DOI: 10.36340/2071-6818-2026-22-5-68-79

Zhang Jingwen

Postgraduate Student

Stroganov Russian State University of Arts and Industry
e-mail: 774214376@qq.com

Moscow, Russia

AWAKENING AND TRANSFORMATION: SOCIO-
CULTURAL BACKGROUND AND THE EVOLUTION OF
ARTISTIC IDEAS IN CHINA FROM 1978 TO 1984

Summary: The period from 1978 to 1984 marks a critical
turning point in modern Chinese history. With the imple-
mentation of the Reform and Opening-Up policy and the
deepening of the Thought Liberation Movement, the cultural
context of Chinese society underwent a radical transforma-
tion. The relevance of the study is determined by the need to
understand how the early reform years prepared the ground
for the ‘85 New Wave Art Movement and for the subsequent
development of contemporary Chinese art. The aim of the
article is to analyse the socio-cultural background and the
evolution of artistic ideas in China during this period. The
study is based on historical, comparative and art-historical
methods and draws on official documents, statements by
artists and critics, and works by Chinese art historians. The
article examines three interrelated processes. First, it shows
how the political environment of the early reform stage
broke down previously existing institutional barriers: art
policy moved away from the formula “art serves politics,
art institutions shifted from political control to profession-
al guidance, foreign exhibitions and publications ended the
information blockade, and the production of “export paint-
ings” gave rise to the first elements of an art market. Sec-

Introduction

The era that followed the end of the Cultural Rev-
olution (1966-1976) became for China a period of
profound historical self-examination and the search
for new paths. The Third Plenary Session of the 11th
Central Committee of the Communist Party of Chi-
na, held in December 1978, officially proclaimed the
shift of the Party's focus to socialist modernization,
inaugurating the policy of reform and opening-up.
This political adjustment at the highest level creat-
ed fundamentally new conditions for all spheres of
public life, including culture and art (Wang, 1981:
45). In parallel, society witnessed a large-scale de-
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ond, it traces how the Thought Liberation Movement trans-
formed the creative consciousness of artists, as reflected in
Scar Art, the exhibition of the "Stars” group and the debate
on the “beauty of form” initiated by Wu Guanzhong; works
by Gao Xiaohua, Cheng Conglin and Wang Keping are con-
sidered as characteristic examples. Third, it analyses the
changes in society’s demand for artistic diversity, the public’s
growing readiness to accept new forms, and the limits of
this tolerance. Particular attention is paid to the role of the
“spring of science”, popular art magazines and everyday de-
mand for decorative painting in broadening the boundaries
of perception. It is shown that society’s tolerance of artistic
diversity remained limited and rested on a political consen-
sus around “scars and reflection”, which accumulated the
potential for the radical artistic explosion of the mid-1980s.
It is concluded that the period was not only a farewell to
the past but also the starting point for the modernization of
contemporary Chinese art.

Keywords: Reform and Opening-Up, Thought Liberation;
Art Policy; Art Market; Creative Consciousness; Artistic Di-
versity.

bate around the thesis "Practice is the sole crite-
rion of truth,” which grew into a broad Thought
Liberation Movement aimed at overcoming dog-
matism and the personality cult. It was within this
unique socio-political context that the awakening
and rapid transformation of Chinese fine art took
place, preparing the ground for the subsequent ex-
plosive "'85 New Wave Art Movement."

1. Political "Thaw": Institutional Changes and
Openness of Information

In the early stage of reform and opening-up,
changes in the art sphere were first and foremost
initiated from above through political adjustments.



During the decade of the Cultural Revolution, art
had been excessively politicized and instrumental-
ized, reduced to an appendage of class struggle.
After 1978, as the campaign to redress unjust ver-
dicts and rehabilitate victims advanced, the central
mandate of art policy shifted from the slogan "art
is the servant of politics" to the broader and more
flexible formulation of "serving socialism and the
people" (Lu, 2014: 120). This shift removed the ide-
ological shackles from art within the official system.

1.1. Easing of Control and Transformation of
the Functions of Art Institutions

The convening of the Fourth National Congress
of Literary and Art Workers in 1979 marked a land-
mark event in the adjustment of art policy. In his
welcoming address, Deng Xiaoping officially rejected
the concept of "the decisive role of subject matter,"
stating that "what to write and how to write — this
question can only be resolved by the artists them-
selves through creative practice and gradual explo-
ration" (Zou, 2002: 156). This meant that creators
were no longer required to invariably depict specif-
ic "tall, big, and complete" and "bright and shining"
images of heroic laborers. Tragedy, love, historical
reflection, as well as such "unproblematic" genres
as "mountains and waters" landscape painting and
"flowers and birds" painting — previously margin-
alized or subjected to criticism — regained legiti-
mate status. The functions of official organizations
at various levels — such as artists' associations and
art academies — also gradually transformed from
direct "political control" to "professional guidance
and service."

1.2. Openness of Cultural Exchange and the
Breakthrough of the Information Blockade

For a long time, the Chinese art world, sepa-
rated by the "iron curtain," knew virtually nothing
about the development of Western modern art after
the 1940s. From 1978 onward, with the opening of
borders, foreign art exhibitions were permitted. For
instance, in March 1978, the "Exhibition of 19th-Cen-
tury French Rural Landscape Painting" was held in
Beijing, sparking unprecedented excitement and
long queues at the entrance. Following this, albums
featuring works of Western classicism, impression-
ism, and even early modernism began to be pub-
lished in small print runs and made available for
sale. Such liberalization of cultural policy directly
provided Chinese artists, who had been in a state
of spiritual starvation, with a new frame of reference
and visual language for retrospectively rethinking

their own traditions and searching for new forms
(Ten Years of the Stars, 2019: 34).

1.3. The Emergence of the Art Market and
the Awakening of Commodity Consciousness

Before 1984, a genuine art market had not yet
formed in China, and the overwhelming majority of
artists remained "people of the state system," liv-
ing on fixed salaries. However, the political wind of
change had already reached the economic "capil-
laries." Against the backdrop of the success of the
household responsibility system in agriculture and
the preparation for the reform of the urban eco-
nomic system, the commodity nature of artworks
began to receive limited recognition. The most typi-
cal manifestation of this was the appearance of "ex-
port paintings" (9MEE]) — in order to earn foreign
currency, state-owned import-export companies for
arts and crafts began placing orders with painters
for oil paintings and traditional Chinese-style guo-
hua works, the so-called "hotel paintings" or "ex-
port paintings." Although these works, tailored to
the tastes of Western tourists, were of little val-
ue from the perspective of art history, this was the
first instance in which Chinese artworks entered the
sphere of commodity circulation on a mass scale
(Zhu, 2019: 65). This brought artists "gray income"
significantly exceeding their salaries, but more im-
portantly, it subtly undermined the ultra-left dogma
that "art and money are incompatible," engender-
ing in creators a subjective economic consciousness
and the early contours of a market, thereby laying
the preconditions for the massive surge in the art
market in the 1990s.

2. Thought Liberation: Transformation of Art-
ists' Creative Consciousness

If the change in the political environment con-
stituted the external condition of the artistic "thaw,"
then the Thought Liberation Movement served as
the internal driving force that transformed the in-
ner world of artists. Taking as its starting point the
broad debate that began in May 1978 around the
thesis "Practice is the sole criterion of truth," Chinese
society raised a wave of intellectual enlightenment
aimed at overcoming the personality cult and dog-
matism. This social atmosphere directly projected
itself onto the art world, provoking a profound psy-
chological upheaval and a reformatting of mentality.

2.1. From "Collective Expression” to "Individ-
ual Self-Expression”

In preceding decades, the vivid individuality of
the artist had been leveled: they could only act as
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Fig. 1. Gao Xiaohua. Why? 1978. Oil on canvas. 108 x 136 cm. National Art Museum of China, Beijing

anonymous "mouthpieces of the interests of work-
ers, peasants, and soldiers." The Thought Liberation
Movement allowed creators to rediscover the exist-
ence of "the human being" — and, first and foremost,
to discover "themselves." Artists began to realize that
the starting point of art should be not grand polit-
ical slogans, but genuine personal emotional expe-
rience and reflection on life (Gao et al., 2008: 27).
This shift in thinking was genuinely revolutionary in
character. For example, the emergence of "Scar Art"
(fAIRZER) was precisely driven by the fact that art-
ists no longer avoided personal pain and the trau-
mas of the era, replacing false hymns of praise with
bleeding confessions and effecting a psychological
reconstruction from "obedience to the deity" to "ad-
dressing the human being" (Yi, 2004: 89).

For instance, the oil painting Why? (Fig. 1)
( (Aft4) , 108 x 136 cm) by Gao Xiaohua, cre-
ated in 1978, became a typical embodiment of this
psychological turning point. In a realistic manner,
it depicts a scene of internecine clashes during the
Cultural Revolution: wounded Red Guards and the
bewildered expression of the central figure form
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the visual focus, while leaden-gray tones and dense
brushstrokes create a narrative critical of history,
pointing to the absurdity of senseless struggle. In
1979 the painting was shown at the Fifth Nation-
al Art Exhibition, where it was awarded a second
prize; it is regarded as the starting point of "Scar
Art." With this work, Gao Xiaohua broke through
the former aesthetic of "red, bright, and shining"
and returned to art a sincere questioning of histo-
ry and human nature.

2.2. Emotional Release: From "Fear" to "Re-
bellion”

Prolonged political campaigns had led older-gen-
eration artists to live by the principle "better not
seek merit in art, so long as there are no political
mistakes," while the younger generation accumu-
lated colossal rebellious energy under conditions
of suppression. The incomparable exhibition of the
"Stars" group (2£2E%) that appeared in 1979 be-
came the absolute manifestation of such an explo-
sion of sentiment. The "Stars" artists (such as Ma
Desheng, Wang Keping, Huang Rui, and others),
driven by an almost elemental, wild courage, pro-



claimed the slogan: "Kollwitz is our banner, Picas-
so is our forerunner." They challenged not only the
official exhibition system (hanging their works on
the iron railings of the small garden east of the Na-
tional Art Museum of China) but also demonstrated
in their thinking an uncompromising, irreconcila-
ble elitist defiance (L4, 2000: 18). Thanks to the at-
mosphere of relative tolerance in society, actions
that initially carried enormous political risk were ul-
timately transformed into a cultural event that ad-
vanced the democratization of art.

One of the most iconic works at that exhibition
was the wooden sculpture Silence (Fig. 2) ( (LX) )
by Wang Keping. It is a crudely carved human head
with blindfolded eyes and a sealed mouth — an im-
age deprived of the ability to freely see and speak.
The sculpture expressed, in the simplest and most
vivid way, protest against ideological suppression
and the thirst for freedom of self-expression. In
1979, The New York Times ran a front-page report
on Wang Keping and his works. Silence, together
with another, even more controversial sculpture en-
titled Idol, became some of the most striking voic-
es of reflection of that era.

2.3. The Thirst for "Humanism" and the "Beau-
ty of Form"

The essence of thought liberation is the emanci-
pation of the human being. In their creative disposi-
tion, artists demonstrated an acute call for "human
nature, human feelings, humanism." They felt re-
vulsion toward the inhuman "iron faces" of the era
of class struggle and turned toward the aspiration
to express warm, subtle, genuine emotions. At the
same time, having passed through a difficult peri-
od of political reflection, artists en masse encoun-
tered "aesthetic fatigue," inwardly craving pure
visual pleasure unburdened by political meaning.
This directly gave rise to the debate on the "beau-
ty of form" (F2E03E), the chief exponent of which
was Wu Guanzhong. His thesis that "the beauty of
form is the core of pictorial creation" struck then
like thunder from a clear sky (Wu, 1979: 33). Al-
though externally this appeared as an academic
dispute, in essence it reflected the desire of artists
to affirm their independent individuality and free-
dom of creativity by returning to the fundamentals
of art — form, color, and line.

As a vivid example of the return to humanis-
tic realism, one may cite the oil painting Snow
on X Month X Day, 1968 (Fig. 3) ( {1968FXHAX
HZE) , 196 x 296 cm) by Cheng Conglin, paint-

Fig. 2. Wang Keping. Silence. 1979. Wood. Height 48 cm.
Private collection
ed in 1979. With its diary-like title and docu-
mentary manner, it captured a tragic episode of
armed clashes during the Cultural Revolution. This
monumental canvas is considered a manifesto of
"Scar Art" and is now housed in the National Art
Museum of China. The author was only 24 years
old, yet this work already secured his place in the
history of Chinese art (Chen, 2005: 212). Togeth-
er with Gao Xiaohua's Why?, this canvas initiat-
ed the "Scar" current and effected a return to the
genuine spirit of realism.

3. Changes in Social Perception: From a Sin-
gle Standard to a Pluralism of Demand

The evolution of artistic trends is not only a
one-sided action of the artists themselves; it also
depends on the degree of reception by the audi-
ence, that is, the broad masses of society. In the
period from 1978 to 1984, the landscape of aes-
thetic perception of the Chinese public underwent
a radical expansion and broadening, and the so-
cial demand for artistic diversity moved from a la-
tent state into a manifest one.

3.1. Emotional Resonance and the Destruc-
tion of Aesthetic Stereotypes

For a long time, the aesthetic standard of social-
ist realism required that art be "vigorous and life-af-
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Fig. 3. Cheng Conglin. Snow on X Month X Day, 1968. 1979. Oil on canvas. 196 x 296 cm

firming," "flawless and perfect." When the crude,
grotesque wooden sculptures of Wang Keping ap-
peared before the public, by former standards these
works, which "defamed" reality, ought to have been
subjected to harsh criticism. However, the public of
that time not only did not reject them but manifested
colossal sympathy and response. Since all of society
had only recently emerged from a great catastro-
phe, a shared traumatic experience was preserved
in people's hearts. The public understood that this
art, once deemed "heretical,” precisely gave voice to
their most genuine, innermost feelings. Such emo-
tional identification, grounded in shared historical
experience, incredibly expanded the boundaries of
social acceptability of artistic expressiveness.

3.2. The "Thirst for Knowledge"” and Curios-
ity About New Forms

Together with the advent of the "spring of sci-
ence," a wave of thirst for knowledge swept across
the country. For ordinary people, Western modern
artistic movements (such as impressionism, fau-
vism, abstractionism) were entirely unfamiliar. But
this "unfamiliarity" did not arouse the hostility char-
acteristic of the Cultural Revolution period; on the
contrary, it transformed into an attractive novelty.
In exhibition halls displaying foreign or experimen-
tal works, crowds thronged; art magazines (such as
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Meishu [Art] and Shijie Meishu [World Art]) sold like
hotcakes. The public went to see incomprehensible
abstract paintings not so much for "aesthetic pleas-
ure" as primarily to "broaden their horizons" and
"overcome illiteracy." Such a mechanism of recep-
tion, based on the psychology of cultural compen-
sation, objectively formed a relatively mild, and at
times even encouraging, climate of public opinion
for the formal diversity of art.

3.3. Differentiation of Social Demands and
the Consumer Function of Art

As living standards initially improved, a differen-
tiation of social demands regarding the functions of
art began. For a long time after the founding of the
People's Republic of China, the principal and almost
sole function of art was propaganda and education.
By the early 1980s, as material goods gradually be-
came more abundant and housing conditions im-
proved (for example, people began moving into new
apartments with living rooms), practical needs for the
"decorative" and "consumer" functions of art arose
in society. Ordinary families began buying wall cal-
endars and decorative paintings; hotels and restau-
rants required large-scale murals and landscapes for
interior decoration. This popular, bottom-up demand,
though tending toward vulgarity and pop culture
in terms of taste, nevertheless powerfully support-



ed the process of the diversification of art (Select-
ed Important Documents, 2011: 112). It made artists
understand that alongside creating political posters,
painting a beautiful landscape or still life possesses
equal value. Such pluralistic social demand coincid-
ed with the ontological searches of the artists them-
selves, together forming a synergy that stimulated
the flourishing of the artistic ecosystem.

However, until 1984, the degree to which socie-
ty embraced artistic diversity remained limited and
fraught with internal contradictions. This tolerance
was built to a greater extent on the political consen-
sus around "scars and reflection" and merely super-
ficial curiosity about the "beauty of form." As soon
as artistic experiments touched upon deeper ide-
ological red lines or proved too far ahead of their
time (for example, certain radical performances or
fully abstract works), they still provoked sharp dis-
putes or even administrative intervention. The psy-
chology of aesthetic perception of the broad public
was in a state of tension at the juncture of old and
new: on the one hand, warmly welcoming change,
on the other, by habit continuing to measure new
works by old standards. It was precisely this tension
that accumulated the potential for the radical explo-
sion of the "'85 New Wave Art Movement" after 1985.

Conclusion

The period from 1978 to 1984 became a unique
"dawn hour" in the history of Chinese contempo-
rary art. Over the course of these six years, the
political environment of reform and opening-up,
like spring wind and rain nourishing vegetation —
from the liberalization of institutions and the influx

of information to the emergence of the market —
removed the heavy shackles from art; the Thought
Liberation Movement, like thunder shattering pil-
lars, completely reformatted the creative thinking
of artists, awakening in them the consciousness
of themselves as independent individuals and a
thirst for self-expression. And society, having passed
through cataclysms, relying on emotional reso-
nance and the thirst for knowledge, continuously
expanded the boundaries of perception of artis-
tic diversity.

The artistic currents of this period — from the
humanistic call of "Scar Art" to the individual re-
bellion of the "Stars" exhibition and the return to
fundamentals in the debates on the "beauty of
form" — outwardly appeared as an evolution of
styles and themes, yet their internal logic was the
difficult process of returning art from the status
of a "political instrument” to an "independent hu-
manistic spirit." This period not only completed a
profound exposure of the past but also laid the
ideological foundation, prepared the cadres, and
formed the psychological expectations for the sub-
sequent grand wave of modernist art in 1985 (the
"'85 New Wave Art Movement"). Without the "thaw"
and "Enlightenment" of 1978-1984, there would
have been no sudden, rapid ascent of Chinese con-
temporary art on the international stage in the fol-
lowing years. The history of these six years proves
that the vitality of art is always rooted in the soil of
social transformation, and that freedom and toler-
ance constitute that irreplaceable air and moisture
in which great art grows.
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NMPOBYXAEHWE N1 TPAHCOOPMALNA:
COLMANBHO-KYNBTYPHbLIA ®OH W 3BOHOLA
XYNOXECTBEHHbIX NWAEV B KUTAE B 1978—1984 IT.

AHHoTauums: [epuod ¢ 1978 no 1984 200 cman uckaro4u-
meJsibHO 8AXKHb6IM NOBOPOMHbLIM MOMeHMOoM 8 Hogeliuleli
ucmopuu Kumas. C peanusayueli nonumuxu pegpopm u
omkpelimocmu u yeaybaeHuem 08uxeHUs 3a 0c8060xde-
HUe MblWeHUs Ky/lbmypHbIl KOHmMekcm kuma’dicko2o 06-
ujecmea kopeHHsIM 06pazom U3MeHUsICs. AKmyanbHOCMb
uccnedosaHus onpedessiemcsi HEO6x00UMOCMbH NOHAM®b,
kakum 06pazom nepesle 2006l peghopm Nod2omosusau NoY-
gy 01 0suxxeHus «Hosas eosHa '85» u nocnedyrowjezo
paszsumus cospemMeHHo20 kumatlickoeo uckyccmea. Lene
cMameu — NPOAHAIU3UPOBAMb COYUANbHO-KYAbMYyp-
HbIl poH u 3800YUID XyDoKecmaeHHbIx udeli 8 Kumae
8 3mom nepuod U 8bI8UMb UX 83aUMOCBSA3b. Mccnedo-
8aHuUe onupaemcsi Ha ucmopuyeckudi, cpagHUMebHbIl
u uckyccmeogeddeckuli MemoObl, UCMOYHUKOBYH 6a3y
cocmasuau oguyuansHele AokKyMeHMmel, 8bICKA3bI8AHUS
XyOO0XHUKO8 U Kpumukos, a makxe mpydsl Kumalickux
ucmopukoe uckyccmea. B cmamee paccmampuearomes
mpu 83aUMOCBA3aHHbIX npoyeccd. Bo-nepabix, nokasa-
HO, KaK nosumuyeckas cpeda paHHe2o asmana pegpopm
paspywiana cyuecmeosasuiue UHCMUMyyuoHaabHele 6a-
pbepei: xy0oxecmeeHHAs NOAUMUKA omouwia om gopmy-
JIbl «UCKYCCMBO CAIYXXUM NoAumuke», Xy0oxecmeeHHsle
UHCMUMymMebl nepewiiu 0m NoaUMUYecko20 KOHMpPOJIs
K npogheccuoHanbHoMy pykosodcmay, 3apybexHsie 8bl-
cmaeku U u30aHUs npopsanu UHPOpMayuUoHHyr 6710-
kady, a hpou3godcmeo «3KkcnopmHol xugonucu» 0aao
HA4yano nepeviM 31emMeHmMam xyooxecmeeHH020 pblIHKA.

BBepgeHue

noxa, Nocnef0BaBLUas 38 OKOHYaHNEM «KY/bTyp-
HoW peBositounm» (1966-1976 rr.), ctana ans Kutas
BpeMeHeM 1y6oKOro NCTOPMUYECKOro camoaHanmsa
¥ nomcka HoBblIx nyTen. Tpetuin naenym LIK KMK 11-
ro CO3bIBa, COCTOABLUMIACA B Aekabpe 1978 roga, opu-
LMasbHO MPOBO3M/IaCcKA CMELLEHME LIEHTPa TAXeCTU
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Bo-emopeix, npocsiexeHo, kak 08uxeHue 3a 0c8obox0eHuUe
MbIWIeHUS MPAaHCHOPMUPOBAIO MBOPYECKOe CO3HAHUE
XyOO0XHUKO8, MO 8bIPA3U/IOCH 8 «UCKYCCmae Wpamos»,
gbicmaske 2pynnel «38630el» U QUCKYCCUU 0 «Kpacome
dopmbl», Hauamou Y [yaHeuxyHOM; 8 kKadecmee xapak-
mepHbIX NPUMEpPo8 paccMampuearomcsi npousgedeHusi
lao Caoxya, YsH LlyHauHAa u BaH KanuHa. B-mpemeoux,
aHaau3upyromcs UsMeHeHUs 8 0buecmeeHHOM cnpoce
Ha pazHoobpasue 8 uckyccmee, pacmyuwas 20MogHoOCMb
ny6auku NpUHUMAame Hogele opMbl U 2paHuybl 3modi
mepnumocmu. Ocoboe BHUMAHUe yOeseHo posu «gec-
Hbl HayKU», NONY/SPHbIX XyO0XeCcmeeHHbIX XypHanoe u
66/Mogo2o cnpoca Ha dekopamusHyH XUBoNUCL 8 pac-
wiupeHuu epaHuy eocnpusmus. l[lokasaHo, Ymo mepnu-
Mocmb 06wecmeaa k xydoxecmeeHHoOMy pasHoobpasuro
0CcmMagasnace o2paHudeHHoU U cmpouaacs Ha noauMmMuyYe-
CKOM KOHCeHCyce 80Kpy2 «Wpamos u pegaekcuu», ymo u
Hakonusao nomeHyuan 05 padukansHo20 xydoxecmeeH-
Ho20 83pblea cepeduHsl 1980-x 200os. COenaH 861800 O
mom, 4mo 3mom nepuod cmasa He MoJibko NPOUWaHU-
eM C npowiaibiM, HO U saxHeliweli omnpasHol moykoul
gceli nocnedyroujeli MoOepHU3AYUU COBpEeMeHHO020 Ku-
malickozo uckyccmea.

KntoueBble cioBa: pechopmbl U OMKPLIMOCMb; 0C8060X-
deHue MbluiIeHUSs; XydoxecmeeHHds NoAUMuKa; xydoxe-
cmeeHHbIl pbIHOK, MBopyYeckoe CO3HaHue; pasHoobpasue
8 uckyccmae.

paboTbl MapTUM Ha COLIMANNCTNYECKYH MOZEpPHM3a-
LMtO, MOIOXMB Hayano Nnoantke pedpopm v OTKpbITO-
CTW. Ta NOUTUYECKan KOPPEKTVPOBKaA BbICLLIETO py-
KOBOACTBa CO3jana NPUHLIMNMaNbHO HOBbIE YCI0BUA
419 Bcex cdep obLLeCTBEHHOW XM3HW, BKAKOYas Kylb-
TYPY ¥ 1ckyccTBo [2, c. 45]. MapannenbHo B 0b6LecTBe
pa3BepHynacb MacluTabHas JMCKYCCUA BOKPYT Te3u-



ca «[paKTuka — eANHCTBEHHBIA KPUTEPUIA UCTUHDI»,
KOTOpas nepepocsia B LWMPOKOEe ABUXKEHME 3a NAe0-
Jornyeckoe 0CcBOBOXAeHWe, HanpaBaeHHoe Ha npe-
OZ0NIeHMe AorMaT3Ma M KynbTa IMYHOCTU. IMeHHO
B 3TOM YHMKa/IbHOM COLIMaNIbHO-MONNTUYECKOM KOH-
TEKCTe NMPOUCXOAWIO NPOBYXKAEHNE N CTPEMUTENIbHASA
TpaHcpopMaLMs KMTaUCKOro n306pasnTeNbHOro mc-
KyCCTBa, MOArOTOBMBLLAA MOYBY A/ NOCAEAYHOLLErO
B3PbIBHOIO ABWXXEeHMA «HoBas BoaHa '85».

1. MonauTnueckasn «oTTenesib»: UHCTUTYLNO-
Ha/IbHble U3MEHEHMNSA U OTKPbITOCTb MH$OpPMaL N

Ha paHHeMm 3Tane pedopm 1 OTKpLITOCTM Nepe-
MeHbl B chepe UCKyCCTBa B NEPBYO ouepesb Oblim
NHULMMPOBAHbI CBEPXY MOANTUYECKMMU KOPppPeK-
TMpOBKamK. B TeueHmne AecATUNETUS «KYNbTYPHON
PEBONOLNN» UCKYCCTBO ObIIO YPe3MEPHO NOAUTU-
3MPOBaHO M UHCTPYMEHTaIM3NPOBaHO, NpeBpaTnB-
WNCb B NpUAaTOK knaccoBon 60pb6bl. Mocne 1978
rosa, no Mepe NpPoABUXKEHNA KaMMaHUM NO UCNpaB-
NeHVII0 HecnpaBeaAnBbIX MPUTOBOPOB U peabuan-
Tauuu, LeHTpabHbIN 3aMpoC XyA0XKeCTBEHHOM No-
JINTUKM CMECTUACA C I03YHra «MCKYCCTBO — CJlyra
NONUTUKMN» Ha Bosiee LWNPOKYH N TMBKYH yCTaHOB-
Ky «C/y>XeHue couunanmsmy n Hapoay» [6, c. 120].
STOT CABUT CHAN UAE0N0OTNYECKME OKOBbI C UCKYC-
CTBa BHYTPW 0dULIMaNbHOWN CUCTEMBI.

1.1. OcnabneHne KOHTpOA U TpaHcPopma-
uua GyHKUUNA XyA0XKECTBEHHbIX UHCTUTYTOB

Cos3biB B 1979 roay IV Bcekutaiickoro cbesga pa-
H6OTHUKOB IMTEPATYPbl U UCKYCCTBA CTal 3HAKOBbIM
CObbITMEM B KOPPEKTUPOBKE XYAOXKECTBEHHON MO-
nnTnkn. B ceoem npusetctBeHHOM cnose [3H Cao-
NMH odMLMaNbHO OTBEPT KOHLEMNLMNIO «Onpesens-
FOLLLEW POSIM TEMATUKM», 3aIBMB, YTO «O YeM NnucaTb
M KaK nmcaTb — 3TOT BOMPOC MOTYT peLlaTtb TONbKO
CaMu XyZOXKHUKM B XOA€e TBOPUECKOW MPaKTUKK U
nyTem MocTeneHHbIX Nonckos» [9, c. 156]. 3710 03-
Hayafo, YTo OT TBOPLOB BoJbLLE He TpeboBann B
ob6s3aTeslbHOM nopsake n3obpaxatb cneyndurye-
CKkue «BbICOKME, KPYMHble, LLeOCTHbIE» U «APKUE,
cnaroLme» obpasbl repoeB-TPY>XEHWKOB. Tpareauns,
Ntob0oBb, UCTOpUYeckas pedekcms, a Takxe Takne
«becnpobiemMHble» XaHpbl, Kak nersax «ropbl 1
BOZbI» W «LBETbI U MTWLLbI», PpaHee MapruHaam3npo-
BaHHble AW NOABepraBLINECs KPUTUKE, BHOBb 06-
peau NernTMMHbIN ctatyc. OyHKUMmM odburLmManbHbIX
OpraHun3aLmii pasnyHbIX YPOBHEN — TakKUX Kak ac-
coumaLmm XyJ0XKHUKOB U XyZLOXECTBEHHbIE aKaje-
MUKW — Tak>XXe NoCTeneHHO TpaHcGOPMUPOBaNUCh
OT NPSAMOrO «MOJUTUYECKOrO KOHTPOIA» K «MpPO-
beccnoHanbHOMY PYKOBOZACTBY U OBCNYXXMBAHNIO».

1.2. OTKpbITOCTb Ky/IbTYpHOro 06MeHa u npo-
pbiB NHpOpPMaLMOHHOW 610Kaabl

[onroe Bpems KuTarickas XyL0XeCcTBEHHas cpe-
fia, OTTOPOXKEHHAsA «KeNle3HbIM 3aHaBeCoM», MpakK-
TWYECKN HUYEro He 3Hasa O pPa3BUTUM 3anajHo-
ro CoBpemMeHHOro nckyccrea nocae 1940-x rogos.
C 1978 roga, C OTKpbITMEM FpaHuL, CTanu paspe-
LaTb NpOBeAeHMEe MHOCTPaHHbIX XyAOXECTBEHHbIX
BbICTaBOK. Hanpumep, B mapTte 1978 roza B lNekun-
He npolunia «BbicTaBka GppaHLy3CKON fepeBeHCKOon
nensaxHom xmeonucy XIX Beka», Bbi3BaBLUas bec-
NnpeueseHTHbIA aXkMoTaX U ANNHHbIE OYepean y
BX0oZa. Bcneg 3a 3TuM B cTpaHe Havann HebonbLUK-
MU TUpaXaMu U34aBaTbCA M MNOCTYNaTh B NpoAaxy
anbboMbl C MPOU3BEAEHUAMM 3anajHOro Kaaccu-
LM3Ma, UMNPeCccMoHn3Ma 1 Jaxe paHHero Mogep-
Hu3Ma. Takas Anbepanmnsaums KyabTypHON Noau-
TUKW HanpsMyto NpeAocTaBuaa HaXOAMBLUMMCS B
COCTOSIHUW AYXOBHOIO rofofa KMTAaNCKUM XyA0XK-
HMKaM HOBYH CUCTEMY KOOPAMHAT 1 BU3YyasibHbIN
A3bIK AN PETPOCMNEKTUBHOIO OCMbICAEHMUSA UX COB-
CTBEHHbIX TPaANLMIA 1 MomncKa HOBbIX GopM [4, c. 34].

1.3. 3apoxxgeHune Xya0)XKeCcTBEHHOro pbiHKa
1 nNpoby>xaeHne ToBapHOro CO3HaHUA

[o 1984 ropa B Kutae ewe He cdopmmpoBan-
€Sl PbIHOK MCKYCCTBA B MOAJIMHHOM CMbICJ/ie 3TOr0O
CN0Ba, U NojasastoLLee 60NbLUNHCTBO XyA0XHWKOB
0CTaBaCb «NOAbMU FOCYAapPCTBEHHON CUCTEMbI»,
KMBLUMMW Ha dUKCnMpoBaHHyro 3apnaaty. OgHako
NOSIMTUYECKUI BETEP NepeMeEH ye AOCTUT 3KOHO-
MUYeckmx «kanuanapos». Ha poHe ycnexa npose-
JEHVS B CEIbCKOM XO351MCTBE CUCTEMbI CEMENHOTO
nogpsza v noArotoBkun Kk pebopme roposckom 3Ko-
HOMWYECKOI CMCTEMbI TOBapHas Npupoga npovisee-
JEHWIM NCKYCCTBa Havana nosy4vaTtb OrpaHMyeHHoe
npu3HaHue. Hanbonee TMNNYHBIM MPOSBAEHUNEM
3TOrO CTaso MOABNEHNE «3KCMOPTHOM XMBOMUCU»
(IMEE]) — B LenAX NONYUYEHUs BaNOTHOW BbIPYY-
KW rocyapCTBeHHble KOMMaHWM Mo UMMNOPTY U 3KC-
nopTy NPesMeTOB HapOAHbIX MPOMBbIC/IOB Haya-
NN pa3MeLlath y XKMBOMUCLLEB 3aKa3bl Ha KapTUHBI
Mac/0M ¥ roxya B TPaANLNOHHOM KNUTaMCKOM CTH-
Nle, TaKk Ha3blBaeMble «KapTUHbI A/ TOCTUHUL» UK
«KapTUHbI Ha 3KCNopT». M xoTa 3Tn npoun3BeseHuns,
OPVEHTUPOBaHHbIe Ha BKYCbl 3anajHblX TYPUCTOB,
He nNpeAcTaBAANN 0COHOWN LLEHHOCTU C TOUKM 3pe-
HWUS UCTOPMM UCKYCCTBA, 3TO Bbla NMEPBbIM Caydai,
Korja KuTanckne npou3BeseHnsa NckyccTBa Mac-
coBo BowM B chepy ToBapHoro obpateHus [10,
C. 65]. 3TO NPUHECNO XYJOXKHMKAM «CEPbIN J0XO4»,
3HaUUTENbHO NPEBbILWABLLMIA UX 3apnaaTy, HO, YTO
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eLle BaXKHee, 3TO HE3aMeTHO NOAOPBaO ybTpa-
NeBYyO AAOTMYy O TOM, YTO «MCKYCCTBO U A€HbIM He-
COBMECTUMbI», MOPOANIO Yy TBOPLLOB CyObEKTHOE
3KOHOMMYECKOE CO3HaHWE U paHHWE KOHTYpPbl PbIH-
Ka, 3a10XMB TeM CaMbIM NPeAnoCbIIKN AN Mac-
WTabHOro BCrn/iecka Ha XyA0XeCTBEHHOM PblHKE
B 1990-e roasbl.

2. OcBo60OXAEHUE MbILW/IeHUA: TPaHChopMa-
LA TBOPUYECKOro CO3HaHUA XYAO0XKHUKOB

Ecan n3meHeHne NoanTUUecKon cpeabl CTano
BHELHWM YCNOBMEM «OTTEMeNn» B UCKYCCTBE, TO
ABVXKEHME 33 NAe0N0rnyeckoe 0cBOBOXaeHWE Bbl-
CTYMUAO BHYTPEHHEN ABUXYLLEN CUNOW, 3aHOBO ne-
penaBuBLLEN AyLIN XYAOXHWKOB. B3sB 3a oTnpas-
HYHO TOYKYy HauaBLlytocs B mae 1978 roga WmMpokyto
AMCKYCCUIO BOKPYT Te3nca «MpakTmka — eANHCTBEH-
HbIA KPUTEPUIA NCTUHDBI», KUTACKOe OBLLLECTBO NOJA-
HA10 BOJIHY WAEMHOTO NPOCBELLEHWS, HanpaBAeHHYHO
Ha NpeojoeHne KynbTa IMYHOCTU U AOrMaTU3Ma.
JTa coumanbHas atMochepa HanpaAMyo NpoeLu-
poBafnacb Ha XyAOXECTBEHHYIO Cpeay, CNPOBOLM-
pOBaB r/71yb0KYH NCUXOJOrMUYECKYH BCTPSCKY U Ne-
pebopmaTMpoBaHMe MeHTanmnTeTa.

2.1. OT «KON/IEKTUBHOTO BbIPa)>K€HUA» K <UH-
AVBUAYa/IbHOMY CaMOBbIPaXkeHN10»

B npealwecTBytolne fecATUNETUA ApKasA WH-
AVIBUAYaNbHOCTb XYAOXHWKa Oblfla HUBENMPOBa-
Ha: OHW MOI/I BbICTYNaTb JINLLb B POJU aHOHUM-
HbIX «Bblpa3nTenen nHTepecoB paboumnx, KpecTbsH
n congat». lBMXeHNe 3a NAeonormyeckoe 0CBo-
6o>AeHre NO3BOINAO TBOPLAM 3aHOBO OTKPbITb
AanAa ceba cyliecTBOBaHWeE «4enoBeka» — U, B Nnep-
BYHO ouepesib, 06HapyXMTb «CaMoro cebs». XyAox-
HWKW Hayaan OCO3HaBaTb, YTO OTMPABHOWN TOUKOM
NCKYCCTBa JOKHbI ObITb HEe rPaHANO3HbIEe NOAN-
TUYeCKne NO3YHIW, @ NOAJIVHHBIA NUYHbIA 3MOLN-
OHa/IbHbIA OMbIT U OCMbICAEHME XU3HK [3, . 27].
STOT CABUT B MbILWJIEHUN HOCKA NOAJMHHO PEeBO-
NIOLMOHHBbIV XapakTep. Tak, HanpvMep, BO3HUKHO-
BeHMe «UCKyccTBa WwpamMos» (fIRZENR) 6biio 06-
YCNOBNEHO UMEHHO TeM, UTO XYAOXHUKN Bonblue
He nsberanam AMYHOM 6OAN U TpaBM 3MOXHW, 3ame-
HVB danblunBble XBasebHble F'MMHbI KPOBOTOUALLM-
MW MPU3HAHMAMW N COBEPLLUMB MCUXONOTNYECKYH
nepecTporiky OT «NocayLlaHnsa 6oXecTBy» K «06-
palieHuto K Yenoseky» [5, c. 89].

Hanpwvmep, kapTHa macnom «[oyemy?» (puc. 1)
( {Aft4) , 108 x 136 cm) kmctn Fao Csioxya, co3-
AaHHaa B 1978 rogy, ctana TMMMYHBIM BOM/IOLLEHNEM
3TOro NCKMXONOrMYecKoro nepenoma. B peanmcrunue-
CKOV MaHepe n3obpaxkeHa cLeHa MeXA0yCOOHbIX
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CTOJIKHOBEHWI B rOAbl «Ky/IbTYPHOW PEBOOLNN»:
M3paHeHHble XyHB3MOWHbI N pacTepsHHOe Bblpa-
KeHne Anua LeHTpaabHoro nepcoHaxa obpasy-
OT BU3yanbHbI GOKYC, a CBUHLOBO-Cepble TOHa
M MAOTHbIE Ma3KW CO3AatoT KPUTUUYECKOe MO OT-
HOLLEHWIO K MCTOPUWN NMOBECTBOBAHWE, YKa3blBato-
ee Ha abcypaHOCTb beccMblcieHHOM 60pbObI. B
1979 ropy kapTuHa 6bina NpescTaBaeHa Ha V Bee-
KWTaMCKOM XyA0XXEeCTBEHHON BbICTaBKe U YAOCTO-
eHa BTopol npemun. OHa cumTaeTcs OTnpaBHOM
TOUKOW «MCKYCCTBA WpPamMoB». ITOW paboToli Mao
Caoxya Npeosonen NPexHIo 3CTeTUKY «KpacHO-
ro, ApKOro, 6aecTaLLero» 1 BepHya UCKYCCTBY CMO-
COBHOCTb MCKPEHHEe BOMPOLLATh UCTOPUIO 1 Yeso-
Beyeckyo npupoay.

2.2. DMOoLUMOHa/IbHaA paspAgKa: OT «cTpaxa»
K «6yHTapcTBY»

[nvTenbHble NoUTUYECKME KaMMaHuW npuse-
IV K TOMY, YTO XYAOXHUKW CTapLUEro NOKONeHUs
MPUBBIKAN XWUTb MO NMPUHLMMY «y4lle He ncKaTb
3aC/yr B UCKYCCTBE, ANLb Obl He BblN0 NoAnTMYE-
CKMX OLIMBOK», B TO BpeMs Kak MJjajLiee nokone-
HWe HaKananBaio B YCIOBMAX NOAABAEHNSA KONOC-
canbHyto ByHTapcKyto aHepruto. MNosBuBLIasCcA B
1979 rogy HM C YeM He CpaBHWMMas BblCTaBka 06-
wecrsa «3ge3gbl» (EE2HE) ctana abCoONOTHbIM
nposBJAeHNEM TaKoro B3pbiBa YMOHACTPOEHMA. Xy-
JOXHUKM «3Be3a» (Takme Kak Ma [3waH, BaH Ka-
nuH, XyaH Xyl v 4p.), ABUKMMbIE MOYTU CTUXUIAHON,
[AVIKOW CMeNIOCTbHO, MPOBO3rAacmamn no3yHr: «Kate
KonbBuy, — Haw ¢aar, Nukacco — Haw npeaTe-
Ya». OHM BPOCKAN BbI3OB HE TOILKO OPULMANbHOWM
cMcTeMe BbICTaBOK (pa3BecuB paboTbl Ha xenes-
HOI orpaje ckBepa k BOCTOKY OT HaumoHanbHoro
XyZAo>XecTBeHHOro myses Kutas), HO 1 NpoAeMOoH-
CTPUPOBaAN B CBOEM MbILLUAEHUM HE30rOBOPOYUHY!HO,
HeNnpPUMUPKMYHO 31MTapHyto ppoHay [7, c. 18]. bna-
rogaps atmocdepe OTHOCUTENBHON TEPNUMOCTA B
obuecTBe, ENCTBUSA, KOTOPbIE M3HaYabHO HECN
B cebe OrpoOMHbIA MOANTUYECKNI PUCK, B KOHEUHOM
ntore TpaHCHOPMUPOBANNCH B KyNbTypHOE CObbI-
TWe, NPOABUNHYBLLEE AeMOKPATM3aLIMI0 UCKYCCTBA.

OfHOWM M3 caMblX 3HaKOBbIX paboT Ha TON BbI-
CTaBKe CTafa fepeBsHHan ckyabnTypa «MonyaHme»
(pwvic. 2) ( {JL#K) ) Ban KanwuHa. 310 rpy6o Bbipe-
3aHHas rojoBa YenoBeka C 3aBA3aHHbIMU r1a3amu
1 3anenNeHHbIM PTOM — 00pa3s, JNLIEHHbIN BO3-
MO>XHOCTM CBOOOAHO BUAETb M roBOPUTb. CKyNbMTY-
pa cambIM MPOCTbIM U HarAsaAHbIM CMOCOBOM Bbl-
paxkana NpoTecT NPOTUB NAEONOTNYECKOTO 3aXMMa
N xaxay cBobogbl camoBbipaxeHus. B 1979 rogy



raszeta The New York Times nomecTvna Ha nepBoW
nonoce penoptax o BaH KanuHe n ero pabortax.
«MonuaHune» BMecTe ¢ Apyroi, ewié 6onee cnop-
HOW cKyNbNTypoW «/aon» cTano ofHUM 13 camblX
APKMX roNocoB pedekcum TOM 3Moxm.

2.3. XKaxkga «ryMmaHusma» 1 «Kpacotbl popMblI»

CyTbto MAEONOTrMYECKOro 0CcBObOXAEHWA ABNA-
eTca packpenoLlleHre YyenoBeka. B ceoem TBOpUe-
CKOM HacCTpoe XyAOXXHWKN NPOAEMOHCTPUPOBAN
OCTPbIN NPU3bIB K «4e0BEYEeCKOM NpUpoae, ye-
NOBEYECKMM YyBCTBaM, r'yMaHu3amy». OHU UCNbITbI-
Ba/IM OTBpaLLleHne K 6ecyesioBeYHbIM «XKese3HbIM
nLaM» 3MOXM K1accoBOW 6OpbObI M 06paTUANCh K
CTPEMIEHUNIO BbIPa3nTb TEMJIbIE, TOHKWE, NOAJ/INHHbIE
amMoumu. B TO Xxe Bpems, NepexxmB TAXKe b Nepu-
O/, NOANTNYECKON pedrekcnm, XyAoXHNKN MacCoOBO
CTONKHYNNCh C «3CTETUYECKOW YCTaNOCTbHO», BHY-
TPEHHE UCMbITbIBAsA XaXay YMCTOro BM3yaabHOro
HacnaxgaeHus, He obpeMeHeHHOro NOANTUYECKNM
CMbICIOM. DTO HanNPAMYH MOPOANI0 JNCKYCCUIO O
«kpacote popmbi» (FZFL3E), rnaBHbIM NPOBOAHN-
KOM KOTOpOW BbICTYNUA Y FyaHbUXyH. BblgBUHYTbI
MM Te3UC O TOM, YTO «KpacoTa GOpPMbl — 3TO A4PO
>KMBOMWCHOrO TBOPYECTBa», MPO3BYyYan TOrja Kak
rpom cpesm AcHoro Heba [8, c. 33]. XoTa BHeLLHe 3T0
BbIFIAAE/10 KakK akaZileMUyeckumid cnop, no cyTu, 3To
OTpaxkano CTpeMaeHNe XyAOXKHNKOB Yepe3 BO3Bpa-
LeHne K NepBooCHOBe nckycctBa — dopme, LiBe-
TY, IMHUN — YTBEPAMUTb CBOK HE3aBUCUMYHO NY-
HOCTb 1 cBOBOAY TBOpPYeECTBa.

B kauecTBe Apkoro npumepa Bo3BpaTa K ryma-
HUCTMYECKOMY peann3mMy MOXHO NPUBECTU KapTUHY
macnom YaH UyHanHa «CHer Takoro-To 4mcna, Ta-
koro-To mecaua 1968 roga» (pwc. 3) ( {1968FXHX

E) , 196 x 296 cm), HanncaHHyo B 1979 roay. C
AHEBHWKOBBIM Ha3BaHMEM U AOKYMEHTa/IbHOW Ma-
HepoW OHa 3anevatnena Tparmyeckunii aNn3os Bo-
OPY>KEHHbIX CTONKHOBEHUI B oAbl «KYNbTYPHOMN
PEeBONIOLMN». ITO MOHYMEHTaIbHOE MONOTHO CYM-
TaeTcs MaHNPECTOM «MCKYCCTBa WPAMOB» U HblHe
XpaHWTCs B HaLMOHaNbHOM XyA0XKECTBEHHOM My3ee
Kutas. ABTopy 6b1710 BCero 24 roga, Ho 3Ta paboTa
y>e obecrneunna eMy MeCTO B MCTOPUN KUTaNCKO-
ro nckyccrea [11, c. 212]. Bmecte ¢ kapTuHon lao
Caoxya «lMo4emMy?» 3TO MOJIOTHO MOJAOXWUIO Haya-
710 TeUYEHMIO «LIPaMOB» W OCYLLLeCTBM/IO BO3BpaT K
NOANMHHOMY AyXy peannsma.

3. UameHeHMne coumanibHOro BOCNPUATUA: OT
eIMHOrO CTaHAapTa K NaropaansmMy crnpoca

DBOJIFOLMA XYJ0XKECTBEHHbIX TEUEHWUA — 3TO He
TONIbKO OHOCTOPOHHEE AENCTBME CaMUX XYAOXKHMN-

KOB, OHa TakXe 3aBUCUT OT CTeMeHM BOCNPUATISA ay-
AVTOPUN, TO eCTb WNPOKMX Macc obuiecTBa. B ne-
puog ¢ 1978 no 1984 roa KapTuHa 3CTETUYECKOrO
BOCNPUATUS KUTACKOW Ny6AMKM npeTepnena pa-
JAVKanbHOe pacTaXeHue 1 paclimpeHune, a coumn-
aNlbHbIV CNPOC Ha pa3HoObpa3ne NckyccTBa nepe-
LIen 13 NaTEHTHOrO COCTOSIHUA B ABHOE.

3.1. DMoOLMOHa/IbHbIA pe30HaHC U pa3pyLue-
HMe 3CTeTUUECKUX CTePeoTUNoB

[onroe Bpems 3CTeTUYECKMI CTaHAapPT coLma-
JNINCTUYECKOTro peanv3mMa TpeboBasn, UTobbl NCKyC-
CTBO 6b110 «6OAPBLIM U XU3HEYTBEPXKAAOLLMM»,
«be3ynpeyHbiM 1 coBepLUeHHbIM». Koraa nepeg, ny-
61MKOV NOSABUANCH TPYDble, FPOTECKHbIE AEPEBSH-
Hble ckynbnTypbl BaH KanvHa, no npexHum mepkam
3TN PaboThbl, «OUEPHSAIOLLME» PeaNbHOCTb, LOMKHbI
6bIN NOABEPTHYTLCA XeCTKOW KpuTnke. OgHako
TOrfallHAs 06LLeCTBEHHOCTb HE TO/IbKO He OTTOp-
rna X, HO 1 NPOsBWIA KONOCCANbHYHO CUMMATUO U
OTKAVK. [TockonbKy BCe 0bLEecTBO NMLLIb HEAABHO
BbILL/O 13 BENNKOW KaTacTpodbl, B cepaLiax ntogew
XpaHUACa obLmiA TpaBMaTUyecknin onblT. Mybavka
MOHA/A, YTO 3TO KOTAa-TO CUMTaBLUEECH «epeTnye-
CKMM» UCKYCCTBO Kak pa3 W BbICKa3blBaeT UX Camble
NOANVHHbIE, TNyOUHHbIE YyBCTBa. Takas 3MOLMO-
HasbHas naeHTUdUKaLMa, OCHOBaHHas Ha obLyem
NCTOPUYECKOM OMbITE, HEBEPOSATHO paclumnpua rpa-
HWULbI COLIMANbHON MPUEMAEMOCTU XYAOXKECTBEH-
HOW BbIPa3UTENLHOCTU.

3.2. «XKarkpa 3HaHU» N NL6ONBITCTBO K HO-
BbiM ¢opmam

BMecTe ¢ HacTynseHneM «BeCHbl Hayku» Mo
BCEWN CTpaHe npokaTtuiacb BOMHA XaXAbl 3HAHUN.
[ns npocTbix Nrofen 3anajHble COBPEMEHHbIE XY-
[lO>KeCTBEHHble TeveHMa (Takne Kak MMnpeccmo-
HU3M, GOBU3M, abCTpakLMOHN3M) Bbian abcontoT-
HO He3HaKOMbI. HO 3TO «He3HakoMOoe» He BbI3BasIo
BPaXAebHOCTN, CBONCTBEHHOW NEPUOAY «KYAbTyp-
HOM pPeBONOLMN», @, HAMNPOTMB, NPEBPATMUNOCH B
npuUTAraTeNbHyt0 HOBM3HY. B BbICTaBOUHbIX 3anaX,
rae LeMOHCTPUPOBANNCh 3apybexHble nan akcne-
pUMeHTasbHble PaboTbl, LAPUAO CTONMOTBOPEHME,
Xy[,0XKEeCTBEHHbIE XYpHabl (Takne Kak «Manwy»
(«MckycctBO») 1 «Llnuze manwy» («MupoBoe nckyc-
CTBO»)) pa3neTanuncb kak ropsume nmpoxku. MNybam-
Ka XOAMNa CMOTPETb Ha HEMOHATHbIE abCTPaKTHblE
KapTWHbI OTHIOZb HEe Pasy «3CTETUYECKOro Hacaax-
JeHNA», @ B OCHOBHOM YTOObI «pacClUMpUTb KPYro-
30p» U «n36aBUTbCA OT He3rpaMOTHOCTM». Takown
MeXaHW3M BOCNpUATASA, Basnpyrowmiica Ha ncum-
XONOTUU KYyNbTYPHOW KOMMEHcaLmnn, 06 bekTUBHO
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chopmmpoBan ana popmanbHOro pasHoobpasns
MCKYCCTBa OTHOCUTENbHO MATKYHD, @ MecTamu Jaxe
MOOLLPUTE/IbHYIO Cpesy OOLLLeCTBEHHOTO MHEHMS.

3.3. AnddepeHumauma coumanbHbIX 3anpo-
coB 1 notpeburtenbckas GpyHKLMA NCKYCCTBa

Mo Mepe NepBOHaYaNbHOrO yay4ylLEeHNs YpOB-
Hsl XXKM3HW Hayanacb anddepeHLmaLms coLmanbHbIX
3anpocoB K PyHKLUMAM nckyccTa. JJonroe spemsa
nocne obpaszosaHus KHP rnaBHoOM 1 noytn eanH-
CTBEHHOM dyHKLMel ncKyccTBa bblia nponaraHaa
n socnutaHue. K Hauany 1980-x rogos, no mepe
TOro Kak MatepuanbHbIx 6aar ctaHoBUAOCH 60/1b-
e, a XUAULLHbIE YCI0BUS yaydLllannch (Hanpu-
Mep, 04N Havanm nepeesaTb B HOBble KBapPTUPbI
C rOCTUHbIMM), B O6LLEeCTBE BO3HUKAN NMpakTuye-
CKMe NoTPebHOCTU B «JeKOPaTUBHOW» 1 «NOTPebu-
TeNbCKON» PYHKUMAX NcKyccTBa. OBbIYHbIE CEMbBU
Hayaan NoKynaTb HaCTeHHble KafeHAapWn 1 AeKo-
paTvBHbIE KaPTUHbI; TOCTUHWLIAM U pecTopaHam Tpe-
6oBannCb KpyrnHomacwTabHble Gpeckn 1 nerisa-
XKW AN yKpaLeHUs MHTepbepoB. STOT HAPOAHbIN,
BOCXOAALLUMIN CHU3Y CMNPOC, NYCTb U TATOTEBLUUA K
BY/IbFapHOCTM 1 NOM-Ky/bType B NaaHe BKyca, Tem
He MeHee MOLLHO nogaep>Kan npoLecc AMBepcu-
dukaumnm nckyccrea [1, c. 112]. OH gan XyAoXKHUW-
KaM MOHATb: HapAAy C CO34aHNEM NMOANTUYECKMX
MNakaToB, HanNMcaHWe KPacMBOro nemnsaxa Wiv Ha-
TIopMopTa 06/1aaeT Takon >Ke LLleHHOCTbo. Takow
NAOPAIUCTUYECKNI COLMAbHBIN CNPOC COBMas C
OHTONOTNYECKMMYU MOUCKAMU CAMUX XY O0XXHUKOB,
CO3/,aB CMHEPruo, KOTopas CTUMYyMpOBana pac-
LBET XYAOXECTBEHHOW 3KOCUCTEMDbI.

OpHako 1o 1984 rosa cteneHb BOCNpUATMA 06-
WeCcTBOM pa3Hoobpasms NCKycCTBa BCe elle ocTa-
BaJlaCb OrPaHWUYEHHOW M NMOJHON BHYTPEHHUX MPO-
TUBOPEUNIA. ITa TEPNMMOCTb B BObLUEN CTENEHMN
CTpouaach Ha MNOAUTUYECKOM KOHCEHCYCe BOKPYT
«lwpaMoB 1 pedaekcmm» 1 AnLb NOBEPXHOCTHOM
nrobonbITCTBE K «KpacoTe Gopmbl». Kak ToNbKO XyAo0-
XeCTBEHHbIe 3KCMepUMeHTbI 3ageBanun bonee ray6o-
Kune naeonornyeckmne KpacHble IMHUN UK OKasblBa-
JINCb CANLLKOM OnepexaroL MM Bpems (Hanpumep,
HekoTopble pajunKaibHble nepdbopMaHChbl UK No-
HOCTbtO abcTpakTHble PaboTbl), 3TO NO-MpPeEXHEMY
BbI3bIBaJI0 OCTPble CMOPbI UKW faxe agMUHUCTPa-
TVBHOE BMELLaTeNbCTBO. [1CMX0N0rns acTeTMyecko-
ro BOCMPUATUSA LLMPOKOWN NyBAMKM Haxoamnach B
COCTOAHWUWN HajpbiBa Ha CTblKe CTapOro 1 HOBOTO:
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C OZHOW CTOPOHBI, FOPAYO NPUBETCTBYSA Mepeme-
Hbl, C APYroli — Mo NpMBbIYKE NPOJOIXKAA MEPUTb
HOBble MPOM3BeAeHUs CTapbiMU MepKamu. IMeH-
HO 3TO HanpsXXeHWe U HaKOMWAO NOoTeHLMan Ans
pPaAnKaabHOTO B3pbiBa ABUXeHUs «HoBas Bo/Ha
'85» nocne 1985 roaa.

3ak/sitoueHune

Mepwnog c 1978 no 1984 roa ctan HenoBTOPU-
MbIM «4aCcOM paccBeTa» B UCTOPUU KUTARCKOTO CO-
BPEMEHHOrO NCKYCCTBA. Ha MPOTAXKEHWUMN 3TUX LLECTH
NeT nosnTMyeckas cpega 3noxu pebopm 1 oTKpbI-
TOCTW, NOJO6HO BECEHHEMY BETPY U AOXAH, M-
TaroLWeMy pacTUTENbHOCTb, — OT Anbepanunsauunn
WHCTWUTYTOB 1 NpuUToka nHdopmMaLmmn 40 3apoxe-
HUSA pbIHKa — CHSAA C UCKYCCTBa TAXesble KaHAa-
Nbl; ABUXKEHWE 32 UAE0N0rMYECcKoe OCBOHOXAEHME,
CIOBHO FPOM, COKPYLLAIOLLMIA CTOAMbI, MOJHOCTbH
nepedopMaTpoOBaso TBOPUECKOE MbILLUIEHUE XY-
[OXHMKOB, MPOBYAMB B HUX CO3HaHWe cebs Kak He-
3aBUCKMMbIX MHAVMBUAOB M XaXAy CaMOBbIPaXKeHWS.
A 0611ecTBO, NpoLUejLlee CKBO3b KaTakan3Mbl, OMNu-
pasicb Ha 3MOLMOHaIbHbIV PE30HAHC U XKaxay 3Ha-
HWU, HENPEePbIBHO PacLIMpPAA0 rpaHuLbl BOCNpUs-
TS MHOro0o6pasns NCKyccTBa.

Xy[0XKeCTBEHHble TeYEHWs 3TOro nepuoga — oT
rYMaHUCTMYECKOTO MPU3bIBa «MCKYCCTBA LLIPaMOB»
[0 VHAMBUAYaNbHOTO ByHTa BbICTaBKMN «3Be34bI» U
BO3BpaTa K MepBOOCHOBE B AMCKYCCUAX O «KPaco-
Te GOpMbI» — BHELLHE BbIFIAAENN KaK 3BOOLUS
CTUNEN N TeMATKK, OAHAKO VX BHYTPEHHEN NOTUKOW
6bl1 TPYAHBIN NpoLLecC BO3BPaLLEeHNs UCKYCCTBa OT
cTaTyca «MOJMTNYECKOTrO MHCTPYMEHTa» K «He3a-
BUCUMOMY F'YMaHUCTUYECKOMY AyXy». ITOT nepu-
04, He TO/IbKO 3aBepLumna rnybokoe pasobiaueHune
MPOLUIOro, HO U 3a10XKW NAe0N0TNYeCKmiA GyH-
JaMeHT, MoAroTOBMUA Kagpbl U cdopMMpoBan ncm-
XONIOrMYEeCcKMNE OXMUAAHNS A5 NOCAeAYIOLWel rpaH-
[AMO3HOM BOJIHbI MOZAEPHUCTCKOTO MckyccTBa 1985
roga (aBuxeHune «Hosas BosHa '85»). He 6yab «oT-
Tenean» u «lpoceeweHns» 1978-1984 rogos, He
66110 Obl M BHE3AMHOrO, CTPEMUTENBHOTO B3/1€Ta
KUTaCKOro COBPEMEHHOTO UCKYCCTBA Ha MEXAY-
HapoAHOWM apeHe B nocseaytolme rogbl. ictopus
3TUX LWIeCTU NeT J0Ka3bIBAET, UTO XKM3HEHHAs cuna
MCKYCCTBa BCersa yKopeHeHa B MouYBe COLMabHbIX
TpaHchopMauuii, a ceobosa 1 TePNUMOCTb Npes-
CTaBAANOT COHON TOT CaMblli HE3AMEHUMbIV BO34YyX
1 BAary, KOTOpble B3paLLMBatOT BEJMKOE MCKYCCTBO.
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