHas
TpagMLuma npesocTaBaseT MOLWHbIE METOLO/OrN-
Yyeckne MHCTPYMEHTbI «CTPYKTypa — cuctema —
apPTUKYNALMA», MOMOraroLLMe YaCTUYHO NnepeBecTu
CO3/laHNe MHTYUTUBHOTO «BEJNYECTBEHHOTO Llap-
CTBa» B aHa/NM3npyeMble, KOMMYHUWKabenbHble BY-
3ya/ibHble CXeMbl ¥ BbICTaBOYHbIe CTpaTernu. Taknum
o06pa3omM, No-HacToALEeMYy NePCNeKTUBHOE MeX-
KyJIbTYPHOE «BOCCO3ZaHNE» JOJIXKHO MPUAEepXKM-
BaTbCA TPeX NPUHLMMNOB: BO-MNEPBbIX, MPUOPUTE3N-
pOBaTb «CLeHY» KaK BCEOOBbEMIOLLYIO CTPYKTYPY,
KOOPAVHUPYHOLWYIO LLeOCTHbIN CXeMaTuYeCcKuni
AVW3aiiH, B TOM Yncne Megma u npakTuku npocMo-
Tpa; BO-BTOPbIX, HY>XHO CNeA0BaTb ABYCTOPOHHEMY
MOAXOAY Ky/NbTypbl U METOLONOINM, OLLEeHUBas Kak
BHYTPEHHee HaKomM/JeHne TPagULIMOHHOM KYNbTy-
pbl, TaK 1 CMeNoe aganTupoBaHmne Bcex 3PpPpekTns-
HblX COBPEMEHHbIX METOAOB; B-TPETbUX, HEOHXO-
AVIMO PacnoNoXnTb «abCTpakTHYH» NyBANYHYHO
chepy B bosiee OTKPbITbIX COBPEMEHHbIX MCTOM-
HMKaX, TakKMX Kak rOpPOACKNE peKNaMHble LLUTbI 1
MCNoAb30BaTb MNPW 3CTETUYECKOM 0bpa3oBaHumy,
nposepAsa npu 3Tom 3GPeKTMBHOCTbL A3blKa Ye-
pe3 NojinHHOe B3anmMoaencTeme ¢ Ny6ANYHbIMU
NPOCTPaHCTBaMMU.

3ak/sitoueHune

«[peogoneHne penpe3eHTaTMBHOrO» N «BblpaXe-
HVe CTPeMNEeHNI Yepe3 06beKTbl» — He COBEPLUEHHO
pasHble, HeCoM3MeprMble MyTH, HO ABe NepesoBble
BM3Yya/ibHble NPaKTUKN B UCTOPUN YeNOBEYEeCKOro
ncKyccTBa, obe yKasbiBatoLLMe Ha BEYHOE CXOXKAe-
HWe «bopMbl 1 Ayxa», pasanyasch AuLb B OTNpPaB-
HbIX TOUKaX 1 KOHeYHbIX akLeHTax. lNepBas Tpagnums
CTPEMUTCH K OBHAXKEHWIO Y OUULLEHWNIO OOBEKTOB
NS LOCTUXKEHUS YHUBEPCANbHOTO Nopsijka U BO3-
BbILLUEHHOrO lyXOBHOTO OMbITa Yepe3 abcontotnsa-
umnto dbopmManbHOW aBTOHOMUK. BTopas ckioHseTcs
K CO3ZaHMI0 0BMTaeMOoro «LapcTBa» Yepes KOMMY-
HVWKaLWUIO CO BCEMW 31eMEHTaMM, TEM CaMbiM BMe-
Laa CTpeMAEHNS 1 B3paLLMBas XxapakTep YenoBeka
NocpeACcTBOM OpPraHMUYecKoro eMHCTBa C KOCMU-
YeckMM MOTOKOM >KM3HW. [11040TBOPHOE CPpaBHM-
Te/ibHOE UCCNeAoBaHne AONXKHO BbIXOAUTb 3a paMm-
KW NPOCTOro B3aMMHOIO MOATBEPXKAEHUS APJbIKOB
N CNY>XXUTb METOAONOMMYECKUM 3ePKasoM: UCMOJb-
30BaTb BOCTOYHbIE KPUTEPUM CO3AaHUSA «CLEHbI»
AN OLLeHKN MacluTaba v MHTEHCMBHOCTM 3amajHo-
ro popmanbHoro oumieHns. O4HOBPEMEHHO UC-
MoNb30BaTh 3amnasHble METOAbI MOCTPOEHUA «CTPYK-
TYPHO-CUCTEMHBbIX» KOHCTPYKLIMIA A8 YaCTUYHOWN
APTUKYNSALMN HEYIOBUMOM «>KU3HEHHOW 3HEPTUm»
BOCTOYHOW KNCTU. Taknm obpa3om, abcTpakTHOe mUc-
KyCCTBO B COBPEMEHHOM KOHTEKCTE NepecTaér ObiTb
nycTon 060104KON, NNLWEHHONM 06pPa3oB, 1 He ocTa-
E7CA NPOCTO TPAAULMOHHBIM PUTOPUYECKUM NPUE-
MOM A5l «nepesayn CMbica Yepe3 06beKTbl». BMme-
CTO 3TOr0 OHO 3BOJIFOLMOHMPYET B COBPEMEHHYHO
3CTETUYECKYH CMOCOBHOCTbL, KOTOPYH MOXHO ne-
PeXunTb, YTBEPAUTL U MNOAAEPKATb B MOCTOAHHOM
Jvanore C HaWwyM BbICTPO MEHARLLMMCA MUPOM.
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