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REALISTIC EXPRESSION AND THE EVOLUTION OF
THE ARTISTIC LANGUAGE IN THE FRESCOES OF HOU
YIMIN

Summary: Hou Yimin, one of the principal pioneers of
the movement for the revival of modern wall painting in
China, created and put into practice a unique realistic ap-
proach to wall painting. Hou Yimin's creative path is deep-
ly rooted in the shift of the twentieth-century Chinese real-
istic movement from social enlightenment to the revival of
wall painting. His multifaceted personality as a revolution-
ary, artist, and teacher shaped his profound historical and
humanistic position, as well as his creative principle that
‘art serves the people'. The essence of Hou Yimin's fres-
co language lies in creating the authenticity of historical
memory, highlighting the typicality of cultural symbols,

I. The Formative Logic of Hou Yimin's Realistic
Monumental Art

At the beginning of the twentieth century, the
introduction of realism in China was far more than
simply the transfer of an artistic style. In a crit-
ical moment of national danger, it was imbued
with powerful attributes of social enlightenment
and political revolution. Cai Yuanpei's appeal to
‘replace religion with aesthetic education’ raised
the fine arts to the level of transforming the na-
tional spirit. Such artists as Xu Beihong advocat-
ed the use of Western realistic techniques for the
reform of Chinese painting, with their primary de-
mand being that art should confront reality and
depict life. At this moment, realism in essence be-
came the visual weapon of the intelligentsia in the
struggle against feudalism and autocracy and in
the pursuit of science and democracy. Its empha-
sis on the truthful depiction of the objective world
concealed the urgent idea of social transformation.
Its narrative essence was critical and intervention-
ist, aimed at awakening the masses and serving

and creatively combining materials and techniques. This
article is devoted to the monumental art of Hou Yimin
and aims to clarify the logic of formation, the system of
expression, and the historical significance of his realistic
style. Through comparison with other contemporary styles,
it identifies the characteristics of his functional realism and
explores the value and space for reflection inherent in this
artistic model, which emphasises narrative integrity and
public enlightenment, in a contemporary context.

Keywords: Hou Yimin; modern wall art; realism; artistic
language; modern expression.

the great cause of national survival. This artistic
conception, saturated with instrumental rational-
ity, became one of the key creative philosophies
of early Chinese artists. However, with the found-
ing of the People's Republic and the unfolding of
political campaigns, the critical dimension of re-
alism gradually gave way to the functions of cele-
bration and propaganda. Only in the new historical
period that began with reform and opening up did
the energy inherent in realism find a new space
for expression on the wave of ideological libera-
tion. The collective creation and public exhibition
of the frescoes at Beijing Airport in 1979 became
a landmark event. Despite their stylistic diversity,
the series of frescoes as a whole demonstrated a
new tendency towards formal beauty and orna-
mentality. This marked the liberation of realism
from unambiguous political narratives, since its
techniques of depiction and its concern with real-
ity began to integrate with the visual language of
folk art and with the formal explorations of con-
temporary art. It shifted towards expressions that
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Fig. 1. “The Young Underground Worker”, Hou Yimin, oil on
canvas, 1957. Image source: “The Art of Hou Yimin". Art Research.

Fig. 2. "The Great Wall of Flesh and Blood", Hou Yimin, 1989.
Image source: National Museum of China.

carried greater significance for aesthetic enlight-
enment and cultural revival. Descending from the
walls of political propaganda, frescoes sought to
reintegrate themselves into contemporary public
architecture, offering realism a new possibility: to
turn from an instrument of criticism into a means
for the construction of a new national culture.

In Hou Yimin's artistic system, paramount im-
portance is given to strict form, a principle that
traces directly back to his systematic training at
the Central Academy of Fine Arts. In the first half
of the twentieth century, Xu Beihong advocated
the introduction of Western realism into Chinese
painting, paying special attention to the creation
of a scientific, objective method of observation
and depiction that emphasised the precise un-
derstanding of the structural elements of objects.
This pedagogical system gave Hou Yimin a sol-
id foundation in the area of form and instilled in
him an artistic worldview that respects the objec-
tive nature of objects. In the mid-1950s he joined
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the creative training programme led by the Soviet
expert Maksimov, which further strengthened his
realistic style in oil painting. Maksimov's training
not only transmitted concrete techniques of Soviet
painting concerning colour, space, and three-di-
mensional modelling, but also emphasised the
creative conception of immersion in life and the
expression of reality. Hou Yimin's diploma work,
'The Young Worker', demonstrates this solid ca-
pacity for modelling.

Hou Yimin's transition from an experienced
painter specialising in revolutionary historical sub-
jects to dedicating himself to the innovative art of
wall painting was not simply a change of medium
of expression, but an inevitable development and
deepening of his artistic philosophy under spe-
cific historical conditions. In the early years of re-
form and opening up, the spread of urban public
buildings created an acute social need for large-
scale works of art. The creation of the ensemble of
murals at Beijing Capital Airport in 1979 became
a landmark response to the challenge of this ep-
och. Hou Yimin was acutely aware that frescoes, as
a form of art inseparably connected to the archi-
tectural environment and accessible to the broad
public, are the optimal means for the realisation
of his artistic philosophy of serving the people.
In contrast to the relatively personal character of
easel painting, frescoes possess a greater public
resonance, a commemorative significance, and a
potential for social intervention. In an interview he
asserted that frescoes must carry within themselves
weighty historical themes and a spiritual essence;
this conviction prompted him to a conscious ar-
tistic transformation.

[l. The Expressive System of Hou Yimin's Real-
istic Frescoes

Hou Yimin's realistic frescoes draw their strength
primarily from his multilayered, refined understand-
ing of authenticity. This authenticity goes beyond
simple realistic technique; instead, it creates cred-
ibility across historical, emotional, and social di-
mensions, adapted to the particular requirements
of each theme. In depicting important historical
subjects, he strives for historical credibility. His
work 'The Great Wall of Flesh and Blood' embod-
ies this dimension. Completed in 1989, this monu-
mental relief fresco, executed in iron-red crystalline
glaze, gives off a blood-red shade reminiscent of
fire. Instead of depicting a specific battle, it uses
a highly abstract, documentary-like scene to re-



cord the collective memory of the unity of military
personnel and civilians against the enemy during
the war with Japan. This creates a visual logic of
reading similar to the shifting views of tradition-
al Chinese scrolls. The figures are not depicted as
separate portraits but rendered through a sculptur-
al massiveness that emphasises the weighty con-
tours and dynamic impulse of the collective. The
details of faces dissolve into the common tonal
palette, sacrificing concreteness for the sake of
symbolism. The durability of the material and the
symbolism of colour together fix this chapter of
national history as a visible monument. Its authen-
ticity points to the essence of the historical spirit
rather than to the documenting of specific events.

In conveying the spirit of the times, Hou Yimin
masterfully uses authentic emotions. His ceramic
fresco of 1979, 'A Hundred Flowers in Full Bloom',
goes beyond specific historical narratives thanks
to a magnificent depiction of blossoming flowers
and the harmonious singing of birds. Traditional
motifs with a clear auspicious meaning, such as pe-
onies, roses, pines and cranes, and peacocks, are
reorganised, and the central place is occupied by
colour expression. Hou makes full use of the rich
secondary shades and subtle transitions created by
high-temperature glazes during firing in the kiln.
The glazes interpenetrate one another on the pet-
als, creating soft transitions, while the brightness
and purity of the colours on the birds' feathers are
controlled by varying the thickness of the glaze.
This magic of colour, born of craftsmanship, goes
beyond the limits of manual painting, endowing
the scene with a vivid, sumptuous quality inher-
ent in the materials themselves. In applying lines,
he uses engraved lines to outline branches and
contours. These lines flow with smoothness and
elasticity, combining the precision of the Chinese
fine brush with the rhythmic beauty of decorative
patterns. This technique directly reflects a highly
concentrated and symbolic expression of collec-
tive optimism and renewal in society.

Hou Yimin's investigation of the diversity of
materials has always been closely connected with
the expansion of the inner language of painting.
His principle of choosing materials according to
the subject essentially presupposes the incorpo-
ration of the properties of materials into the for-
mation of the painterly language. In the woollen
fresco 'Affection of the Silk Road’, the soft texture
and warm shades inherent in wool naturally evoke,

Fig. 3. A Hundred Flowers in Full Bloom”’, Hou Yimin and
Deng Shu, 1979. Image source: Beijing Daily.

e

Fig. 4. "Affection of the Silk Road", Hou Yimin and Deng Shu,
1981. Image source: National Library of China.

Fig. 5. "Nezha Stirring up the Sea”, by Zhang Ding, Shen
Yucheng, Chu Qian, Li Xingban, Wang Xiaogiang and Zhang
Yimin, 1979. Image source: Online Exhibition Dedicated to
the Frescoes of the Capital Airport, Academy of Arts & Design,
Tsinghua University.

Fig. 6. Detail of "Water Splashing Festival: An Ode to Life", Yuan
Yunsheng, Lian Weiyun, Fei Zheng, 1979. Image source: Online
Memorial Exhibition of the Frescoes of the Capital International
Airport, Academy of Arts & Design, Tsinghua University.

Fig. 7. Detail of "Water Splashing Festival: An Ode to Life", Yuan
Yunsheng, Lian Weiyun, Fei Zheng, 1979. Image source: Online
Memorial Exhibition of the Frescoes of the Capital International
Airport, Academy of Arts & Design, Tsinghua University.

on a psychological level, a sense of closeness and
materiality. This deeply resonates with the histor-
ical theme of the Silk Road, which seeks to depict
the friendly exchanges and mutual learning be-
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tween civilisations. Furthermore, this choice car-
ries within it a historical and cultural metaphor:
woollen fabrics themselves were important goods
brought into China along the Silk Road. Thus, ma-
terial and theme achieve an inner unity within a
cultural logic, making the tapestry form an organ-
ic extension of its historical content. Faced with
a completely new means of expression such as
weaving, Hou Yimin confronted the fundamental
task of translating his masterful painterly think-
ing into the language of the craft of weaving. The
flowing draperies of the figures' garments and the
precise form of the camels in his compositions
depend entirely on this technique. In the same
way, he achieves an ingenious transformation in
the expression of colour and volume. The colour
scheme depends on the interweaving of woollen
threads, with transitions between colour blocks
occurring gradually. The smooth, delicate colour
transitions of traditional painterly pigments can-
not be achieved through the technique of weaving.
Therefore, he proactively separated the rich rela-
tionships of light and shadow into several distinct
colour gradations. By planning the interweaving
of these graded threads, he sculpted the three-di-
mensionality of objects through visual blending.
The success of this work goes beyond simple tech-
nical mastery. It demonstrates that Hou Yimin's
profound conception in the choice of theme and
material achieves an ideal resonance among the
spiritual essence of the material, its historical at-
tributes, the thematic content, and the formal lan-
guage; the material itself is elevated and becomes
part of the narrative, and this significantly expands
the expressive boundaries of wall art.

[Il. Function, Legacy, and Contemporary Reas-
sessment of Hou Yimin's Realistic Frescoes

To assess Hou Yimin's work accurately, it is nec-
essary to consider it within the broader context
of the movement for the revival of Chinese wall
painting at the end of the 1970s and in the 1980s.
After artists had overcome the traditional artistic
models, they began to explore diverse paths. Al-
most simultaneously with Hou Yimin, Zhang Ding
created the painting 'Nezha Defeats the Dragon
King' for Beijing International Airport. Drawing on
mythological legends, this work uses saturated
decorative colours and dynamic linear forms to
convey a romantic mood and a liberation from for-
mal aesthetics. The work employs large blocks of
blue and green colours with winding and flowing
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lines, creating an overall effect similar to a daz-
zling visual drama. Its essence consists in the use
of mythological characters to express the spirit
of an epoch free from constraints and aspiring to
the heights, demonstrating romantic moods and
a liberation from formal aesthetics. Another artist,
Yuan Yunsheng, boldly depicted human figures in
'Water Splashing Festival: An Ode to Life', trans-
ferring the theme to the celebration of life itself
and the affirmation of the individual spirit. The
figures on the fresco are distinguished by grace-
ful curves and a free composition, filled with sym-
bolic meaning. The main attention here is paid to
universal human beauty and vitality, and the for-
mal exploration constitutes an important goal of
the work itself. In contrast to these tendencies to-
wards mythology, form, or inner individual explo-
ration, the works of Hou Yimin, such as 'The Great
Wall of Flesh and Blood' and 'A Song of Resistance
to the Earthquake', are concentrated on grandiose
historical themes and social realities. His compo-
sitions strive for an epic monumentality; his shap-
ing of characters emphasises collective symbolism
rather than individual lyricism; and his choice of
colours and materials strictly serves the serious-
ness and elevation of his themes. This conscious
choice makes it possible to define his style clear-
ly as a kind of 'functional realism'. The main pur-
pose of his frescoes is to relate national history, to
concentrate collective emotions, and to promote
the spirit of the times, while the artistic form firmly
serves this social function. It is precisely this dis-
tinction that created a unique coordinate, deep,
weighty, and filled with mission, amid the flower-
ing diversity of fresco creation.

One of Hou Yimin's most significant contribu-
tions to Chinese wall art consists in the fact that
he succeeded in transforming his personal crea-
tive practice into a systematic educational struc-
ture for a contemporary discipline. Before such
artists as Hou Yimin gave an impetus to the de-
velopment of modern monumental art, the Chi-
nese tradition of wall painting, despite its antiquity,
did not have an independent status within mod-
ern artistic education. It was often included in the
section of oil painting, traditional Chinese paint-
ing, or applied art, and did not have an integrat-
ed system for the training of talents. As a result,
he became one of the main advocates and found-
ers of the 'Wall Painting' programme at the Cen-
tral Academy of Fine Arts. Hou Yimin participated



in the development of the draft proposal for the
establishment of the department, working out a
structure of training that ensured a balance be-
tween academic rigour and practical application.
He led the creation of teaching units, including
research on memorial frescoes, the heritage and
development of the traditional ethnic traditions
of fresco painting, and a contemporary workshop
for fresco painting. He personally created a new
structure of training in which the main emphasis
was placed on basic skills, priority was given to
practical skills and to close integration with public
social projects. This marked the transformation of
fresco painting in China from disparate individual
efforts into a discipline of higher education with
systematic methodologies, clear academic stand-
ards, and sustainable mechanisms for the trans-
mission of knowledge.

In the context of contemporary art, the concept
of public art has expanded significantly, paying
greater attention to conceptuality, the specificity of
place, the participation of the community, and di-
verse individual self-expression. Hou Yimin's prac-
tice, characterised by a strong thematic priority, a
unified discursive style, and an absolute empha-
sis on collective values, contrasts sharply with the
contemporary tendencies in public art, which give
priority to openness, interactivity, critical participa-
tion, and the value of individual experience. In the
context of contemporary art, when creative work
strives towards personalisation and fragmentation,
the emphasis on collective narratives and grandi-
ose themes in his realistic approach encounters
discussions about its compatibility with the need

for individual self-expression. This shift of para-
digm makes Hou Yimin's model of frescoes, based
on state ideas and on the striving for an eternal
commemorative effect, somewhat traditional and
even estranged in its expression and perception.
However, an analysis of Hou Yimin's work shows
that many key elements of his philosophy of fresco
creation retain their relevance in a contemporary
context. What is preserved is not the form of the
grandiose narrative itself, but its spiritual essence
and creative logic. The basic principle of ‘art for the
people' remains a relevant creative approach for
contemporary public art. Its essence consists not
in the demand for the full subordination of art to
specific narratives, but in the fact that artistic cre-
ation should not be torn away from public needs
and social context. This philosophy effectively bal-
ances individual self-expression and public val-
ue in contemporary art, not allowing public art to
turn into a conceptual experiment confined to nar-
row circles. Hou Yimin's emphasis on the compat-
ibility of materials with creative themes and with
the spatial environment remains relevant for the
contemporary practice of public art. Although a
broader spectrum of materials is used in public art
today, from traditional substances to digital me-
dia and light installations, the basic logic of se-
lecting materials for themes and spaces remains
unchanged. Hou Yimin's approach to the inves-
tigation of the social properties of materials can
help contemporary creators to avoid the traps of
‘technology-oriented' or ‘form-oriented' approach-
es, allowing materials genuinely to become the
means of transmitting artistic value.
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PEAJTMCTUYECKOE BbIPAXXEHWE 1 3BOJTHOLU A
XYAOXECTBEHHOIO A3bIKA B ®PECKAX XOY
NMNHA

AHHOTaumna: Xoy VIMUH, 00UH U3 OCHOBHbIX NUOHEPO8
dsuxkeHus 3a 803poxxdeHue cospemeHHOU HacmeHHoU
>xusonucu 8 Kumae, co3dan u peasausoean Ha npakmu-
Ke YHUKanbHsIl peasucmuyeckuli no0xod K HacmeHHoU
>xusonucu. Teopyeckuli nyme Xoy MImuHa 2ay60ko ykope-
HEH 8 cdsu2e Kumaticko2o peaaucmuyecko2o 08UXeHUs
XX seka om coyuanbHo20 npoceewjeHus K 803poxX0eHU0
HacmeHHoU xusonucu. E20 MHO202paHHas AU4HOCMb pe-
80/10ULIOHEPA, XyOOXHUKA U heddazo2a cghopmuposana e2o
2/1y60KyH0 UCMOPUYECKYIO U 2YMAHUCMUYeCKyH NO3UYUHD,
a makxe e20 meop4eckuli NPUHYUN «UCKYCCMB0 CyXUm
Hapody». Cyme a3sika gpecok Xoy MIMuHa 3akaouyaem-
ca 8 co30aHuu docmogepHoCcMuU ucmopu4veckoli namsa-
mu, 8 8bidesieHUU MUNUYHOCMU Ky/lemypHbIX CUMB0/108
u 8 meop4eckom 06vEOUHEeHUU Mamepuasao8 u mexHuk.

|. DopmaTuBHas normka peasmcTMyeckoro Mo-
HYMeHTasbHOro nckyccrea Xoy MmmHa

B Hauane XX Beka BHeapeHne peannsma B Ku-
Tae 6bIN0 ropazzo 60/bLLNM, YEM MNPOCTO NEPEHOC
XYLOXECTBEHHOTO CTUAS. B KpUTUUECKUA MOMEHT
HaLWOHabHOW OMacHOCTM OHO ObINO HaMOHEHO
MOLLHbIMU aTpUbyTamMu COLManbHOMO MPOCBELLLEHMS
n noanTuyeckon pesonrounn. Mpusbi Llan FOaHb-
M35 «3aMeHUTb PENUTUIO ICTETUYECKMM 06pa3o-
BaHMEM>» MOAHAN N306pa3nTesibHOe UCKYCCTBO Ha
ypoBeHb Npeobpa3oBaHMA HaLMOHaNbHOTO AyXa.
Takune xyaoxHuky, kak Ctoinn balixyH, oTcTansanm
MCNONb30BaHWe 3amnajHbIX PeaanCTMUEeCcKmX TEXHUK
ana pedbopMmMpoBaHMs KUTANCKORN XXMBOMUCHK, NpU
3TOM WX OCHOBHbIM TpeboBaHMeM 6b110, UTObbI NC-
KYCCTBO MPOTUBOCTOSANO PeanbHOCTH 1 n3obpaxka-
210 XXU13Hb. B 3TOT MOMEHT peannsm, No cyTtn, ctan
BM3ya/bHbIM OPYXXMNEM MHTeNNeKTyanoB B bopbbe
¢ beosann3MoM 1 aBTOKpaTHen U B CTPEMIIEHNN K
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JaHHas cmames noceaweHa MOHyMeHmManabHOMY UCKYC-
cmey Xoy VIMuHa u HanpaesieHa Ha pasescHeHuUe 102UKU
opMuposaHus, cucmemsl 8bIpaxeHus U UCMOPUYECKO20
3HauYeHus e2o peasucmuyeckozo cmus. [Tocpedcmeom
CpasHeHUs ¢ Opy2uMU COBpeMeHHbIMU CMUAMU 8 Hell
onpedesiaroMcs Xapakmepucmuku €20 yHKYUOHAIbHO20
peanusma u ucciedyromcs YeHHoCme U NpocmpaHcmeo
0214 pasmelwineHul, npucyujue smoti xydoxecmeeHHoU
Modesu, komopas nod4yépkusaem yeJoCMHOCMb noge-
cmeosaHus u obuwjecmseHHoe npoceeujeHue, 8 cogpe-
MeHHOM KOHmeKcme.

KntoueBble cnoBa: Xoy muH, cospeMeHHoe HacmeHHoe
uckyccmeo, peaiusm; XyaO)KE‘CmGEHHbIlj A3bIK,; COBpeMeH-
Hoe sblpaxkeHue.

Hayke 1 geMokpaTtuu. Ero akueHT Ha npaBAuBOM
n306pa>keHn 06 bEKTUBHOIO MUpa CKpbiBaa Ha-
CYLLHYIO MAEH0 colManbHbIX NpeobpasoBanHuii. Ero
noBecTBOBaTe/bHas CyTb Oblna KPUTUYECKONW N UH-
TePBEHLUMOHWCTCKOM, HarnpaBAeHHOW Ha Npoby>ae-
HMe MacC U CNy>KeHWe BENNKOW Liesv HaLMOoHab-
HOTO BbIXXMBaHWA. Ta XyAOXeCTBEHHas KOHLLeNLus,
NponuTaHHas UHCTPYMEHTa/IbHOM paLMOHaNibHO-
CTbO, CTa/la OAHOW U3 KAFOUEBbIX TBOPUECKUX K-
NOCODUIN PaHHUX KUTANCKMX XyA0XHUKOB. OgHaKo
C OCHOBaHueM HapogHoti Pecnybavkn n pa3sép-
TbIBAHWEM MONIUTUYECKMX KaMMaHWUA KpUTMYeckoe
n3MepeHne peannsmMa NnocTeneHHo yCTynmuao me-
CTO GYHKLMAM BOCXBaleHUs U nponaraHabl. Tosb-
KO B HOBOM UCTOPUYECKOM Mepuoje, HavaBLleM-
cs ¢ pedOpPM U OTKPBLITOCTH, MPUCYLLAA peannsmy
3Hepruns obpesna HOBOe NPOCTPAHCTBO A/ Bblpa-
>KEHWSA Ha BOJIHE UAEO0IOTMYECKOro 0CBOboXAe-
HusA. KonnekTmBHoOe co3zaHuve 1 nybavyHas AeMoH-



cTpaumsa ¢pecok B asponopTy MNeknHa B 1979 rogy
CTann 3HaKoBbIM cO6bITMEM. HecmMOoTpa Ha cTuam-
CTMyeckoe pasHoobpasve, cepus Gpecok B LLesIOM
NPOAEMOHCTPMpPOBana HOBYH TEHAEHLMIO K pop-
MaJibHOM KpacoTe Y OPHaMeHTalbHOCTU. ITO 03-
HaMeHOBas0 0CBOHOXAEHWE peann3Ma OT OAHO-
3HAYHbIX MONNTUYECKUX HAPPaTMBOB, MOCKObKY
€ro TexHnKu n3obpaxxeHnsa 1 3aboTa 0 peanbHOCTH
Hayaan MHTErpMpoBaTbCA C BU3YyasbHbIM f3bIKOM
HapOAHOro NCKyccTBa M GOpPMabHbIMK NONCKaMu
coBpeMeHHOoro nckyccrea. OH cMecTUICs B CTOPO-
HY BblpaXXeHWI, HecyLnx 6osbllee 3HaUeHWe Ans
3CTeTMYECKOro NPOCBeLLeHNS U KYIbTYPHOrO BO3-
poxaeHus. CNyCTUBLUMCb CO CTEH MOJAUTUYECKOM
nponaraHzbl, Ppeckn CTPEMUNNCL PEVHTEFPUPO-
BaTbCA B COBPEMEHHYIO NMyHANUYHYIO apXUTEKTYpPY,
npegnarasa peaansmy HOBYHO BO3MOXXHOCTb: Mpe-
BPATUTLCA U3 OPYANSA KPUTUKWN B CPEACTBO NOCTPO-
€HWA HOBOW HaLMOHaNbHOW KYAbTypbl.

B xyaoxectBeHHOM cucTeme Xoy ViMunHa nepso-
CTeneHHoe 3HayeHune NpuaaéTca cTporo Gopme —
NPUHLMM, KOTOPbIMA HaMPsAMYH YXOAUT KOPHAMU B
ero cuctematnyeckoe obyyeHuve B LieHTpanbHoOM
aKaZeMuu n3ALWHbIX UCKYCcCTB. B nepBoi nonosm-
He XX Beka Ctoli balixyH BbICTynan 3a BHeApeHue
3aMajHoro peannsmMa B KMTaMCKyH XXUBOMUCh, yae-
nas ocoboe BHYMaHMe CO3ZaHNI0 Hay4yHOro, 06b-
€KTUBHOTO MeToga HabntogeHns 1 n3obpaxeHuns,
KOTOpPbIV NOAYEPKMBAN TOYHOE NOHUMaHWE CTPYK-
TYPHbIX 31eMEHTOB 06BEKTOB. JTa Nejarornyeckas
cnctema gana Xoy VIMMHY NpoYHyto OCHOBY B 06-
nact GopMbl 1 NPUBUIA EMY XYA0XKECTBEHHOE MU-
POBO33peHUE, yBaatoLlee 06beKTUBHYO NPUPOAY
06bekToB. B cepeamHe 1950-x rof0B OH Npucoeamn-
HWACA K TBOPYECKOW NporpaMmme obyueHms, KOTo-
pyto BEN COBETCKMIA 3KCNepT MakcnMmoB, 4To ewwé
6osblle yKpenuao ero peaancTmyecknin CTuib B
MacasHon xueonucu. ObydyeHne MakcMmoBa He
TO/IbKO MepesaBano KOHKPETHbIe TEXHUKN COBET-
CKOW >KMBOMMWCH, Kacarolmecs LiBeTa, NpoCTPaHCTBa
N 06bEMHOIO MOAENVNPOBAHNSA, HO N NOAYEPKMBA-
/10 TBOPYECKYHO KOHLIEMLMIO MOTPY>KEHWUS B XXM3Hb
1 BblpaxkeHWs peanbHOCTU. lunaomMHas pabota Xoy
ViMmnHa «Moniogol pabounin» 4eMOHCTPUPYET 3Ty
MPOYHYH CMOCOBHOCTb K MOAENNPOBaAHUIO.

Mepexoa Xoy VIMWHa OT OMbITHOrO XyAOXHM-
Ka->KMBOMMCLLA, CreLnann3npyroLLerocs Ha peBo-
JIOLMOHHbIX UCTOPUYECKUX CHOXKETaX, K MOCBsLLe-
HUIO cebs HOBATOPCKOMY MCKYCCTBY POCMUCK CTEH
6bl1 HE MPOCTO CMEHON CPeACTBa BblpaXeHus, a
Hen3beXHbIM pa3BUTEM U YIyONeHNEeM ero xy-

[OXKECTBEHHON GUNOCODUN B KOHKPETHBIX NCTOPU-
yeckux ycnosumax. B nepsble rogbl pedbopm 1 OTKpbI-
TOCTW pacnpocTpaHeHne ropoACKMX OBLLECTBEHHbIX
3laHNI CO34aN0 OCTpYHo NOTPebHOCTL ObLecTBa
B KPyNHOMacCLUTabHbIX NPON3BEAEHNAX NCKYCCTBA.
CoszgaHune aHcambna pocnuceri B asaponopty [le-
knH-Kanutan 8 1979 rogy ctano 3HakoBbIM OTBETOM
Ha BbI30B 3TOW 3Mnoxu. Xoy VIMMH ocTpo oco3HaBas,
uTOo dpecku, kak bopmMa NCKYCCTBA, HEPA3PbIBHO
CBA3aHHasA C apXUTEKTYPHOWN Cpeso U JOCTyMNHas
LUIMPOKOM Ny6nKe, ABAAOTCA ONTUMANbHbIM Cpej-
CTBOM A/1 peann3aLmm ero XyAoXxecTBeHHon ¢u-
nocodun cryxxeHus Hapoay. B otanume ot oTHOCK-
Te/IbHO IMYHOTO XapaKTepa CTaHKOBOW XMUBOMUCK,
bpeckn obnagarot 6onbLINM OBLLECTBEHHBIM pe-
30HaHCOM, NMaMATHbIM 3HaYEHMEM 1 MOTEHLNANOM
ANA COLUManbHOro BMellaTenbCcTBa. B nHTepBbio OH
yTBEPKAaN, YTO QPecKkn JOMKHbI HecTu B cebe Be-
COMble NCTOPUYECKME TEMbI U AYXOBHYH CYLLHOCTb;
3Ta yOeXXAEHHOCTb NMOATONKHYNA €ro K CO3HaTe Nb-
HOM XyZA0XeCTBEHHOW TpaHchopMaLuun.

[I. Belpa3utenbHas cncteMa peanmctnyeckmx dppe-
cok Xoy NmnHa

Peannctuyeckme dppeckn Xoy VimmnHa vepna-
FOT CBOO CUJTY B MEPBYHO OYepesb U3 ero MHOro-
CNOVMHOTO, TOHKOTO NMOHUMaHMWS ayTEHTUYHOCTM. ITa
ayTEHTMYHOCTb BbIXOAMWT 3@ paMKu NPOCTON pea-
NINCTUYECKOW TEXHUKW; BMECTO 3TOTO OHa CO34aéT
JOCTOBEPHOCTb B UCTOPUYECKOM, 3MOLMOHANbHOM U
CoLMaNbHOM M3MEPEHUAX, aanTUPOBaHHbIX K OCO-
6bIM TpeboBaHUAM Kaxaon Tembl. MNpun n3obpaxe-
HWUW BaXHbIX MCTOPUYECKUX CHOXKETOB OH CTPEMMUTCH
K UCTOPUUYECKON AOCTOBEPHOCTM. Ero pabota «Be-
NIMKas CTeHa U3 NAOTU 1 KPOBU» ONNLLETBOPSET 3TO
n3mepeHue. 3aBepLwéHHas B 1989 rogy, ata MOHy-
MeHTa/NbHasa pesbedHasa Gpecka, BbIMONHEHHAA U3
KpWUCTaNIMyecKon rnasypu xene3o-KpacHoro Lse-
Ta, M3/y4aeT KPOBaBO-KPACHbIA OTTEHOK, HAaMOMM-
HaoLWNM OroHb. Bmecto Toro utobbl nsobpaxaTb
KOHKPETHYHO BUTBY, OHa MCMONb3yeT BbICOKO ab-
CTPaKTHYO, JOKYMEHTabHO-NOAOOHYHO CLiEHY, UTO-
6bl 3aneyaTneTb KONEKTUBHYIO NaMATb O e4NHCTBE
BOEHHbIX 1 FpaXAaHCKMX UL, NPOTUB Bpara BO Bpe-
M$i BOVHbI CO ANOHMEeN. OTO CO34aéT BU3YyasIbHYHO
NIOTVKY NPOYUTEHMSA, CXOAHYHO C MEHAOLLMMMNCA BU-
JaMU TPAANLMOHHBIX KUTAaNCKUX CBUTKOB. ®urypsl
He n3obpaxkeHbl Kak OTAe/bHble NOPTPETHI, a nepe-
JaHbl Yepes CKyNbNTYPHYIO MacCMBHOCTb, KOTOpas
NoA4YEpKMBaET BECOMblE KOHTYPbl U AUHAMUUHbIN
UMMNYAbC KOANEKTUBA. [leTann nunL, pacTBOpPSHOTCS
B 06LLIe TOHaIbHOW NannTpe, XXepTBYys KOHKPETH-
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KOW paan cumBoamn3Ma. JoaroBeyHoCTb MaTepuana
M CMMBOJIM3M LiBETA BMECTe 3aKpPenastoT 3Ty rnaBy
HaLMOHaNbHOM NCTOPUN B BUAE BUAMMOIO NaMaT-
HuKa. Ero ayTeHTUYHOCTb yKa3biBaeT Ha CYLLHOCTb
NCTOPUYECKOrO AyXa, @ He Ha AOKYMEHTUPOBaHMe
KOHKPETHbIX COObITUI.

MNepenasas ayx BpeMeHu, Xoy VIMMH macTepcku
Mcnosb3yeT NoAMHHbIe 3Mouunn. Ero kepammue-
ckan ¢ppecka 1979 roga «CoTHA LBETOB B MOJHOM
pacLBeTe» BbIXOAWUT 3@ PaMKN KOHKPETHbIX UCTO-
puYecknx HappaTMBOB Baarogapa BeANKONENHOMY
N3006paxKeHNIo LBETYLLNX LLBETOB N raPMOHNYHO-
ro neHus nTuy,. TpaguLMOHHbIE MOTUBBI C ACHbIM
6n1aronpuATHLIM 3HaYe€HWEM — MUOHbI, PO3bl, CO-
CHbl 1 XypaB/u, NaBANHbI — PeopraHn3oBaHbl, a
LeHTpasbHOe MEeCTO 3aHMMaeT LiBeToBas 3KCnpec-
cus. Xoy B MOJIHOM Mepe UCnosb3yeT boraTtble BTO-
PUUYHbIe OTTEHKMN M TOHKME Mepexodbl, co3aBae-
Mble BbICOKOTEMMepaTypHbIMU F1a3ypsiMun BO BpeMst
obxwura B neuwn. Masypun NpoHMKatoT Apyr B Apyra
Ha flenecTkax, co3jaBas MArkme nepexosbl, a ap-
KOCTb M UMCTOTA LiBETOB Ha MepbsX NTUL, KOHTPO-
NNPYIOTCA 3@ CYET M3MEHEHMA TONLLUHbI Tasypw.
OTa mMarus uBeta, pOXAEHHasn MacTePCTBOM, BbIXO-
AT 3@ Npesesibl PYYHON POCNNCK, Hafenss CLeHy
APKMM, POCKOLLIHBIM Ka4eCTBOM, MPUCYLLUM CaMUM
mMaTepuanam. MNpu HaHECEHUN NNHWIA OH UCMONb-
3yeT rpaBUpPOBaHHble IUHUN A5 O6PUCOBKMN BeT-
BEM U KOHTYPOB. DTN INHMM TEKYT C MAABHOCTHHO U
371aCTUYHOCTBIO, coveTas B cebe TOUHOCTb KMUTal-
CKOM TOHKOW KMCTN C PUTMUYHOM KPacoTon AeKo-
PaTUBHbIX Y30POB. JTa TEXHMKA HanpPAMYH OTpaka-
€T BbICOKOKOHLIEHTPUPOBaHHOE 1 CUMBOANYECKOE
BblpaXXeHne KOANEKTMBHOrO ONTUMU3Ma U OOBHOB-
NleHns B obllecTse.

WNccnepoBaHne Xoy ViMmHom pa3zHoobpasuns ma-
TepunanoB Bcerga 6b110 TECHO CBA3aHO C paclumpe-
HVeM BHYTPeHHero A3blka Xusonucu. Ero npuHumn
BblIbOpa MaTepranos B 3aBUCMMOCTU OT TEMaTUKM
no cyTu npeAanonaraet BKAKOUEHWE CBOWCTB Ma-
Tepnanos B QOPMUPOBAHMNE XXMBOMUCHOTO A3bl-
Ka. B wepcraHon dpecke «JltoboBb LLIEnkoBOro
nyTU» NpuUcyLLas WepcTn Markas Tekctypa u Té-
NAble OTTEHKWN eCcTeCTBEHHbIM 06Pa3oM Bbi3blBarOT
Ha MCMXONOrMYeCKOM YPOBHe oLyLleHne 6a13o-
CTW U MaTePUaNbHOCTU. ITO FNyOOKO Pe3oHUpY-
€T C uctopuyeckom Temon LLIénkoBoro nytu, KoTo-
pas cTpemMuTcs M306pasnTb Apy>Keckme 0OMeHbl 1
B3aMMHOe obyueHne Mexay LumBuamsaumamu. bo-
Nlee TOro, 3TOT BbIOOP HECET B cebe NcTopmyeckyto
N KyNbTypHYHO MeTadopy: LIepCTaHble TKaHW camu
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no ce6e OblIM BaXKHbIMU TOBapaMu, NPUBE3EHHbI-
M B Kutaii no LLIénkoBomy nyTu. Takum obpasom,
mMaTepuan u Tema AOCTUraroT BHYTPEHHErO eAnH-
CTBa B pamKax Ky/JbTyYpHOW NOrMKK, fenas dbopmy
robeneHa opraHNMYHbIM NPOAOJIKEHMEM €ro UCTo-
puyeckoro cogep>kaHuns. CTONKHYBLUNCb C COBEp-
LUEHHO HOBbIM CPEACTBOM BbIPaXXeHWA, KaKUM ABAS-
eTcsa TkauecTBo, Xoy VIMWH BCTan nepes OCHOBHOW
3asaveil — nepeBecT! CBOE MacTepcKoe XXMBOMUC-
HOe MbILLJIEHNE Ha A3bIK peMecna TkavecTsa. [1aB-
Hble ApanuMpoBKW ogexa duryp n TouHaa ¢opma
BepbN00B B €ro KOMMNO3NLMAX MONHOCTbIO 3aBU-
CAT OT 3TOM TEXHUKWN. AHANIOTMYHBIM 0Opa3oM OH
JOCTUraeT reHManbHoro npeobpasoBaHns B Bbipa-
>XXeHUN uBeTa n obbéma. LiBeToBas ramma 3aBUCUT
OT NnepeneTeHns WepCTAaHbIX HATEN, NPWY 3TOM ne-
pexoabl MexJy LiBETOBbIMUW 610KaMu MPOUNCXOAAT
nocteneHHo. Mnagkue, fenvKaTHble LBETOBbIe Mne-
pexoabl TPaANLMOHHbBIX XXWBOMUCHbBIX MMTMEHTOB
HEBO3MO>XHO AOCTUYb C MOMOLLbIO TEXHUKN TKa-
yecTBa. [103TOMY OH NPOAKTUBHO pa3zennn b6ora-
Tble OTHOLLEHWNSA CBETa M TEHN Ha HECKOJIbKO YETKINX
LiBETOBbIX rpagaLuii. MnaHnpys nepenaeteHne 3Tmx
rPajVeHTHbIX HUTEN, OH CKY/bNTypUpPOBaa TPEX-
MEPHOCTb 06bEKTOB C MOMOLLbHO BU3YabHOTO CMe-
WMBaHMA. Ycrnex 3To paboTbl BbIXOAWUT 3@ paMKu
NpocToro TexHn4yeckoro mactepcrea. OHa AeMOH-
cTpupyer, uto rnybokas koHuenuuns Xoy ViMuHa B
BblIbOpe TeMbl M MaTepuana AOCTUraeT naeanbHOro
pe3oHaHca Mexay AyXOBHOM CyLLHOCTbIO MaTepu-
ana, ero Uctopmyeckumm aTpmbytamu, Tematmye-
CKWUM cogep>kaHvem 1 GopMasbHbIM A3bIKOM; CaM
MaTepuran BO3BbILIAETCA U CTAHOBUTCS YacTbto MO-
BECTBOBaHMA, M 3TO 3HaUNTEIbHO PacLUNPSET Bbl-
pa3utenbHble rPaHuLIbl HACTEHHOTO UCKYCCTBA.

[ll. PyHKUMSA, HaCeAne N COBPEMEHHasA Nepeo-
LieHKa peannctnyeckmx ppecok Xoy VimuHa

Y106bI TOYHO OLLEHUTb TBOpPYecTBO Xoy MIMuHa,
ero Heobxo4MMO paccMaTpuBaTb B bosiee Wnpo-
KOM KOHTEKCTE ABUXEHUS BO3POXKAEHWUS KUTACKOWM
HacTeHHOW XuBonuck koHua 1970-x n 1980-x ro-
J0B. MNocne Toro Kak XyA0oXHUKW Npeoaonenm Tpa-
AVILIVOHHbIE XY,0XXEeCTBEHHbIE MOAENN, OHU Hayaau
nccnegosatb pasHoobpasHble nNyTu. MpakTnyeckm
ofHOBpeMeHHO ¢ Xoy MIMnHom YxxaH [uH co3gan
KapTUHY «Hauxa nobexaaeTt gpakoHa-Laps» Ans
MeXayHapogHoro asponopTta lNeknHa. Onupasch
Ha Mudosornyeckmne nereHabl, B 3Ton pabote nc-
MO/b3YHOTCA HACbIWEHHble AeKOpaTMBHbIE LiBETa U
AVHaMUWUHble IHelHble GOpMbl, UTObLI NepesaTb
POMaHTUYECKNI HAaCTPOW N 0CBOBOXKAEHNE OT dop-



MaJIbHOW 3CTETMKU. B nponsBeseHMN NCNONb3YHOTCS
6onbLuMe 610KM CMHErO U 3eN1EHOrO LUBETOB C U3BU-
JNINCTBIMW W MAABHBIMU NNHUSAMU, CO3aBas oL
3hdEKT, MOXOXUIN Ha OCNENUTENBHYIO BU3YaslbHYHO
Aapamy. Ero cyTb 3ak/t04aeTcs B MCNOAb30BaHUN MU-
bonornyecknx NepcoHaxxen Aaa BblpaxkeHUs gyxa
BpPeMeHU, CBOOOAHOTO OT OFPaHUUEHUN U CTpeMS-
Leroca K BepLmMHam, JeMOHCTPUPYA pOMaHTUYe-
CKMe HacTpoeHusa 1 ocBoboxaeHne oT popmab-
HOW 3cTeTukM. [pyroin xyaoxHuK, K0aHb FOHbLLIH,
cMeno nsobpasun yenoseyeckme durypbl B «Pe-
cTmBane OpbI3r BOAbI: TMMH XWU3HU», MepeHecs Temy
Ha BOCXBaJleHMEe CaMOW XM3HU U YTBEPXKAEHME WH-
AnBUAyanbHOro gyxa. Purypel Ha ppecke oTanya-
FOTCA U3ALWHBIMU U3TMbamu 1 cBOBOAHOM KOMIMO-
3uuMel, HanoJHEHHOM CUMBONYECKUM CMbIC/IOM.
OcHOBHOE BHWMaHMe 34eCb YAeNAeTCa yHMBepCab-
HOIM YeNoBeYeCKOM KpacoTe U XM3HEHHOM Cue, a
dbopmanbHOe nccaesoBaHMe COCTABASIET BaXKHYHO
Lenb caMoi paboTbl. B oTanume OT 3TUX TEHAEH-
unin K mndonornm, Gopme UAN BHYTPEHHEMY WNH-
AMBUAYaNbHOMY UCCAeA0BaHWIO, paboTbl Xoy mu-
Ha, Takune Kak «Besnvkas cteHa n3 NaoTn 1 KPoBM» 1
«[TecHs 0 conpoTUBAEHUN 3EeMAETPACEHNIO», COCpe-
AOTOYEHbI Ha FPaHAMO3HbIX UCTOPUYECKMX TEMAX U
coumanbHbix peanvax. Ero komnosnumm ctpemaT-
€S K 3NMNYeCKO MOHYMEHTaNIbHOCTW; ero Gopmm-
poBaHWe nepcoHaxel NOAYEPKNBAET KONNEKTUB-
HbI CUMBOAN3M, @ HE UHAVNBUAYaANbHbBINA ANPU3M;
a ero BbI6Op LIBETOB 1 MaTEpPManoB CTPOro CAYXUT
CEPbE3HOCTUN N BO3BbILIEHHOCTM €ro TeM. ITOT CO-
3HaTesIbHbIA BbIHOP MO3BO/IAET YETKO OMNpPesennTb
€ro CTWb Kak CBOEro poAa «GyHKLNOHaNbHbIW pe-
anv3m». OCHOBHas Lenb ero ppecok — nosesaTtb
HaLMOHa/IbHYO NCTOPUIO, CKOHLLEHTPUPOBAaTb KOJI-
NEKTVBHbIE SMOLIUWN U NPOABUTaTb AyX BPEMEHM,
Npu 3TOM XyA0XXecTBeHHas popMa TBEPAO CNYXUT
3TOM coumanbHOM GyHKLMMK. IMEHHO 3TO OT/MUMe
CO3/,a/10 YHUKAIbHYH KOOpAMHATY — rnyboKyto, Ta-
>KENYH0 N HaMOJIHEHHYIO MUCCUEN — cpeau pacLiBe-
TaroLlero pasHoobpasmns GppeckoBoro TeopUecTsa.

OpfVH 13 caMbIx 3Ha4MTebHbIX BKAag0B Xoy mu-
Ha B KMTaCKOE HAaCTEHHOE NCKYCCTBO 3aK/H0YaeTCs
B TOM, YTO €My yAanocb npeobpasoBaTb CBOO ANY-
HYO TBOPYECKYHO MPaKTUKY B CMCTEMaTUYeCKyHo 06-
pa3oBaTesibHY0 CTPYKTYpY A/ COBPEMEHHOM ANC-
LUUnAMHbL. 1o TOro Kak Takme XyAoXHWKM, Kak Xoy
VIMWH, fann TON4OK pa3BUTUIO COBPEMEHHOTO MO-
HYMEeHTaNbHOrO NCKYCCTBa, KUTancKas TpaauLms Ha-
CTEHHOM XXMBOMMWCHK, HECMOTPS Ha CBOK APEBHOCTb,
He MMena CaMOCTOATENbHOrO CTaTyCca B COBPEMEH-

HOM XyZOXeCTBeHHOM obpa3oBaHun. OHa Yacto
BK/IFOYasacb B pa3zesl MacNsHON XNBONUCHK, Tpa-
AVILLMOHHOW KNTAMCKOW XUBOMUCU AN NPUKNALHO-
ro MCKYCCTBa Y HE UMeNa LLeSIOCTHOM CUCTEMbI NMOA-
roTOBKW TaNaHTOB. B pe3ynbTaTte OH CTan ogHUM un3
rNaBHbIX CTOPOHHWKOB M OCHOBaTesIelrt Mporpam-
Mbl «HacTeHHas xuBonucb» B LleHTpasbHON aka-
AeMUN N3ALLHBIX NCKycCTB. Xoy VIMUH yyacTBOBan
B pa3paboTke npoekTa npeanoxeHnsa ob yupex-
AeHumn kadeapbl, pa3paboTaB CTPYKTypy 0byyeHus,
KoTopas obecrneurBana banaHc Mexay akasemMu-
YeCKOoW CTPOroCTbIO U NPaKTUYECKUM NPUMEHEHW-
eM. OH BO3rn1aBu/ co34aHne yuyebHbIX MOMELLEHU,
BK/IFOYAA UCCNeA0BaHNA NO MeMopuanbHbIM Gpe-
CKaM, HaCNeau o N Pa3BUTUIO TPAAMLMOHHbBIX 3THU-
yecknx TpaamLUnii GpeckoBOMN XMBOMUCK, a TakxkKe
COBPEMEHHYH MacTepCKyto No GpPeckoBO XUBO-
nucn. OH IMYHO CO34an HOBYHO CTPYKTYpYy obyue-
HWS, B KOTOPOV OCHOBHOW yrop Aenasncs Ha 6a3o-
Bble HaBbIKW, MPUOPUTET OTAaBaACA NPAKTUYECKMM
HaBblKaM U TECHOW UHTerpaumm ¢ ObLLeCTBEHHbI-
MW coUManbHbIMK NpoeKkTamMu. 3TO O3HaMeHOoBa-
o TpaHchopmauuto GpeckoBon xmnsonmcu B Ku-
Tae W3 paspO3HEHHbIX UHAMBUAYANbHbIX YCUANI B
AVCLMMANHY BbiCLLIero obpa3oBaHus ¢ cucteMaTti-
YECKMMMW MEeTOLONOrMAMM, YETKUMU akajeMunye-
CKVMMU CTaHZapTaMu 1 YCTOMYMBBIMY MexaHu3Ma-
MU nepesayn 3HaHWUN.

B KOHTekcTe COBPEMEHHOro MCKYCCTBa KOHLLen-
ums Ny6ANUYHOro MCKYCCTBa 3HAYUTENbHO paclumn-
punace, yaenss 60/blle BHUMaHUA KOHLLENTyalb-
HOCTW, crneunduke mMecTa, yyactuo cooblectsa u
pa3sHOObpa3HOMY NUHANBKAYaNIbHOMY CaMOBbIpa-
>eHuto. MpakTrka Xoy VIMunHa, xapaktepusytoLas-
CA CUbHBIM TEeMATUYECKUM NPUOPUTETOM, eANHBIM
JAVCKYPCUBHBIM CTUIEM M aBCONOTHBIM aKLEHTOM
Ha KOJNEKTUBHbIX LLEeHHOCTSX, Pe3KO KOHTpacTmpyeT
C COBPEMEHHbIMY TeHAEHLMAMU B MYBANYHOM MC-
KyCCTBe, KOTOpble OTAAOT NPUOPUTET OTKPBLITOCTH,
WNHTEPAKTUBHOCTU, KPUTUUECKOMY YUaCTUIO U LieH-
HOCTW MHAMBUAYaNbHOTO OnbiTa. B KOHTeKCTe co-
BPEMEHHOTO MUCKYCCTBa, KOrAa TBOPYECTBO CTPEMMUT-
€A K NepcoHanusauum 1 dparMeHTaLmm, akLLeHT Ha
KONINEKTUBHbIX HappaTMBax 1 rpaHANO3HbIX Temax B
€ro peaancTMyeckoM noaxose CTaakmBaeTcs C AUC-
KyCCUSIMM O ero COBMeCTUMOCTM C NOTPeBbHOCTbIO
B MHAMBUAYaZbHOM CaMOBbIPaXeHUW. ITOT CABUT
napagurmMbl genaet mogenb gppecok Xoy VimumHa,
OCHOBAHHYH Ha roCyAapCTBEHHbIX UAEAX U CTPEM-
JIeHVU K BEYHOMY NaMATHOMY 3bdeKTy, HECKONbKO
TPAAVLIMOHHOM U faxe OTUY>KAEHHOW B CBOEM Bbl-
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paxeHun 1 socnpuatum. OgHako aHanus Teopue-
cTBa Xoy VIMnHa nokasbiBaeT, YTO MHOMne Kitoye-
Bble 3/1IeMeHTbI ero punocodum cosgaHnsa ppecok
COXPaHAT CBOKO aKTya/lbHOCTb B COBPEMEHHOM
kKoHTekcTe. CoxpaHaeTca He caMa popma rpaHAno3-
HOro MNOBECTBOBAHWS, @ €ro AyXOBHas CyTb U TBOP-
yeckas norvka. OCHOBHOW NMPUHLIMM «MCKyCCTBa
AN HapogZa» OCTaéTca akTyasbHbIM TBOPYECKUM
NOAXOAOM ANl COBPEMEHHOTO NMYyBANUYHOIO UCKYC-
ctBa. Ero cyTb 3ak/itoyaeTcsa He B TpeboBaHUM NO-
HOro MOAYMNHEHMA NCKYCCTBA KOHKPETHbIM Happa-
TMBaM, a B TOM, YTO XyZ0XeCTBEHHOE TBOPYECTBO
He A0/IKHO OTPbIBATLCA OT OOLLLECTBEHHbIX NOTPeb-
HOCTeN M CouManbHOro KOHTEKCTa. ITa puaocopus
30 PeKTMBHO ypaBHOBELLUMBAET NHAMBUAYaNbHOE
CamoBbIpaXkeHne 1 0HLEeCTBEHHYHO LIeHHOCTb B CO-
BPEMEHHOM WCKYCCTBE, He MO3BOAAA NyBANYHOMY

MCKYCCTBY MPEBPaTUTLCA B KOHLENTyasIbHbIN 3KC-
NEPUMEHT, OrPaHUYEHHbIN Y3KUMKN Kpyramu. Ak-
ueHT Xoy VIMMHa Ha COBMeCTUMOCTM MaTepmnanos
C TBOPYECKMMU TEMAMUN U MPOCTPAHCTBEHHOW cpe-
[0 OCTAéTCs aKTyaNbHbIM 419 COBPEMEHHOW Mpak-
TUKM NMYyBIMYHOTO UCKYCCTBA. XOTS CErOAHA B MNy-
6/MUYHOM UCKYCCTBE MCNOb3yeTCs Boee LWNPOKNiA
CNeKkTp MaTepunanoB — OT TPAAMLIMOHHbIX BELLECTB
40 UMOPOBLIX Mefa U CBETOBbIX UHCTAANALMNA, —
OCHOBHas siornka nogbopa mMaTepranoB K TeMaM
N NPOCTPaHCTBAM OCTa&TCs Hem3MeHHON. MNoaxos,
Xoy NIMrHa K N3yyeHuto coumanbHbiX CBOMCTB Ma-
TepnanoB MOXeT NOMOYb COBPEMEHHbIM TBOPLIAM
n36exatb JIOBYLIEK «TEXHONOTMUYECKN OPUEHTMPO-
BaHHOro» N «hOPMOOPUEHTMPOBAHHOTO» MOAXO-
[l0B, NO3BOJIAA MaTepranam AenNCTBUTENBHO CTaTb
CpeACTBaMU Mepesayn XyAoXKeCTBEHHOM LLEHHOCTY.
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