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Summary: The article examines the main creative meth-
ods of glass artists of the second half of the 20th to the
first quarter of the 21st century whose works address the
theme of nature and reflection on the surrounding world.
It reveals the relationship between the main approaches
to working with glass and the imagery and content of the

Since the second half of the 20th century, glass
sculpture has become widespread thanks to the
creative explorations of artists in the glass indus-
try and the popularization of glass as a material for
creating free sculptural form. Images of nature have
always found reflection in art; responding to chang-
es in humanity’s attitude toward the surrounding
world and to the development of art glass, they
took on a new resonance in the works of artists of
the second half of the 20th to the first quarter of
the 21st century.

Over the millennia of glassmaking history, crafts-
men inspired by the beauty of the natural world
brought its motifs and images into utilitarian glass
objects. Natural motifs, varied in form and content,
were united by the artists' shared pursuit of natu-
ralism and stylization. From the second half of the
20th century, glass works, beyond their everyday
and decorative uses, acquired independent signif-
icance and moved into the realm of sculpture. Nat-
uralistic and stylized depictions were joined by a
sensory-associative and abstract rendering of reality.

The emergence of associative and abstract works
was prompted by the search in the 20th-century
glass industry for forms for new types of utilitarian
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works. It explores the specific relationship between form
and material and identifies the role of glass as a mean-
ing-forming element.

Keywords: art glass, images of nature, form, material,
naturalism, stylization, association, abstraction.

objects and by new demands on art glass in archi-
tecture, including the creation of an emotional en-
vironment. A particular contribution to the change
in imagery, however, came from the very charac-
ter of the material, with which artists of the second
half of the 20th to the first quarter of the 21st cen-
tury have experimented constantly.

“Glass is a highly distinctive material possess-
ing great artistic expressiveness. The broad possi-
bilities for working and finishing glass objects that
the latest achievements of glassmaking technology
open up to the artist and the craftsman allow glass
to be considered one of the most modern materi-
als” (Smirnov, 1958, p. 19).

Glass is indeed a unique material. Speaking of its
nature, artists who work with it note that it must be
felt like a living organism. The properties of glass
always leave their mark on the artist’'s work: it "be-
comes a co-author” of the piece. Vera Mukhina,
working in the glass industry, defined her creative
method thus: to do “what the glass wants and what
the artist wants, and this gives birth to form” (Mukhi-
na, 1952). Boris Fyodorov described his work with
glass as follows: “The ‘wild’ form of the glass itself
suggests to me what is hidden within it. | strive to



bring it closer to a natural form, to let it sound in
the fullness of its artistic being” (Kazakova, 2007).
Daria Bolkhovitina, artist and conceptual leader of
the Fresh.Glass studio, compares glass to man-made
nature, describing it as a mineral compounded not
by nature but by human hands (Bolkhovitina, 2026).

One distinctive feature of glass is its beauty in its
unworked state. It captivates with its luster, color,
play of light, and transparency. Having appreciated
these expressive qualities of glass, artists in search
of new images often move away from the concrete
and the figurative, drawing inspiration directly from
the material itself.

The expressive qualities of glass always contrib-
ute to the image conceived by the artist. Its trans-
parency and the inner life of the mass (bubbles,
cords, flecks of color) draw the eye. In working with
glass, the artist resolves the dialectical problem of
the unity and conflict of form and material, achiev-
ing a balance between the two and the integrity of
the work. If the specific properties of glass are not
taken into account in creating the image, a con-
tradiction may arise between the outer form and
the inner volume.

Consider, for example, the famous portrait of
N. N. Kachalov by Vera Mukhina. The flawless out-
er modeling and the inner content, resembling ice
with frozen bubbles and cracks, hold the viewer's
attention with equal force. Interest in the thickness
of the glass distracts from the portrait itself. A kind
of argument arises between form and material.

By contrast, thanks to the evenness and purity
of the translucent glass mass of the sculpture Wind,
material and form do not come into conflict; they
are in accord. Execution in glass gives the portrait
new meanings: the girl’'s image acquires airiness,
and a sense of the unity of the human being with
the elements emerges.

Glass frequently becomes the meaning-forming
element of a work. Russian Field by Andrey Krivol-
apov (the work, regrettably, has been broken), for
instance, depicts a thistle. Outwardly it is a stylized
plant typical of Russian fields; inside the transpar-
ent mass are flecks of red glass that evoke the fall-
en warriors whose blood soaked the earth and the
plants. It is precisely through glass that the artist
gives his work a profound meaning that would be
lost were the sculpture made in another material.

The methods of embodying images of nature in
art glass used by artists of the second half of the
20th to the first quarter of the 21st century can be
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The Bust of N.N. Kachalov by Mukhina, V.I. The experimental
workshop of the Leningrad Mirror Factory. Colorless glass. 1947

defined as naturalism, stylization, association, and
abstraction. The choice among these methods is
governed by two main approaches to the search for
a work’s image: the concrete-figurative, in which the
motif is taken from the surrounding world, and the
abstract-associative, in which the image reproduc-
es nothing specific but most often arises in the pro-
cess of working with the material and derives from
the expressive qualities of the glass itself.

In naturalistic works, the expressive qualities of
glass play a decisive role. Priska Jacobs's Eternal Ice
and Spring Awakening could not be made in an-
other material without losing the image. Without

Chestnuts by Irina Ivanova. Artist's own workshop. Optical
glass, deep double-sided engraving, polishing. 2022
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Russian Field (detail) by Andrey Krivolapov. Artist’s own workshop. Colored glass, slump-molding, bonding. 2020

the color and transparency of the material, the out-
er form of ice would become something else, and
the image of the space beneath a lake's ice would
vanish (Jacobs, no date).

Stylization and the concrete-figurative approach
are exemplified by the work of Irina Ivanova, a glass
artist from a dynasty of glassmakers. Inspired by the
world of flora and fauna, with love and great skill
she transfers images of flowers, trees, foliage, fish,

A work from the series "Mystery of the Mountain Lakes" by
Priska Jacobs. Glass, concrete. Ca. 2020
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and birds into blocks of optical glass through deep
engraving, rendering the most intricate detail with
virtuosity (Ivanova, 2026). The expressive qualities
of the glass, which fill the deep reliefs with a mys-
terious play of light and half-tones, matter greatly,
but the image is rooted in the natural world.

In the abstract-associative approach, the image
is born of the aesthetic qualities of glass and their
resemblance to those of natural elements. A certain

Ice Age Fingerprint by Priska Jacobs. Glass, metal frame
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departure from the figurative, the disclosure of the
material’s own expressive qualities, and play with
its "naturalness” lead the artist to a sensory-asso-
ciative way of affecting the viewer. The artist does
not transfer a specific natural form into the mate-
rial but experiments with the resemblance of the
glass itself to nature.

For example, the vase Neptune (1968) by Akn-
uniy Astvatsaturyan, made in the free-blown tech-

Survival Instinct (detail) by FRESH.GLASS Studio. Colored glass.
2023

The composition "Sogdiana" by Vladimir Muratov. Colored crystal, free-blown technique, sandblasting. 1981

nique, is cylindrical in form. The static form of the
vase, resembling that of a well, and its smooth sur-
face are set against the shimmer of color and light
within the glass, like the play of reflections and sun-
light on waves. The viewer has the sensation of be-
ing near water or immersed in it.

Vladimir Muratov created a mysterious image of
the Ancient East in the composition Sogdiana (1980),
consisting of three vessel-sculptures made in the

The "Neptune" Vase by Aknuniy Astvatsaturyan. RSFSR,
Leningrad Art Glass Factory. Colored crystal, free-blown tech-
nique. 1968
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The composition
Shevchenko. Krasny May. Sulfide glass, free-blown technique. 1973

"Metamorphoses"  (detail) by Viktor

free-blown technique. Here form and material are
precisely balanced: the outer form of the sculptures,
recalling ancient vessels, is complemented by a color
gradient of translucent glass in which one reads the
high sky of a desert landscape. The artist emphasiz-
es the emotional expressiveness of the glass’s color
and texture. With a tonal gradient from orange to a
deep, almost black blue, Muratov evokes by associ-
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ation the depth of the eastern sky. Sandblasting re-
moves the glare from the glass surface, emphasizing
the form and color of the vessels and heightening
the archaic feel of the Sogdian landscape.

The Moscow studio Fresh.Glass conducts
high-temperature experiments with glass, uncov-
ering the material's potential. Focusing on texture,
the team creates objects that do not imitate na-
ture but seem to continue it. Examples include the
installations Survival Instinct and Exhalation, the
light panels Medusa, and other works. These works
of art glass resemble something natural, living or
non-living, but do not depict anything specific. One
of the team’s aims is to let the glass "breathe” and
"open up” (Bolkhovitina, 2026), to show the beau-
ty of the material itself.

Abstract works on the theme of nature include
Adolf Ostroumov’s composition Day and Night
(1974). The image is built on the aesthetic quali-
ties of diamond-cut crystal. In two glass blocks the
artist embodies the succession of day and night,
the ceaseless motion of the world.

One of the landmark works in the history of
glassmaking, Metamorphoses (1973) by Viktor
Shevchenko, is a harmonious combination of ma-
terial, form, and idea. The form and texture of the
objects and the overall rhythm of the composition
Metamorphoses are caught up in a single sculptur-
al movement. Here the artist masterfully achieves
the unique effect of glass flowing upward (Tver City
Museum and Exhibition Centre, no date). The fan-
ciful forms, shimmering and bending in a wave-like
motion, stretch upward like tongues of flame. The
color transitions from warm transparent amber to
opaque white sulfide glass create a unique play of
color that underscores the movement of the outer
form. The composition turns to the primal founda-
tions of all that exists, an image of the continuous
transformation and becoming of primary matter.

In analyzing works of art in glass, we always en-
counter the dialectic of form and material. Glass is
not a passive bearer of form but a “co-author” of
the work. Thanks to the beauty of the material it-
self, new images are born in the artist’s imagination.
The properties of glass, akin to those of natural el-
ements, open up new creative solutions for depict-
ing the surrounding world. The expressive qualities
of glass give the work new meanings. If, in search-
ing for an image, the artist arrives at a harmonious
relationship between form and material that serves
the idea, the resulting image rings true and whole.
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METO/ZbI BOTINOWEHWNA OBPA3OB MNMPPO/bI
B XYAOXECTBEHHOM CTEKJIE BTOPOW
MONOBWHbBI XX — MEPBOW YETBEPTW XXI BEKA:
ANANTEKTUKA ®OPMbI 1 MATEPUATIA

AHHOTauma: B cmamee paccmMampuearomcs 0CHogHble meop-
yeckue MemoObi XyOOXHUKO8 N0 cmekJly 8mopoli NOI08UHbI
XX — nepsoli vemsepmu XX| eexa, pabomel komopbix nocesi-
wjeHel meme npupodsl U OCMbIC/IEHUIO OKPYXKarowe2o mMupd.
Beisignisemca 83aumocesisb Mex0y 0CHOBHbIMU NOOX00amu K
pabome co cmeks1oM U 06pa3HO-codepXxamesibHbIM Xapak-

Co BTOpOV NONOBUHLI XX Beka brarogaps TBop-
YECKUM MonCKaM XyAOXKHMKOB CTEKO/IbHOW MPOMBbILL-
NEHHOCTM W Nonyaspu3aumm cTekna Kak Matepua-
Na ana co3ganHmsa cBobOAHOW NaacTnyeckon Gopmbl
noJlyyaeT 3aMeTHOe PacnpoCTpaHeHWE CTEKNsIHHAs
ckynbnTypa. O6pasbl NpUpoabl, BCerga HaxoAvBLIME
CBOE OTpaXKeHue B UCKYCCTBE, OTKINKANACh Ha U3Me-
HEHWs OTHOLLEHNS YeNOBEKA K OKPY>KatoLLLeMY MUPY
1 Ha pa3BuUTME XYAOXKECTBEHHOTO CTEK/1a, 3a3BYyYau
NMO-HOBOMY B MPOU3BEAEHMNAX XYAOXKHNKOB BTOPOM
nonoBuHbl XX — nepeoit yetBepTn XXI Beka.

Ha npoTsaxeHunn TbiciueneTnii UCTOpUKN CTEKIO-
Aenvs MmacTepa, BOXHOBEHHbIE KPacoTOW OKpy>Ka-
toLLLer NPUPOAbI, MPUBHOCUAN €€ MOTUBbI U 06pa3bl
B YTUAWTapHble NPOn3BeAeHNsa 13 ctekna. PasHo-
obpazHble No GopmMe 1 coaepKaHuo NPUPOAHbIE
MOTUBbI ObIV 06bEAMHEHBI OOLWUM CTPEMAEHWEM
XYZAOXHWKOB K HaTypaau3my u ctuamsaummn. Co BTo-
POV MosIoBMHbLI XX Beka NPOu3BeAEeHNs U3 CTeks1a
NMOMWUMO CBOEro ObITOBOroO 1 AeKOpaTUBHOrO Npu-
MeHeHMA 0bpeTatoT CaMOCTOATENbHOE 3HAUYEHME 1
nepexoanaT B 061acTb CKynbNTypbl. HaTypaancrmye-
CKWe 1 CTUAN30BaHHbIe N306paKeHNs AOMONHAOT-
€Sl YyBCTBEHHO-ACCOLMATUBHOM N abCTPaKTHOM ne-
pefayern 4eNCTBUTENBLHOCTU.
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mepom npoussedeHuti. Viccnedyromes ocobeHHocmu 83au-
MOOMHOWeHUs hopMel U Mamepuad, packpbisaemcs posis
CMekJ/1a Kak cMbic1006pasyroujezo 31emeHma.
KntoueBble cnoBa: xydoxecmeeHHoe cmek/io, 0bpasel
npupodsl, opma, mamepuasn, HaAMypaausM, cmuausa-
yus, accoyuayus, abcmpakyus.

Ha nossneHune paboT accoumatmBHOro 1 ab-
CTPaKTHOro XapakTepa NoBAUsAAM NOUckn GopM Ans
YTUANTaPHBIX NPeAMEeTOB HOBOTO TMa B CTEKOJb-
HOW NPOMbILWNEHHOCTU XX Beka, HOBble TpeboBa-
HUs K ODOPMAEHNIO apXUTEKTYPbI XyA0XKECTBEHHbIM
CTEKNIOM, B TOM YMC/e CO3ZaHMe IMOLMOHANbLHOM
cpeabl. Ho ocobeHHbIN BKAag B U3MeHeHWe obpas-
HOro CTPOS BHOCUT CaM XapakTep Matepuana, ¢ Ko-
TOPbIM XYZAOXHWKM BTOPOM NOA0BUHBLI XX — MepBoi
yeTtBepTn XXI Beka BeAyT NOCTOSHHbIA TEXHONOI M-
YeCKWU IKCMEePUMEHT.

«Cmeks10 — o4eHb c80eobpasHbIli Mamepual,
obsnadarowyuli 6osbwol xydoxecmeeHHoOU 8bipa-
3umenbHocMelo. LLlupokue 8o3moxHocmu 8 obpa-
6omke u omdesike uzdesnuli U3 cmeksad, Komopbie
omkpsigarom neped xy9d0oXHUKOM U MACmMepoM HO-
gble docmuXKeHUA mexHoJI02uu cmek100e/us, No-
380/19t0M cHUMAMb cMek/10 00HUM u3 Haubosee
cospemeHHbIx Mamepuanos» [1, c. 19].

CTekno — AeCTBUTENbHO YHUKAbHbINA MaTepu-
an. foBopA 0 ero npupoge, Xyf0XHUKKM, paboTato-
WMe C HAM, OTMeYaroT HeEOBXOAMMOCTb YYBCTBO-
BaTb ero NoAobHo XMBOMY opraHusmMy. CBolicTBa
CTek/1a BCeraa BHOCAT CBOM KOPPEKTWBLI B paboTy
MacTepa — OHO «CTaHOBWUTCA COaBTOPOM» MpPOu3Be-



aeHuns. Bepa MyxuHa, paboTas B CTEKONbHOW MPo-
MbILLJIEHHOCTH, OMNpesesivaa CBON TBOPUECKNI Me-
TOZ, TaK: ZefaTh «TO, YTO XOUET CTEK/IO U YTO XOUeT
XYAOXHWK, N 3TO poxaaeT popmy» [2]. Bopuc dé-
[JOpPOB roBOPMA O CBOel paboTe CO CTEKIOM Tak:
«Cama ,0ukas” gpopma cmeksna nodckaseieaem MHe,
4Ymo 8 Heli cokpbimo. A cmpemaroce npubausume
eé kK npupodHol opme, dame eli npo3sy4Hame 80
gceli nosHome cgoezo xydoxecmeeHHo20 bbimus»
[3]. Aapba BOAXOBUTUHA, XYAOXHUK U NAEO0NOT CTY-
ann «Fresh.Glass», cpaBHMBaET CTEKNO C PYKOTBOP-
HOW NPUPOLOWN, FOBOPSA O HEM Kak O MUHepase, 3a-
MeLLaHHOM He NPUPOAON, a YenoBekoM [4].

OgHa 13 ocobeHHOCTeN cTek/a 3akNtoYaeTcs B
ero KpacoTe B HeobpaboTtaHHOM Buge. OHO npu-
TAraTe/sIbHO CBOMM B1eCcKoM, LiBETOM, UTPOoli CBe-
Ta, NPo3payHoCcTbio. OLEHNB 3TV Bblpa3uTe/bHble
KauecTBa CTeK/a, XyLOXHMKM B MONCKE HOBbIX 06-
Pa30B YacTO YXOAAT OT KOHKPETUKM U duUrypaTme-
HOCTW, BAOXHOBASAACh HEMNOCPEACTBEHHO CaMVM Ma-
Tepuanom.

Bblpa3untenbHble kKayecTBa CTekna Bcerga BHO-
CAT CBOW BKJ1aj B 06pas3, 3aZyMaHHbIN XyAOXHUKOM.
Ero npo3payHoCTb M BHYTPEHHee HanoJHeHVe Mac-
Cbl (NMy3blpy, CBUAW, BKpPaNAeHUs LiBETa) MPUTATK-
BatoT K cebe BHMMaHMe. B paboTe co cTeknom aB-
TOp peLlaeT AManekTUYeckyro 3agaudy eAnHCTBa U
npoTneBo6opcTBa popMbl U MaTepunana, fjobmBa-
fCb CONOAUYMHEHHOCTN OAHOTO APYroMy U LiesIbHO-
CTV npowu3sBegeHus. Eciv He yuecTb 0COBEHHOCTM
cTekna B co3faHnmn obpasa, Mexay BHelHel Gpop-
MOW 1 BHYTPEHHVM O6BEMOM MOXET BO3HUKHYTb
npoTMBOpEeYne.

B kauectBe npumMepa nNpueeAéM 3HaMEHUTbIN
nopTpeT H. H. KayanoBsa, BbINoHeHHbIV Bepoin My-
XUHOW. beaynpeuHas BHELLUHss NaacTuka U BHYTPeH-
Hee HamnoJIHEHME, NMOXOXee Ha NéA C 3acCTbIBLUMMY
Ny3bIPAMU U TPeLLMHaMK, C PaBHOM CUIOW NPUTS-
rMBatoT K cebe BHUMaHue 3putens. VIHTepec Kk ToA-
e CTeKNOMacchl OTBeKaeT OT paccMaTpuBaHuUA
nopTtpeTa. Bo3HMKaeT HeKnin cnop Mexxay popmoi
1 MaTepuraaom.

Hanpotus, 6nrarofaps paBHOMEPHOCTU U YNCTO-
Te NOJYNpPO3paYHOM CTEKIOMACChI CKYNbMNTypbl «Be-
Tep» MaTepvan n ¢opmMa He BCTyMaroT B NMPOTUBO-
peune, OHN COMOAUNHEHbI Apyr Apyry. icnonHeHwne
M3 CcTekNa Hajenset NopTPeT HOBLIMU CMbICAAMU:
obpas AeByLIKM NprobpeTaeT BO3AYLIHOCTb, U BO3-
HUKaeT oLyLLeHne eUMHCTBa YeNoBeKa CO CTUXMEN.

CTek/10 HepeaKo CTaHOBUTCA CMbICI006pa3yto-
LWKM B NpounsseseHnu. Tak, «Pycckoe none» AHgpes

KpvBonanosa (k coxaneHuto, pabota 6bina pa3du-
Ta) — 370 M30b6paxeHne yeptonosoxa. BHewHe —
bopmMa CTMAN30BaAHHOTO pacTeHUs, XxapakTepHOro
NS PYCCKUX MOJIEN, BHYTPU NPO3paYvHOi Macchl —
BKpanaeHus cTekfia KpacHoOro LiBeTa, OTCbliaroLme
Hac K 06pa3y NornbLIMX BOMHOB, Ybel KPOBbIO NPO-
nuTanacb 3eMs 1 pacTeHus. VIMeHHO npu noMoLLu
CTeKNa XYA0XHWK BHOCUT B CBOHO paboTy rnybokmnin
CMbIC/, KOTOPbIN ByAeT yTpayeH Npu BbINMOJHEHUN
JAHHOW CKYNbNTYpPbl U3 ApYroro Matepuana.

MeTogbl BON/IOWEHMA 06pa3oB NPUPOAbI B Xy-
[LO>XXeCTBEHHOM CTek/le aBTOpaMu BTOPOM MO0-
BMHbI XX — nepBoli yetBepTn XX| Beka Mbl MOXEM
OnpeAenunTb Kak HaTypasn3Mm, CTUAN3aLLMIo, acCoLm-
auuro 1 abetpakumio. Beibop Toro nam nHoro TBOp-
Yeckoro MeToza 13 NepeuncieHHbIX onpesensoT
[ilBa OCHOBHbIX MOAX0Aa B Novcke obpasa npoms-
BeAEeHUA: KOHKpemHo-guzaypamueHsiti, npu Ko-
mopom Momue 6epémca u3 okpy>xaroujezo Mupa,
u abcmpakmHo-accoyuamueHslill, NpUu KOMopom
06pas He socnpou3zeodum HU4Ye20 KOHKpemHozo,
a yauje so3HUKaem 8 npouyecce pabomel ¢ Mame-
puasom u npoucxodum u3 8bipasumesibHbiIX Ka-
Yecme camozo cmekJa.

B npow3BeseHumsx HaTypaaMCTUUeCKoro xapakre-
pa Bblpa3unTenbHble KayecTBa CTek/ia UrpatoT onpe-
JEenstoLLyto ponib. «BeuHbln néa» n «BeceHHee npo-
6y>xaeHme» Mpuckun AKobC HEBO3MOXHO BbIMOJHUTD
B Apyrom matepunane 6e3 notepu obpasa. BHelwHss
dopma nbga 6e3 LBeTa 1 NPo3payHOCTM MaTepma-
Nla CTaHeT YeM-TO MHbIM, TaK Xe, Kak 1 obpa3 noj-
NIEAHOro NpocTpaHcTBa 03epa nponaget [5].

K ctmamsaymm n KOHKpeTHO-bUrypatmBHOMy
MOAXOAY Mbl MOXEM OTHEeCTU TBOPYECTBO MOTOM-
CTBEHHOrO XyA0>XHuKa no crekny VipuHel MiBaHo-
BOW. BAoxHOBNEHHas MMpoM daopbl 1 dayHbl, €
Nto0BOBbIO N 6O/IbLINM MacTEPCTBOM OHa NEPeHo-
1T 0bpasbl LBETOB, EPEBLEB, NCTBbI, PbIb 1 NTKWLY
B 610KV ONTMYECKOro CTekaa C MOMOLLbIO r1y60-
KOW rpaBUPOBKM, BUPTYO3HO BbINOHAN CAOXKHEN-
Wy AeTanmsaumio [6]. BoipasutenbHble KavecTBa
CTekna, HanoaHawuero rnybokme penbedbl TamH-
CTBEHHOW UrPON CBETa M NOJYTOHOB, UFPatOT Bax-
HYHO pOJib, HO B OCHOBE 06pa3a npounseeaeHuns ne-
XNT OKpY>KatoLLas npupoja.

B abcTpakTHO-accoumatnBHOM nogxoze obpas
POXXAAEeTCA M3 ICTETUYECKUX KauecTB CTeksa 1 MX
CXOXECTN C KayecTBaMu MPUPOAHbIX 31E€MEHTOB.
HekoTopblil yxoa oT GUrypaTMBHOCTM, packpbiTue
BbIPa3unTe/IbHbIX KauecTB CaMOro matepvana, urpa c
€ro «NpUPOAHOCTbIO» MPUBOAAT XYAOXHMKA K YyB-
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CTBEHHO-aCCOLMATUBHOMY CNOCOBY BO34eNCTBUSA
Ha 3puTens. ABTOp NPOV3BELEHNS He MepeHOoCUT
KOHKPETHY0 NMpupoaHyto Gopmy B MaTepman, a
3KCMNepUMeHTUPYET CO CXOACTBOM CaMOro CTeksa
C NPUPOAONA.

Hanpuwmep, Basa «HenTyH» (1968) AkHyHMA AcT-
BaLaTypbsHa, BbINOJHEHHAs B I'YTHON TEXHUKE, Me-
et dopmy umamHapa. CtatmuHaa popma Basbl, No-
fobHas dopme konogLa, U rnaskas NoBEPXHOCTb
NpOTMBOMOCTaBAEHbI KONlebaHWIO LiBeTa U CBeTa B
TOJILLLE CTEK/a, HAaMOMMUHAOLLEMY UTPY OTPaKEHU 1
CO/IHEYHbIX 6/IMKOB B BOJIHAX. Y 3pUTeNs BO3HMKaEeT
oluyLleHe 6A130CTU BOAb! UAN MOTPY>KEHUS B HEE.

3arafouHbiii obpas [pesHero Boctoka co3aaH
Bragumnpom MypaToBbim B komnosnuumn «Coram-
aHa» (1980), cocTosLLeln N3 TPEX COCyA0B-CKYb-
MTYP, BbINMOAHEHHbIX B IYTHOW TeXHMKe. 34eCb Hai-
[eH TOYHbIN BanaHc GoOpMbl M MaTeprana: BHeLLHAA
dopma ckynbNTyp, HaNoOMUHatroLWas ApeBHMe Co-
CyAbl, AOMO/IHEHA LBETOBOW PaCTAXKOMN Noaynpo-
3payHOro CTekna, B KOTOPOW YUTAETCA BbICOKUM
HebOCBOZA NYCTbIHHOMO NaHAWwadTa. XyA0XHUK ae-
NaeT aKLeHT Ha SMOLMOHaIbHON BbIPa3nTEIbHOCTY
uBeTa U GakTypbl cTekna. TOHaNbHON PaCTAXKKON
OT OpaHXeBOro A0 rNyboKoro CUHero, npakTnye-
CKW YépHoro useTa Banagnmump MypartoB co3aér
accoumaTMBHOE oLLyLeHNe TNyHBuHbl BOCTOYHOTO
Heba. MeckocTpyiHol obpaboTkoit aBTop ybumpaeT
6MKM C NOBEPXHOCTU CTekna, noguépkmnsas dop-
MY W LIBET COCYA0B U YCUAMBaAs OLLyLLeHMe apXan-
K B obpase nenzaxa CoranaHsl.

MockoBckas ctyamns «Fresh.Glass» npoBoauT Bbi-
cokoTeMnepaTypHble TEXHONOTMYecKne aKcnepu-
MEHTbI B paboTe CO CTeKNOM, packpblBas MOTEHLMaN
MaTepuana. [lenas ynop Ha paboTte ¢ ero ¢pakTypon,
KOMaHJa co3aéT 06beKTbl, HE UMUTUPYIOLLME NPU-
poay, a Kak byaTo sBAfOLWMECS €€ MPOAOIKEHN-
eM. TakoBbl, HanpuMep, NHCTaNAAUNUKN «HCTUHKT
BbIKMBaHUA», «Bblgox», cBeTOBble NaHHO «Megy-
3a» U gpyrve paboTbl. 3TV NPOU3BEAEHMUSA XyLOXKe-
CTBEHHOTO CTEKNa HaNnOMWHAOT YTO-TO NMPUPOAHOE,
>KMNBOE UM HEXXMBOE, HO He ABAAIOTCA nepesavei

Yyero-To KOHKpeTHoro. OzHa 13 3aZay KOMaHZAbl —
JAaTb CTeKNy «ApblwaTb», «PackpblTbca» [4], noka3aTb
KpacoTy camoro martepuvana.

K abcTpakTHbIM NPOU3BEAEHMAM Ha TEMY Mpu-
POZAbl Mbl MOXEM OTHEeCTM KoMno3ununo Agonbda
OcTpoymoBa «/leHb 1 Houb» (1974). Obpas no-
CTPOEH Ha 3CTETMYECKMX KauecTBax aJIMa3HoW rpa-
HW XpycTana. B AByX CTeKNAHHbIX Ba0KaX XYAOXKHUK
BonJoLaeT 06pa3 CMeHbI JHSA U HOUW, HEMpPepPbIB-
HOTO MUPOBOTO ABUXEHMS.

OpHa 13 3TanHbIX paboT B UCTOpUKN CcTeknoge-
nma — «Metamopdo3sbi» (1973) BukTopa LLeBuen-
KO — npeacTaBaseT cobol rapMOHUYHOE coyeTa-
Hune maTepuana, dopmbl 1 naen. Popma n TekcTypa
npesMeToBs, 0bWwmnin putM KoMno3unumm «Metamop-
$03bI» HAXOAATCA B €4MHOM MAACTUYECKOM JBUXKE-
HWUW. B faHHOW paboTe aBTOpP MacTepcku JOCTUra-
€T YHNKaNbHOro 3pdeKTa NbIoLLLEerocs CHM3y BBEPX
ctrekna [7]. Mpuuyaavebie GopMbl, Nepennsasnch u
n3rnbasncb B BONHOOHPA3HOM ABUXKEHUWN, BbITAMM-
BarOTCS BBEPX, NOAOOHO A3bikam naameHu. LiseTo-
Bble Nnepexo/bl OT TEMJIOr0 NPO3pPaYHOro SHTAPHOro
f0 rnyxoro 6en0oro cynbPUAHOro cTeksa co3aarot
HEMOBTOPUMYHO UTPY LiBETa, NOAYEPKMNBAsA ABMXKE-
HWe BHellHel GopMbl. [laHHas KOMMNO3ULNA Npes-
CTaBAseT cobon obpalleHmne K NepBOOCHOBAM BCe-
ro cyuiero, obpas HenpepbIBHON TpaHchopmMaLmMm
W CTaHOBJ/IEHWS NMEPBUYHON MaTepuu.

AHanM3npya xyAaoXXeCTBEHHbIe MPOn3BeseHNs
U3 CTeks1a, Mbl BCErAa CTaNkKMBAEMCA C ANANEKTUKOM
dopmbl 1 maTepuana. CTeKN0 He NacCUBHbIV HOCK-
Tenb GOpMbl, a «CoOaBTOpP» NpousBeaeHns. baaro-
Jlapsa KpacoTe camMoro maTtepuana B BOOHGpaxeHnm
XYAOXHMKa poXKAatoTCA HOBble 0bpa3bl. CBOMCTBA
CTek/a, CXOXMe CO CBOMCTBAMU NMPUPOAHbBIX /1eMeH-
TOB, NMO3BOJIAIOT CO3/aTb HOBblE TBOPUECKME peLle-
HWA B M300paXxeHUn okpy>KaroLero Mupa. Boipasu-
Te/lbHble KayecTBa CTekaa NpuaaroT NPoV3BeAeHNIO
HOBble CMbICAbl. ECan B movckax obpasHoro pelue-
HUA XYAOXHUK NPUXOANT K TAPMOHUUYHOMY OTHO-
weHuto GopMbl U MaTepuana, OTBevatoLwemMy naee,
HalZeHHbIi 06pa3 3ByunT yoeanTebHO U LiebHO.
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