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The problem of ethnic identity in the modern world: how the
“national spirit” manifests itself in folk art

Abstract:

The article is devoted to the problem of preserving Russian ethnic identity. In the era of
globalization, the identity of many countries is experiencing a crisis. A manifestation of national
identity is the traditional folk art of an ethnic group. It is in him that what is called the spirit of the
people is manifested. In modern conditions in Russia, it is not only necessary to preserve the
Russian culture, but also to raise it to a new height. To achieve this, it is necessary to change the
curricula of schools and universities, which can help the experience of teaching a course on
historical ethnology of Russia to the students of the Higher School of Folk Arts. The author
concludes that Historical Ethnology of Russia in combination with the disciplines of History and
Philosophy allows preparing a highly qualified art critic, who is ready and able to solve the tasks
that his professional activity sets him.

Keywords:
identity, globalization, ethnos, folk art.
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ITpoGaema 3STHHUECKOI HAEHTUIHOCTH B COBPEMEHHOM MHpPE: KaK
B HAPOAHOM HCKYCCTBE IIPOABAAETCA «HAITMOHAABHBIN AYX»

Amnromayusa:

Crarp 1OCBSIIIEHA IPOOAEME COXPAHEHHA PYCCKON STHHYECKOH HAECHTHIHOCTH. B amoxy
rAOOAAU3AITHIH HACHTHIHOCTh MHOIUX CTPaH IepekuBacT kpusuc. [IposBaeHIeM HAITHOHAABHOIT
HACHTHYHOCTH ABAACTCA OIMPAIOINEECAd Ha TPAAUIIMH HAPOAHOE HCKYyCCTBO 9THOCA. VIMeHHO B
HEM IPOABASETCA TO, YTO HA3BIBACTCA AYXOM HapoAa. B coBpemenubix ycroBuAx B Poccunm me
TOABKO HEOOXOAHMO COXPAaHUTb PYCCKYIO KYABTYPY, HO U IIOAHATH Ha HOBYIO BBICOTY. UTO OBI
3TOTO AOOHUTHCH, HEOOXOAUMBI M3MEHECHUA YYECOHBIX IIPOIPAMM IIKOA U BY30B, B U4€M MOIKET
IIOMOYb OIBIT IPEHOAABAHNA KypcCa, IIOCBAIICHHOIO HCTOPHYECKOH aTHOAOrmu Poccum,
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cryaearam BIITHI. ABTOp HIPHXOAUT K BBIBOAY, YTO HCTOPHYECKAs 3THOAOTHA Poccuu B
COYETAHMH C AWCHHIAMHAMH  HUCTOpUHM U (PHAOCO(DHUH  IO3BOASET  IIOATOTOBUTD
BBICOKOKBAAN(DHUIITPOBAHHOIO UCKYCCTBOBEAA, TOTOBOTO M CIIOCOOHOTO PEIIaTh 3aAa4Ht, KOTOPHIE
CTaBHT IIEPEA HUM €TO IPO(PECCHOHAABHAS ACATEABHOCTE.

Koarnwuesvie crosa:
HACHTHIHOCTD, TAOOAAN3AIIHA, STHOC, HAPOAHOE HCKYCCTBO.

Introduction

The era of globalization has created a crisis of ethnic identity, which,
paradoxically, is combined with the development of many new identities. The
importance of preserving ethnic identity is constantly emphasized by many political
and public figures. So, in the speech of the President of Russia V.V. Putin at the
Valdai International Discussion Forum on September 19, 2013, pointed out the objective
need to “search for a new strategy and preserve their identity in a radically changing
wortld, in a world that has become more open, transparent, and interdependent”, in
which “in one or another form almost all countries, all peoples collide: Russian,
European peoples, Chinese, Americans, and society from almost all countries of the

world” (The meeting of the international discussion club Valdai, 2013).

1.

The term “identity”, which derived from two similar Latin concepts idem, i.e.,
“the same”, and identifico, i.e., “identify”, appeared in ancient logic (Culture as a
factor of modernization of Russia: Collective monograph, 2015). So, initially
designated relationship, the members of which are absolutely identical to each other
(Lebedev, 2018). In philosophy, “identity” was considered as a category, used as a
synonym for the words “completely similar”, “identical”, “identical”. Paradoxically,
the concept of “identity” became especially widely used after the publication in 1968
of the book Identity: Youth and Crisis written by the German psychologist E. Erikson.
In this classic work, the author described a state that he called “an identity crisis”.
Thus, scientists first discussed the identity crisis, and only then gave clear
formulations of the concept (Semenenko, 2017). in the social sciences, the concept
of ‘identity’ came from the works of the French historical school “annals”; which
studies the mentality of historical epochs. Currently, without the use of the concept
of “identity”, it is impossible to imagine any scientific work on psychology, pedagogy,
history, ethnology, etc. In this regard, today there is a wide range of scientific

definitions of identity.

European Scientific e-Journal — Issue 4 (4) — December 17, 2020 n



In the human psyche, identity is the property of most fully expressing how an
individual imagines his belonging to social groups and communities — social, national,
professional, linguistic, political, religious, racial and others (Ahmedkhanova, 2015).
Simply put, identity is what the individual relates to and considers himself to be.
Identity is one of the most important essential characteristics of a society, which
reflects and expresses the peculiarities of world perception and the nature of
cognition of the existence of an individual and the groups, to which he belongs.

The identity can exist in two scales of perception. The very first level of identity
is the individual (“I am identity”). In other words, “I am identity” is our idea of
ourselves as an individual. at the same time, “I am identity” is also how we realize
the continuity of our being in the world. The second, higher social level, is manifested
in the perception of how other individuals recognize me, that is, my real existence
and my personal social status in this society. According to the famous American
social thinker C. Huntington, identity can be defined as the self-consciousness of an
individual, and at the same time also of the groups to which an individual belongs.
moreover, individuals acquire identity and change it only as part of a group
(Huntington, 2004).

There can be an unlimited number of self-identifications that any individual can
choose. It should single out only the most important groups of individual identities.
It is necessary first to point out the so-called ascriptive-literally “prescribed”, i.e.,
those, over which individuals have no power, predetermined independently of the
individual (Lebedev, 2018). Ascriptive identities include age, gender, physical
characteristics of the body, blood relationship, race and ethnicity.

Many other identities — ethnic, social, etc. — can be attributed to the identities
acquired by the individual. In particular, it is possible to note such ethnic identities
as a clan, tribal, ethnic, linguistic, religious, territorial. Social identities — the social
status of an individual, the awareness of belonging to a certain part of society — play
an ever-increasing role in the life of society in modern conditions. Then the
individual and the group are aware of such identities as a class and civilizational
affiliation. Territorial identities — hometown, region, country — can be also
distinguished.

Political identities play a huge role in the life of society. These include shared
ideology, electoral behaviour (voting for specific parties and organizations),
membership in a political party, participation in public activities, loyalty or opposition
to the existing government, etc.

Finally, in the self-consciousness of both the individual and society as a whole,

special economic identities are always present and often dominate among other
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identities — education, profession, position, labour collective, income level, economic
needs, the relationship of oneself with a certain class and social group; etc. (Lebedev,
2018).

Thus, the identity of a person is largely determined by the individual himself
(with excep for only the ascriptive). However, what determines all other identities?
Identity defines society, but identity is based on the dominant culture of a given
society in a given historical period of time (Lebedev, 2018).

Each country and each nation are based and exist on its own specific national
identity, based on traditional religion, native language, common historical memory
and historical traditions. Finally, national identity is largely determined by folk art.
So, national culture, understood in the broad sense of the word, is the basis of
national identity (Lebedev, 2018). Under the term “national” in this article will be
considered as a synonym for “ethnic”.

An ethnos is understood as an inter-generational blood-related community of
people who have common stable features of language, culture, psyche, self-
consciousness and territory that have historically developed in a certain territory
(Leontiev, 1998), i.c., an understanding of their difference from other communities
and their own unity. So, an ethnos is a phenomenon that is simultaneously biological,
social, geographical, cultural and spiritual, based on a common culture and having a
unique identity.

What is meant by national identity? It should be noted that the main factors of

the development of ethnicity are:

e territorial collectivity (the cohabitation of the majority ethnic group in a certain

area, or the presence of certain “historical homeland”);
° the belief in a common ethnic origin ethnic group from a common ancestor;

e cultural unity (community of language, religion, universally accepted
interpretation of national history, the accepted social norms of behaviour);

e the unity of the total business (economic) activities;

° awareness of shared historical fate;

e  acommon opposition to the “other”.

All these factors basically create the nation and national consciousness. Here is
how the classic of sociology, a prominent American scientist of Russian origin P.A.
Sorokin figuratively wrote, “Paraphrasing the words of Archimedes, it can be said
that give me these factors, and I will create a variety of nations for you, starting from

the disenfranchised Sudras, i.e., representatives of the lower castes of India and

ending with full-fledged Brahmins.” (Sorokin, 2000).

European Scientific e-Journal — Issue 4 (4) — December 17, 2020 n



Of course, in our time in a number of countries, there are acute ideological
crises caused by the problem of identity, e.g., in Austria, the inhabitants of which
cannot decide whether they are Germans or any particular nation, the debate about
Austrian identity has been going on for decades. After Austria acceded to the
European Union, the state began to spread a “pan-European” identity. It is no
accident that the famous Austrian writer Robert Menasse called his essay on modern
Austria as A Country Without Properties, paraphrasing the title of the novel A Man
Without Properties, written by the Austrian writer Robert Musil in the late 1930s. In
the end, R. Menasse came to the conclusion that Austria is devoid of any purely
Austrian identity. According to him, “public opinion polls confirm that, apart from
abstract information about one’s own nationality, no one can really explain what the
homeland is for Austrians.” (Menasse, 1999)

There is even more difficult problem of the national identity in a country like
Canada, i.e., English Canada, populated by immigrants of various but mostly non-
British origin, since Quebec, French Canada. On the contrary, they have their own
French-Canadian identity. Due to history and geography, it is difficult to speak of
any Anglo-Canadian identity at all. It is no coincidence that there is an aphorism that
Canada has a lot of geography, but little history and no culture at all.

Canada has always been a country of immigrants, and among the people who
moved to this sparsely populated Great Britain’s dominion, people of non-Britain
origin predominated. Since the 1960s, the majority of immigrants in Canada have
been non-Europeans, mostly of non-Christian faith, who grew up in traditional tribal
and clan societies. At the same time, in Canada, unlike the United States, there was
almost no “melting pot”, and the ethnic, racial and religious groups of the country
did not merge into a single whole. It is significant that even in the 1991 census, only
2.8% of the country’s residents called themselves simply ‘Canadians’. The rest clearly
identified themselves as Canadians of British, French, German, Ukrainian and other
origins. 26.9% of Canadians are classified as “other” by statistics.

However, in Canada, where the concept of ‘multiculturalism’ was born in the
1970s, in our time, the multiplicity of different identities has led to the disappearance
of identities as such. In October 2015, current Prime Minister of Canada (since 2015)
Justin Trudeau told The New York Times Magazine (NYT) “There is no core identity
in Canada, there is no mainstream. There are common values such as openness,
respect, compassion, the desire to work hard, support each other, and seek equality
and justice. These qualities make us the first post-national state.” (Justin Trudeau,

2015) Thus, Canada can consider itself a country, in which there is not and cannot
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be a state-forming nation. Accordingly, there is no decisive core of the national
culture.

However, still, Canada is an exception to the rule. Basically, the wotld is
dominated by the ideas of national development. They can mean both self-criticisms
on the verge of self-flagellation and a sense of national superiority. However, in

general, it is a sense of national identity that determines the behaviour of an ethnic

group.

3.

What are the characteristic features of Russian identity that fundamentally
distinguish it from the ethnic identities of many ethnic groups? The peculiarities of
Russian identity are because Russia is not just a country, but an independent unique
civilization. Russian Slavophiles wrote about this in the 19th century, and their main
provisions on the multiplicity of civilizations in the last century were picked up by
such Western thinkers as A. Toynbee, O. Spengler, S. Huntington, etc. These authors
agreed that Russian identity is a civilizational identity just as Western European
peoples are characterized by a sense of belonging to a single Western European
civilization.

A manifestation of national identity is the traditional folk art of an ethnic group.
It is in him that what is called the “spirit of the people” manifests itself. Russian folk
art is one of the most significant manifestations of the “Russian spirit”. Russian
iconography, wood and bone carvings, the works of Russian jewelers, lacquer
miniatures and embroidery, lace and paintings on fabric and wood can be seen as a
manifestation of the primordial Russianness. The beauty of Russian folk art is not
abstract — it is a manifestation of the norm of life of a particular people.

According to the academician, the president of the Higher School of Folk Arts
V.F. Maksimovich, “traditional arts and crafts is one of the most important elements
of the cultural ‘gene pool’ of Russia, as it assumes the function of protecting national
identity in the context of globalization, the wide spread of products of mass culture
that generates and accumulates a cultural memory of generations. Authentic works
of folk art have always played an important role in the education of patriotic feelings
of a person, contributed to the preservation of national identity and the identity of
national cultural life” (Maksimovich, 2018).

Among the features of Russian ethnic identity, it can also be noted that Russia,
unlike Western European states, was originally formed as a multi-ethnic state and, as

researchers note, “Russia’s multiculturalism is its generic quality” (Culture as a factor
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of modernization of Russia, 2015). Because of this, Russian culture is at the same
time all-Russian, “its own”, native to all the peoples of historical Russia.

Therefore, ethnic identity is incomplete without folk art. The existence of folk
art is evidence of the health of the people. Under these conditions, the growing
interest in traditional art forms is quite understandable. It should be noteed that,
according to the academician, the president of the Higher School of Folk Arts V.F.
Maksimovich, “traditional arts and crafts is a myriad of spiritual, moral, aesthetic,
technological and material wealth, which is so full of open soul and nature of man,
his view of the world, ideas and dreams, history, relations with other Nations.”
(Maksimovich, 2013).

According to V.F. Maksimovich and S.V. Lebedev, the most important obstacle
to the further development of folk art is that it is not done by professionals. For the
development of folk art, including its new forms, so that national art is not limited
only to the restoration of old techniques and products, it is necessary to give higher
education to artists, which is the mission of the Higher School of Folk Arts as a state
university.

For thousands of years, traditional applied art has been based on the practical
experience of masters, based on the examples of their ancestors. However, in our
time, this is not enough. A modern artist should also be an all-round personality.

Then his knowledge, experience and work will give excellent shoots (Lebedev &
Maksimovich, 2015).

4.

Russian traditional applied art remains an integrating factor of Russian identity
in the new century. The crisis of identity in the era of globalization only increases the
importance of traditional art. In Russia of the 21st century, it is necessary to raise the
value and prestige of folk culture. Of course, this will require changes in school and
university programmes, in which it is necessary to strengthen the national and
cultural component.

Two centuries ago, the great German philosopher J.G. Fichte drew attention to
the need to educate national feelings. He noted that “... The means of salvation...
consists in the formation of a completely new self, which existed before, perhaps,
only as an exception in individuals, but never as a universal and national self, and in
the education of a nation whose past life has faded and has become an appendix to
another's life, which will either belong exclusively to it, oz, if it should extend from it

to others, will remain intact and; in a word: what I propose as a means of preserving
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the existence of the German nation is a complete change in education.” (Fichte,
2009)

The creation of the Higher School of Folk Arts — the world’s first higher
educational institution that trains cadres of artists of traditional art, was evidence that
in the modern history of Russia, the state began to support folk art. Thus, the staff
of the Higher School of Folk Arts contributes not only to the direct training of future
artists of traditional applied art, but also to the strengthening of Russian ethnic
identity.

The Department of Philosophy of the Higher School of Folk Arts has developed
an educational and methodological complex of the discipline Historical Ethnology of
Russia. The purpose of this discipline is to describe the complex of factors that have
a decisive impact on the cultural, social and even political life of the country. This
course will help students of the Academy, future artists of traditional applied art, to
understand the peculiarities of the ethnic and political development of Russia, which
have had a direct impact on the nature of Russian folk art.

Historical Ethnology of Russia has been taught at the Higher School of Folk Arts since
2007 following the educational standard for the specialty 50.03.04 Theory and History
of Arts in the 2nd year (the 3rd semester). The total labour intensity of the discipline
is 2 credits, 72 academic hours. This discipline is studied by art historians only. The
course is not taught to bachelors and painters, although they also need to study the
peculiarities of the ethnic and cultural development of the Russian people and other
nationalities of the country. the author has developed a textbook Historical Ethnology
of Russia. Texthook for Students of Educational Institutions Studying in the Direction of T'raining
“Decorative and Applied Arts and Crafts”. As it can be seen, the opportunities to teach

this course to bachelors and painters are already ready.

Conclusion

Historical Ethnology of Russia in combination with the disciplines of History and
Philosophy allows preparing a highly qualified art critic, who is ready and able to
solve the tasks that his professional activity sets him.

Those, who have attended the discipline Historical Ethnology of Russia, as shown
by the results of control measures (tests, tests, essays), possess the basic facts of the
ethnic history of Russia, are freely guided in the variety of modern ethnological
concepts and are able to apply their knowledge to the analysis of modern social
development. Thus, the experience of teaching historical ethnology can be

considered positive.
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Sense of art (the experience of perceiving a work of art)
(in Russian)

Abstract:

The article is devoted to a special human ability, which is called by the author “the sense of art”.
This feeling is presented as the ability to perceive art, as a way of aesthetic cognition. It shows how
art (in this case — painting) affects the viewer, his feelings. The connection of the sense of art with
the individuality of the person, with the traditional folk culture is shown. The author concludes
that the perception of art is a spiritual activity of a person. Perceiving its pictorial forms, we include
all our senses, but this is only the first stage of aesthetic cognition. The sense of art is deeply
individual. The more developed the individuality, the deeper it is. That's when mutual enrichment
takes place. Art becomes for a person not only a form of emotional enjoyment, but also a form of
cognition. Everyone has their own unique knowledge of reality. There is also some disunity,
alienation of a person, but art can eliminate this disunity.

Keywords:
sense of art, individuality, artistic image, perception, tradition, sensibility, aesthetic cognition.
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UyBCTBO HCKyCCTBA (OIBIT BOCIIPUATHUA IIPOU3BEACHUA
HCKYCCTBA)

Annomayus:

Crarp mOCBAIIIEHA OCOOOM CITOCOOHOCTH YEAOBEKA, KOTOpas Ha3BaHA aBTOPOM «IyBCTBOM
nCcKyccTBay. AaHHOE YYBCTBO IIPEACTABACHO KaK CIIOCOOHOCTb BOCIPHATHA IIPOU3BEACHHI
HCKyCCTBa, KaK CIIOCOO IIO3HAHMA ACHCTBUTEABHOCTH acrermdeckuM Iyrém. IloapobuO
IIPEACTABACHO, KAKHE COCTABAAIOIIHE HUCKYCCTBA (B AAHHOM CAYYa€ — KHUBOIIICH) BO3ACHCTBYIOT
Ha 3puTeAs, momaAad B cdepy ero dyBCTBeHHOCTH. llokasaHa CBA3b UyBCTBA HCKyCCTBA C
MHAUBHAYAABHOCTBIO YEAOBEKA, C TPAAUIIMOHHON HAPOAHOH KYyABTYPOMH. ABTOP ACAAET BBIBOA,
9TO BOCHPUATHE HCKYCCTBA — 3TO AYXOBHAfl ACATEABHOCTb YEAOBEKa. Bocmpuammasn
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M300PAa3UTEABHBIE €O BHABL, MBI BKAIOYAEM BCE HAIIM YYBCTBA, HO TO, TOABKO IIEPBBIH 3TaIl
3CTETUYECKOrO ITO3HAHUA. UyBCTBO HCKyCCTBA TAYOOKO HHAHBHAyaAbHO. Yem Ooaee pasBura
MHAUBHAYAABHOCTB, TEM OHO IAyO:ke. BoT Toraa n nmpoucxoaur Bzaumoooboramenue. Fckyccrso
CTAHOBHUTCA AAfl YEAOBEKA HE TOABKO (POPMOM SMOITMOHAABHOIO HACAQKACHHA, HO B (POPMOHI
rro3HanudA. KaxKAbIi nMeeT CBOE YHUKaABHOE ITO3HAHIE PEaABHOCTH. B aTOM Kpoercs n HekoTOpas
Pa300IIEHHOCTD, OTYYKACHHOCTD Y€AOBEKA, HO HCKYCCTBO MOJKET YCTPAHATD 9Ty Pa3OOIIEHHOCTb.

Koarwuesevie crosa:
YYBCTBO HCKYCCTBA, HHAMBHAYAABHOCTB, XYAOKECTBCHHBIH O0Opa3, BOCIPHATHE, TPAAHIIHI,
YyBCTBEHHOCTbD, 3CTCTHIECKOE IIO3HAHUC.

Bcrynaenue

B aammHOIT cTathe mpeasaraercs OIBIT BOCHPHUATHA IIPOU3BEACHHUA HMCKyCCTBA
KaK HEKNH HETUIIMYIHBIN 1 OAHOBPEMEHHO OYEHB €CTECTBEHHBIN CITOCOO TO3HAHU.
D10 €100, IPK KOTOPOM UEAOBEK, OITHPAACh HA HHAUBHAYAABHBII OIIBIT, HA CBOX
AMYHBIC CIIOCOOHOCTH U OILYIIEHUSA, HA CBOE YMEHHE OTKPBIBATH AAA CEOSl OOBEKT
HCKyCCTBA Kak (DOPMy H COAEpPKaHHE, COBEPINAET 3TO ICTETUYECKH, — YEpe3
IIepEKUBAHIE, ;KIBOI YYBCTBEHHBIM KOHTAKT C XYAOKECTBEHHBIM IIPOU3BEACHHUEM.

Bocrpusarue wmckyccrBa — 3Hanme ocoboro poaa. OHO moapasymeBaer
B3aHMOACHCTBHUE C IIPOU3BEACHHEM, HEKOTOPBIM 00pa3oM, — Oeceay. 1 Oeceaa arta
OCYIIECTBASIETC B HACAABHOM wmupe. B a1y OeceAy HOMHMO XYAOKHHKA U
PEINIINEHTA OKa3bIBAFOTCA BOBACUEHHBIMH BCE TE€, KTO B3AMMOAEHCTBOBAA HAH €ITIE
OYAET B3aMMOACHCTBOBATE C 3THM IIPOU3BEACHHEM. DTO HACAABHOE IIPOCTPAHCTBO,
B KOTOPOM IIPOMCXOAHUT HE3PHUMOE OOINEHNE, U TAC KaKABII HMEET IIPaBO IOAOCA,
HE PUCKYH IIPH 9TOM OBITh IIPEPBAHHBIM.

DTy  CIIOCOOHOCTb  YEAOBEKA K IIOAOOHOMY  BOCHPHATHIO  MOKHO
BOCIPHUHHMATh KaK OCOOOE 9yBCTBO, CYIIECTBYIOIIEE HAPAAY C APYIHMH €ro
gyscTBaMu. OHO OTAMYAETCA HHTEIPUPYIOIIUMH CBOMCTBAMH M 3CTETHYECKOM
HAITIPABAEHHOCTBIO. Ero MOXHO XapaKTepH30BaTh KaK UyBCTBO HCKyccTBa. O HEM
IIOMAET peYb B AAHHOM CTAThE.

Heap3s orpumarb, 9ro dUyBCTBO MCKYCCTBA IIPEA3AAAHO UYEAOBEKY, AAf
IIOAYYEHHS OCOOOro poaAa 3HauudA. VIMEHHO HCKycCTBO A2€T BO3MOKHOCTD
IIOAYYECHHUA 3HAHUA, TAK CKa3aTh AOAOIMYECKOTO, KOTOPOE OCEHAET HAC B MOMEHTHI
03apeHNA, HO YCKOAB3A€T TYT 7K€ C MOABACHHEM MBICAHU. VICKycCTBO aKKyMyAHpyeT
SCTETHYECKUNM OIBIT. OTO IIO3HAHHE MHpPa OCOOBIM CIIOCOOOM, KOTOPBIH
HEBO3MOKHO 3aMEHHUTb HHUKaKUM APyruM. [losHanme depes opraHbl 9yBCTB AQHO
YEAOBEKY OT POMKACHHA, HO 3TO AWIIb repsad cryrmeHb. A.D. Aoces mucaa, gro

((LIYBCTBO OTAHNYACTCA OT IIO3HAHMUA TEM, 9YTO OHO HOpO)KAaCT CBOE MHOOBITHE
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BHYTPH €eOf, B TO BPEMA KaK ITO3HAHHUE IIPEAIIOAATAET 9TO NHOOBITHE TOTOBBIM BHE
ceom»  (Tperpakos, 2001). OcoOeHHOCTH €ro B TOM, YIO MBI IIO3HAEM
ACHCTBUTEABHOCTD  9YE€PE3  XYAOKECTBEHHYIO  dopMmy, KOTOpas  ABAAETCA
OAHOBPEMEHHO U MATEPHUAABHBIM OO'BEKTOM, TO €CTh, OBITHEM 1 OAHOBPEMEHHO TEM,
YTO OTKPBIBACTCA HAM B IIPOLIECCE IIEPEKUBAHUA KAK MHOOBITHE. DK3UCTEHIIMAABHOE
1 PEHOMEHOAOTHYIECKOE COCAMHAIOTCA B HAIIEM BOCHPHUATHH XYAOKECTBEHHOM
dpopmsL

Cdepa wuckyccTBa, Kak OpPraHHM3OBaHHAsA CPEAd, IIOABHAACH B JKH3HU
YEAOBEYECTBA HE CPa3y, XOTA HCKYCCTBO IIPUCYTCTBOBAAO B JKH3HH APEBHETO
YEAOBEKA B PEAHTHO3HON, 00OpsAAoBO# e€ wactu. [IoA0OHO 3epHY, OHO KHAO B
YyBCTBE TAPMOHHH, KOTOPOE AAHO HYEAOBEKy OT HadaAaa BpemEH. Cam deAoBek
CAOKEH KaK CYIIECTBO IaPMOHHYHOE, M MHOTOE M3 TOIO, YTO €CThb B HCKYCCTBE,
CBA3AaHO C 9TUM HAIIIIM YCTPOHCTBOM (CHMMETPHS, IOHNMAHNE BEPXa-HU32, IYBCTBO
pUTMa, YYBCTBO IIPOCTPAHCTBA U T.A.). BO3AEHCTBYs Ha HAIIM 9yBCTBA, HCKYCCTBO
BOBACHCTBYET 1 HA HAIIHM MBICAH, oIryrieHus, addekrsr. «bpernan, aprymeHTrpys
HEOOXOAUMOCTb OTAWYATh ad@PEKT OT HUYBCTBA, YTBEPIKAAET, YTO UYBCTBO
dYHKIHOHUPYET B KYABTYPE KaK KOAUPOBaHHAsA HHQOPMAIUA, IIOAYICHHAA U3
OIYIIEHUI U yXKE IIPEAAATAIOMas OIPEACACHHYIO HHTEPIIPETAIIUIO — B TO BpeMs
Kak adpdeKT AEHCTByeT BHYTPH OILYINEHHA, AO O3HAYUBAHUA U KOAHPOBAHHSA C
ITOMOIIBIO CYILECTBYIOIINX 3HAKOBBIX cuctem» (Boaoanna, 2019).

C gem CBA3aHBI TAKHE BO3MOKHOCTH, TOTO MUPa IIPEAMETOB, B OOIIIEM-TO, HE
IIEPBON HEOOXOAMMOCTH? BoO-IIepBBIX, HCKYCCTBO OOA2AQET YHHUBEPCAABHBIM,
ITOHATHBIM AAfl BCEX A3BIKOM. BO-BTOPBIX, OHO MHOTOIPAaHHO M MHOTOCAOMHO. OHO
HAIIPABAEHO K HHAUBHAYAABHOCTH, T.€. K BHyTpeHHeMy Hartemy SI. B-tperpux, ono
IMEET CIIOCOOHOCTb BBIXOAHTH 34 PAMKH BpPEMEHH U CYIIECTBOBATH Kak
BHEBPEMEHHOE fBACHUE, BOBACKAS B 3TO COCTOSHHE W 3pHUTEAfl. B-deTBEPTHIX, OHO
CHMBOAHYHO U MOKET BO3ACHCTBOBATHh HA HAC IIOMUMO HAITUX AOTHYECKUX YCHAHI.
OHO CITOCOOHO IPOHUKATH B HAC TAK T'AYOOKO, KAK TOABKO MBI 3TO MOMKEM €My
110380ANTE. V] mpoHuKHOBEHHE 9TO CBA3AHO MMEHHO C YYBCTBEHHOCTBIO CAMOTO
IIPOU3BEACHHSA HMCKYCCTBA, TaK HA3BIBAEMOU YYBCTBEHHOM €ro AaHHOCTBIO. bBoaee
TOTO, C BO3MOKHOCTBIO 9TOH YyBCTBEHHOCTH B HAc pasBopaumBatbca. A. Aoces,
M3YYAFOIINN AHMAAECKTHKY XYAOKECTBEHHON (QOPMBI, IHCaA «XYAOKECTBEHHOE
IIOHUMaHUE, UAU (POpMa, 3HAET CeOM, CTPEMUTCA K cede, YyBCTBYET CeOf, U IIOTOMY
ona — mud. OHa — IOAHAA OAYXOTBOpEHHOCTb. BoT mouemy Her mossmm Oe3
mudorornu. Berromunm xots Obr u3 [lymrkuma: mycTeiHA — «9axAas M CKyIIan»,
IIPUPOAA — CKAKAYIIUX CTEIei», (MAM 13 /\epMOHTOBA:!) «TydKH HEOECHEIE» —

«BCYHBIC CTpaHHI/IKI/I» H T.A. BCSAC TyT HPCAMCT I/1306pa)KCH TaK, 9TO OH CaM cebs
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HAU 3HAET, HAH 9yBCTBYET, HAH cTpemurca K cebe. 1 moromy Harre moHnManue,
€CAU OHO XYAOKECTBEHHO, OHO HAH 3HACT, HAH YYBCTBYET, HAU CTPEMHTCA, HAU TYT
— Bc€ BMecTe. [ToanbIl Mud Tpedyer NMEHHO 3aKOHYEHHOTO, 3aBEPIIIEHHOTO B ceOe
qyBCcTBa. [ l0aTOMY HE3aBHCHMO OT TOTO, KAKOBA BBIPa’KaeMas IIPEAMETHOCTD CaMa 110
ceOe, BRIpAXKEHNE U IIOHUMAHKE €€ AOAKHO OBITHh 9yBCcTBOM» (Tpernakos, 2001).
[Togemy 3Ta CTATBA BO3HHKAAZ UMEHHO CeHYac? DTO CBA32HO C COBPEMEHHBIM
COCTOSIHUEM HCKYCCTBA M €rO B3aHMMOACHCTBHEM C dYEAOBEKOM. Bepree, ¢
Pa3APOOACHHOCTBIO CAMOTO HCKYCCTBA M YEAOBEYECKOTO CO3HAHUA. MBI KUBEM B
MUpE, TA€ BCE MEABKAET U YCKOPAETCH, HE MMesl BOSMOKHOCTH PAaCCMOTPETb YETKHE
OdYepTaHUA, UHAYE, — B MUPE, TAC MCYE3ACT IIOHATHE LIEAOCTHOCTH. YeAOBEK Kax
LIEAOCTHOE CYIIECTBO IIEPECTaéT CeOA TaKOBBIM OINYIIATh, CAMOOCO3HABATb.
KanmoBoe cosHaHme, yCKOpEHHE PHUTMOB, KaKaf-TO KYABTYpPHAfl «BCEAAHOCTDY,
HEpa30OPIHBOCTD IIPUBOAAT K TOMY, YTO MHUP HCKYCCTBA BOCIPUHUMAETCA KAK 9aCTh
TYPUCTHYIECKOM, HAH MHOM 00A3aTeABHON IIporpammsl. Ilo3HaBaTeABHBIN MHTEPEC
ITOCETUTEASl ~ MY3€EB  JAOBAETBOPAETCA  OCTABIM  PACCKA30M  9KCKYPCOBOAQ,
IIPAKTHYECKA, MUHYA IIPOIECC aNIeprenTHBHOTO BocupuAtna. Heobxoammo
BOAEGBOE YCHAHME, OCTAHOBKA, BKAFOYEHHE BCEX HAIIHUX YYBCTB, IPOABACHHE
SMOITMOHAABHON, MHTEAAECKTYAABHOM AKTHBHOCTH. DJTa HEOOXOANMAs OCTAaHOBKA
MOJKET OBITh AaHA HAaM OTYACTH HCKyCCTBOM. Peub B AAHHOM CTaThe ITOHMAET O
HACTOAIIIEM HCKYCCTBE, IIPOBEPEHHOM BPEMEHEM, 4 HE O CHIOMUHYTHBIX ABACHHAX B
MHpPE HCKyCCTBAa, KOTOpPbIE MCYE3HYT TaK K€ BHE3AIIHO, KAK M ITOABHAHCH. DTO
HICKYCCTBO, B KOTOPOM €CTb KH3Hb, AAHHAA KOTAA-TO IIPOM3BEACHHIO XYAOKHIKOM.
Emé oAaHO orpanmveHue OYAET HPHUCYTCTBOBATH B AAHHOM HCCAEGAOBAHUU — 9TO

OTPaHHYEHHUE B BEIOOPE BHAQ, PEYb IOUAET O KUBOITHCH.

1.

COBpeMﬁHHbIﬁ IIOCETUTEAD MY3CCB — COBCPH_ICHHO HECAMOCTOATEABHBIN
HOTp€6I/ITCAB KyAbTypHOFO HpOAyKTa. OH, KOHCYHO, MOXKCT OTKa3aTbCAd OT
SKCKprI/IOHHOPO COHpOBO}KACHI/IH. Ho on mHe cMoxkeT OTKa3aThCS OT TEX 3HaHI/II>'I, a
BMCCTC C HUMH, 11 KAHIIIC, KOTOprC VK€ HMCIOTCA B €I'0 T'OAOBE IIO IIOBOAY TOTO MAH
HHOTO HpOI/ISBCACHI/IH HCKyCCTBa. DTO 3HAHUE — HpI/IO6pCTéHHO€ 1 HACKOABKO OHO
KAa4eCTBEHHOE He 3HAeT HUKTO. MHeHus o0 OAHOfI U TOU Ke KapTI/IHC MOIYT OBITH
pElSHbIC, OHHU MCHAKOTCA HC TOABKO BO BpCMCHI/I (HPI/I JKHU3HH XYAOXHHKA — OAHO,
ITIOCAC CMCPTI/I — Aper@). Ounu 3aBucAT OT OTKprTHﬁ B MI/IPC HCKyCCTBa, OT
HMACOAOIMICCKHUX YCTAHOBOK, SHQHHﬁ, ITIOAYYICHHBIX B IITKOAC, HAM, HpI/IO6pCTéHHbIX
n3 kaur. HackoAbpko BOO6I_T_[C Ba’XHBI 3TH 3HAHMA AAA SPI/ITCA}I, BOCHpI/IHI/IMa}OLL[CFO

KapTI/IHY? Mpbr moxxem BOO6I_T_[C HHYEro HE 3HATh O XYAOKHHUKC H CrOo pa6OTaX, HO
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IIOAYYHTD IIPU 9TOM TAKOE BHYTPEHHEE HAIIOAHEHHE, TAKOW SMOLIMOHAABHBIN 3aPSIA,
KaKOTO HE IIOAYIHAHU OT CAMON COACPHKATEABHON AEKIIHIH.

/AeAO B TOM, YTO TH 3HAHUSA MBI IIOAYIUAN CAMOCTOSTEABHO, 3aACHICTBOBAB BCE
HAIII 9yBCTBA, BECh MHTCAACKTYAABHBIM, OSMOLIMOHAABHEIN apCceHaA. 3AECh
BKAIOYAFOTCA IIOMUMO U3BECTHOH IIATEPUIIBI — IIAMATH, ACCOITUAIIIHI, BOOOPaKCHUE
1 T.A. PasmbIIafg y 3amHTEPECOBABIIECH HAC KAPTHHBL, MBI MOKEM ITOAVIHTD
BO3MOKHOCTD OOIIICHHUSA C APYTOH HHAUBHAYAABHOCTBIO — CAMUM XYAOKHUKOM. AAf
IIOAOOHOTO BOCHPHUATHA, KOHEYHO, HYIKHO JKEAAHHE U yMeHHE. AT0OOe HMCKyCCTBO
TpeOyeT BHUMATEABHOTO M 9yTKOTO PELIUITHCHTA.

Kakme cocraBafromme wcKycctBa (B AQHHOM CAy9ae — JKHBOIIHCH)
BO3ACHCTBYIOT Ha 3pHTEAs, OIaAad B cpepy ero dyscrBeHHOCTH? PasHble kaHPHI
’KUBOIIMCH HMCIOT KaK OCOOCHHBIE, TAK U OOIIHe CpeAcTBa BosAericTBuA. K oOmmm
OTHOCHUTCS XYAOKECTBEHHBIN 00Pa3, KOTOPBII OTPAKAET PEAABHOCTb, HO OTPa/KAET
e¢ 0600menHO. OH MHAUBHAYAACH U VHHBEPCAACH OAHOBPEMEHHO. Y CAOBHOCTB
ero SA3BIKA ACAAET €ro MeTadpOPUYHBIM, MHOIOIIAAHOBBIM. AAf PEIIUIIHCHTA
XYAOKECTBEHHBI OOpa3 — 9TO OTKPBITHE AYXOBHOIO IIAaHa. B mporrecce ero
CO3AAHHSA IIPOUCXOAUT IIpeoOpakeHne Mupa. OAYXOTBOPEHHE XYAOKECTBEHHOIO
0o0pas3a 3aBHCHT OT ACATEABPHOCTH HAININX YYBCTB. B AQHHON crarTbhe pedb HAET O
BO3MOKHOCTH OAYXOTBOPECHUS IIPOU3BEACHHUSA HCKYCCTBA Y€PE3 CEHCYAABHOCTh. Ayx
B HCKYCCTBE HE fABASETCA UYEM-TO HMMAHECHTHBEIM, OH (DOPMHUPYIOIIHICH.
IIpousseaeHns HCKyCCTBA AOCTHTAIOT CBOMX AYXOBHBIX BEPIINH MMEHHO TaM, TAC
OHHU HAYUHAIOT PACKPHIBATHCA B CBOCH UYBCTBEHHOM CTPyKType. AAfl HEKOTOPBIX
XYAOKECTBEHHBII 00Pa3 IIPEACTABASIET DOACE MAM MEHEE HHTEPECHOE COAEP/KAHUE,
HO, K CO’KAACHHIO, HE BCEIAQ OT3BIBAIOIIIEECA B TAYOMHAX HAITICH YYBCTBEHHOCTH.

Kapruna, kak u Ar00O€ IIPOM3BEACHHE HCKYCCTBA, TPEOyeT Iay3el. IDTO
COBEPIIEHHO MHOM PUTM, B KOTOPBIM MBI IIOIIAAAEM, BBHIKAFOYAACh U3 KU3HEHHOM
CyeTBl. DTO OCTAHOBKA, HE TOABKO B CMBICAE CTOAHHSA IIEPEA KAPTUHOM, 2 OCTAHOBKA
BHYTPCHHSA, 11ay3a, BHYTPEHHEE MOAYAHHUE. 10, YTO OTKPBIBACTCA AAA 3PUTEAA B
MOMEHTEI I'PYIIIIOBON 3KCKYPCHH, 3a9aCTYIO HE COOTBETCTBYET TOMY, UTO OH MOKET
OTKPBIBATh AAAl ceOf cam. KaprtuHa — 9T0 MHpP MACAABHBIN U PEAABHBIH, ObITHE U
nHOOBbITHE. PeaAbHOCTP AaHA HAM B IHBETE U KOMIIO3HIIMH, 32 KOTOPBIMU
OTKPBIBAETCA APYTroe HpOoCTpaHcTBO. C 3THM IIPOCTPAHCTBOM HAC POAHHUT YyBCTBO
BceoOI1Iero, yuusepcaabHOro. COOCTBEHHO, 3aAa9a UCKYCCTBA U 3AKAIOYAETCA B 9TOM
cAyxkeHnu Begarnowmy.

MertadopHUaHOCTD KaK HEOTbEMAEMAS YEPTA XYAOKECTBEHHOIO 0OOpa3a CBA3aHA
c cuMBOAOM. BosaerictBue cumMmBOAa Ha 4deAaoBeka Heocrnopumo. CHMBOA BCEraa

CBA3aH C HAIIIKM BHyTpCHHI/IM H, HaIImM MHCTHYCCKMM CO3HAaHHMCM. MSApeBAC,
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KOTAQ IIPUPOAA U YEAOBEK OBIAM HEPA3ACAUMEL, CHUMBOABI OIIYIIAAUCH KAK JKHBAS
peaabHOCTD. [lepBEIe N3 HUX — COAAPHBIE, KOCMOTOHUYECKHE OKPYKAAU YEAOBEKA
HA TIPOTAKEHUN BCEH €ro KU3HU. Bee 93T CHMBOABL, BKAFOUAs IIPUPOAHBIE, POAOBBIE
CTAAH BITIOCAEACTBHH OCHOBOII opHameHTa. Cel9ac MHOTHME H3 HHX YTPATHAU
HCpBOHa‘IaAbeIﬂ CMBICA. BYquH A3BIYCCKUMH, C HpI/IXOAOM XpI/ICTI/IaHCTBa, OHHM
IIOAYYHAN HOBOe 3By4danme. Ho, aake He 3HaA M3HAYAABHOTIO CMBICAQ, MBI MOKEM
OIIYIIATh Ha CeOE 9Ty IEPBO3AAHHYIO CHAY, KOTAA CHMBOA Pa3pacraercsi AO
MacITaboB XYAOKECTBEHHOro 00pasza. Il 3Aech HPOHCXOAUT TO TAMHCTBEHHOE
BOBACHCTBHUE HA 3PUTEAS, KOTOPOE YKE CBA3AHO C KU3HBIO HAIIIEro Ayxa. [ loaobHOE
BO3ACHCTBHE Ha HAC 9TOU BHYTPEHHEI CHABI TPYAHOOOBACHUMO.

B kadecrBe mpumepa MOKHO IIPHBECTH PabOTy H3BECTHOTO XYAOKHIKA-
kocropesa H.A. Byropura. Ou 00AaaaA MacTepcKuM 9yTbEM B H300PAKEHIH IITHII,
5TOTO APEBHETO CAABAHCKOTO CHMBOAQ, M YMEA B HEMHOIUX AETAAAX CO3AABATDH
XYAOKECTBEHHEIC ~ 00pas3bl  moTpsAcaromeir  cuAsl  (maA. 1), CumBoAmka
TPAAUITHOHHOTO HCKYCCTBA IIMHPOKO HCIIOAB30BAAACH XYAOKHHUKAMU BO BCE
BpemeHa. OAHAKO, TOABKO 3HAsl BHYTPECHHIOIO CHAY 3THX CHMBOAOB, OIIyIIasA UX KaK
KUBBIC, XYAOKHHK MOJKET 3aCTaBUTh HMX 3By4aTb B CBOEH KapTHHE C
HEOOBIKHOBEHHOM cHAONH. CHMBOA XPAaHHUT ITAMATH IIOKOACHHUI U BO3ACHCTBYET Ha

HAC HE TOABKO 9HEPTHUEHN XYAOKHHUKA, HO U 9HEPIUEH POAA.

2.

CHMBOABI yKOPEHEHHBI B HAITIEM CO3HAHNH. Peub MAET 00 alpHOPHOM 3HAHUM:
KU3Hb M CMEPTB, MY’KCKOE€ H KEHCKOE, IpoCTpaHcTBO U Bpema u Ap. K.I. IOnTr
OIIPEACAAA 3T BKOPEHEHHBIE B YEAOBEKA 3HAHUA KAK APXETHIIEL. DTO 'AYOHMHHBIC
OCHOBAHHA KYABTYPBI, KOTOPBIE TOKE€ OECCIIOPHO CpadaTBHIBAIOT B HAC IIPU
BOCHPHUATHH HCKYCCTBA. APXETUIIMYECKHE OOpPasbl COIPOBOKAAAH HUEAOBEKA C
AaBHHUX BpeMEH. OHH ABASFOTCA HMCTOYHHKOM PEAUTHH, MU(MOAOIHH, HCKYCCTBA.
M3nagaAbHBIM CITOCOOOM OOPAOOTKH APXETHUIIMYECKUX 00Pa3oB ObIAd MU(OAOIHUA.
Coxpansfce B KoaAeKTHBHOM OeccosnateapHoM 110 K. FOHTy, apxerumsr Aexkar B
OCHOBE OOIIedeAoBedeckor cuMBoAuku. [losromy mHOrAa, 06€3 Kaknx-AmMOO
MHTEAACKTYAABHBIX YCHAHUI, IIPOU3BEACHUE HCKYCCTBA BO3ACHCTBYET HA 3PUTEAM,
HEOCO3HAHHO, BBI3BIBAA T€ HAHM HHBIE IAyOMHHBIE oImymieHus. [Ipomcxoamt
[TO3HAHME, HE CBA3AHHOE C OITBITOM, TAK CKAa3aTh, AOOIIBITHOC.

K anpuopusM dopmaM BOCHPHUATHA OTHOCATCA OINYIIEHUA BPEMEHH U
IIPOCTPAHCTBA B KapTUHE. AOPEBOAIOIINOHHBIE HCCAEAOBATEAN PYCCKOU KYABTYPHI U
ucropun (H.A. Bepases, A.C. Xowmsaxos, M1.A. VIAbuH) CBA3BIBAAH aPXETHIIMYECKOE

CO3HAaHHE PYCCKOI'O YCAOBCKaA C OCOOBIM OTHOIIIEHHEM €Er0o K IIPHUPOAE, pOAHOfI
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3EMAE; C ABOICTBEHHOCTBIO €IO XapaKTepa, KOTOPBIH OOBACHACTCA COCEACTBOM ABYX
PEAUTHIT: XPUCTUAHCTBA U A3BIYECTBA. ['AABHEIM HCTOYHHUKOM PYCCKOM KYABTYPHI
BCETAA ITIPU3HABAAH PEAHTHIO. MHOro HAIIMOHAABHBEIX 4YEpPT, TaK ITOHATHBIX
PYCCKOMY Y€AOBEKY, BCTPEYAFOTCA B PYCCKOM AUTEPATYpPE U UCKYCCTBE.

Hukaxoe HCKycCTBO HEBO3MOMKHO IIOMBICAUTE 0O€3 KATETOPUU IIPOCTPAHCTBA.
Ham wm3BecTHa AWHEHHAA NEPCIEKTHBA W OTHOCAIIUECH K HEHW: BO3AYIIHASA U
cBeroBas. Tak ke Kak B PEaABHOCTH, MBI BUAUM B KapTHHE, VAAAEHHBIE OT HAC B
IIPOCTPAHCTBE HPEeAMETH. MoOsKeM OIyIaTh TAYOHMHY IIPOCTPAHCTBA, €TO CBOOOAY
IIPU IIOMOIIHM BO3AYIIHOM IIepCIEKTUBBL. D@@EKTH IIEPCIIEKTUBBI B apCEHAAE
XYAOKHHKA OYEHb ACHCTBEHHOE CPEACTBO. JHasA OCOOEHHOCTH IIOCTPOCHHUA
IIPOCTPAHCTBA, MOKHO CO3AABATH HYKHBIM PHUTM, HY’KHOE HACTPOECHUE, IIPHAABATD
ApamatisM  kommosunmu. (Co3paBas HEOOXOAMMYIO HAAIO3HIO, B KapTHHE
HCITOAB3YETCA BBICOKUH M HU3KHUM I'OPU3OHTHI.

B wmxonommcn Ha Halmre BOCHPHATHE OKAa3BIBAET BO3ACHCTBHE OOpaTHAA
IIEPCIIEKTHBA, 33Aa9a KOTOPOH, CACAATH 3PHUTEASl YIACTHHKOM H300PaKEHHOIO Ha
HMKOHE IIPOCTPAHCTBA, KAK OBl pasBOpaduBas IIEPEA HUM MUP FOPHUN. 3AECh ITEPEA
XYAOKHHKOM HE CTOUT 3aAa9a H300PAKEHHA PEAABHOIO MUPA, 2 HAIIPOTHB, €IO IIEAD
— IIEPEAATH MUCTHYECKYIO CYIITHOCTh U300paKkE€HHOrO coO®ITHA. BoAee Toro, mepea
XYAOKHHKOM-HKOHOITHCIIEM HE CYIIIECTBYET H300PAKAEMOTO OOBEKTA, HAU COOBITUA
B PEAABHOCTH, Ha KOTOPBIE OH MOT OBI OIIIPATBHCH, KAaK Ha OOPA3IIHL.

OAHAKO HE CTOUT CBA3BIBATH OOPATHYIO IIEPCIEKTHBY TOABKO C BBIMBICAOM
CPEAHEBEKOBOTO XYAOKHHKA, OHA CBA3aHA C ECTECTBEHHBIMU IIPOSABACHUAMU
OCOOEHHOCTEH YEAOBEYECKOTO 3PEHUA, HAIIPUMEDP, OMHOKYAAPHOCTBIO, 4 TAKKE H C
ITOABIZKHOCTBIO TOYKH 3peHus. VIMeHHO OOpaTHas mepcriekTuBa ObIAA BEIOpaHA
XYAOKHHKAMH ABAHTAPAUCTAMH, KaK IIpaBUAbHAA. CEroAHA yKe HE CUHTAIOT
EAMHCTBEHHO BEPHOM IIEPCIEKTUBOM — AHWHEHHYIO, YEAOBEK BHUAUT OOBEKTHI
IIEPEAHETO ITAAHA CKOPEe B IAPAAAEABHOH HMAU OOPATHOM IIEPCIEKTHUBE, YEM B
pAMOH. MHOTOYHCAEHHbBIE HAYYHBIE OIIBITEI TOBOPAT O TOM, YTO COBPEMEHHBIN
YEAOBEK CIIOCOOCH IIPH KEAAHUU IIPEOAOAETD TOT CIIOCOO BOCIIPHUATHA B KAPTHHE,
KOTOPBIM HaM C AETCTBA IIPpUBHUBaAH. MHOIMe XYAOKHHKH, 3aMEYAAH, HUTO
akcoHOMeTpuA U A€rkag oOpaTHas IIEPCIEKTHBA B3aUMOCBA3AHBI M CIIOCOOHEI
IIepeTeKkaTb OAHA B ApyTryro. Ilpu coseprmanmnu OAM3KHX M XOPOIIO H3BECTHBIX U3
ITOBCEAHEBHOI'O OIIBITA IIPEAMETOB UX BUAUMAA (DOPMA IPUOAMIKAETCA K MCTHHHOIL.
Mos3r kak OBl CTPEMUTCSH IIEPEBECTH CBOE 3HAHHE O IIPEAMETE B BUAUMBIN 0Opas,
YIOYHHTD €ro. DTO ABAECHUE IIOAYIHUAO B IICUXOAOTHH 3PHTEABHOIO BOCIIPHUATHA
HA3BAaHHE MEXaHH3Ma KOHCTaHTHOCTH Qopmer. OOparHasd IIEPCIEKTHBA B

JKHUBOITHCH, AAXKC HC pCAHFHOSHOfI, HE AHMIIIACT HpOI/ISBCACHI/Ie XYAOH(CCTB@HHOfI
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IIPABABI, €CAU AASl HCITOAB30BAHHSA 3TOTO KOMIIO3UITMOHHOTO IIPUEMA Y XYAOKHHUKA
€CTb OCHOBAHHA.

[Ipu HCIIOAB30BAaHUU CHCTEMBI OOPATHOI IEPCIIEKTUBEL, IIPOCACKHBACTCA
HHOTAA TeHAeHIHA K cepraeckon mepcrekruse. Tax xypaoxauk K.C. Ilerpos-
BOAKMH HCITOAB30BAA AQHHYIO IIEPCIEKTUBY, YTOOBI AATb 3PUTEAIO ITOYYBCTBOBATH
IIAAHETAPHBIA XapaKTep H300paKEHHOIO; KOTAA 3€MASl OAHOBPEMEHHO — M MECTO,
Ha KOTOPOM IIPOHUCXOAHT, 3aII€IaTACHHOE COOBITHE, H HEKad OOOOIIEHHAS 3eMHAs
IIOBEPXHOCTH, BUAUMAA KaK OBI C BBICOTBI IITHYBETO HOAETA. AaHHAA IIEPCIICKTHBA
HAITOAHAET KAPTUHBI XYAOKHUKA MH(MUIECCKAM COAEPKAHUEM, IIPHAABAS HAIIIEMY
BOCHPHUATHIO XapaKTep CO3EPIIaHUA.

DTH 3HAHHA, TAK CKA3aTh, TEOPETUYIECKUE, COCTABAAIOIINE H300PA3UTEABHYIO
rpamoty. Ho cyrmectByer 6oaee rayOokoe IMOHUMaHHUE IIPOCTPAHCTBA B KUBOIIUCH,
KOTOpPOE CBfA3aHO HMMEHHO C OIINYIICHHAMH YEAOBEKa, KuByIero B Poccum.
[ITupora, OecKpaliHOCTD, yOEraroIas BAAAb AOPOIa, IIOAE, IOAOOHOE BOAHYIOILIEHCA
BOAHOM TAAAH — BCE 9TO IIPEACTABACHHSA PYCCKOTO YEAOBEKA, B CO3HAHIH KOTOPOTO
IIPOCTOP U IIHUPD ACCOITUUPYIOTCA C POAMHOHN. DTOT pa3Max OCOOEHHO OIYTHM B
PYCCKOH IIECHE IPOTHKHOU M HeTOponAnBOH. [loatomy B AroOOM meiizaze Mbl
HIIIEM 3TOTO, BHYTPEHHE 3HAKOMOI'O HaM IIPOCTPAHCTBA, KOTOPOIO HE HAXOAHUM B
KAPTUHAX EBPOIEHCKUX XYAOKHHUKOB.

[Tocrpoenne HIPOCTPAaHCTBEHHON KOMIIO3UIIMH B KHBOITHCH COYETACTCHA C
crokeToM. BocrmpuHmMas XyAOKECTBEHHOE HM300paKE€HUE, MBI HMEEM AEAO C
ITAOCKOCTBIO, IIPOCTPAHCTBO — AAHO HAM B OINyIIeHHH. EcAm B KapTHHE HET
IAYOHHEI, ECAU B HEHl KOMITO3HITMOHHO TE€CHO OT IIPHCYTCTBYFOIIUX IIEPCOHAKEN 1
IIPEAMETOB, TO 3Ty TECHOTY OIIYINAe€T U 3pUTEAb. B kadectBe mpumepa Takoro
ITOCTPOEHHSA MOKHO IIpuBecTH padoty xyaoxuauka E.E. Mouceenko «[Tobeaa» (mAA.
2). BrasgapBasgch B KapTHHY, MBI MOKEM HOAYIHTD T€ e OIIYIIICHUA IIPOCTOPA UAN
TECHOTEI, KOTOPBIE HE TOABKO IIOMOI'AOT IIOHATh CMBICA H300PaKEHHOTO, HO U AATh
paboTy CBOMM UyBCTBAM M MBICAfIM: SMIIATHH, BOOOPAKEHUIO, Y3HABAHUIO,

HpI/IHOMI/IHaHI/IIO, TO €CTb CACAATDH HpOHCCC BOCHPI/IHTI/IH HpOL{CCCOM TBOp‘ICCTBa.

3.

Hap}IAy C HpOCTpaHCTBOM B XYAOXKCCTBCHHOM HPOI/ISBCAeHI/II/I HpI/ICYTCTByeT "
BPCMH. OHO 32KAIOYEHO B KapTI/IHC M OCTAHOBACHO BOAEH XYAOXKHHKA. HPI/I 9TOM,
MOKHO TOBOpI/ITb 00 HCKYCCIBC, KaK O BHCBPCMCHHOM ABACHMH, 6AaroAap}1 CIro
CIIOCOOHOCTH AaBaTb HaM OIIYIIICHHC 6€3BPCM€HBH 1 AdXKE€ BEYHOCTH. B sxuBormicn
AAA HCP@AQ‘II/I BpCMCHI/I €CTb CBOM CpeACTBa. BpeMH MOKET SaMI/IpaTb BMECTE C

KapTI/IHHbIMI/I HepCOHa)KaMI/I, HNAH HCCTHCH, HOAO6HO I/ISO6pa}KéHHbIM oDAaKaM.
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O BpemeHH, KaK MOMEHTE HCTOPHH COOOINAET HCTOPUYECKAS KUBOIIHCH:
M3BECTHBIMU UCTOPUYECKUMH CLIEHAMHI H IIEPCOHAKAMU, IIPEAMETAMU OKPYKCHHUS.
3AECH MBI HMEEM AEAO C OIIYINEHUAMU BPEMEHH, KaK 9Tallad KU3HH HAIIIEro
OOIIIECTBA U 3AECh B HAC OT3BIBAIOTCH, 3AII€YATAEHHBIE B IAMATH, BAYKHBIE AAST BCETO
pycckoro HapoAa coobrrusa. HasHadeHnne HCTOPUYIECKON KUBOIINCH HE TOABKO B €€
IIOBECTBOBATEABHOCTH, HO B TOH BO3MOKHOCTH, KOTOPYIO OHA HAM IIPEAOCTABAACT
— B3TAAHYTH HA AAHHOE HCTOPHIECKOE COOBITHE CO CTOPOHEL. DTO B3TAAA U3 APYTOTO
BPEMEHHOIO OTpPE3Ka, YaCTO U3 APYIOH OSIIOXH, B3TAfIA YEAOBEKA APYrOH
cyOkyAbTYpBI. VcTOpmueckas KHBOIINCH MOXKET OBITB IIPOCTON MAAIOCTPAITHEH K
YVIeOHHUKY UCTOPHH, 2 MOKET BBIPACTH AO SIIMYECKOIO IIOAOTHA, HA KOTOPOM Yepe3
KOHKPETHYIO CIICHY XYAOXKHHK TOBOPUT O BEYHBIX TEMaX U IICHHOCTAX. B kapruHe
A. IlaacroBa «@armmct mpoAETEA», XYAOKHHK B HEAPKHX TOHAX, CKYIIOM, HO
TPATMYECKOM CIOKETE CMOI AOCTHYb BBICOTEI 3BYYaHHUA IIOAOOHON CEABMOU
cumponnu A A, [locrakosuaa (maa. 3).

OrmymieHue BEYHOCTH, OE3BPEMEHBS HAHMOOAEE OIIMYTHMO B IICH3aKHOIT
KUBOIIUCH. B M300paskeHMH IIPOCTOPOB HAIEH POAMHBL JacTo B IIOAOOHYIO
KOMITO3HIIHIO BKAFOYAETCA OOPa3 Xpama, HAH IEPKBYIIIKH C KPECTAMH BO3AE €€ CTEH.
BeuHoe, BHEBpeMEHHOE OIIYIIIAETCA 3PUTEAEM B 9TOH HETOPOIIAUBOM KOMITO3UIIHH,
B IIPUBBIYHBIX AAf HAC BPEMEHAX TIOAA (M3AIOOAGHHBIMH B PYCCKOM IIEH3a:Ke
ABASIFOTCA IIEPEXOAHBIE COCTOSHHSA IIPHPOABI: BECHA U OCEHb). B m3o0pakeHnu
BPEMEHH BEAUMKA POAb CHMBOAA. Yacro Ha KapTWHAX, TAEC BpeMA KaK-Obl
OCTAaHOBHAOCH, IIPUCYTICTByeT 0Opa3 cHa. Tema cHa, KaKk OCTAHOBKH BO BPEMEHH
ITOAYYHAQ PA3BUTHE €€ B padOTax A. T. Berermmanosa. Kommosurnus ero KapTHH
CTPONTCH TAaKUM OOpa3OM, HUYTO AaKe HEOOABIIIOE IIPOH3BEACHHE OOperaer
BEAHYECTBEHHBIN CMBICA. [IpomcxoamT 5TO 32 CUET YMEAOrO COYETAHHA
ITOBECTBOBATEABHOCTH B KAPTUHE C MOHYMEHTAABHOCTBIO 00pa3a. [Ipumep Takoro
coueranus npeacrasaeH B kapruHe A.l'. Bemenmanosa «Ha xarse. Aero» (maa. 4).
CuMBOAAMHE BpPEMEHH BOCIPHHUMAIOTCH B KUBOIIMCH OOPAa3bl: AAMITAABL, CBEYH,
KOAOKOAQ. KaMeHb 9acTO HCITOAB3yeTCA KAk CHMBOA APEBHOCTH.

Bpema m mpocrpaHCTBO B KHBOIHCH HEPAasACAHMBI K OT MAaCTepCTBa
XYAOKHHKA, ITOHUMAHUEM WM CBOCH 3aAa4YM, 3aBHCHT, YTO OYAET IIPEACTABAATDH
cOOON KapTHHA — KAHPOBYIO CIIEHKY, HAH 3IIMYECKOE IponsBeacHuE. B kaprune
OparpeB Tkau€Beix «KOAOKOA» MOMKHO BHAETH IIPUMEP TAKOIO YAA9HOTO
IIPOCTPAHCTBEHHOIO HOCTPOEHHA (HAA. 5). 3AeCh Ke HIPHUCYTCTBYET M CHMBOA
BPEMEHU U IIAMATH — KOAOKOA. V] KasKABII 13 TPOUX, N300PaKEHHEBIX 3A¢Ch Ha (POHE
BEYECPHEIO HEOOCKAOHA COOTHOCHTCA 3PUTEAEM C 9THM KOAOKOAOM, MOAYAIIIUM,

p336I/ITbIM, HO BBICTOSIBIIIIM B TSHKEAOE AHMXOAECTHE. Hy}KHO OTMCTHUTH, YTO M CaMa
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JeAOBEeUeCKas ITaMATh TOXKE CBOMCTBO HAIIIETO pPa3yMa COCAHHATH IIPOIIAOE C
HACTOSAIIINM, IIOIIBITKA Pa3pYIINUTh BPEMEHHBIE IIPETPAAEL

Omymenne BEYHOCTH, BHEBPEMEHBS AYUIIIE BCETO OIMYTHMO B HMKOHE. DTO
XYAOKECTBEHHOE IIPOU3BEACHHUE OTAHYACTCA OT OOBIMHON KUBOIIHICH TEM, YTO €TO
3aAa9a COCTOUT HE B OTPAKEHUH MHPA, 2 B «oTpaxkeHNm» bora. CooTBeTcTBEHHO, HE
3HAA COAEPKAHUA OMOACHCKUX TEKCTOB, HEBO3MOYKHO IIOHATH CMBICA KAKOH-AHOO
nkoubsl. Ho B TO ke Bpems, MBI TOBOPHUM OO 3CTETHYECKOI CTOPOHE *KUBOIIHCH, €&
KOMITO3HUIIMH, KOTOpas BO3ACHCTBYET Ha AIOOOIO, AQK€ HE BOLIEPKOBAEHHOTO
spureas. 11 310 — HEOTMUPHOCTD UKOHBIL. B Hell cHMBOAMYHO BCE, M1 3Ta CHMBOAHUKA
OT3BIBAETCA B HaC. HeImoABIKHOCTD 0OOpPA30B, HX ACKETHYECKASA 3aCTBIAOCTD, B3TAfA,
OOpAIIEHHBII BHYTPH CeOfl, CHMBOAMYECKHIIT HEPEAABHBIN I1€H3aK — BCE 9TO B IIEAOM
AA€T OILYIIEHHE BBIKAFOYEHHOCTH M3 ACHCTBUTEABHOCTH, W3 TOTO BPEMCHH, B
KOTOPOM MBI IIpeObpBacM. lIkOHA Impearroaaraer coseprannme, u 91a dopma
BOCIIPHATHA HE CBfi3aHA cO BpeMmeHeM. Co3sepIriaHne — eCTb OCTAHOBKA BO BPEMEHU,
IIOTAOIIICHUE BPEMEHH TAYOMHOI, BOCTOPIOM IIEPEA CO3EPIIAEMBIM COOBITHEM.
Ocoboe BO3AECHCTBUE IIPOU3BOAUT HA HAC UKOHA, A MOHYMEHTAABHAS KUBOIIHUCH,
pasMeIénHas B Xxpame. 3AECh IIPOU3BEACHHUE KUBOIIUCH BXOAHUT B IIPOCTPAHCTBO
Xpama, KaK B ITEAOCTHBIM 3CTETHYCCKUM U AYXOBHBIM MUP. OHO OAHOBPEMEHHO
CaMOCTOSITEABHO U HEPA3AEABHO C 9TUM EAUHBIM AaHCAMOAEM, B KOTOPOM KUBOITHCH
OTBEAGHO 0CO0O€ M He cAydariHoe Mecrto. ['Ae ¢ mapycoB B3uparoT Ha Hac
€BAHTEANCTBI, CTEHBI — ITOBECTBYIOT O KHU3HHU bora, a ma aAtapHON Iiperpaae Bce
n300paKEHHBIE CBATHIE M BoropoAnma CKAOHAIOTCA K IIEHTPY, TAC pa3MeIleHA
nkoHa Xpucra Beeaepxmreas.

B pycckoit uBormcu konmna XIX — magara XX Bexka B TBOPUECTBE HEKOTOPHIX
XYAOKHHKOB MOKHO OBIAO BCTPETUTh YAUBHTEABHOE COYETAHHE CO3EPIIATEABHOCTH
n amHammuaMma. Hampumep, B paborax M.B. Hecreposa. Tak, xapruna «Buaenmne
orpoka Bapdoaomen» mmpeacTaBAsier HAM MUCTHYECKAN CIOKET, B KOTOPOM 3€MHOE
BpeMA HEAKTYaABHO (HAA. 6). DTO MOMEHT uyAa. V1 B TOke Bpems, MBI BUAM OYCHD
AMHAMITIHYEO KOMITO3UITHEO 3a CYET  TIEPECEKAFOINNXCH,  AOBOABHO
MHOTOYHCACHHBIX AHHHH XOAMHCTOIO peAbeda MeCTHOCTH. DTa AMHAMHKA
AOOABAAET 3PHUTEAIO AOIIOAHUTEABHBIX OINYIIEHHH. 3AECh COCAUHAIOTCA ABE
PEAABHOCTH: 3€MHAA M MHCTHYECKAd, ABAa OINYIIIEHHA BPEMEHH. 3PHUTEAIO
IIPEAOCTABASICTCS BO3MOKHOCTb HE TOABKO OIIYIIATh MICTHYHOCTh COOBITHA, HO U
TO, KaK 9TO BOAHHUTEABHO AASl CAMOIO MAaAbYHKA. DTO ABIKCHHE-BOAHCHUE
IIepeAaETCa U 3PUTEAIO, HO IIPH 3TOM Heoco3HaHHO. IIpocrpaHcTBOo M Bpems
BO3ACHCTBYIOT HAa HAC B JKUBOIIICH OECIIPEKOCAOBHO, M TOABKO OT PELIHIINEHTA

3aBHUCHUT, HACKOABKO FAY6OKO 6YACT 9TO BOSA@fICTBHC.
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4.

Kaxpan kapruaa obAapaeT pUTMOM, H 9TO €IIE OAHO CPEACTBO HCKYCCTBA,
HAIIPABAEHHOE Ha HAIITY YYBCTBHTEABHOCTb. PHTM, 3TO TO, UTO POAHHUT MCKYCCTBO C
YEAOBEKOM, 32AA€T OIPEACAEHHOE HACTPOCHUE KApPTHHE M €€ IIEPCOHAKAM.
[Tpuanmm prTMa AEKHAT B OCHOBE ABHKEHHA — PHTMBI BPEMEH TIOAQ, CYTOK,
IIPUAUBOB U OTAHBOB, HAIlEro cepAneOuenus u T.A. OH Ke ACKHT H B OCHOBE
IIOCTPOEHUA KUBOITMCHOTO IIPOU3BEACHUA. «XYAOKECTBEHHBII PUTM — HE IIPOCTO
CyMMa IIPaBHA W HIPHUEMOB IIOCTPOEHHUA IIEAOCTHOM KOMITO3MIHH. DTO BCErAd
MHPOBO33peHne u Mupoorymerue» (Dxo, 2017). PutMamu MBI CBA3aHEL C POAHOM
MECTHOCTBIO.

C CcaMoOro pO)KACHI/IH MAAQACHCEIT CABIIINT pI/ITMI/I"IHbIC SBYKI/I, KOTOprMI/I
HAITOAHAETCH €TI0 YyBCTBEHHOCT. OH CABIIIINT UX B MATEPUHCKOM IIECHE; ITECTYIIIKH,
HIPUOAYTKH, CKOPOTOBOPKH M CYUTAAOYKH — BCE 9TH ACTCKHE 3a0aBbl OYEHD BayKHBI
B BOCITMTAHHH y peOEHKa dyBcTBa pmtMma. llpekpacHo, ecam peOEHOK CABIIIAT
PHATMBEI HE TOABKO MY3BIKAABHBIC, HO M HAYYA€TCA BOCIPUHHUMATD UX B IIPHPOAEC.
3BYKH HIPUPOABI CIIOCOOHBI M3ACUMBATH YEAOBEKA, IIPUBOAUTH B PaBHOBECHE €TO
BHYTPEHHUII MUP.

VcKyccTBO HEBO3MOMKHO IIPEACTABUTH O€3 PHTMA, MBI HAOAIOAAEM €ro B
IIPUMHUTHUBHBIX OPHAMEHTAX — HE3AMBICAOBATOI YepPeAe HOBTOPOB U ITay3. Purmbr
TPAAHIIMOHHOIO HCKYCCTBA CBA3aHBI C (POABKAOPOM, HAPOAHOM IIECHEH OOIIeH
MEAOAMYHOCTBIO. DTa IIECEHHOCTh, MEAOAMYHOCTH PHUTMA IIPUCYICTBYeT H B
PYCCKOM MKOHONMCHON KUBONHCH. HekoTophle MKOHBI CIIEITHAABHO CO3AABAAUCH B
YEeCTh IIEPKOBHBIX ITECHOIIEHNH — akaucToB. B MOAOOHEIX pHTMaxX BEAHKAa POAB
kpyra. Kpyr, cdepa — BeuHoe ABHMKEHHE, TApMOHUYECKAA 3aBEPIIEHHOCTE.
IIpekpacnas mpasanmunas mkoHa «O Tebe paayerca» HMMEET TaKyIO KPYTOBYIO
KOMITO3HUIIHIO, KOTOPas CO3AAET HEOOBIKHOBEHHO IAPMOHUYHYIO CIIEHY, B IICHTpE
KOTOPOM Ha mpecrtose Bocceaaer boropoamma (maa. 7). Ot Heé xpyramn
PACXOAATCS, HE TOABKO CHAHHE BOKPYT o6pa3a, HO u npeacrosamue Eil rpymimsr
CBATHIX, AaHTEABI, PAMICKUE IIBETH. BOBAEYEHEI B 3TO KPYyroBO€ IPOCTPAHCTBO, XOTA 1
HECKOABKO OCOOHSAKOM, AFOAH, H300pa:KEHHBIE BHH3y KoMIO3uIuu. Bce srtm
«OKPYKHOCTID PACIPOCTPAHAIOTCA IIOAOOHO KOAOKOABHOMY 3BoHY. VKkoHa, cama 1o
cebe, — meroarmgHa. OHA — BU3yaABHOE BOIIAOIIIEHNE OAHOMMEHHOTO aKaducTa.

Kpyr B MKOHE HMHOTA2 HE CTOABKO SBHEBIA, MOKET BBICTYIIATb M B BHAE
ITIOAYKPYAHA, OBard. « OAHIM U3 TAABHBEIX 3aKOHOB MKOHHOM KOMIIO3HUITUH ABAACTCA
3aKOH PHTMHYECKOIO COOTBETCTBHA (DOPM — TO, ITO B II093UU UMEHYETCA prUPMOIL.

B uxone pI/I(pMyeTCH BCE: q)I/II“ypr, YAOIKCHHBIC B OHpCAeAéHHOM HOpﬂAKC FOpKI/I—
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ACIIAAKH, IIPEAMETHI, KecTe» (Dko, 2017). IloaoOHBIE PHTMBI B PYCCKONM HKOHE
HA3BIBAAH CAOBOM «AaA». PHTM MOXKHO paccMaTpHBaTh KaK YCAOBHE KPACOTHL

Uepes puT™ B KapTHHE HEPEAAETCA HACTPOECHHUE HE TOABKO IIEPCOHAKEH, HO U
00IIee HACTPOEHUE XYAOKECTBEHHOIO IIPOU3BeAcHNA. PuTM B kapTHHE ObIBAacT HE
ABHBIN, BHEIITHEE ABIKCHIE MOXKET IIOYTH OTCYTCTBOBATh. 14k B paboTe XYAOKHIKA
H.H. T'e «l1aps I1érp aAomparuBaer mapesuda Aaexces B [lereprodpe» Hacrpoenue
CIIEHBI IIEPEAAET AMHAMHUKA OpHaMeHTa mmoAa (MAA. 8). IToa moramm y, BHemmHe
HEIIOABIDKHBEIX, [leTpa M ero celHA IPONCXOAUT OYECHb OYPHOE ABIIKCHUE,
ITOAOOHBII AMCCOHAHC IIEPEAAET HAM OIMYIICHHUE IICHXOAOTMYECKOTO HAIIPMIKCHUA
BHYTPH KapTHHBL PUTM B XYAOKECTBEHHOM IIPOHU3BEACHHU MOKET IIPEPHIBATHCH, C
LIEABIO aKIIEHTUPOBAHUA, CO3AAHUA HEOOXOAUMOMON Iay3HL.

OcoOeHHO BaKEH PUTM B IIEH3KHOM KUBOIIICH. BeAb IMEHHO OH HAITOAHAET
e€ JKU3HBIO U BBI3BIBACT HYKHYIO SMOIIHMIO. PUTM 32A2€T IIPaBUABHOE HAIIPaBACHHE
I'AQ3Y, B €TO BAACTH, KaK COCAUHATD, TAK U pasbeAMHATh. Komrrosurna kaptuas: B.1.
CypukoBa «YTpPO CTPEAELKOM Ka3sHH» IIOCTPOCHA KaK pa3 € YIETOM TaKOM
putMuaecko KOMITIOHOBKH (HMAA. 9). @urypsr Ilerpa I m ero croaBmxHHKOB
000COOAEHBI OT OCHOBHOIT MacChl HapOAd. CTPEABLIBI C X CEMBAMH IIPEACTABASIOT
COOOM XaOTHYECKYIO MACCY, AOBOABHO CIIAOYEHHYIO, KOTOpasd, IIOAOOHO AaBE,
pacrekaerca oT creH cobopa Bacmamsa BaakeHHOro k mepeaHemy Kparo KapTHHHL
Ha mpoTHBOIIOAOKHOM CTOPOHE — PHTMHYHO BBICTPOCHHBIE COAAQTCKHE IIIEPEHTH,
Kak OYATO CAHBIIHECH B CBOEH HEITOABHKHOHM YAEHEHHOCTH CO creHamu Kpemas.
DTO IPOTHBOIOCTABACHIE HEIIOABH/KHOCTH M YETKOCTH XAOTHIECKOMY ABHKEHITEO
Aa€r ornyrieHue HanpsxeHusd. HapoaHnas Macca IpeACTOHT 3A€Ch KaK YTO-TO KHBOE,
CTpaAaroIlee, YyBCTBYIOIIEE M BMECTE ¢ TeM xaotuduHoe. B To Bpems kax [1érp I co
CBOMMH IOABMZKHHKAMU U COAAATAMH CO3AAET OINYIIEHHE YIIOPAAOYEHHOIO, HO
OAHOBPEMEHHO MEXAHIYECKH OE3KU3HEHHOIO, OTPEIIEHHOTO, TYHKAOTO.

Hapymenne puTMuKE B KapTHUHAX COBPEMEHHBIX XYAOKHUKOB, BBI3BIBACT Y
3pUTEAA HHBIEC OINYIIEHUA. 3AECh yiKe HEBO3MOMKHO OPHUEHTHPOBATHCA HA OAHU
TOABKO YyBCTB4, HEOOXOAUM OTBACYCHHBIN aHAAU3. B TBOpdYecTBE COBpEMEHHBIX
XYAOKHHKOB aOCTPAKTHOIO HCKYCCTBA PHUTMBI JKHU3HH 329aCTyIO 3aMEHEHBI
MEXAHUYIECKUMU PHTMAMIL.

7KuBonuce aBaHrapAHCTOB HadaAa XX BeKa ObIAd OYEHb PUTMHUYHA, OHA B
OOABIIMHCTBE CBOEM OOpaIaercs K TPAAUIIHOHHOMY HCKYCCIBY, K PYCCKOMY
opaamenty. IlokazateapHnl B a1om cAydae padorer K.C. Manepuua. Kapruma
«KpacHas KOHHHII2» KOMIIO3MIIMOHHO HAIIOMUHAET BBIIIIMBKY Ha JKCHCKOM

KpecThAHCKOU OAeKAe (MAA. 10). OAHAKO XYAOKHUKH aBAaHTAPAUCTHI HE CTABUAN
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ceOe 3aAa9H IIPOAOAKEHUSA PYCCKOH TPAAULINY, OOPAIafsCh B OCHOBHOM K BHEIIITHEH

CTOPOHC TPAAULTMOHHOI'O HCKYCCTBA.

5.

Ocoboe omymienue A2ér B kapruHe cBeT. CBeT HM3AaBHA OBIA ITOYHTAEM
HAIIIIMH IIPEAKAMH U COCTaBAAA OCHOBY f3BIMeCKON Mudoaoruu. fIBaenme csera
BCETAA B CO3HAHHH YEAOBEKA ACCOLHMHUPYETCA C UEM-TO PAAOCTHBIM, KPACHBEIM.
HepapoM y Bcex BBI3BIBACT ICTETHYECKOE HACAQKACHHE AFOOOBAHHUE PAAYIOH,
CEBEPHBIM CHAHHEM, OCABIMH HOYAMH, PACCBETAMU U 3aKaTAMH. DTO H CHAHIC
OeAOro CHera B KOHIIE MApPTa, KOTAA OHO YCHAHUBACTCA CHAHUEM HeOa. AAA geAOBeKa
CBET 3HAMCHYET HAYAAO KU3HHU.

B wmckycctBe cBeT AGHCTBYET HA 3PHUTEAS ABOSKO: M KaK HWCTOYHHUK CBETA
(ocBerieHNE), U KaK ICTOYHHUK SHEPIUH (B PEAUTHO3HOM HCKyccTBe). B dmarocodun
dombr AKBHHCKOTO, CBET MCXOAUT CHHU3Y, U3 IAYOHH BEIIH, KAK «CAMOIIPOSABACHIE
opraausyroIe popmem. CBET IIPEKPACEH CaM IO ceOe, KIIOTOMY UTO €rO IIPUPOAA
Ipocra u BOHpaer B ceOfA BcE». CpeAHEBEKOBBIE MUCTUKH CYHTAAH, YTO KPacoTa
MHpa — 3TO SMaHAIMA BCEACHCKOIO CBeTa. B HMKOHOIIMCAHHHM CBET CBA3AH C
boxectBom, 31O mposBAeHHEe HemaTepumaAbHOTo cbera. B mxome XV Beka
«ITpeobparkenne» Aaxe He 3HAA CIOKETA, 3PUTEAD ITOHUMAET, YTO U300PAKEH CBET
(maA. 11). He ToABKO ITOTOMY, 9YTO OH OECIIBETEH U PACXOAUTCA OT XPHUCTA B BHAE
AyYel, HO U IIOTOMY KaK 3aKPBIAMCH YIEHUKH OT 9TOTO MOIITHOTO HEMATEPHAABHOTO
CBeTa, HE B CHAAX IIEPEHECTH €ro cuAHne. B mKoOHOIMCH TOAOOHEBIN CBET ABAACTCA
HAM B IPOOEAaX, KOTOpPBIE HAHOCATCA Ha AHMIIA M OACKABL, KAK OTPAKCHUE
HEBEILIECTBEHHOIO CHAHHUA. DTOT CBET — IIOHATHE AYXOBHOE, H AOCTYIIEH TOABKO
AYXOBHOMY, IIPOCBEIIEHHOMY CO3HaHHIO. OAHAKO, AQKe HE OYAYYH 3HAKOMBIM C
HCKYCCTBOM HMKOHBI, HECAOXKHO AOIaAQTBCA, YTO IIOAOOHOE IIOHHMAHHE CBETa
COXPAHHAOCH B PYCCKOH KMBOITMCHOI TPAAUIINH, KOTOPasd B IIEAOM BCETAQ OBIAQ
CBETOHOCHOM.

Ceer B KapTWHE — 3TO M HCTOYHHK CBETA, KOTOPBIH MOKET HMETh
cumBoAmdeckoe 3pydanme. (CBewa, AaMITapa aCCOITMHUPYIOTCHA, KaK IPaBHAO, CO
CBETOM AYXOBHBIM, C KepTBOM. KHBOIHMCH KaK CBETOIINCHh — TPAAUITMOHHA B
PYCCKOM HCKycCTBe. DJTa CBETOIHCH ITHPOKO HCIIOAB3YETCH XYAOKHHKAMH, KAK B
XIX, Tak n B XX BeKe, KaK B PEAUTHO3HOM KUBOIIMCH, TAK I B CBETCKOM.

CBeTOBO3AYIITHAA CpeAd B KAPTHUHE AAET OINYIIEHHE IIPOCTPAHCTBA, KaK B
paboTax KUBOIIMCIIEB PeaAuCTHIeCKON IKOABI kuBommcu: A.K. Caspacosa, M.B.
Hecreposa, 11.11. AeBurana. CBeTOIHCh OAYXOTBOPAET Ad’KE HEB3PAUHBIC IIEH3AKU

cpeaneii moaocel Poccun. MactepcTBO M300pakeHNsA OKPY/KAFOIIIEH CPEABI TAKOBO,
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YTO MBI Cpa3y IIPOHUKAEMCH HACTPOCHHUEM IIPO3PAYHOIO BECEHHEIO, HAU
IIPOHU3AHHOIO THINIMHOM ¥ BAAaroHM, S3UMHEIO AHA. BDTa CBETOHOCHOCTS,
BOBACHCTBYIOIIAA HA HAC, IIPUCYTCTBYET U B KAPTUHAX PYCCKUX MMIIPECCHOHUCTOB.
3AECh YMEAOE COYETAHHE KOAOPHUTA U CBETOTEHEBBIX 9(hEKTOB, CO3A2ET 0CODOE
BIICYATACHHIE OT MOMEHTA PEAABHOCTH, BBIXBAYCHHOIO XYAOKHHKOM. I ora
CBETOHOCHOCTb ~ HAIIOAHAETCA  AOIIOAHHTEABHBIMH  3(PPEeKTaMH  COCTOAHHUA
BOBAYIITHOHM CPEABI OIIPEACAEHHOIO BPEMEHH CYTOK, AU BpeMeHU roaa. Konegno,
5TOMY OINYIIEHHIO OCA3AEMOCTH CIIOCOOCTBYET M MACTEPCTBO BAAACHUSA
’KUBOIIMCHON TEXHHUKOH. TPAaAHIINN CBETOIIMCH MOKHO BCTPETHTb U B pabOTax
HAIIIIX COBPEMEHHUKOB (HAA. 12).

Co cBeTOM BCETAA COCEACTBYET TE€Hb. 1OABKO B MKOHE TEHH OTCYTCTBYIOT, TaM
BCE IIPOHU3BIBAET OOKECTBEHHBIN CBeT. ZKHBOIMCIIBI IPEKPACHO HUCIIOAB3VIOT 9TO
IIPOTUBOIIOCTABACHHUE, KOTAA HEOOXOAUMO YTO-TO BEIACAUTD, 4 YTO-TO IIPUTAYILIUTb.
CBer BCeraa IIPUBACKACT BHHMAHICE 3PUTEAf, IIPUTATHIBACT B3rAfiA. AoOaBAeHme
IIUTMEHTA MOKET BUAOU3MEHUTH cBeT. OH ObIBAET €CTECTBEHHBIM U MCKYCCTBEHHBIM.
DTO MOKET OBITh BEYEPHEE OCBEIICHUE, KOTOPOE U3MEHACT AUIIA AFOACH, A€Aas UX
ITIOXOKUMH Ha MaHeKeHBI. CBer A2éT popMy mmpeaMeram, AeAas UX OObEMHBIMH. B
€CTECTBEHHOU CPEAE CBET MOJKET BBITAfACTD IIO-Pa3HOMY, IIPOHU3BOAA IIPU 9TOM
pa3HBIE OIIYILIEHUA OT KAPTUHBL B yrpeHHIE 9acsl — OH TOAYOOBATO-PO3OBBIH; AHEM
— IIPO3PAYHBINA, COXPAHAIOIINN ECTECTBEHHBIE ILIBETA IIPEAMETOB; BEYEPOM — BCE
OKPY#KAFOITIE IBETA ITOAYYAIOT KEATOBATBIM, MAU (PHOAETOBBIH OTTEHOK. B TOM
YHCAE 9TO Kacaercs M TeHeH. EcAm mHapyrmaercs B KMBOIIICH 9Ta €CTECTBEHHAS

CBETOIIOAAYA, TO BCACA 34 3THUM MCHAIOTCA M HAIITH OITYIIICHIA.

6.

Ceer m 1BEeT ACHCTBYIOT Ha PEIUIIHEHTA MIHOBeHHO. L[IBerHOCTH MEpa
OTpaKaeTCs B M300PA3UTEABHOM HCKYCCTBE, TAE MOKET BO3ACHCTBOBATH HA HAC YiKE
COTAACHO 3aKOHAM JKHBOIIMCH, HO HE TOABKO. lIBer oxpyxaeT dweAoBeka c
MAQACHYECTBA. DTO HEPBBIN OIIBIT ITO3HAHMSA, KOTAA MAAACHEIl IIOCTUTACT MHUpP B
kpackax. LIBeToBocupusATHe 3aAaHO 4eAOBEKY Kak (DOPMa 9CTETUYIECKOTO ITO3HAHUSA
AerictBuTeABHOCTA. C 3TOM OCOOEHHOCTBIO CBf3aHA OTACABHAA ccpepa HAIEN
rncuxukd. BEIE B cpeAHUE Beka y4EHBIE MCKAAM COOTHOIIEHHI C OIPEACAEHHBIM
IIBETOM IICUXOAOTHYECKUX COCTOAHUI YE€AOBEKA, PA3ACAAA IIBETA HA ITOAOKUTEABHO
1 OTPHUIIATEABHO ACHCTBYIOIIIHC.

OTHoIlleHHEe K CHUMBOAHMKE IIBETA B JKHUBOIIMCH CBfA3aHO C COAEPKAHUEM
KapTUHEBL. bpIBaeT, 9T0 MEPBUYHOE BIIEYATACHHE OT IIBETA MOJKET ITOMEHATHCA IIPHU

BHHMATCABHOM paCCManI/IBaHI/II/I BCCTO XYAOXKCCTBECHHOTI'O IIOAOTHA. CumMmBOAMKA
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LIBETA TAK/KE BHAOHM3MEHAAACH BO BPEMEHH, KaK U CHMBOA BooOime. Hampumep,
KPACHBIH I[BET, KAK CHMBOA, HEOAHO3HAYEH B IIEPKOBHOM HCKYCCTBE, HADOAHOM U
coBeTCKOM. DbeABlli mBeT B TOABI peBoAronHM B Poccumm CBA3BIBAACA C
O6erorBapaeiinamu. b.A. basbiva mnmrer, 9To BaKHO OBIAO HE TOABKO M3MEHEHIE
CHMBOAUKH OTACABHEBIX IIBETOB, 2 NI3MEHEHHE B I[EAOM F'APMOHHYECKAX COYCTAHMH.
Tak IpoTHBOIIOCTABACHHE OEAOrO KPAaCHOMY B FOABI peBoAronnu B Poccnn moAHO
IAYOHHHOIO cMbICAQ. «PacIiap 2TOM HBETOBOM IIAPBI, BEIPAXKAIOIIEH BCE HanmOOAEe
AydIllee W IIEHHOE B JKHU3HH AFOACH, BBIpaKaeT COOOH paspyIIeHHE OCHOB,
AMCTAPMOHUIO, HACTYIIACHHE Xa0Ca U CHA 3Aa. LIBeToBas Tpmasa — 910 HE TOABKO
APXETUII YEAOBEKA, KAK YKa3bIBACT 1 9pPHEP, HO U APXETHUII Y€AOBEUECKOIO OOIIIECTBA»
(basema, 2005). LIBeroBas cumBoAmKa B XX BEKE ABASACTCA YACTO CHMBOAHKOMN
IIOAUTHYECKUX OTHOILICHUI B CTPAHE.

B. KamAmMHCKHIT HOCBATHA YYEHHIO O IBETE M €rO0 BAUAHHUIO HA IICHUXHUKY
YEAOBEKA, CBOIO KHHTY «fI3bIK Kpacok». B paborax 9TOro XyAOKHHKA-aBAHTAPAUCTA
MBI BUAHM, KaK fPKHE, 9aCTO AOKAABHBIE ITBETA IIEPEIIACTAIOTCA APYT C APYIOM,
IIPEBPAIAfCh B HEOOBIKHOBEHHBIE (paHTACTHYECKHE H300paxeHusa. HesosmoxuO
IIPOMTH MHMO 9THX paOOT HE IIOYYBCTBOBAB MArHIO I1BeTa HA cebe. LIBer BuIcTyITAaET
B €ro paborax u kak popma, HAXOAACh B AKTHBHOM ABIKEHHH. KaHAMHCKHN OBIA
CHHECTETHKOM H PAacCMATPHUBAA BO3MOKHOCTH OOOTAINEHUA I[BETOBOCIIPHUATHA 32
cuér cuHTE3a My3bIKM H u3oOpaxeHusa. (CaMH €ro KapTHHBI OOAQAAIOT
MY3BIKAaABHOCTBIO. [ IpH Beelt haHTaCTHIHOCTH 5TUX N300 PaKEHUI, a0CTPAKTHOCTH,
S5MOILIMOHAABHOE  BO3AeHicTBHE  Kommosmnmii  KamamHCKOro — Heocrmopumo.
DKCIIEPUMEHTHI C IIBETOM, ETO BO3ACHCTBHEM HA YEAOBEKA CBA3AHBI C €O BAHUAHUEM
HA HAIll OPTaHU3M, B YACTHOCTH, HA IIEHTPAABHYIO HEPBHYIO CHCTEMy U
IICHXHIYECKYIO ACATEABHOCTB.

Ha mac ompeaeA€HHBIM 0OOpa3oM AEHCTBYIOT IBETAa APKHUE, IIPUPOAHBIE.
XYAOKHHKH TPAAUIIMOHHOTO HCKYCCTBA HMCIOAB3YIOT AOKAABHBIE IIBETA, HE
cMeruBas ux. SIpkad nperopas IMaAUTpa OBIAA YCBOCHA HEKOTOPBIMH XYAOKHHKAMU
HagaAa XX BEKa, KOIAA BO3POAUACH HMHTEPEC K HAPOAHOMY HCKYCCTBY.
HepasOaBAeHHBII cHHNNA, KPAaCHBIH, 3€AEHBIH MOKHO BuAeTh B kKaprumHax K.C.
Maaesnya, K.C. Ilerposa-Boakuna, H.C. I'oraaposoii u Ap. M 3TOT ApKHit KOAOPUT
B COIO3€ C HEOOBIMHOM KOMIIO3UITUEH, IPUTATUBACT BHUMAHUE 3PUTEAL, ITIOPOKAAS
MHOTAQ COBEPILIEHHO HEOKUAAHHBIE ACCOMALIHH. TaK, IIPU B3TAAAE€ HA HEKOTOPBIE
IIPOU3BEACHHUA XYAOKHHKA pycckoro apanrapAa I1.H. ®@uaonoBa, mpuxoadr Ha
ITAMATH OKPBIBAAA, BBIITOAHEHHBIE B TPAAUIIHOHHOM AOCKYTHOIT TeXHHKe (HAA. 13).
Kpacuei xoup K.C. ITlerpoBa-Boaxmna oxuBasfier B mamMATH HKOHHBIX KOHEH

I'eoprus [Tobeaonocta, bopuca u I'aeba.
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LIBeT HE TOABKO OOBEAUHACT B OOIIYIO KOMIIO3UIIMIO BCE ACTAAH KAPTHHEL, OH
YMEAO HCIOAB3YETCA IIPH CO3AAHHH HACTPOEHHSA, COOTBETCTBYIOIIIETO aBTOPCKOMY
sambicAy. Kapruma B. [lomkosa «Xoporruii deaoBek Oriaa 0abka AHHCHA»
ITOCBAIIICHA COOBITHIO IIOXOPOH OAHOCEABYAHAMH CTAPOII sxkeHInuHbl (MAA. 14). Ho
IIPH 3TOM, BECh KOAOPHT HPOHU3AH ITO3UTHUBHBIMH KPACHO-OXPHUCTBIMH TOHAMU
30A0TOIl OCEHH. DTOT KOAOPHUT CPa3y BEIXOAUT Ha HEPeAHHH mAaH. VM TOABKO
IIOTOM, PACCMATPHUBASA OCTAABHBIE ACTAAW, IIOCTHTAfA €€ PHUTM, IIOHHUMAEIb, YTO
rAaBHAA TeMa PabOTBI — HE CIICHA IIOXOPOH, a HCTOPHUA O AOOPOM UEAOBEKE,
KOTOPOTO BCE BCIIOMHUHAIOT C OAAaroAapHOCTBIO. B kaptmmax Toro ke Ilomkosa
YaCTO BCTPEYACTCHA KPACHBIM I[BET, HO OCOOCHHEIH CBOECH CBETOHOCHOCTBHIO,
ITOAOOHBII HKOHOIIMCHOH KHHOBapH. OTHM I[BETOM HAITMCAHBI €IO BAOBHI,
IIOTEPABIIIE B BOMHY CBOUX MY:KEH, CBIHOBEH. XYAOKHUK BEIOPAA AASl HUX TOT JKeE
IBET, YTO MW B HKOHAaX boropoammsr. Pycckas KHBOIMCh IIOAHA TAKHAX
PEMHUHUCIICHITH, OOPAIIICHHEIX K HAPOAHOMY HCKYCCTBY. DTa CBA3D C TPAAUIIUCH —
OTAUYHTEABHAA YePTa BCETO PYCCKOTO McKyccTBa. OHA IMPOABAAECTCA KOHEYHO U B
KOAOpPHTE.

BaxeHn xoroput u B TakoM kaHpe Kak moprper. OH MOXKET CIIOCOOCTBOBATH
PACKPBITHIO  XAPAKTEPHUCTHKH IIOPTPETHPYEMOIO, COOOINATH 3PHTEAIO  TO
HACTPOEHHE, KOTOPOE IIBITACTCA AOHECTH AO Hero xyaoxkHuK. Iloprpersr A.C.
[Tymknaa, Harmucanusie B, E. [Monkoseim n M.C. I'Aa3yHOBEIM OTAHYArOTCA HE
TOABKO IIO MaHEpe HCIIOAHEHHA. B aTux AByX paboTax BEAMKa POAb KOAOPHTA,
KOTOPBII 32Aa€T HACTPOEHHUE BCEMY IIpOM3BEAcHHIO. B moprpere, HammcamHOM
I'Aa3yHOBBIM, CHHE-XOAOAHAA TaMMa € pedPAEKCAMU OarpsAHIIA BCEAET B 3PHUTEAS
OINYIIICHUE TPEBOTHU, XOAOAQ, IIPEAUYBCTBHE (DEBPAABCKON Tpareanu (MAA. 15). B
kaptuHe Ilomkoa «lymkma m KepH» TEIABINT KOAOPHUT OCEHHEH AHMCTBBI
BO3ACHCTBYET HA HAC CBOEH TEIIAOTOM, MATKOCTBIO, CO3AaBasd HACTPOCHHUE
MeYTATEABHOCTH (HAA. 10). I uepes 3170 BO3ACHCTBHE KOAOPUTA BOCIPUHUMACTCH 1
caMm croxket. K Tomy e 30A0Tasf OCEHb OBIAQ AFOOMMBIM BPEMEHEM I'OAQ ITOITA.

Ecrp emé oaAHa OCOOEHHOCTb IBETa, KOTOPYIO IIMHPOKO IIPUMEHSIOT
XYAOKHHUKH. [[BETOM MOKHO BBIAGAUTEH BAKHOE B KAPTHHE, MCHOAB3YA €ro Kak
akrieHT. B kawectBe mpummepa moxkHO npmsectn kKaptuHy E.E. Momnceenko
«HYeperHa», TA€ BOKPYT 9TOH APKOII TOPCTH ATOA CTPOHUTCA KPyroBasd KOMIIO3HUIIHA
(maA. 17). Emé me 3nas HazBaHuA pabOTEL, y/Ke IIOHIMACIITb, KAK BA7KEH 9TOT 9AEMEHT
B KAPTUHE — 9TOT MAACHBKHMI YEPEIITHEBBIM Pal-BOCIIOMUHAHIE O AOME, MUPHOMU
#u3Hd. CMBICAOBOHM IIEHTP BBIAGAGH OEABIM — TKAaHb IIOA YEpEIIHEH u

HepCKAI/IKaI-OU_IaHCH C HeH py6axa 601711_{21 C OYCHDb BprZLSI/ITCAI)HbIM B3TAAAOM.
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CyrmecTByeT JKUBOIIMCh MOHOXPOMHaAf, B KOTOPOH HET KPACOYHOCTH, B HEH BCE
Kak OBl mpuraymeHo. KoropuT BeICTpanBaeTcs 3A€Ch B OAHOI TaMME C PAa3ANYHBIMU
rpaparAMa. [IBer B TaKOIT JKHBOIINCH HE BO3AECHCTBYET Ha HAC CBOEH ITBETHOCTBIO,
a  HA0OOPOT —  OAHOIBETHOCTb, IIPUTAVIICHHOCTb  AA€T  OIMYIICHHE
HEAOCKA3aHHOCTH, HHOTAQ HPPEAABHOCTH H300PAKEHHOTO.

Kwuraiickads MOHOXpOMHAf JKHUBOIHNCh OYECHb 3CTCTHYHA, OHA KpPacuBa, €€
HAa3HAYECHHUE — AATh IIOYYBCTBOBATH 3PUTEAIO KPACOTY MUPO3AAHIA AQKE B MAAOM.
Yarre Bcero B HAMMCAHUY TAKUX KAPTUH HCIIOAB3YETCH TYIIb, aKBAPEAb, HAU COYC -
YTO-TO PACTEKAIOIIEECsA, IIPO3pavHOE, Aaroriee mpoctop danrasuu. Aamxasg
TEXHUKA OYCHD IIOAXOAUT AASl H300pakeHns BHAOB [ leTrepOypra, B Hell — co3ByuHas
HAIIIEMY TOPOAY TAMHCTBEHHOCTb, H HEKOTOPAas Pa3MBITOCTh OYEpPTaHUU. TUXH 1
3araAOYHBI pabOTH coBpeMeHHOro xyaoxkHuKa O.E. VIABAIOKOBA, TAC CFOppeaAnsm
BBITASAHT KaK PEAABHOCTb U TAE, OAArOAAps IIPABUABHO BBIOPAHHON TEXHUKE U
yAadHOM Kommosuimu, [lerepOypr, CAOBHO BO3HHKAaeT U3 AOKACH M TYMaHOB, a
IIPOIIIAOE CAUBaeTCA ¢ HacToAmmUM (HAA. 18, 19). LIBeT MOXKHO ecAl He YBHAETB, TO
OIIYTUTb ¥ B MOHOXPOMHOH KIBOIINCH, KOTAQ XYAOKHUK IIOHHIMACT CBOIO 3aAa9y U
3HACT, KaK ¢€ BRITOAHHTD. MIHOrA2 MacTepy yAa€Tca B HECKOABKUX AMHHUAX 1 MA3KAX
AOCTHYD OOABIIION BBIPASUTEABHOCTH CIO:KETA. AMHHUA, OYepTaHHE, KECT —
BO3ACHCTBYIOT Ha HAC B KapPTHHE, BBI3BIBAA HMHOTAQ COBEPIIEHHO HEOKHAAHHBIE

SMOIIMHM 1 MBICAHM.

7.

CrokeT B KapTHHE — 3TO TO, YTO BO3ACHCTBYET HAa PCEIHIINEHTA AAKE HE
ITOATOTOBAEHHOTO. DTO, YaIlle BCEro, — IIOBECTBOBAHUE, PACCKA3 O UEM-TO, HAH O
KoM-TO. I Ipu Bceit cBO€i AUCKYPCHBHOCTH, OH MOKET OT3BIBATHCA B HAC IIO-PA3HOMY,
OCODOEHHO, €CAHM CIOKET He 3HakoMbId. KaprmHa — He HMAArOCTpamus, OHA 3a
BUAHMOM CIIEHOI COAEPKHT (2 OBIBAET, UTO U HE COAEPKUT) OE3AHY CMBICAOB, 4 €ITIé
OoAee OINyIIEHWH. ODTH CMBICABI HAYHHAIOT OTKPBIBATBCH, KOIAA 3PUTEAD
3AAEP/KUTCA BO3AE IIOAOTHA. TOraa IIOCTEIIEHHO HAYHETCA BO3ACHCTBHE TEX
AETAAEH, KOTOPbIE Ha IEPBBIN B3TAAA OKA3aANCh HE 3aMEYECHHBIMHU.

HepaBno B Camkr-IlerepOyprckom  Maneixe  HIPOXOAMAQ — BBICTaBKA
«CamoxBaAoB. AefiHeka». TBOPYECTBO 3TUX XYAOKHUKOB MBI CBA3BIBAEM C 3IIOXOMH
compeaansma B sxuBonmcu. Ha ImoaotHax — TpyAOBBIE OYAHH, MHOTOAIOAHBIE
IIPA3AHUKH, CYaCTAMBBIE AHIA coBeTckux AroAed. Ho ecam mompobosats
OTOpPOCUTh HA BPEMSA BCE 9THU HACOAOTHYECKHE YCTAHOBKU, KOTOPBIE ITOCTEIIEHHO
CTHPAIOTCA M3 HAIIEH ITaMATH, TO YBHAMIIIL COBEPIIEHHO HOBYIO KHBOIIHCH, B

KOTOpOfI €CTb MCCTO BCYHBIM TEMaM. HpOfIAyT TOABI, 1 SPHTCAB YKC HC 6YACT
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IIOMHUTB O TOM, 9TO TAKOE COLIPEAAU3M, a2 OYAET IIPOCTO AFOOOBATHCA MACTEPCTBOM
xypoxauKa. [uka pabor A.H. CamoxBasoBa «MeTpocTpOeBKI» ITOCBAIIECH
COBETCKUM skeHImuHaM-Tpy:xkeHHIIAaM (HAA. 20). OaAHAaxko, paccMmaTpuBasg 3THX
KPEIIKOCAOKEHHBIX KECHIIIH C OTOOMHBIMI MOAOTKAMU K AOIIATAMH, IIOCTECIICHHO
HAYHHACIITb BUACTh B HIX HEUTO Apyroe. Kpacora AmHIIL, 9€TKOCTD U CTATUIHOCTD
@OPM HpI/IBOAHT Ha IIaMATb aHTHYHBIX KOp 41 6OFI/IHb. M orHommenune k
N300paKEHHOMY, U, COOTBETCTBEHHO, OINYIIEHHE OT YBHACHHOIO Cpasy
HU3MEHAIOTCA. DTO OAUH U3 IIPUMEPOB IPUITIOMUHAHNA. APYTOH 9TaIl BOCIPUATAS —
B PACKPBITUH CHMBOAOB. DTO MOKET OBITh AQKE U HE MHTEAACKTYAABHOE YCHAUE, 4
KaKOEe-TO, BHE3AITHO IIOCETUBIIIEE HAC, 03apeHne. CHMBOAUYHBIM B KAPTHHE MOKET
OBITH HE TOABKO IIPEAMET, HAH OOBEKT, HO M KOAOPHT KAPTHHBI B IICAOM, HAH
LIBETOBBIE AKIICHTHL

CroxxeT MOKeT BBI3BIBATH y3HaBanume. Hampmmep, B kaprune I'M. Kopixesa
«BAYAHEBIIT CBIH» 3pUTEAD CPa3y Y3HAET 3HAKOMBIA OHMOAEHCKUI croxeT (MAA. 21). U
COBpEMEHHAsA CIICHKA Cpa3y OOpETaeT BEYHBIM CMBICA. 3a 3TAIIOM Y3HAaBAHHA,
CAGAYIOT OINYINEHUSA, SMOIUN, KOTOPBHIE ITOPOKAAET CIOKET B KAKAOM UEAOBEKE
HHAUBUAYAABHO. OHH CBA3aHBI C AUYHBIMHI BOCIIOMUHAHHAMHY, PA3MbIIIACHUAMI,
BOOOpakeHHeM. Bce oTH oTamel BOCHPHUATHA Ba)KHBL, B HUX YEAOBEK yIHUTCA HE
TOABKO ITOHHMATH HCKYCCTBO, HO W IIPHOOINACTCA K EGAMHOMY IIPOCTPAHCTBY
YEAOBEYECKOIO AyXd. DTO CAMHAA KYABTYpPHaAs AyXOBHas cpeaa, kotopyro A.C.
Amxau€s HazpBaA romocdepor. C 9THM MOIYT HE COTAAIIATBCA, HO TO, YTO
HCKYCCTBO OOAaAdeT OOBEAHHSIONIEH CHAOM — OeccopHO. Aae pasMBIIIIAAA HAA
CHIOMUHYTHBIM HE 3aMBICAOBATBIM CIOJKETOM, YEAOBEK UYBCTBYIOIIINM, MBICAAIIIII
BosBeIIaeT cedsa. Cdpepa mCKkyccTBa — YMCTO YeAoBedeckad cdepa, OHA IPHU3BaHa
CAYKHTH BO3BBIIIICHUIO YE€AOBEKA.

Hartropmopr — wmexmBasg HaTypa AaéT 3PHTEAIO BO3MOKHOCTB YBHAETDH
IIEPBO3AAHHYIO KPACOTY 3€MHBIX ITAOAOB H IIBETOB. BC€, uTo cozaano mpupoaoi Ha
ITOTPeOy UEAOBEKY, AAA €r0 HACHIIIICHHSA, Ha CAMOM AeAe — coBepineHHo. [Ipocro
HAIII B3TAfIA HE BCEIAA 3aMEYaeT Kpacoty nosceaHeBHOCTH. Hartropmopr momxer He
TOABKO IIPOCAABAATD KPACOTY, OH MOKET BO3BBIIIIATE IIPEAMETHI, IIPOCTHIE IIPOAYKTEI
nuTaHas A0 CUMBOAOB. Kak 310 MBI BHAMM, Hanpumep, B Hartropmoprax K.C.
[TerpoBa-Boakmna. V3ssectHBI ero HATIOPMOPT «CeAEAKA» ITOBECTBYET O TOAOAE B
[Terporpaae, OIPEeACAEHHOM CIOKETE MCTOPHHU Hared crpaHel (maA. 22). Ho ero
LBETHOCTb U CBETOHOCHOCTb, YETKO IIPOAYMAHHBIM MHUHHMAAU3M KOMIIO3UIIHH,
IIOBECTBYIOT HE IIPOCTO O KAKOM-TO HCTOPHYECKA-KOHKPETHOM MOMEHTE, a
HAITOAHSIOT ~BBICOKHM CMBICAOM BCIO 9Ty KaptuHy. Ape KapTOeAHHE,

HAITOMHHAIOIIIIE KAMHH, KYCOK BBICOXIIIErO xAecOa m ceaéaka. Ho ceaéaka —
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30AOTAIIAACA, BCA CBEPKAIOIAA B PaAyre pedAEKCOB, Ha CHAIOIIEM CHHEM. Bapyr
O’KHBAET TAE-TO B TalHHUKAX AYIIH APEBHHN XPHUCTHAHCKHH cHMBOA. K stomy
CHMBOAY AOOAaBAfAETCA ABYXIIBETHE OACKA XpHCTa. TaK, OOBIMHBIN HATIOPMOPT
HAITOAHAECTCSA ITIOCTEIICHHO I'AYOOKIM CMBICAOM O BpeMeHHU coOnpath kamuu. Croxker
MOJKET OBITh TPAKTOBAH IIO-APYIOMY, HO CBA3b C XPHUCTHAHCKON CHMBOAUKOI 3AECH
HaAUI[O. AOOaBUTH K 9TOMy OCOOECHHOCTH >KHBOIIHMCHOM cuctemsl [lerposa-
Boaxkuna: cdepudeckyro IIEpCHIEKTHBY, HKOHHBIC YHCTBIC IIBETA4, OTCYTCTBHE
IAYOOKHX OOABIIINX TEHEH, N3-32 YETO BCE IIPEAMETHI Kak OYATO ImapsT. 1 Bot mepea
3PUTEAEM YiKE HE MOMEHT POCCUICKON HCTOPUU, 4 TEMA HCTOPHUH YE€AOBEYECTBA.

Mup Bermieil B KapTHHE BCETAa MMEET OTHOIIEHHE K deAoBeKy. OHH MOryT
paccKasaTh 3PUTEAIO HE TOABKO 0D 3I10Xe, BpEMEHHU, HU300pAKEHHOM Ha IIOAOTHE,
HO W O CaMHX IepCOHa)aX. MHoOrme H3AFOOACHHBIE IIPEAMETHI CTaHOBATCH
IIOCTEIIEHHO CHMBOAAMH AAfl XYAOKHHKA U KOYYIOT U3 KapTUHBL B Kaptuny. Y AA
7Kuannckoro, Haripumep, 910 OyMasKkHbIe aHTeABl, a Y B.E. [TorrkoBa — aABIif 11BETOK.
OrpoMHOE 3HAYEHHE JKUBOIIUCH COCTOHUT B TOM, YTO BEIIb B HEH HE IIPOCTO SAEMEHT
KOMITO3UIINH, 2 dpeHoMeH. OHa, Aazke He OYAYIH 3aMEUEHHOM C ITIEPBOTO B3TAfAL, B
XYAOKECTBEHHOM ITIPOU3BEACHUN HUKOTAA HE OBIBACT CAYIAMHOM, M BCETAA ABASACTCH
HOCHUTEAEM CMBICAAQ.

Yacro B KapTHHAX BCTpEUAETCA H300paKEeHIe UTPYIIIKH, Kak TeMBI AeTcTBa. Ho
KaK IIO-pa3HOMY 9Ta HIPYyIIKAa B KaptuHe mpucyrcrsyer. OHa MOKeT OBITH
AOIIOAHEHHEM K XaPaKTEPUCTHKE ITOPTPETUPYEMOIO, IIPOCTO ATPUOYTOM AETCTBA,
AW 9AEMEHTOM, YIACTBYIOIITUM B OOITIEM HACIHTHOM 3aMbICAe KapTHBL PaboTa K.C.
ITerposa-BoaxkmHaa «IT'peBora» BKAIOYAET B OOIIYIO KOMIIO3UIIHIO KYKAY, KOTOPYEO
AEPKHUT B PYKaX HCIyTaHHAA ACBOYKA (MAA. 23). «Bca kommosuiius, paspusarorancs
ITO KPYIY OT OKHA K AEBOYKE C KYKAOH, BKAFOUHAA B €0 BCE MUPO3AaHUE. DTO OKHO,
32 KOTOPBIM MHP, POAUTEAH, PEOEHOK U AaKE KyKAA B PyKaX, BCE OXBa4e€HO OOIIE
TPEBOTOM, KOTOPYIO IIO MACIITAOHOCTH YiKE MOKHO Ha3BaTh yxacom» (Amxaués,
2016).

Beme cBsizama co csomm Bpemenem. Bemp — cemamtmuna. Aaf Harero
BOCHPHUATHA OHA HHTEPECHA HE TOABKO 3TOH CEMAHTHKON, HO M B IIEAOM —
BIIEYATACHUEM, KOTOPOE OHA HA HAC IIPOU3BOAUT. DMOIIUA B YHCTOM BUAE HE MOKET
OBITH COXPaHEHA, HO OHA MOKET BOCIIPOU3BOAHTHCSA IIPHU IIOMOIIHN BEIH, KOTOpas
XPaHUT BOCIIOMUHAHUAL

B paszble a110XH y XYAOKHHUKOB OBIAO PA3HOE OTHOIIEHUE K BEIIN B KapPTHHE.
B peaancrmueckoi KuBOIMCH BEIb, KAaK IIPABHAO, — HOCHTEAb CMBICAA. AAf
MMITPECCHOHHUCTOB 7K€ CMBICA BEIIU ObIA HEBAKEH, TAABHOE OBIAO — OILYIIIEHUE OT

Heé. Tem He MeHee, U B aOCTPAKTHON KUBOIIMCH BEIIb IIPUCYICTBYET, XOTA U
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ITIOApa3yMeBaeMas, TaK CKa3aTh, B pazoOpaHHOM BuAE. [lopobHOE ActicTBHE
HAITOMUHAET ACHCTBHE peOEHKA, KOTOPBII, HE 3HAA HA3HAYEHUA BEIIU, OOpaIacTCs
C HEHM IO CBOEMY YCMOTPEHUIO.

N300paxénuas  BEIIb MOMKET BO3ACHCTBOBATH HAa HAC U CBOEH
CHMBOANYHOCTBIO H >KUBOIHCHOH Qopmoii. OHa MOKET HIPOOYKAATH B HAC
CHHECTETUYECKIE 3aAATKH, T.€. IIPOOYKAATH ITAMATH OO0 SMOIINH, KOTOPAs KOTAA-TO
OBIAA B HAC BBI3BAHA, BOBMOYKHO, YEM-TO APYTHM, HO C IIPHCYTCTBHEM 3TON BEIIH.
DMoIA MOXKET IIPOOYAUTBCA K OT BO3ACHCTBHA KOAOPHUTA, U B IIEAOM OT
IIPEACTABACHHOIO CFO’KETa, B KOTOPBIM 3Ta BEIIb BKAFOYEHA KaK HEOOXOAMMBIN
repcoHax. Bemp mokeT xepTBOBaTh COOOI, BBI3BIBAfA B HAC COBEPIIEHHO HE
OTHOCAIIMECH K Hel MbIcAn U paHTa3un. Ho MokeT BO3AEHCTBOBATD U KaK CHMBOA,
3HAK, HE «CIIPAIITHBAA» HAIIIETO O HEH MHEHHI.

Bocripuarne Bemm B kapTmHE CBfA3aHO C Tpaaunmeil. B mckyccrse,
TPAAUIIIOHHOE IIPOABASIETCA B CHMBOAUKE IIPEAMETa, €ro MHGOAOIHMYHOCTH.
OCOOBIM CMBICAOM AASl PYCCKOTO CO3HAHUA OOAQAAIOT N300PAKEHUA IITUIIBL, KOHbKA
(KaK IIPEAMETHI), CBEYH, AAMIIAABI, KOAOKOAQ, HKOHEI H AP., KOTOPBIE OT3BIBAIOTCA B
HAC CBOEH pPOAOBOIT cyThio. [loaTOMy Tak dWacTto M300pasUTEABHOE HCKYCCTBO

IIPUOETAET K TUM CHMBOAAM.

8.

IToBecTBOBATEABHOCTD B KAPTHHE — TO CBOMCTBO, KOTOPOE BCETAA OTKPHITO
HAITIEMY BOCIIPHATHIO. B aTOM KHBOIICH OAN3KA XYAOKECTBEHHON AHTEpATypE. DTO
CBOMCTBO Oepér cBOoE HauaAo emmé B CpeAHHe Beka, KOTAA H300PaKEHHE CAYKHAO
PACKPBITHIO COAEpKaHUA OMOAEHCKHX TekcToB. Il 3Ty HOBECTBOBATEABHOCTH —
M300pA3UTEABHOE  HCKYCCTBO  COXpaHAET H 1O CEeH AeHb. bamsocts
XYAOKECTBEHHOIO H300pKEHUA M XYAOKECTBEHHOIO CAOBa IIOMOTaeT B
BocupusATuu npousseaeHni uckyccra. A.C. Anxadés mmcaa o ApEBHEPYCCKOM
AUTEPATYPE M €€ IEHHOCTU AAfl HMCKYCCTBA €€ JKAaHPOBOM CHCTEMBI, KOTAQ
CO3AABAANCH TPAAUIHMH B H300paKEHUU BOHMHOB, CBATHIX, MOHapXo0B. «EcTb
OIIpeAeAE€HHAA «3aAAHHOCTb 00pa3ay, a BOT, YTO VAUBHTEABHO: B 9TOH 3aAAHHOCTH
€CThb CBOSl AOTHKA. Tpaauriua He HMAET BOIIPEKH 3akOoHaM IcuxoAorum» (Aoces,
2010).

YeroBeK B APEBHEPYCCKOH AHTEPATYPE BCETAA OBIA YACTBIO CAHMHCTBA. DTO
YYBCTBO BEAMYHA COYETAAOCH B HEM C YYBCTBOM ITATPHOTU3MA, IIPEAAHHOCTH CBOEMY
poay. Pycckas amrepatypa B cymuocTH — rymaHuctudHa. OHa — HEHABA3YNBA, B HEll
€CThb HAa3MAATEABHOCTb, HPABCTBCHHAA OCHOBA, OHA BCETAA TOBOPHAA O BBICIIIHX

IIEHHOCTAX. D LICprI pOAHHT AI/ITCpaTypy 1 MCKyCCIBO, 11 SPI/ITCAI) OIIyImIacT UX B
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M300PA3UTEABHOM CIOKETE, TAKKE, KAK H B AHTEPATYPHOM. POAHAT AHTEpATypy C
HCKYCCTBOM X OOIIME CHMBOABIL, CTPEMACHHE OOOHX BHAOB TBOPYECTBA K
BO3BBILIIEHHOMY, K 0000111eHnI0. OCOOEHHO OAU3OK K PYCCKOI AHTEpATypE HEH3aK,
B HEM Ta KE IIECCHHOCTD M MEAOAUYHOCTb. K HEKOTOPBIM H3BECTHBIM PYCCKHM
IeH3aKaM ~ HECAOKHO — ITOAODPATh  COOTBETCTBYIOILYIO  HAPOAHYIO — IIECHIO,
CTUXOTBOPECHUE HAH MEAOAUIO. [TOAOOHBIM OIBIT IIPEACTABASICT IIPOU3BCACHIEC
BeAHKOro pycckoro xommosuropa M.IT. Mycoprckoro. Fm Obia co3pas muka
doprenmannabx mpec «KapTHHKKA € BBICTABKED ITOCAE ITOCCIICHUS BBICTABKH B
AKaAEMUIH XYAOKECTB. DTH IIbECHI, IBUANCH OTPAKEHIEM TEX OIIYIIICHUH U SMOIIHIA,
KOTOPBIC IIPOOYAUAN B KOMIIO3UTOPE IIPEACTABACHHBIC KAPTHHKH.

VckycctBO  BCErAa  COAPYIKECTBOBAAO € AMTEPATYPOH, W 3a9aCTyIO
HAAFOCTpAIIUA K KAKOMY-HHOYAb IIPOM3BEACHUIO CTAHOBHAACh CO BPEMEHEM
CAMOCTOATEABHON KapTUHOW. MBI 9yBCTBYEM 3Ty AMTEPATYPHOCTB, CTOS IIEPEA
KAPTHHOH M, IIBITAACh IpounTath €€ Kkak kHury. Ham Bceraa Oamska croxkerHas
AUHHSA B :KUBOIIUCH. PyccKuii 94eAOBEK, BCEIAA HCKAA B JKH3HU YKAQAQ, OITIOPBI ITOA
Horamu. OH 4eAOBEK AeATEABHBIH. V] B croikere OH HIIET 3TO AEHCTBHE, KOTOPOE
IPUCYTCTBYET BHAHUMO, HAU HE3PHMO, IIOAPA3yMeEBasd HE TOABKO (PH3UUECKYIO
ACATEABHOCTD, HO W AYIIEBHYIO. Aa U IOHHMaHHUE IIPEKPACHOTO Ha Pycu HuKOTrAa
HE OBIAO OTBAEYEHHBIM, OHO TOMKE BCETAA COOTHOCHAOCH C Y€AOBEKOM, C IIOAB3OH,
¢ boxpum MHPOM, CO3AAHHBIM KPAaCHBO H PallHOHAABHO. KaprTuHa, coaepiKarias
IIPOCTYIO CLIEHY OEACHUA XOACTA, AU IIOKOCA, MOKET OIIYINATHCA HEOOBIKHOBEHHO
KPACHBOMH, TAK KaK OHA IIOBECTBYET HE TOABKO O TPYAE, 4 O TAPMOHUU YEAOBEKA U
HPUPOABL. AaiKe IIEH3aK, IIOAPA3yMEBAET 9TO IIPHUCYTCTBHE YEAOBeKa. /\nTeparTypa
TOKE ODAAAAET CBOMCTBAMU KAPTUHBL B AHTEPATYPHBIX IIPOU3BEACHUAX MOKHO
BCTPETUTD IIPEKPACHO HAIIMCAHHBIA CAOBECHBIH IIOPTPET, HAU HATIOPMOPT. A Kak
IIPEKPACHBI IIECH32KHU, XYAOKECTBEHHO BOCIIPOU3BEACHHDIC HAIIINMU ITHCATCASAMU K
rosTamu! ZKUBOIIHCh U AUTEPATYPY POAHAT U OOIIUE XYAOMKECTBCHHBIC CTHAH: HE
TOABKO PEAAU3M, HO U CIOPPEAAU3M, HIMIIPECCHOHU3M.

CTHAB BCEIAA CAYIKHA HEKHM KAHOHOM, KOTOPBIM IIOMOTaA Pa3HBIM BHAAM
HCKYyCCTBA COAPY/KECTBOBATH K COCyIeCcTBOBaTh B eamHCTBe. CTHABD — BCErAa
OTPaKaA TAABHYIO HACIO TOCYAAPCTBA, OCHOBHOE MHPOBO33PEHHUE CBOETO BPEMCHIL.
OH HOpOKAEH BHYTPEHHEH AOTHKOM Pa3BUTHSA 9TOTO rocyAapctsa u popMupyercs
IIOA BO3ACHCTBHEM HCTOPHUYCCKUX, JKOHOMHYCCKUX, I€OTPapHYIECKHX K Ap.
IpeArocbIAOK. OH, Kak Obl HAIIOAHACT BCE CAMHBIM AYXOM, CAHHBIM OOIIM
CMBICAOM. BaxkeH Am cruap mpu BocmpuAtun sxuBomucu? Hecomuenno. Ora
CTHAEBAs OCHOBA OYCHD OIIYTHMA B KAPTHHE, OHA CPA3y HAIIPABASCT HAIIH MBICAU

1 OINyIIICHMA B HY>KHOC pYCAO. Mp1 He MOKEeM HE COIAACUTHCS C TCM, 9TO CypOBbeI
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CTHAb B COBETCKOH :xmBomncH u KpuTHdeckuil peaAmsM AEHCTBYIOT Ha HAC
OAMHAKOBO. Takke, CTHAEBBIE OCOOEHHOCTH XYAOKHHKOB —aBaHIAPAHCTOB
BOCIIPHHUMAIOTCA 3PUTEACM HHAYe, YeM, PYCCKHH HMMIPECCHOHU3M. EAHHCTBO
CTHAS IOMOTA€T OPTAHU30BATHCA U 3PUTEAFO, HACTPOUTHCH, TAK CKa3aTh, HA HYKHYIO
BOAHY. Beeraa HaAmdme ctuasi OBIAO OTPAKEHUEM PACHBETA KYABTYPBL, U B TO K€
BpeMs, 3TO OTPAKEHHUE KUBOU CBA3H HMCKYCCTBA C TOCYAAPCTBOM, CO CBOEH 3ITOXOM.
[Touemy coBpeMeHHOE WCKyCCTBO, HMHOTAA TaK TPYAHO AAA HAIIIETO
BocupusATusas? OHO, B OOABIIMHCTBE CBOEM, ABAICTCA OTPAKCHHUEM KPAHHErO
CYOBEKTHBU3MA, IIOTEPAHHOCTH B OKPYKAIOIIEH ACHCTBHTEABHOCTH, HEKCAAHUSA
KaK-TO BO3AEHCTBOBATH Ha 9Ty ACHCTBHTEABHOCTb. DTO M OAHOBPEMEHHO YXOA OT
TPAAULIHH, B TAYOMHHOM IIOHHMAHHH 3TOrO cAoBa. O KakoM MHPOBO33PEHHN
MO?KHO TOBOPHTb, €CAU COBPEMEHHBIN YEAOBEK YK€ AABHO IMEET ACAO HE CTOABKO

C MHPOM PEAABHOCTEN, CKOABKO C MIPOM CHMYAAKPOB?

3akarouenue

B 3axkaroueHIN HECOOXOAMMO OTMETHTD, YTO BOCIIPUATHE HCKYCCTBA — AYXOBHASA
ACATEABHOCTD Y€AOBeKa. BocupuHnMas n300pa3uTeABHBIEC €rO BUABI, MBI BKAIOYACM
BCE HAIIIN YYBCTBA, HO 9TO, TOABKO IIEPBBIN 3TAIl 9CTETHIECCKOTO MO3HAHNA. UyBCTBO
HCKYCCTBA TAYOOKO HHAMBHAYAABHO. Uem OoAee pasBUTa HHAHUBHAYAABHOCTB, TEM
OHO rAyOse. BoT Toraa u mpoucxoauT B3aumooborarenue. VckycctBo craHOBUTCA
AASl I€AOBEKA HE TOABKO (POPMON 3MOIIMOHAABHOIO HACAQUKACHUA, HO U POPMOMH
rrosHaHuA. KamAplil 13 HaC MMEeT CBOE YHHKAABHOE ITO3HAHUE PeaAbHOCTH. B aTom
KPOETCA U HEKOTOPas Pa3OOIIEHHOCTb, OTYYKACHHOCTb YEAOBEKA, HO HCKYCCTBO
MOJKET YCTPAHATD 3Ty Pa3oOIeHHOCTh. CIIOCOOHOCTh BOCIIPHUATHA ITPOU3BEACHHA
HCKyCCTBA AAHA YEAOBEKY BMECTE€ CO CIIOCOOHOCTBIO K XYAOKECTBEHHOMY
TBOPYECTBY.

UyBcTBO, KOTOPOE B AAHHOM CTAThE HA3BAHO «IYBCTBOM HCKYCCTBA» CBA3AHO
HMEHHO C 9TOH CIIOCOOHOCTBIO BOCHPHATHA. DTO CIIOCOOHOCTH YEAOBEKA
BOCIPHUHIMATDh XYAOMKECTBEHHBEI 00pa3, Kak OCOOYIO HAEAABHYIO PEAABHOCTS,
AAHHYIO HaM B OILYINEHHAX. AAHHOE YyBCTBO CBA3AHO C HAIIIMM HACTOSIIIUM, OHO
SK3UCTCHITNAABHO U OAHOBPEMEHHO AAET BO3MOKHOCTH (DEHOMEHOAOTHUYECKOTO
rrosHaHuA. OHO IPUHAAAEKUAT YEAOBEKY H YEAOBEYECTBY OAHOBPEMEHHO, OTKPHIBAA
HAM IyTb, YEpPEe3 AHYHBIC OINYIIEHUA, K BCEOOINEMYy EAHHOMY AYXOBHOMY
IIPOCTPAHCTBY KyABTYPBL. Ero CBA3h ¢ HAIIEH MHAUBHAYAABHOCTBIO HECOMHEHHA, C
HAIIIIM BHYTPEHHUM 3MOLHOHAABHBIM U HHTEAACKTYAABHBIM OOraTcTBoM. YyBCTBO
HCKyCCTBA ODAAAACT, KAK U BCE OCTAABHBIC UYBCTBA, HCOOXOAUMBIM CBOMCTBOM H

ycAoBHEM cymectBoBaHUA — cBOOOAOH. A.D. AoceB mmcaa B «Amasexruke
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XYAOKECTBEHHOI (POPMBI» O YYBCTBE B IIEAOM, UYTO OHO E€CTh «TOKACCTBO OBITHA U
HEOBITHSA, OOYCAOBAUBAIOIIUX OAHO APYIO€ IIPH IIOAHOII COOCTBEHHOM CBOOOAE»
(T'perpaxos, 2001).

[Ipomecc BOCHpHATHA HCKYCCTBA IIOAKAIOYAET U TAKAE BO3MOMKHOCTH
YEAOBEYECKON IICHXHKH, KAK CHHECTETHYHOCTb, oMmartuf. HeBosmoxkuO aAaike
IIPEABHUACTD, KAK OYACT Pa3BHUBATHCA CIOKET KAPTUHBI B HAIIEM CO3HAHUU ITOA
BAUAHMEM ANYHBIX BOCHOMI/IHaHI/II;‘I, BOO6pa}KCHI/IH, AKHU3HCHHOIO H KYAbTypHOFO
OIIBITA.

UyBCTBO MCKyCCTBA CBA3AHO C HAIIICH HAIIMOHAABHOM IIPUHAAACKHOCTBIO, TAK
Kak, BCE HCKycCTBO ocHOBaHO Ha Tpaanmuu. A.C. AuxauéB MHOTO BEICTYITAA U IIHCAA
Ha TEMY 9KOAOTHH KYABTYPBL. B OCHOBY 9TOH TeOpHuH UM OBIAA IIOAOKEHA MBICAD O
HEOOXOAUMOCTH COXPAHCHUSA HE TOABKO OMOAOTHYECKON CPEABI HAIIIETO OOMTAHMA,
HO U CPEABIL, CO3AAHHON KYABTYPOHM €ro IPEAKOB M UM camuMm. llpm stom oH
IIPU3BIBAA K COXPAHEHHUIO KYABTYPHOI'O CAMHCTBA YCAOBEYCCTBA, IIPH COXPAHCHUN
HAIIMOHAABHBIX OCOOCHHOCTEH KyAbTYpbl. HanmonaapHOE B HM300pasHTEABHOM
HICKYCCTBE OTPAKACTCA U B CBA3K IIOCACAHETO C POAHOHM AUTEPATYPOIL.

Cefigac, KOrAa B HCKYCCTBE HAITMOHAABHAS TPAAUIIHA YTPAYMUBACTCHA, B BHAY
HEITOHUMAHUA ¢€ IIEHHOCTH, KAK AASl BCETO HAPOAQ, TAK U AASl OTACABHOI AYHOCTH,
ITOABAAIOTCA IIPOU3BEACHUA TAK HA3BIBACMOM KOHIICIITYAABHON JKUBOITHCH. AAA
9TUX paboT HE TOAMTCA IPHUBCACHHBIN 3ACCH APCEHAA CPEACTB BOCIPUATHSA.
KonegHO, MBI MMeeM BH3YyaABHO IIPEACTABACHHOE HAM IIPOM3BEACHHE, B CBOEM
KOAOpPHTE U CIEeU(MUIECKOH KOMIIO3UIINN, HO KaK PACCMATPUBATH 3TO UCKYCCTBO
Aaabirre? COIPOBOAUTEABHBIX TEKCTOB, KPOME CYILECTBYIOILEIO HA3BAHUA KAPTHHBI
— HeT. CAOKHOCTD 3A€Ch IMEHHO B 9TON CYOBEKTUBHOCTH, KOTOPAS BEIPAKACT ceO1,
HE paccunTeBasg Ha AHAAOT. [Ipy aTOM He crOMT 320BIBATH, YTO HCKYCCTBO BCEIAA
CYILIECTBYET B CBOEM BPEMEHH U BOSHHKHOBEHIE €O HE CAYYANHO.

CeroaHs IHOABAAETCA HOBOE HCKYCCTBO, CBA3AHHOE C  OTKPBIBIIUMUCH
BO3MOKHOCTAME HHIMpoBoro nsodpakenus. Heapss orpumaTs, 910 9TO HCKYCCTBO
CHABHO  BO3ACHCTBYeT  Ha  3PUTEAf, €O  OMOLHMOHAABHOCTH  CBOCH
danTactuanoCTRIO, crrerpddexkramu. Ho mpu 2TOM BO3HHKaeT eCTECTBEHHBIH
BOIIPOC, HACKOABKO HEOOXOAHMBI TEIIEPb IIOTPEOUTEAIO TAKOIO HCKYCCTBA €ro
SMOIIMOHAABHBIC M MHTEAACKTyaAbHBIC 3HAHNA. CyIIIECTBOBAHHE TAKOIO HCKYCCTBA
BO3MOKHO C TOYKH 3PEHHA APYTOTO €ro HA3HAYCHHUA — KaK UIPel. OAHAKO HEAB3S
3a0bBATH M O APYIHX BO3MOMKHOCTAX  HCKyCCTBA, HAIIPABACHHBIX Ha
COBEPILIEHCTBOBAHNUE YEAOBEKA, O €rO HA3HAYEHHH — CIIOCOOCTBOBATH HAIIEMY

BO3BBIITIICHUIO, B TOM 9 CAC BO3BBIIIICHHUIO HAIITIX YYyBCTB.
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3aKOHYUTh XOTEAOCh OBl cAOBamu VIpmHBI AAEGKCAHAPOBHBI AHTOHOBOH,
aupekropa locyaapcrBeHHOrO Mysed wn300pasuTeAbHBIX HCKycctB nM. A.C.
[Tymmkmaa, coBcem HeaaBHO Hac nokuHybImen. M.b. IImorposckmit HasBaa eé
CHMBOAOM MY3EHHOIO AcAa XX Beka. boAbImmas moAoBrHA €€ :KU3HU ObIAA CBA3AHA
C ’KH3HBIO My3es, KOTOPBIM OHA 3aBEAOBaAd. € MOHMMAaHME MCKYCCTBA BBEIACPKAAO
posepky BpeMeHeM. OHa TOBOPHAA, YTO HAIIIE BOCIPHUATHAE UCKYCCTBA 3aBHCHT HE

OT YPpOBHSA IIOAI'OTOBKH, 2 OT TOTO, 9YTO MBI 9yBCTBYCM B AaHHbeI MOMCEHT.
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Vliv postmodernismu na vyvoj uméni v 21 stoleti

Anotace:

V dnesnim svéte cloveka obklopuje nekonecny proud dat, ktery je casto obtizné kontrolovat.
Nicméne, explicitné nebo implicitné, tento proud nds ovliviiuje: prostfednictvim reklamnich
obrazku, zbozi v obchodech, internetu a televize. To tedy pfinasi obrovsky otisk naseho pohledu
na svét a vniman{ svéta nejen na domaci urovni, ale i na drovni vaimani soucasného umeéni. V
clanku je provedena srovnavaci analyza vlivu ideji a filozofie postmodernismu na transformaci
umeni 21 stoletf z hlediska formovani pozitivnich a negativnich trendu ve vyvoji moderniho umeéni.
Autofti k zavéru, ze postmodernismus se v kombinaci se zménami ve svétové politice, zaméfenym
na trvalé informacni tlak a oOesamauBanne osobnosti, tak transformuje uméni, ze jeho nejnovéjsi
formy a trendy, které mohou znicit samotnou klasickou koncepci ument, ktera si klade za cil odrazet
individualismus a mnohostrannost cloveka. Technologicky vyvoj v dusledku filozofie
postmodernismu je pfipraven jak rozvijet uméni na nové urovni, tak znicit jeho ucel.

Klicové stova:
postmodernismus, uméni, transformace, evoluce, Nietzsche, Groys, Heidegger, Krauss, Benhabib.

Introduction

In the modern world, a person is surrounded by an endless stream of data,
which is often difficult to control. However, whether explicitly or implicitly, this flow
has an impact on us: through advertising images, products in stores, the Internet and
television. So, this leaves a huge imprint on our worldview and perception of the
wortld not only at the everyday level but also at the level of perception of modern art.

Post-modern art undoubtedly leads to a dialogue with the viewer. However, at
a certain stage, there may be a lack of understanding of the meanings or rejection of
the forms of modern art objects. Immediately follows a negative reaction: denial or
rejection. It is at this point that the problem arises: how to interpret what the viewer
has just seen.

Consequently, there is a need to rethink postmodernism as the basis for the
transformation of art in the late 20th and early 21st centuries. The relevance of
understanding is also generated by the question of the opposite views on modern art
of the 21st century, a deep criticism of modern and ultramodern trends in painting,
sculpture, graphics and other areas.

Postmodernism is the period in art that followed the dominance of modernism

in the theory and practice of culture. This trend, which arose in the middle of the
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20th century, ideologically united many contemporary artists. It is directly connected
with scepticism, irony, and philosophical criticism of universal truths and objective
reality. The very term “postmodernism” was introduced into use by Jean-Francois
Lyotard in his work “The Postmodern Condition” (1979), in which the idea of a
“language game” was played out. Proposed by the Austrian Ludwig Wittgenstein, the
idea was that different groups of people use the same language in different ways —
and this, in turn, can lead to the fact that they will look at the world in completely
different ways (Post-Modernism, 2014).

Postmodern art is a body of art movements that sought to contradict some
aspects of modernism or some aspects that emerged or developed in its aftermath.
In general, movements such as intermedia, installation art, conceptual art and
multimedia, particularly involving video are described as postmodern. There are
several characteristics which lend art to being postmodern; these include bricolage,
the use of text prominently as the central artistic element, collage, simplification,
appropriation, performance art, the recycling of past styles and themes in a modern-
day context, as well as the break-up of the barrier between fine and high arts and low
art and popular culture (Bertens, 1997).

Postmodernism describes movements which both arise from, and react against
or reject, trends in modernism (Krauss, 1986). General citations for specific trends
of modernism are formal purity, medium specificity, art for art’s sake, authenticity,
universality, originality and revolutionary or reactionary tendency, ie., the avant-
garde. However, the paradox is probably the most important modernist idea against
which postmodernism reacts. The paradox was central to the modernist enterprise,
which Manet introduced. Manet’s various violations of representational art brought
to prominence the supposed mutual exclusiveness of reality and representation,
design and representation, abstraction and reality, and so on. The incorporation of
paradox was highly stimulating from Manet to the conceptualists.

The status of the avant-garde is controversial: many institutions argue being
visionary, forward-looking, cutting-edge, and progressive are crucial to the mission
of art in the present, and therefore postmodern art contradicts the value of “art of
our times”. Postmodernism rejects the notion of advancement or progress in art per
se, and thus aims to overturn the “myth of the avant-garde”. Rosalind Krauss was
one of the important enunciators of the view that avant-gardism was over, and the
new artistic era is post-liberal and post-progress (Krauss, 1986). Griselda Pollock
studied and confronted the avant-garde and modern art in a series of groundbreaking

books, reviewing modern art at the same time as redefining postmodern art (Pollock,

1999).
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The depth of the subject comprehension and the metaphysics of the modernist
artists were contrasted by superficiality, irony and the gesture art. Postmodernism
allowed artists to criticize everyone and everything, destroy the old foundations of
painting, deny the tastes of the public. Neo-Dada and pop art appeared in post-war
America, and over the next several decades, reactionary art forms called to live such
trends as minimalism, conceptual art, performance art, and video art (Pegrum, 2000).
All of these movements of postmodernism, diverse in their essence and form, have
common characteristics, such as a mixture of hierarchies of high and low art, a
rejection of the concepts of authenticity and originality that are characteristic of
modernists, emphasizing entertainment, irony and playfulness (Post-Modernism,
2014).

Thus, it should be said that Postmodernism plays a fundamental role in the
formation of the art of the 21st century as an Era of Art Rebellion, which changed
the philosophy of new generations given unique freedom of thoughts to reform
classic of Modernism. Totally, humanity has come to digital technologies, which

transformed all kinds of art.

1. Philosophical understanding of postmodernism

A distinctive feature of postmodernism is the belief that it is impossible to
explain the structure of the world as something full-fledged, developing according to
certain laws and available for theoretical study.

Another feature of postmodernism is its innovative orientation.
Representatives of postmodernism believe that it is an important stage in the
development of European culture, the period of late capitalism, and post-industrial
society. This is due to the emergence of the postmodern era in developed countries
in the second half of the 1960s, that is, the rapid transition from an industrial society
to an information one. It is then that the latest electronic technologies begin to
develop, which formed the basis of postmodern culture.

The pathos of innovation and radical anti-traditionalism of postmodernism is
explained by the fact that even at the very beginning of the world postmodern
movement in the 20th century, the idea was repeatedly expressed that the current
stage is fundamentally different from everything that history has previously known.
The modern culture was conceived not as a new phase of evolution, but as something
unique, incomparable. Postmodernism has further intensified and sharpened this
radicalism, as a result of which the characterization of modern reality as a ‘post-

culture’ has become widespread.
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For postmodernism, the Nietzsche treatise On Truth and Lie in an Extra-Moral
Sense 1% where he introduces a systematic collection of philosophical concepts
® important. In this text, the philosopher hypothesizes that scientific concepts are
chains of metaphors frozen in generally accepted truths. Nietzsche believed that
reality is not an ordered, objective and law-like entity, but a continuous stream of
being in the process of becoming. Man is not able to know it, and those laws that
help to describe cause-and-effect relationships in the world are nothing more than a
fiction, always aimed at the sphere of practical interests (Kaufmann, 1974).

Heidegger continued Nietzsche’s line, focusing his attention on the study of
reason, which eventually degenerates into reason. Such thinking was considered by
the philosopher to be ‘calculative’, the highest form of which is the technique that
develops against humanism. Humanism, Heidegger believed, invariably becomes
barbarism, in which “the deserts caused by technology multiply”. Heidegger, like
Nietzsche, proceeded from the negation of the ideal, the other world, that is, from
the understanding of reality as being. He also recognized the unity of mind and body,
noting that it is the biological and the animal, not the rational, that is the foundation
of this unity. Heidegger believed that although a person is free, he is ‘thrown’ into
the world, forced to balance between free will and external circumstances. Man, in
his understanding, is not the centre of the world, he is a participant in being, which
is ‘revealed’ to him (Heidegger, 1991).

The postmodern direction of philosophy is based on the principles of pluralism
and relativism, according to which in reality a “plurality of orders” is postulated,
which is not subject to hierarchical systematization. pluralism is the main
distinguishing feature of the philosophical movement. it allows for the simultaneous
coexistence of various points of view. the principle of pluralism is fundamental for
understanding postmodernism and its impact on the identity of a postmodern
person. Relativism in postmodernism is a philosophical doctrine that asserts that all
knowledge is relative and there is no absolute truth, but only truths that a particular
person or culture believes in. Postmodernism holds that any knowledge and values
are relative and conditioned by the situation. The denial of absolute truth or absolute
values is manifested in the philosophical current by the denial of “big narratives”
(“great projects”), distrust of any ideologies; postmodernism calls everything into
question (McGowan, 1991).

In contrast to traditional ontology, the real basis of the world postmodernists
recognizes multiplicity, radical diversity, and in a particularly free, unfettered form of
‘chaos’. The world for postmodernists is not a whole, but a set of fragments, between

which connections are not always established. To characterize this position, there is
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a category of ‘rhizome’, which treats the way of being wholeness as fundamentally
non-structural. Multiplicity and randomness for representatives of the current is a
synonym for vitality, sure evidence of authenticity, non-confusion. Unity is
associated with forced averaging, levelling differences, rationalistic reduction to a
“common denominator”.

From the point of view of postmodernism, the search for the real and true does
not make sense. The specificity of the current lies in the denial of the possibility of
rational explanation and transformation of society. Postmodernism declares that
there is not and cannot be a transcendental (i.e., transcending sense experience) mind;
what people call reason or reason is only an effect of discourse. postmodernists
believe that there are no immediate or indisputable characteristics of the life of
consciousness. Sensations, ideas, concepts and perceptions arise in the environment
of various discursive practices and reflect them.

Postmodernism criticizes the belief in objectivity, which becomes a myth for it.
However, without a meaningful goal and perspective, it is impossible to build
arguments, interpret events, and even just collect data, so the similarity of objectivity,
its replacement in postmodernism, is intersubjectivity, that is, a set of interpretations,
points of view that give the most objective picture as possible.

From the point of view of postmodernism, the rationalism of the modern era
is bringing to the extreme the idea of the transformative activity of the subject, which
entered into an irreconcilable conflict with nature, artificially limited its evolution, as
well as the history of society, the space of human freedom. Rationality, from the
point of view of postmodernists, is opposed to the idea of humanity, that is, the
priority of humanism, the use of all resources to make people’s lives as comfortable
and safe as possible. The absolutization of rationalism contributes to the
dehumanization of the individual and is a source of global dangers, risks, and threats
to humanity. Postmodernism points to a variety of types of rationalism, ignoring
their natural existence. this diversity does exist, but it appears to be qualitatively
different connections due to the transition of human consciousness from one state
to another. Postmodernists ignore the historical development of culture as successive
types of rationality.

Thus, postmodernism served as the basis of rebellious thinking, which society
interpreted as an innovative vision of what exists around. Denial was the reason for
the change. The new need for change gave rise to a rethinking of being.
Reinterpretation transformed art by bringing in new technical developments that

transformed many areas of art and created new directions.
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2. Transformation of art in the 21st century

Creativity is beyond the control not only of society but also of the artist himself.
The gaze of the Other is constantly directed at him, who seeks not so much to learn
the secrets as to recognize their difference, to reduce everything to what is visible to
the eye. However, with the advent of the Internet, the situation changes, since now
the artist appears not as a constructed subject, a character, but as a real person with
certain interests, desires and needs. Thanks to this, the works also acquire a dual
nature: the profane, caused by the presence of the creator, will join the initially artistic
one. It is the emergence of the Internet that deprives the artist of the status of an
extraordinary person. Today, no one is not involved in artistic activities through
virtual space. Therefore, the main criterion of the peculiarity now is not the
difference from others, but from the ability to refuse identification, and therefore
from themselves. Characteristics do not indicate the internal content, but only the
definition by others. So, this is no longer a question of truth, but of power: who has
the right to my identity, me or social institutions? According to Groys ““The politics
of contemporary art is the politics of non-identity” (Groys, 1992) The artist tells the
viewer that he is not the image that can be constructed when looking at the work.
and it is thanks to the internet that the artist can go beyond the prescribed context.

The main dramatic moments in human nature are largely aggravated in the 21st
century. With the growing influence of atheism, people find themselves alone, but at
the same time surrounded by other people. The saturation of the information field
gives rise to a sense of the insignificance of man in the world. The great God who
was the foundation of spirituality in the previous era is disappearing. However, it is
replaced by Another in the postmodern sense. It is other people who are the
restraints of freedom, an obstacle to the fulfilment of their desires. One of the
situations that arise as a consequence is described by G. Bataille in his book Literature
and Evi/ (Bataille, 1973). However, despite its reference, first of all, to literature, this
concept can be applied to any field of art. for him, the difference between humans
and animals is in the ability to break prohibitions. a challenge to existing norms and
mores is understood as an opportunity for work to take place. The creator is guilty
in advance because he contradicts the laws of society. What is this confrontation?
literature belongs to the realm of evil, not in the sense of the absence of morality,
but the proclamation of super-morality. Such Evil does not think about profit, it is
aimed exclusively at the present and at obtaining pleasure. Good is focused on profit,
on well-being, in the future. It is the act of creativity that allows you to get pleasure
but at the cost of breaking with reality. Conventional morality is challenged since its

conventional attitudes are always lower than personal super-morality. The value of
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impulse is opposed to reason. Of course, modern art at its best is just such an Evil.
The artist always belongs to the world of childhood and sees the falsity in the life of
society that unfolds around him.

Art is one of the many communication systems inherent in a person, which
makes it related to natural language. the most important thing in understanding a
language is to avoid understanding it as code that accurately conveys information. In
reality, a language is a complex form of interaction, which implies a connection
between the meaning of the speaker (the created work) and the system of
understanding of the recipient. Speaking about the importance of language in the
process of understanding and interaction, it is important to avoid the trap that
poststructuralism is primarily responsible for creating. It consists in the fact that the
metaphysical idea of the existence of a transcendental foundation has been replaced
by the interpretation of human existence as built on language, text, and
communicative practices. The situation in which contemporary art is located largely
demonstrates the mechanism of action of this trap. Art, as mentioned above, fell
silent. However, the works must still be presented to the audience. So, the result of
this was the close dependence of the work of art and text framing in modern practice.
Boris Groys writes that art has become a commentary on art. The text becomes a
kind of clothing that presents art to the viewer. This framing of the unspoken into
words should relieve tension, make the perception more pleasant and understandable
for the viewer. Therefore, in the modern system of exhibiting art, the critic becomes
one of the most important elements. However, its function is fundamentally different
than it was during the existence of classical art forms. Then the critic spoke on the
side of the public, talking about the value or lack of it in a particular work. now he is
on the side of the artistic environment. however, this leads to an even greater
confrontation between the critic and the artist. the artist believes that the text scares
the viewer away from the work, hides and blurs its true content. therefore, often, the
artist himself becomes a critic, trying to fill the void between the work and the viewer
through the text. but in the absence of uniform aesthetic criteria, the public does not
trust critics whose point of view is subjective. but he does not trust his taste, so he
does not have an unambiguous basis for its formation (Groys, 1992).

Like sociality itself, art is now discursive. Production in it does not depend on
any structures (such as art institutions), but primarily on direct relations in society. It
does not have a centre that was associated with the dominant direction, school, or
dominant region. In the absence of clear criteria, no framework would allow us to
say whether the work belongs to art or any other field. It exists precisely in its

openness and variability.
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Theories of multiculturalism are becoming very important for understanding all
spheres of human life in the realities of globalization. In his works, S. Benhabib
questions the universalist or, on the contrary, relativistic views on the culture that
prevailed in philosophical circles. It puts forward the idea of a complex
interpenetration of cultures, both among themselves and within each cultural area or
individual. Her thoughts are also transferred to contemporary art. Just as it is not
necessary to use some universalist statements about the general nature or possibilities
of the same cognitive research in reasoning about man, so it is also necessary to use
art. It can no longer be said that all artists are trying to bring a single meaning since
the field of their ideas is very large and is not limited to a single cultural or aesthetic
tradition (Benhabib, 2002).

Like cultures in a global world subject to constant interaction, the types and
genres of art no longer exist on their own. pure genres are disappearing, as are pure
languages and nations, which are now more of an imaginary construct. This diversity
reflects a changed view of a difference that is no longer considered marginal, needing
to be clearly defined or isolated. Finally, concerning contemporary art, as concerning
phenomena belonging to other cultures, the main thing is interaction. People are very
multi-faceted in their perception, as a rule, their result of interaction with something
else does not belong to the extreme of full acceptance, nor the extreme of the desire
for destruction inherent in mainly totalitarian cultures. The basis of multidimensional
dialogue primarily is the ability of a person to change. Therefore, the beginning of
understanding the works of modern art, as well as any unknown phenomena
belonging to other cultures, primarily is the rejection of categorical judgments that
put themselves in opposition to the other. Since due to the lack of integrity of the
cultural field and the identity of a person, in any seemingly different one can find a
correspondence to the familiar. Fundamental untranslatability, within the framework
of such an understanding, is considered an illusion, since the very fact of judgments
about another culture or new trends in art already indicates their identification and
acceptance (Kutlunina, 2018).

Thus, postmodernism, combined with changes in global politics aimed at
constant information pressure and depersonalization of the individual, so transforms
art that its latest forms and trends can destroy the very classical concept of art, which
is designed to reflect the individualism and versatility of man. Technological
evolution as a result of the philosophy of postmodernism is ready both to develop

art at a new level and to destroy its purpose.
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Conclusion

In conclusion, it should be noted that postmodernism has played a significant role
in shaping the art of the 21st century. The philosophy of negation of the existing and
need to create a new one gave rise not only to pop culture of the second half of the
20th century but also contributed to the formation of fundamentally new thinking in
art, i.e., the thinking of constant innovation and the insufficiency of what has been
achieved.

At the initial stage of transformation, art received a new qualitative push, which
gave rise to new types that actively used the achievements of science and technology
— computer graphics, 3D modelling, holography, the use of new materials, the
development of new technologies and techniques. The person was able to realize
their ideas in the most realistic form.

However, it should also be noted that at the next stage of transformation, art
faced a relatively rapid achievement of certain limits of the use of technology, while
maintaining the need for postmodernism in constant improvement and evolution,
denying the relevance of the existing one. What was created at the initial stage
gradually becomes ‘classic’ for postmodernism. Consequently, the transformation
begins to go deeper and deeper into itself already in an unmanageable trend, which

gives rise to a conflict of vision and values of art, which is amplified.

References:

Bataille, G.A. (1973). Literature and Evil. Alastair Hamilton, Calder & Boyars Ltd.

Benhabib, S. (2002). The Claims of Culture. Princeton University Press.

Bertens, H. (1997). International postmodernism: theory and literary practice. Routledge.

Clark, M. (1990). Nietzsche on Truth and Philosophy. Cambridge: Cambridge University
Press.

Groys, B. (1992). The total art of Stalinism: avant-garde, aesthetic dictatorship, and beyond.
Princeton, N.J.; Oxford, Princeton University Press.

Heidegger, M. (1991). Nietzsche. Translated by Davis Farrell Krell. Harper San Francisco,
Harper Collins.

Kaufmann, W. (1974). Nietzsche: Philosopher, Psychologist, Antichrist. Princeton
University Press.

Krauss, Rosalind E. (1986). The Originality of the Avant Garde and Other Modernist Myths.
Part 1. Modernist Myths. The MIT Press.

Kutlunina, E.V. (2018). The problem of understanding contemporary art. New Ideas
in Philosophy: Materials of the 4th International Scientific Conference (St Petersburg, July
2018), 14-20. St Petersburg: Svoe Izdatelstvo.

European Scientific e-Journal — Issue 4 (4) — December 17, 2020



McGowan, John P. (1991). Postmodernism and its Critics. Cornell University Press.

Pegrum, Mark A. (2000). Challenging Modernity: Dada Between Modern and Postmodern.
Berghahn Books.

Pollock, G. (1999). Differencing the Canon. London & N.Y.: Routledge.

Post-Modernism (2014). Retrieved October 12, 2020 from

https://artchive.ru/en/styles/postmodernism

European Scientific e-Journal — Issue 4 (4) — December 17, 2020


https://artchive.ru/en/styles/postmodernism

DOI: 10.47451/ art2020-11-004
Romina Boldasu
Associate Professor
Acting Department
National University of Theatre and Film “I.L. Caragiale”
Bucharest, Romania
E-mail: romina.boldasu@unatc.ro

Theatre Semiotics in the 21st century

Abstract:

The role of the actor has been in continuous change across time. Therefore, the teaching paradigm
needs to be transformed in order to meet the 21st century needs and interests. Theatre is not only
an aesthetic tool in contemporary society but also an instrument in transmitting social, political and
cultural information. The body of the actor contains within itself a system of verbal and non-verbal
communication mechanisms that one must master in order to create dialogue across the globe. The
author concludes that in the contemporary world, countless systems of communication are
integrated which are subject to interpretation. Spoken language can be interpreted differently by
people from different cultural contexts; that is why, through the training proposed in the present
research, the actor can communicate and interact freely, without fear of being misunderstood
through body language.

Keywords:
theatre, art, acting communication, embodiment, physical, training, gesture, language, system,
culture, expressivity, human dynamics.

Romina Boldasu

Profesor asociat doctor

Departamentul Arta Actorului

Universitatea Nationala de Arta Teatrala si Cinematografica
Bucuresti, Romania

E-mail: romina.boldasu@unatc.ro

Semiotica Teatrala in secolul al XXI-lea

Abstract:
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sa se transforme pentru a intalni nevoile $i interesele propuse de secolul al XXI-lea. In societatea
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oferite in acest studiu, actorul poate comunica $i interactiona liber fird teama de a nu fi inteles

gresit de limbajul corpului.
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Introduction

The art of theatre, throughout time, has undergone a trajectory of evolution
and transformation in order to meet the need of humanness. Society has gradually
changed its rules of functioning. This fact has generated the metamorphosis of
theatrical manifestations with a view to continue the process proposed by the social
and political order or, on the contrary, in order to distance itself from these imposed
rules.

The artist has always been regarded as the one with the courage to eliminate the
rule, to oppose concepts governed by the cannon of ought to. The attitude towards
the art of theatre has transformed over centuries and with it the performance spaces
have changed, along with the power of the dramatic art to have any influence in the
wortld. The body of the actor remained a constant despite the changes that occurred,
it’s only the way it is perceived that has altered. This is an opportunity for the
theatrical researcher and the contemporary artist to study the rapport between the
actor’s body and the world with a view to concoct a training that is adequate to the
situation and the function of the art of theatre and of the 21st century. The individual
functions based on the connections between systems, as a mechanism would. In the
study of human dynamics, an intersection in the analysis of the psycho-physical

systems takes place.

The study material

The techniques which refer to the development of specific attitudes of actors
using their body as a trigger, such as the one based on individual somatic (Eugenio,
2003), were formulated long ago in institutions and theatrical research centres all over
the world. The study of the actor’s art involves a careful and applied investigation of
human behaviour. Desmond Mortis claims, “As a species, we can evolve technically
and philosophically, but we have not lost the animal characteristics of being
physically active.” (Desmond, 2002) He analyses in detail the evolution of the human
species, starting from the investigation of the way in which the human being acts.

Morris spots in each corporeal action a repetitive sequence (posture — movement)
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and a pattern typical of corporeal unity named fixed action pattern. The human body,
created millions of years ago, developed movement patterns. The analysis of these
patterns both historically, anthropologically, and scientifically, helps the actor
understand human behaviour.

Knowing the way, in which an individual acts are, the process of transformation
of the gesture in action and then back into physical dramatical action allows the actor
to shape their existence with more certainty both on stage as well as in the rehearsal
room. The analysis of animal rituals, e.g., can inspire an actor in the development of
their corporeal vocabulary and helps them understand behavioural reactions of
people, such as selflessness. Desmond Morris analyses where the idea of self is
situated in an individual’s selfless actions, since “as human beings are animals whose
predecessors won the fight for survival throughout the history of evolution, they
cannot be genetically scheduled to display sincere selflessness” (Desmond, 2002) and
yet people do act this way. A researcher, biologist, painter and author of the well-
known study on the evolution of human over time, The Naked Ape (Desmonds,
1967), he sees the body as a container carrying the genetic peculiarities of the past
generation. Thus, the human is the one who tries to protect this valuable content
from self-destructing over its lifetime.

This view, borrowed by the actor, determines them to treat the body not just as
an action vector, but as a system connecting the past to the present. Through selfless
behaviour, which is the most visible within the human physical action, humans
managed over time to survive climate change, attacks form other species, and natural
disasters. The care towards one’s peers lead to the construction of a functioning
structure in which the individual would obey the rule of the group and at the same
time, would take care of their own existence. Explaining human behaviour paves the
way for defining the art of theatre. Vakhtangov supports the idea of theatre as a
group art, as “a brilliant actor is not theatre; they are a monster, a miracle. To prefer
a good actor instead of an entire company means to negate the very essence of
theatre; the concept of theatre includes the notion of collective” (Malaev-Babel,
2011). In the analysis of the actor’s body in different environments and situations,
we propose that they be observed not privately, but in the course of collateral
training. Empathy, as a physiological group process, can also be observed on bodily
level.

In the context of the technological wotld, the work methodology of the actor
must contain this link between scientific and technical analysis and the one of a
creative, empirical nature. Stanislavsky applies psychological principles in theatre in

an original manner: “The Psychotechnique, the mental technique that Stanislavsky
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summed up in the term ‘perejvanie’, is not limited to the actor identifying themselves
with the presumed feelings and emotional states of the character. It can, of course,
be used with the purpose of offering to the spectator’s gaze a ‘verisimilitude effect’,
the illusion of witnessing a real slice of life. But it brings up a general and essential
issue: no matter what the aesthetics of staging, there must be a rapport between the
score of physical actions and the ‘under-score’, the benchmarks, the inner
mobilisation of the actor. It is, in other words, the issue of the body-spirit, of the
psycho-physical global-ness of action.” (Martha, 2009) The problematics of the body
is analysed in the context of the development of work systems that function on a
unitary as opposed to a fragmentary level. The effect of verisimilitude that Eugenio
Barba talks about is conveyed through the means of the body both on a sensorial, as
well as on a neuronal and physical level.

Mihai Ralea, in his description of the model of the successful person, suggests
that “another element, which is favourable to the access of a personality on the
success ladder and which depends upon the individual, is a psychological aptitude
which consists of long-lasting patience, of tenacity, of the will with which they pursue
something.” (Ralea, 1972) A successful actor trains this ability during the training
hours proposed by the present research. The capacity to be resilient to change, to
adapt to novelty only in order to function artistically, the patience to work with
partners and the availability to understand them are elements that can be developed
along with the concentration of attention on the body of the individual. The
aesthetician also defines the term “expressivity” as the quality of an individual having
a “will to influence, to communicate, which often becomes a propaganda, and to
display, to isolate one thing, to frame it so that all the look of society would converge
on it” (Ralea, 1972).

The term “expressivity” thus suggests the idea of an individual who is capable
of manipulating, charming, coordinating a group with a view to them adhering to a
unanimous belief. The emergence of the term Physical Theatre, approximately thirty
years ago, generates a change in the discourse on the art of theatre. Even though it
was not called that in the past, the concept of physical theatre is approached by
militants of new forms of theatre such as Brecht, Meyerhold, or Artaud. Peter Brook,
mentioned by Simon Murray and John Keffe in their critical work on physical theatre
as a method of combining classical theatre and dance, state that “being physical in
theatre means, apparently, being progressive, fresh, current, risqué” (Brook et al.,
2016). Also, physical theatre implies the distancing from the old forms of theatre,
static theatre, called “dead” by Peter Brook. The new approach in decrypting and

developing the 21st century actor is based upon an interdisciplinary vision, which
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involves both connecting arts, as well as exact sciences, such as medical research,
sports, and even neuroscience. If the relationship between the dramatic text and the
performance composition diminishes due to the emergence of the new forms of
language, of movements and gestures, then the phrasing of a new work strategy is in
order. The nature of the actor’s body must be modified, updated, just like a software,
with a view to developing the capacity of embodying and physically articulating
within an artistic dialogue. The other pole of communication is often different and
varies both culturally and economically. The term embodiment, encompasses this
complex mode of approaching the art of the text. The actor’s capacity to embody
involves their availability to build a physical connection with any type of spectator
and to preserve the message of the dramatic text authentically. During the last few
years, the connection between body and mind within the actor’s art has been analysed
both by neurologists as well as by theatrical theoreticians and practitioners.

Rick Kemp mentions, in his work Ewbodied Acting, that what leads to the
consolidation of a dramatic character is this very process of connecting the mental
‘I” with the body. The theatre actor and the director refer to the physical instruments
of the actor as means of activating the creation process. He concludes that
“imagination is much more easily stimulated through physical activity.” (Malaev-
Babel, 2011) Embodying involves the approach of creativity through the means of
senses, and thus the ability is developed to tell a story both through the means of the
body and the word. One example of good practice is given by Ariane Mnouchkine
and Theatre du Soleil, who together with their theatre company create
internationally-renowned theatre shows. Helen Richardson states, with regards to
Mnouchkine, that “her methodology is rooted in the momentary requests and in her
own intuitive way of understanding the creative potential of the actor situated on the
edge of the unknown.” (Hodge, 2010) The proposed method makes use of the
physical and mental availability of the actor and thus attains a high level of physical
virtuosity and theatrical involvement.

The manifestation of physical theatre is ever evolving and needs academic
support concretized in the phrasing of various theories about the body and acting. If
written theatre, the dramatic script, is recognised by literature, the body of the actor
has become, during the last decade, the subject of analysis with a view to constructing
a work method which encompasses theatrical practices which are not sustained by
verbal language, but by the corporeal interpretation of the actor. Along with the
emergence of theatre companies which create shows focused on non-verbal
language, the academies in the field begin to introduce movement classes within the

study of the actor’s art. These classes are different from the dance or ballet ones.
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Physical availability, the connection between the movement of the body and the
thought are practised during the classes of stage expressivity, contact improvisation,
and non-verbal communication. Francois Delsarte puts forward a system of actor’s
training, both in Great Britain, as well as in the US, ever since the beginning of the
20th century. Michael Sanderson describes said training as “a system of physical
exercise which is valuable in particular for relaxing the body; giving flexibility to the
movement and eliminating part of the everyday tension” (Desmonds, 1967). This set
of exercises has a crucial significance in the case of participants who come from a
rigid social background, where their body is not in direct communication with
emotions.

Learned, inherited, general behaviour generates a series of mechanisms which,
in the case of the actor’s art, are not the central focus. Through physical exploration,
we seek the discovery of corporeal differences which give specificity to both life and
the art of theatre. Through physical training, playing, one can easily trace the limits
between what is the freedom of creation and the perimeter within which it manifests
itself without seeking specific words or lengthy explanations. In the workshop,
certain behavioural rules are agreed upon by the group, as well as rules for
approaching the actor’s art. These function within the workshop, as well as in the
personal life of the actors, which helps shape their personality and accentuate their
primal instincts. Physical plasticity leads to the training of the capacity to concentrate
one’s attention, of empathy, of memory, and more.

Interhuman communication has in fact been a major preoccupation of those
who tackled issues of linguistics, socio-linguistics, social psychology and sociology.
Undergoing the act of communication depends on the interaction of several factors.
On the one hand, this involves an estimation of the social situation in which
communication takes place, an evaluation and a selection of the elements that make
it up, which are directly linked to the speaker’s cultural accomplishment, their
personal data and the complete or brief information that they have on the
interlocutor. On the other hand, it includes the emergence of the process of selection
from the total of the linguistic options available those that are appropriate to the
situation in which the speaker finds themselves and their intentions. Thus, what
becomes imperative is the approach of the analysis of the ensemble of roles that a
speaker can play, as well as the characteristics of certain communities. By ro/ we must
understand the functional way of acting in a certain society and in a certain context.
An individual that communicates can fulfil several roles; they can be, in turn, parent,
teacher, friend, pedestrian, actor, politician — orator, diplomat, etc. Roles have certain

characteristics referring to gestures, mimics, dress, and above all, verbal behaviour.
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The ensemble of communication roles in a community are considered to be
the matrix of communication; what corresponds to this are the functional codes and sub-
codes within the matrix of communication. By codes and sub-codes, we also
understand different languages used within multilingual communities, as well as the
senses of some words or syntagma used in certain situations in which the speaker
tinds themselves; their deciphering is the task of the listeners.

In sociology and social psychology, communication processes are considered
to fundamentally be social instruments. Communication, as an exchange of messages
with specific meanings, depends decidedly on the nature of shared meanings, on the
motives and effects of this transaction. It is unanimously decided that a
communication is emitted with a very precise purpose and that most times, it follows
the emergence of certain changes in the behaviour, attitudes, representations and
knowledge of the individual and group involved. This purpose depends on a few
factors, though: the situation of the individual or the group, the spontaneous effect
of deciphering messages (and the reaction of that or those who listened). What’s
more, the quality of the answers of those who listened can generate changes in the
area of the conveyed messages. Strictly technically, one can say that the name
communication can be given to any message exchange (verbal, gestural, attitudinal)
starting from one point (the emitter) and directed towards another (a receiver). So,
there is communication where (at a certain time, in a certain place) there is an
exchange of meanings from a unanimously accepted area. This data will be closely
analysed in order to transpose all this exchange of information through the use of
the communication channel which is the body of the actor. Theatre is an art that is
based firstly on direct, lucid, and diverse communication. In the present work, we
analyse the echo of the word on the body, just like we look for the discovery and
demonstration of the necessity of the word following the physical action and the
corporeal discourse, and not the other way around. Thus, the actor learns to calibrate
the time needed to convey an idea and uses their whole being and plays with forces
that are beyond words.

The belief of the cognitive linguist David McNeill is that “gesture and language
are equal in the process of communication of the senses” (Kemp, 2012). The
researcher, even though not interested in the theatrical manifestation, emphasizes
the fact that the exclusion of the corporeal component in the process of
communication, practically a formula that has already become tradition, is as though
the individual were ignoring half the signals that are sent and at the same time half
the brain. The whole corporeal system contributes to the conveying of information.

In the case of the applying of this syntagma in the process of approaching the actor’s
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art, a lack of physical involvement in the process of creation and representation can
be interpreted as an incorrect way of the actor of understanding their profession.
The effect of the written and spoken language is that of fragmenting and
uniformizing the meaning. McNeill proposes reading the language of gestures with a
view to eliminating this fragmentation. As soon as the drama student of the acting
department begins to discern the mechanisms of constructing the dramatic character,
they also discover the fact that in many situations the spoken language cannot be
completely sustained. Thus, what is imposed is the adding, on top of the structure of
the dramatic script, of the gesture, the corporeal involvement. The actor’s art consists
of their capacity to transform the fragments written into thoughts which appear to
be created spontaneously. In the written language, the fragmentation of meanings is
not mediated by physical action, and when the language is spoken, the meaning can

be strengthened or changed by the gesture.

Conclusion

In the contemporary world, countless systems of communication are integrated
which are subject to interpretation. Spoken language can be interpreted differently
by people from different cultural contexts; that is why, through the training proposed
in the present research, the actor can communicate and interact freely, without fear
of being misunderstood through body language. McNeill mentions the fact that
gestures are different to words, since they are multidimensional and present complex
meanings without being subject to fragmentation and uniformization. Gestures are
global and summarizing, never hierarchizing. If language can create differentiated
structures, gestures used in real communication create by actors are universal. What
is followed is the development of a work process through which the actor can build
their own art, and through the use of interior resources, become capable of surviving
and adapting to new cultural and technical transformations. own a-temporal artistic
and functional manifestation in any space of the contemporary world.

Norbert Elias, in the analysis of the civilising process of the world, says that “in
what we call the modern era, people have reached a level of self-detachment.”
(Norbert, 2002) This allows the individual to place themselves in an objective
position, where the process of knowing is controlled and detached. The
contemporary actor must be prepared to activate in various areas of interest. The
research of the body in the actor’s art does not merely involve the analysis of
theatrical elements, but also those of behavioural nature. The analysis of the way in
which an individual appeal to the corporeal dimension in order to develop, to interact

with people and new spaces, is essential during the first stages of formation of the
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actor. The way in which the individual body has been treated throughout social and
technical progress allows the actor to form their own image about the way in which
they must treat their body and can foresee the following stages of transformation of
the faiths in relation to the idea of bodily identity in the artistic act. Cultural
differences impose different attitudinal differences. This aspect must be carefully
analysed in order to discover the cultural dimension of corporal language as it relates
to the work of the universal actor. If one assumes that the theater is a system of
signs, then the actor is the central pillar of this equation. The development of a
training model focused on the physical component of the actor as a means of
unlocking the psychological and bodily creative springs, has proven to be a necessity
in the past that has become rather acute today. Jiri Veltrusky, author of several studies
on theatrical semiotics, claims that “the figure of the actor’s is the dynamic unit of
an entire set of signs (...). The important thing is for the actor to centralize the
senses” (Aston & Savona, 1991), this being made possible by their actions, which
can replace words. The actor can be regarded as a text converter that, through their
art, connects sets of languages in order to communicate universal messages.

Theatre is not a necessity of life, but a gift. The art of theatre expresses the
picture of life to which a series of elements are added, in the form of a seed of
wonder, impossible, extraordinary. The work of art, says Martin Heidegger, “puts
something else on display, it reveals a different thing: it is an allegory. In the work of
art, another thing made is put together by Something Else. (...) The work of art is a
symbol” (Heidegger, 1982).
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Co3aaHme My3€MHOTO IIPOCTPAHCTBA AAFL COXPAHEHUA
COBPEMEHHOI'0 UCKYCCTBa MOABI Ha mpuMmepe HMrasum

Annomayus:

Crarpsi TIOCBAINEHA BBICTABKAM MOABI W KOPIOPATHUBHBIM XYAOKECTBEHHBIM HHCTHTYTAM
MY3EIHOTO THITA, KOTOPBIE ABAAFOTCA OAHOI M3 XapaKTEPHBIX OCOOEHHOCTEN MY3EHHOM CHCTEMBI
1 OAHOM 13 HAaHOOAEE YCIIEIITHBIX CTPATErUil Pa3BUTUA. DTO MOIYT OBITh IIPEAMETHI ACKOPATUBHO-
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TIPUKAQAHOI'O HCKYCCTBa, KOTOPBIC OTBCpFaI-OT OOBIYHOE KOMMCPYICECKOC IIPOCTPAHCTBO M XOTAT
3aHATbD MCECTO HC HPOCTO B My3c€€, HO OOA32TEABHO BBICTABASTHCH PAAOM C IIPOM3BCACHUAMI
HCKyCCTBa. YrobB HOHATH AaHHYIO HpO6ACMy 1 3Talbl IIpOTECcCa CO3AAHHA U pa3BI/ITI/IH My3eia
MOAPBI, H€O6XOAI/IMO TIPOAHAAU3HUPOBATE OIIBIT BCAYIIHX MHPOBBIX MY3€CB, PACIIOAOKCHHBIX B
OCHOBHBIX IICHTPAX MOABI. L[CAb}O HNCCACAOBaAHUSA OBIA aHAAN3 craryca W TaAbAHCKOTO HHCTUTYyTa
MOABI KaK OAHOTO M3 prnHCfILHHX MHPOBBIX TCHTPOB MOABI. ABTOp TIPUXOAUT K BBIBOAY, 9TO C
KaXXABIM TOAOM paCTéT HHTEPEC K HU3YICHHUIO HCTOPHH KOCTIOMA, M CECTHh IIPCAIIOCBIAKH AAS
CO3AQHHA BBICTABOK M MY3€€B, ITOCBAIMCHHBIX HC TOABKO MCTOPHH KOCTIOMA, HO U COBpCMCHHOI;‘I
MOAC B IEAOM. HpI/IMCp OITbITa I/ITQ.AI/II/I, KOTOprfI Y MHOTHX aCCOITMHUPYETCA C OAHNM U3 MHPOBBIX
OECHTPOB MOABI, OBIA PaCCMOTPEH AAfA TOIO, YITOOBI OTpasuTb COBPCMCHHYIO BBICTABOYHYIO
ACATCABHOCTD.

Karnwueswie crvsa:
My3€eH MOABI, COBPEMEHHAA HTAABSHCKA MOAQ, My3€EBEACHHUE, KOCTIOM, 3aPYOE/KHBII OIIBIT,
COBPEMEHHOE HUCKYCCTBO, APXUBBI MOABIL, KyAbTypHOE HacAeane, [COM.

Introduction

Modern Russian fashion, from the point of view of museum expositions, is an
understudied phenomenon. There is a lack of sources of literature on contemporary
Russian fashion. There are quite a few publications devoted to current fashion and
costume, but the history of fashion in Russia is practically not disclosed at the
Institute of Museology, so it is not broadcast through fashion museums. Using the
example of St Petersburg, we can see that fashion museums have a clear focus on
the exposition of costumes and everyday objects from the 18th to 19th centuries, for
example, the Museum of Costume, the St Petersburg Museum of Theatre and Music,
and the Museum of Russian Drama. Russian central museum and exhibition centre,
the Museum of Fashion, is no exception, as it regularly displays costumes from the
19th and first half of the 20th centuries, as well as fashion shows.

To understand this problem and the stages of the process of establishing and
developing a fashion museum, it is necessary to analyze the experience of the world’s
leading museums located in the main fashion centres. The largest collection in Russia
today is in the State Hermitage Museum Restoration, the Old Village Curatorial
Centre. Now the Hermitage has started to buy or accept works by contemporary
designers in order to preserve this period for future generations. Fashionable
exhibitions or the establishment of museum-type corporate art spaces, which are one
of the characteristic features of the museum system and one of the most successful
development strategies to date. These may be decorative-applied art items that reject
the usual commercial space and want to occupy a place not just in a museum, but

definitely exhibit next to artworks. And there is no unambiguous answer to who
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wants it more: the art director of the brand, the museum itself, the artist or the viewer.
It is necessary to study this phenomenon as long as it is lively and relevant, which
can serve as a material for fashion historians in the future.

Literature on this topic is divided into two sections. The first section includes
journalistic scientific articles in electronic resources on the theory of fashion and
collecting, which address various issues in contemporary fashion.

Russian fashion designer and designer Natalia Aleksandrovna Valevskaya in her
article entitled “A suit as a collection item” No 27. She analyzes by examples from
the Russian history of collecting a suit and individual items of the turn of 19th and
20th centuries. The author concludes from the examples that there has been no
interest in the history of the Russian costume for a long time, but the prerequisites
for the creation of a museum of costume in the country as such have not appeared.
In Natalia Aleksandrovna Valevskaya’s second article “Justification of the need to
create the first museum of fashion and costume in Russia” No 5. She considers the
question of creation of the first fashion museum in Russia on the examples of
modern Russian exhibitions connected with costume and compares them with
foreign experience of leading fashion museums of the USA, Europe and Asia
(Valevskaya, 2012).

In his scientific article “Fashion and Art: Interaction in the Context of
Representations” No. 1, O.N. Lagoda writes about the attitude of various specialists
in the fashion industry to whether fashion can be considered an art. She talks about
how fashion and contemporary art interact in the process of creating designer things,
using examples of fashion designers, and focuses on modern science and interaction,
the symbiosis between fashion and art. The researcher reveals the distinctive features
of these phenomena and the close relationship between them. By analyzing, fashion
shows and exhibitions in museums, we can trace how the author compares two
different formats of contemporary art representations with signs of post-modern
culture. As a result, she claims that fashion and art are two phenomena that are in
complex symbiotic relations and feed each other (LLagoda, 2014).

The largest theoretician and collector in the field of costume is Alexander
Vasiliev. He focuses on the need for active research into Russian fashion in general
and the modern art process in this field.

The second section includes materials on the Fashion Museum. This is video
content from the Empathy Manuchi and Levovich Culture Headquarters channels
on the YouTube portal. These are two current projects that use the format of a live
dialogue with interesting creative people, in which the modern art of fashion has a

prominent place.
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In the course of the survey, the main parameters of the survey were formed and
clarified.

The object of research was the contemporary art of fashion. The subject of the
study was the Italian Fashion Institute as one of the world’s largest fashion centres.

The purpose of the study was to analyze the status of the Italian Fashion
Institute as one of the world’s largest fashion centres.

On the basis of the purpose, the study carried out the following tasks:
° form a theoretical basis for the research;
° highlight the main areas of activity of the largest fashion museum centres;
e  analyse the status of the Fashion Institute in Italy;

e  identify the main problems in creating a single regional fashion museum as part

of a fashion institute.

1. Theoretical basis for research

In Yevgeny Arturovich Abrose’s monograph Psychology of Fashion, he writes
about approaches that exist in different fields of science, from psychology to cultural
anthropology, in the study of the fashion phenomenon. He considers ways of
developing fashion psychology, which are in the latest achievements and in the main
directions related to the study of personality and communication processes. This
study predicts the social and psychological aspects of fashion functioning in modern
society. For students, postgraduates, teachers specializing in psychology, culturology,
sociology, art criticism and other humanities, and for anyone interested in fashion
psychology (Abrose, 2010).

In an article of the team of scientists E.F. Abroze, A.G. Buychik and S.V.
Lebedev “Psychological culturology as a new science” it makes a proposal to separate
the fashion into a separate culturology direction “Fashionology” as a “section of
psychological culturology, which studies the impact of culture, tangible and
intangible cultural heritage, on the fashion industry and the psychological
development of different social groups, and vice versa, the impact of individual
representatives of different social groups on the psychological development of
society through the transformation of tangible and intangible cultural heritage in the
field of culture” (Abroze et al., 2016).

In Anastasiy Zhilyayeva’s article “Features of modern fashion” Ne 21, she
tocuses on the development of this phenomenon as a socio-cultural one, viewing

tashion as a trend consisting of different styles and images, which promotes personal
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self-expression. The author of this work notes that modern fashion is an indicator
of the development of society (Zhilyaeva, 2020).

L.A. Klimova and V.Y. Makovetskaya in their article “Costume as an Object of
Museum and Exhibition Space” No. 19 consider the museum as a technology and
organization of exhibition activities to show the costume as an exhibit. The examples
of various exhibitions show how new technologies are being introduced in the
practice of museum exhibitions: from the classic presentation of clothing on
dummies to a virtual 3D technology presentation (Klimova & Makovetskaya, 2015).

In the article “The Principle of Interpretation as an Artistic Method in the
Creativity of St Petersburg Designers” No. 1 Andrey Alexandrovich Korovko
considers the contemporary art of fashion from the perspective of the method of
interpretation of contemporary practices. The author focuses on the cyclical nature
of contemporary art of fashion and pays attention to artistic methods using the
example of Petersburg fashion designers, which are related to the principles of
interpretation — borrowing, citation, stylization — and also considers collaborations
of St Petersburg brands with graphic artists, which determines the originality of the
work of St Petersburg fashion designers in addressing the artistic and cultural heritage
(Korovko, 2019).

In the article of Igor Nikolaevich Tyurin and Varvara Getmantseva “New
Approaches in Modern Strategy for the Development of the Fashion Industry” No.
22, they consider new approaches to designing fashion collections about the changes
that have taken place in modern fashion in recent years. The authors highlight the
main methods used in the creative approach of the design process and changes in
aesthetic norms in the design of a suit, and also analyze the use of symbolic signs in
the design of modern clothing models (Tyurin & Getmantseva, 2018).

Louise Wallenberg, a professor at Stockholm University’s Department of
Fashion Media Studies, writes in his article “Art, life, and the fashion museum: for a
more solidarian exhibition practice” No 17 that fashion connects life and art. The
author notes that the museum is a particularly important space, which consists of an
exhibition of decorative and applied art objects and has a link between aesthetic and
secular, between art and life. She notes that more and more must be dedicated to
tashion, not only as a cultural, social and, last but not least, economic phenomenon.
The author looks at the museum from the point of view of demonstrating and
discussing the close connection between fashion and real life and the features that
make it possible. Louise Wallenberg argues that the museum’s curatorial practice
should lessen its efforts to offer its visitors impressive exhibitions of designer fashion

and instead focus on the urgent search for and need to reform the fashion industry,
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where textile and clothing workers can truly lead safe and dignified lives (Wallenberg,
2020).

In the article “Perceptions of an Electronic Dress as Fashion, Art, and
Costume”, Ph. D. Virginia Rolling, associate professor at Georgia Southern
University, and Ph. D. Karla P. Teel, associate professor of consumer science and
design at the Auburn University of Wrangler, look at the kind of electronic dress
from the exhibition point of view as a museum object of art. The authors use a
qualitative approach based on the theory that they interviewed 44,000 members of
the Millennium generation during various views of the dress. Based on the survey
results, they have developed a basis for defining clothing as fashion, art or costume.
This survey is useful for various areas such as fashion marketing and design,
performing arts and art museums (Rolling & Teel, 2020).

Thus, taking into account all the peculiarities, every year there is an increasing
interest in studying the history of the costume in Russia. There are prerequisites for
the creation of exhibitions and museums dedicated not only to the history of the
costume, but also to modern fashion in general. During the Soviet period, the main
goal in creating clothes was to make them comfortable and comfortable, and no one
even thought about forming a sense of style among citizens during the Soviet era.
But over the past 30 years, everything has gradually started to change: fashion
designers are turning from artisans into artists, there is a need to talk about fashion
as an art, fashion and costume are beginning to be studied as a phenomenon, and
costume and fashion are becoming relevant to exhibition practices as well, thanks to
the visualization of culture in the 21st century. To understand modern exhibition
activities, it is necessary to analyze domestic and foreign experience using the
example of the main leading museums in the field of costume history.

2. Updating the relationship between fashion and museum concepts

Fashion is a phenomenon that conditions and influences the lives of each of us,
getting more and more space in the mass media and social networks. Fashion is often
regarded as a kind of industry, which is one of the directions, i.e., it is considered
from the economic point of view. Fashion deserves to be shown and exhibited in a
museum. It can be considered the cultural heritage of its nation. It symbolizes a kind
of cultural capital. Fashion expresses the historical and social aspects of a nation’s
life in general. Fashion is always the child of a nation of its time. It represents both
economic and cultural aspects. It is the conquest and achievements that the country
has at all levels.

We can talk about it as a platform for observation with regard to different sides

of reality. In order to speak closer to the point. That is, how fashion and museum
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can influence each other and how they can be connected. We need to talk about what
a museum is and what fashion is. And what we mean by that at the moment.

A museum as a concept is now very often considered to be something that is
covered with dust or broken moths. The concept of a museum is still very important.
Above all, a museum allows people to explore different collections of art of all kinds,
because it is a certain institution that, by definition, preserves national heritage and
which, after all, is used by citizens of a country or other country.

ICOM is the International Council of Museums. It has developed a definition
of a museum that, with its princes, satisfies this concept on an international level.
They now have a 2007 definition that their organization has adopted, believing that
a museum is such a permanent, often non-profit institution, open to the public and
necessarily engaged in the exploration of the material or non-material assets of the
human being and the environment around it. It collects evidence, conserves it, passes
it on to new generations and presents objects and objects both to meet the personal
spiritual needs of the individual and for education. In 2014, the Ministry of Culture
of the Russian Federation also approved the concept of cultural achievements, which
is still being implemented today. However, the actualization of this concept is
changing rapidly and is no longer fully satisfying society as it no longer sufficiently
reflects what a modern museum is becoming.

ICOM thus got everyone thinking and invited its members to submit their own
proposals in order to add the characteristics needed to define today's museum.
Above all, it is accessibility for people to go there with pleasure. It is also necessary
for a museum to actively preserve the achievements of a particular state or its subject.
Social responsibility is also particularly important when developing museum
concepts.

On the basis of numerous suggestions from ICOM member countries,
additions have been developed.

What is a museum? Museums are democratizing, inclusive and polyphonic
spaces for critical dialogue about the pasts and the futures. Acknowledging and addressing
the conflicts and challenges of the present, they hold artefacts and specimens in trust
for society, safeguard diverse memories for future generations and guarantee equal
rights and equal access to heritage for all people. Museums are not for profit. They
are participatory and transparent, and work in active partnership with and for diverse
commmunities to collect, preserve, research, internet exhibit and enbance understandings of the world,
aiming to contribute to human dignity and social justice, global equality and planetary
wellbeing (Executive Board of ICOM).
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The museum retains those moments that have been highlighted as important,
i.e., the museum is an institution that does not exist for profit, but is a kind of bridge
between the past and the future, emphasizing the role of the younger generation in
development. As for the purpose of museums, they should remain involved in the
preservation and protection of cultural and natural heritage.

Thus, a new essence of the museum was defined as a social and cultural
institution of each state individually and the world community as a whole. After we
have analyzed the main points that characterize a museum today, we need to
emphasize the concept of fashion, as there is a very close link between fashion and

museum.

3. International experience of world fashion museums

Of the most famous fashion museums, we should first highlicht The Museum
at the Fashion Institute of Technology in New York and The Victoria and Albert Textiles
and Fashion Collection in London, which has a section on fashion history.

The Costume Institute at the Metropolitan Museum of Art — MET in New York is
considered to be the third largest fashion museum, where fashion technologies are
actively developed and, accordingly, the largest curators of the international fashion
market work. In September 2019, representatives from this organization came to
Rome for the Fashion Colloguinm to discuss on the topic of “The Evolution of Fashion
and its Relationship to Museums”.

The MET Museum consists of thirty-three thousand items and exhibits that are
related to fashion. This collection includes not only clothes, but also accessories for
women, men and children from the 15th century to the present day. MET owns an
excellent laboratory, which employs various researchers and specialists who will help
direct or come to study what they have accumulated or get advice, etc.

Clothing and accessories that need special historical and cultural protection are
collected there: impressive fabrics, embroidery, furs that are the hardest to keep.
After a closing period for the restoration, which lasted only two years in 2014, MET
and its fashion section were reopened. The work of the laboratory itself must be
emphasized in particular. Despite the fact that there are institutions that already
demonstrate the need for a link between fashion and museums.

However, some art historians believe that such an easy and transient
phenomenon as fashion is worthy to be found in solid museums. This was, of course,
a controversial thing, because fashion is the part of art that has an industrial element

in it. On the one hand, this element is inextricably linked to various technological
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and production processes, particularly the history of textiles. On the other hand,
tashion, as well as design, is in the practical part of the cultural industry.

The museum houses many of the exhibits from fashion exhibitions that have
been held in various places over the past 20 years. It should be noted that, on the
one hand, these were very interesting exhibitions, which had a reaction to the visitor.
On the other hand, there were elements of contradiction, because criticisms were
often directed at curators of fashion exhibitions who sought to emphasize the
economic aspect related to fashion and the income they received, i.e., it was
important for them to note how much any fashion element is a symbol of the
country. Very often exhibition curators were accused of not always being sensitive
to the historical point of view.

Since 1997 alone, 25 fashion shows have been held in The Museum at FIT. Some
of the exhibits have gone down in history, but still remain in the memory of those
who are actually interested in fashion on purpose. It is important to note that in
recent years the intensity of fashion exhibitions has attracted the attention of a global
audience.

One of the important aspects of holding and organizing fashion exhibitions is
how fashion is constantly evolving and changing. Fast Fashion is also one of the
most important phenomena. This phenomenon is mainly related to brands that are
rapidly developing collections of famous high fashion designers in Paris or Milan.
These brands are beginning to quickly produce extremely similar style products with
those models that have been previously shown. Very many of these brands manage
to change their collections 4 times a year, not 1-2 times, but sometimes even every
week. Any one of us can change our wardrobe very quickly with some new and much
more acceptable things. This shows that we are democratizing and globalizing in
tashion.

Thus, some art historians believe that fashion is a phenomenon worthy of being
in museums. Using the example of three of the world’s leading museums associated
with the history of costume. They analyzed one aspect of holding and organizing
fashion exhibitions. Among the most famous museums, we should consider the

Italian fashion museum issue as an example.

4. Problems of fashion museumization in Italy
When it comes to the leading fashion countries, it is necessary to consider the
example of Italy as one of the world’s fashion centres. Italy does not have a national

fashion museum, despite the fact that Italian fashion stands alongside French fashion
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and is one of the most important in the world. In this respect, the Made in Italy brand
is a kind of national business card of the country.

Italian fashion shows how modern this element is, multifaceted, lively, dynamic
and certainly a cultural phenomenon in all its manifestations, and in this sense, Italy
needs an institution like a fashion museum at the national level. There are some local
things that are important that are related to the fashion field. We are talking not only
about fashion, but also those laboratories where artisans, archives, and others work.

In 2018, the Ministry of Culture held an event related to fashion studies. A
commission was organized to decide what public policy could be to preserve and use
Italian fashion as part of the national cultural heritage, and various attempts were
made to study the phenomenon. However, this has not been successful.

Thus, the result in itself is still missing, even though some work has been done
by the commission. The commission consisted of experts from various fields:
fashion journalists, art historians, various professors from fashion and costume
academies, leading museum workers. The commission immediately decided to work
in such a way as to capture all the fashion elements that already exist in Italy, and at
the same time they decided whether it was necessary to create such a museum.
However, the priority question was what had been done and what things still need
to be done in order for the museum to begin to exist.

On this basis, it became clear that there are approximately 600 different
organizations in Italy. These are small and large museums that preserve collections
of costume history. For example, the Palazzo Pitti Fashion and Costume Museum in
Florence. This museum has exhibitions dedicated to men’s fashion in honour of the
30th anniversary of Pitti’s international demonstrations. This famous art collection
is a permanent exhibit. In any case, it is only a partial representation of the fashion
phenomenon in Italy.

In addition to various public institutions like Palazzo Pitti, there are around 600
organizations, some of which are private museums, such as the Gueci Garden Museum
in Florence. This museum has a collection of icons of the style of this fashion house,
where you can buy some items that are specially designed for this museum in
Florence.

Another famous museum, Ferragamo, is named after an Italian family that deals
with the most fashionable shoes in Italy. This is a very interesting museum, which
shows the visitor how important the element of craftsmanship and quality of
tootwear processing is. How shoes were created, how models were built, why they
are like now and depending on the historical period, for example, there are periods

trom which there are no materials at present.
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Milan hosts the Palazzo Morando Musenns, which is a private large collection of
costumes. It is a large city museum, but is partly a fashion museum. At the Italian
level, Milan and Florence atre two cities where fashion is more common.

The Ministry’s commission in Italy has concluded that a large national fashion
museum is needed, but it may not exist in the same city. It is precisely because there
are different cents, which have different specifics, where they find their own style. It
may be a single institution, but it will have branches in different parts of the city.

As for modern fashion in the history of fashion and costume, there are two
other important cities besides Milan and Florence: Rome and Naples. In Rome, the
emphasis is particularly on theatrical costume, and Naples is more of a man’s suit.
The whole of Italy has extremely interesting handicraft laboratories in various parts
of the city.

In addition, there are archives, which are often held by individuals and which
can be taken into account for the creation of a public museum. And this is another
important topic that has been emphasized. Archiving fashion is a special area that
the Ministry of Culture in Italy, which deals with archives, follows. It has studied,
collected and taken inventory of all the data relating to fashion. Based on this, a portal
called 20th Century Archive was created. This archive is constantly working to collect
everything that was in the 20th century in Italy. This was an important work that was
introduced by this commission. It lasted many years and made it possible to collect
a huge amount of data, which is a very important document. This is the bridge
between «Past and Future», a document that must be obligatory and passed on to the
future generation.

Thus, at present Italian fashion is associated with Milan. This commission,
which considered it important to focus on the origin of Italian fashion. In order to
talk about no one, it is necessary to understand that a museum is not a box with
beautiful dresses, but a place where you can engage in scientific detail, organize
conferences and seminars that will be interesting not only for young people but also

for novice designers.

Conclusion
Thus, every year there is an increasing interest in studying the history of
costume, and there are prerequisites for creating exhibitions and museums dedicated
not only to the history of costume but also to modern fashion in general. The
example of Italy’s experience, which many people associate with one of the world’s
fashion centres, was considered in order to reflect on modern exhibition activities.

Fashion is not just an opportunity to somehow protect oneself from the phenomena
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of nature. It is also an expression, a character and a historical, social moment in which
we are today. In Italy, there are economic areas that are currently actively exploring
the specifics of local fashion traditions. It is important to emphasize that the birth of
high Italian fashion is inseparably linked to the economic boom of the 1950s.
Gradually, the phenomenon of Fast Fashion emerged, which is still relevant in Italy
today. In terms of museum activities, fashion is generally perceived not only as an
industry, but also as an economic component. Very often this criticism is based on
the fact that any fashion exhibition is, in a way, an advertisement for a particular
brand.

As for the Museum of Italian Fashion, it should be noted that it is increasingly
important to synthesize the idea of museification of fashion items from numerous
local centres for the preservation of tangible cultural heritage, and the very
organization of a single museum of Italian fashion, which should not only preserve
but also promote the basic values of the philosophy of Italian fashion.

At the same time, it is important to note the complexity of creating such an
integrated fashion institute within one country. In addition, today the Italian social
elite understands fashion not as a historically established civilization brand, but only
as a social phenomenon constantly transforming over time. This perception is
changing, but not enough. The increasing number of fashion exhibitions within
museums can be seen as a positive moment, in particular in order to bring the fashion
phenomenon closer to high art.

The Italian experience of perception of fashion as a social institution can be
useful for analyzing the place of Russian fashion in the development of society and
actualizing the need to create a single fashion museum, which will include not only
the achievements of the national industry, but also present a real diversity of regional

styles, preserving their images and concepts for future generations.
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Caracterul transgresiv al ceramicii artistice contemporane

Abstract:

Acest articol isi propune o discutie despre statutul ceramicii ca manifestare artistica, cateva aspecte
ce privesc incluziunea artei ceramice in contextul artei contemporane. Vom pune sub semnul
intrebarii modul superficial de a separa inca artele — Arte Decorative si Arte Majore, dupa un secol
de la renuntarea acestor granite. Respectiv, obiectul de arta realizat in material ceramic intr-un
context general al artei contemporane si cateva moduri de manifestare ale acesteia ce conduc intr-
o permanentd dimensiune transgresiva ale artei ceramice. Autorul concluzioneaza ci caracterul
transgresiv al ceramicii se desprinde din mobilitatea operativa a acesteia, trecand de la organic la
geometric sau de la ornamental la sculptural, evolutia sa de la sfarsitul anilor 1960 fiind pozitionata

decisiv spre un original expresiv, cu tehnicalitati $i amestecuri formale inedite.
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Introduction

Without debating or (combating) any theory about what is being said regarding
art at a theoretical level in a period is called by Post-Post Modern of the 21st Century,
referring here to Contemporary Art specialist theorists and critics, I aim to bring in
discussion a few aspects in regards to Ceramic Art’s inclusion in Contemporary Art
context.

This problematic approach comes out of my double role as an artist and teacher
(in the Ceramics department), a professional combination which forces a type of
awareness over the personal creation process within the workshop, as well as the
duties of a teacher that must present the artistic creation phenomenon in general, as
well as that of Ceramic Art.

Therefore, we will first bring into discussion Contemporary’s Art problem,
which over a century ago has become permissive of any kind of experiment
(including famous ready-made examples which only by displaying an art object on a
pedestal, a symbolic dimension was automatically attached to it, only by changing the

angle of view by elevating it onto the pedestal.

1.

Going forward, the ‘anything goes’ concept was introduced, meaning that
through the artists will, any object can become ART.

In this context, it is worth mentioning the segregation which placed Ceramic
Art in the Minor or Applicable Arts area, although, there already is a precedent in
the Art Nouveau period, in which the boundaries between Major and Minor Arts
were abolished.

Therefore, we will conclude that the creation process can be realised without
prejudice based on the nature of the material through which the artist chooses to
express his vision, and this fact becomes more and more explicit and piercing
following the unprecedented Post-modern Ceramics empowerment after the 1960s,
when we witness and abundance in creative inventivity never seen before in
Ceramics, capable of great development comparable to all the other art fields.

If the artistic object goes through a series of infinite transformations

throughout history, we are fully aware that the same phenomenon takes place in a
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more accelerated rhythm in Contemporary Ceramics area, especially through its
infinite unusual formation ways, in conceptual area, as well as artistic techniques,
which through their very nature represent an element of expressivity that leads
toward permanent transgressive dimensions.

These raised concerns aim towards eliminating confusion — without question,
ceramic it is a material engaged into industrial production — and within it there is a
well organised science, fundamental for precise serial and quantifying criteria which
belong to the economy field - consumption blended with the industrial design object
marketed demand but Ceramic Art object it is another cultural area.

Whereas, if we are only referring to the ceramic object and its way of being
perceived and looked at throughout its millennial history, we cannot overlook its
continuous reinvention.

During its transformative turmoil taking place in the second part of the 20th
century, Ceramic Art object has pertinently demonstrated the overcoming of its own
initial condition and through its merging towards resembling other artistic fields,
moving towards a transdisciplinary territory of conceptual installation, mix-media,
multimedia, etc.

Conclusively, this exact empowerment in Contemporary Ceramics field makes
it surpass its own condition, placing it in an ascendant position which will
continuously ensure inexhaustible creative potential in Contemporary Arts context.

We can at the same time shed light into the formal justification, in itself
transgressive, only through ignoring the thematic context in favour of its language
expressive autonomy, arts purpose being that it asks itself and not the external reality.

If we take into consideration the historical models recovering means and
placing them into a context mixed with the title ‘original work’, we would have to
bring forward a canonical reasoning, meaning-a tendency that justifies and mediates
‘the new’ built on historical grounds.

Once the cultural clashes are eliminated, the boundaries all brought down or at
least minimised, the art only needs to become reflexive, bearing down once again,
over its own existential condition which is placed under question by Arthur Danto
“it is perhaps unavoidable that it should turn into philosophy at last” (Danto, 2004).

If all the rules have been broken, and all restrictions have failed, thus art can do
whatever it desires according to the saying ‘anything goes’ its practice is in the
tinishing stage.

Once we establish all the major aspects of the general transgressive phenomena,

which is specific to modern art, stretched up its present manifestations, we can
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devote ourselves to a more or less elaborate presentation of the transgressive

manifestation within the ceramic’s arts field.

2.

Without doubt, the first transgressive characteristic we can identify as an
inherent part of the ceramics material’s ‘behaviour’ is its fluid character of blending-
its relation between organic and inorganic, therefore providing with a various
opportunity of formal expressions, from constructive severity, minimal-geometric,
up to the most delicate and detailed natural shapes representation.

These extensive methods of the medium formalisation, made possible its
operational transition from the functional object and/or ornamental to free-
expressed sculptural and architectural monumental construct.

Based on these grounds, it has often been said that the solely use of clay as a
means of expression, offers transgression opportunities — going beyond the limits
between traditional and modern, functional — ornamental, free-expressed sculptural,
monumental and ambiental.

The relevance of this fact comes out of the extremely extensive way of
approaching a single ceramics specific manifestation segment — that of The POT-
VASE, in itself becoming a representation of transgression in post-modern viewing,
which slowly turns out into an exhibitor of various artistic scenarios, either enveloped
in figurative ‘ttompe d’oeil’ images, landscape mimetic, decorative mosaic, or as
Amalgam Culture — ‘funk super-object’.

If we would add to all these ceramics mimetic characteristic to simulate, faking
tactile sensors, various man-made matters and materials, like stone, wood, leather,
textiles, etc., displayed as stand-alone objectual instances, or organised as ‘static
nature of daily objects’, we end up creating a more precise idea regarding ceramics
wide transgressive potential.

Without doubt, as we mentioned previously, the transition from Pot-object to
organic or figurative sculpture represented an important moment in transgression,
from the perspective of traditional acceptance of ceramics, today being a common
place of ceramic art manifestations out of all fields, from fine art to ambiental
sculptural organisms, or ample monumental projects with an installation aspect.

As an immediate outcome of ceramics transgressive abilities, we stated above,
art criticism, as well as curatorial organisms, began observing attentively
contemporary ceramics evolution, seeking at the same time to shed light over
important constructive and conceptual milestones in ceramics, for the educational

benefit of the general public.
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Following that, in 2004, at Tate Liverpool (UK), an exhibition entitled ‘ A Secret
History of Clay’ was organised, the express intent of this exhibition being that of
demonstrating how painters like Gauguin and Picasso (we could also add Matisse,
Degas, Chagall, Miro, Braque and Antonio Tapies), confirmed their art transgressive
dimension, working in ceramics, thus showing how this ‘secondary’ ( to their main
expressive background) practice, led them towards unusual original results.

Considerable are - as Amy Dickson (Gray, 2020) curator mentions in an
interview held in 2010 - Gauguin’s ceramic works which were ‘utmost entirely
unusual’. This example is demonstrative, most importantly because the minor and
major categorial ranking in art is unwelcome, since the painters mentioned above,
who worked with ceramic, transgressed the boundaries between craftsmanship and
art, thus lessening the surroundings and prioritising their given artistic expressions.

Based on this issue, 2 movement called ‘ANTICRAFT’ was instituted in 1997,
which comes in opposition to the elitist aesthetics in modern art, showing the
decisive artistic value and not that of the material out of which the piece is
manufactured a work of art.

Sadly, the theoretical level issue remained unresolved; at a theoretical level, the
artificial problematization of this hierarchy takes its toll over perceiving ceramics art
in art exhibitions.

It is obvious debates tensions still happen in an unusual manner, when it comes
to separating art from craftsmanship and the ceramic’s objective position, particularly
its metaphoric and semiotic capacity, beyond referring to a given capacity which
intimately ties it to a utilitarian ritual.

As we mentioned eatlier, ceramics evolved starting with the early 1950s, without
changing its historical domestic functionality course, towards a domestic
transgression, first evolving towards a refined aesthetic presented in the oriental
extreme aesthetics, in which its functional component makes room in favour of the
contemplative nature of the object.

This was appropriately presented in an exhibition organised at the Royal
Academy of Arts, entitled “Modern British Sculpture” (Curtis & Keith, 2011),
curated by Dr Penelope Curtis — Director of Tate Britain, along with the sculptor
Keith Wilson, who also included Sung Dynasty plates within the exhibition and
pieces created by Bernard Leach and William Staite Murray.

Ceramics and Sculpture connection was also addressed in the early 1990s,
through an exhibition entitled “The raw and the cooked: New York in Britain’, whose
purpose was presenting an environment that was bound to push further away from

the domestic area, claiming itself as an intellectual and cultural art object.
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Through this exhibition, once again, the curators confirm the intention of
changing ceramics perception, convincingly supported by the modernist label of an
utilitarian art, decorative in the best scenario, also displaying among the ceramic
works of a few well-renowned ceramic artists, clay sculptures in honour of Tony
Cragg, Thomas Shuttle or Arman, whose expressive load and plastic valence prove
ceramics transgressive force, which once again proves its migration in sculptural
tield.

Since we already mentioned the artistic changing the common Bowl has
suffered, developing in collaboration with the painting and sculpture, as well
engaging in monumental size projects, Clare Twomey’s impressive pile of broken
pots ‘exhibit’ stands out in the entrance at the exhibition Possibilities and 1osses:
Transition in Clay, held at the Middlesbrough Institute of Modern Art.

Surely, this piece inclines towards post-industrial - which is more extensively
analysed in Postmodern Ceramics by Mark Del Vecchio (Del Vecchio, 2001), and as
it follows, brings light over the post-industrial deterioration in ceramics industry, in
the exhibition climate, it can be perceived as a monumental object, built based on
the multiple rules which creates a tension between something very familiar (a mug
that can be held) and the extension of this intimate dialogue between man and object
at a gigantic scale that conjures a deconstruction of a near-time memory.

Furthermore, the idea of making a monument out of broken objects, which
always had the purpose of memory, for eternity, but the building elements prove its
time-lasting weakness, opens a window of combinations in which conceptual
elements overpower those formal-aesthetics.

Thus, after contemplating over the limitless art examples which can stand as
arguments towards ceramics transgressive propensity, we cannot ignore last hour
transgressive instances, manifested in the last years through International Ceramics
Biennale, like the one in Guanggiu Ju, Korea, which dedicated itself on approaching

mix-media and multimedia in ceramics.

Conclusion
Therefore, Ceramic Art’s Transgressive character emerges out of its operative
mobility, moving from organic to geometric or from ornamental to sculptural, its late
1960s evolution being decisively situated towards an expressive original with
technicalities and unprecedented formal mixtures.
Thus, this speech raises awareness over always surprising formation forces and

reinventions, a fact should lead to a different perception of this art, which carries in
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its essence a variety of human creative sensibility and claims its rightful place in

Contemporary Art.
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Introduction

The object of this research is contemporary art in the context of its classification
as fine and applied in the period from the second half of the 19th century to the
present day. Our attention will be focused on the glass material as a means of
expression.

The subject of the research is the transformation of utilitarian objects into
works of contemporary art. The place of design and the dominance of artistic
qualities in practical items. Differentiation of the category ‘object’ and its presence
on the art scene to date.

The task of the research is to trace the metamorphoses that fine and applied art
goes through and to what extent this is determined by the context in which the work
lives. We will pay more attention to glass objects and their characteristics. The
present study is also based on a number of publications in specialized publications
in the field of glass, monographs on specific issues concerning the topic, theoretical
publications, internet sources with periodicals in the field of art glass. All of them do
not consider the category ‘object’ and specifically those made of glass. Based on this,
the study would be an up-to-date look at the changing art scene and in particular the

presence of glass objects on it.

1.

Glass has a long and dynamic history. It is at the same time an ancient material
with an extremely current presence. Through its unique qualities and properties, it
transmits, absorbs and reflects light. If we want to deepen and appreciate the merits
of art glass, we should say that its historical accumulation, for centuries, is the reason
for the richness of this material. A look into the past reveals technical and aesthetic
possibilities that can be applied to the modern presence of glass, both in art and in
everyday life and architecture. The history of glass can be traced in different periods
from its discovery in Antiquity, through Hellenism, its heyday in the Roman era, to
the Middle Ages, Renaissance, Baroque, Enlightenment and to the nineteenth and
twentieth centuries, marked by industrialization. The finely crafted various
household items that have reached us since antiquity still impresses us. We will not

go so far back in the origin of the material and its earlier samples. There are enough
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extensive materials for its development over the centuries, although not unanimous
about its origin. As a starting point, we will accept the moment when the presence
of glass is already significant and inextricably linked to our lives. We will take a closer
look at glass in the context of mid-nineteenth and eatly twentieth-century art. It was
then that this industrial entry into the artistic process took place, which overturned
our notions of creating art and the role of its author.

There are many theories and even legends about the origin of glass, all united
around chance. The Roman author, naturalist and natural philosopher Gaius Plinius
Secundus, known as Pliny the Elder, was the first to write about this highly valuable
material in his work Natural History, in which all the knowledge of antiquity was
gathered. He lived in the first century of the new era. According to him, a Phoenician
ship carrying soda was forced by a strong storm to dock in a small bay. In those days,
the Phoenicians extracted soda from seaweed and it was in the form of large lumps.
It was mainly used for softening wool, washing and embalming. The sailors landed
on a sandy shore with no rocks. They thought they could use lumps of soda instead
of stones to make a hearth and eat. The storm passed. As they left, scattering the
hearth, they noticed some shiny pieces in the ashes that did not look like metal, either
stone, or clay. According to Pliny, these mysterious little pieces were glass, a melt
made by heating sand from the shore and lumps of soda.

For many years, historians copied history from Pliny and believed that in this
way the glass was obtained for the first time. More recently, glassmakers have
experimented with recreating the conditions, under which the Phoenicians once
discovered pieces of glass. The researchers did not find a trace of glass in the ashes,
because the weak heat given by the flame of the hearth is not enough to combine
soda with sand and form glass. Thus, another of the legends accompanying the origin
of the material was debunked.

From ancient to today’s industrial glass has accumulated a long and dynamic
history, tracing the development, distribution and use of this intriguing material. The
beginning of the nineteenth century was a time when new industrial techniques were
taking over the world. As often happens, with the advent of innovation in everyday
life, people are divided into two main groups. The former denies the benefits and
continues to rely on the known, on the principle that misunderstanding leads to
denial. The other group sees new opportunities and is looking for an application.
Expands the field of action and experiments, changes boundaries.

With the emergence of an English movement called Arts and Crafts, preaching
a trend to restore the craft process and the formation of attitudes and tastes in the

audience, different from the fashion in moment, the change was born. This group of
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like-minded people was led by William Morris, lived 1834-1896. They prioritized the
conservation of crafts, which were most threatened with extinction due to mass
industrialization. The group rejected the technological process, fearing that the
artist's role would be replaced by impersonal machines.

Decades later, this movement is believed to have laid the groundwork for the
advent of the Art Nouveau style. But there, contrary to their beliefs, technological
progress and art found a crossroads. The new style — Modern, as it was called at that
time in Bulgaria — conquered all manifestations of art, design and architecture. Art
Nouveau did not divide art into fine and applied, it sought to make it part of everyday
life with an emphasis on attention to the detail. Floral motifs, wavy shapes are typical,
often the combination of new and expensive materials. With a strong focus on
aesthetic impact and inspired mainly by nature in all its beauty and diversity. In the
development of art glass, this period marked a real upsurge in the creation of jewelry
patterns. Here we will mention three innovators who contributed to the connection
between mechanized production and the high artistic merits of the works of that
time and more precisely of these samples created from glass. Can their achievements
be called works of fine art today?

Emile Galle is an artist born in 1846. in Nancy, France. He is considered as a
pioneer of technical innovations in glass. Galle is the son of a successful
manufacturer of faience and furniture. The young Galle studied philosophy, botany
and painting, and later glass in Meisenthal, France. After Franco-Prussian war of
1870-71, he began work in the family factory in Nancy. Initially, he experimented
with colorless and slightly colored glass, decorated with enamels and engraved.
Subsequently, it works with color-saturated, almost no transparent and thick, heavy
glass. They are multilayered with different thickness, from which by engraving and
etching created the floral motifs characteristic of his work and the whole Art
Nouveau style (Fig. 1). They brought him great success at #he World’s Fair in 1878 in
Paris. After that moment Galle gained international fame. He established his own
factory for mass production of glass objects according to his design. There he
attracted various artists, where together they followed the whole process and with
their technical skills were responsible for the authenticity of Galle’s original project.
Despite the mechanized processes, his works were highly valued both in Europe and
abroad. The factory was an example of how the art form - creation can be achieved
in serial production. Emile Galle wrote a book entitled Writings on Art /Ecrits pour
art/ 1884-1889, which was published in 1908, four years after his death. He is an

iconic figure for his time both as an artist and as a public figure.
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Another significant author and representative of Art Nouveau is Rene Jules
Lalique. He was born in 1860 in Ay, near Marne, France. A few years later his family
moved to Paris, but he remained deeply connected to his home-place, where Lalique
continued to spend his holidays. After the death of his father, Rene Lalique began
apprenticeship with the famous jeweler Louis Aucoc.

At the same time, he studied classical jewelry techniques at the Graduate School
of Fine Arts in Paris. He then developed his skills in London for another two years.
Upon his return to Paris, he was a freelance designer, gradually gaining popularity
and managing to collaborate with companies such as Cartier and Boucheron. He
became famous as one of the leading designers of the Art Nouveau style in 1887.
and founded his company in Paris. Creates jewelry in which he includes new
materials. The materials occupy a central place in the Lalique’s design. His creative
pursuits are aimed at creating something new and unprecedented. Lalique combines
precious and semi-precious stones, peatls, ivory, enamel and of course glass. He
created his own glass studio, from which came the first jewelry made of metal and
glass. Gradually, his attraction to this material went beyond jewelry, especially when
he met perfume expert Francois Coty. He is impressed by the design of some objects
that Lalique has already created from glass. Coty offers him to design glass bottles
for the perfume industry (Fig. 2). This opens a new world for Lalique. In 1921 he
already had his own glass factory in Alsace, France. The French designer, jeweler and
glass maker holds the artistic approach and attention in industrial production, as does
Galle. A variety of utilitarian items were produced. From the Art Nouveau style that
marked the beginning of his career, he moved to the Art Deco style and its more
geometric shapes.

After the death of Rene Lalique in 1945, his son Mark Lalique took over the
company continues the tradition of innovative approach by introducing the use of
crystal glass in mass production. He expands the range offered and leads the heritage
company extremely successfully. To this day, this successful collaboration between
design and craft, between glass and metal, continues to exist, taken over by a Swiss
group. The name Lalique continues to be a symbol of quality and design works.

At that time in the United States, another bright representative of the Art
Nouveau style left his mark on art glass and intertwined exquisitely and applied. Lous
Comfort Tiffany was born in 1848 in New York, USA to the family of the famous
jeweler Charles Louis Tiffany. Among his main contributions to the development of
glass, as an artistic material from the late nineteenth and early twentieth century is
his patented technology for opal /totally non transparent/ glass. In addition to being

opal, this glass combines a variety of colors and shades in itself, reminiscent of
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watercolor paintings. Today, these spectacular glasses are well known and used by
glassmakers around the world. Another important innovation came from the
American author was the unification of the opal pieces into a common project, not
through brass, lead or zinc slats, as in the classic stained glass, but through copper
tape. The copper foil tape is softer and lighter than the spruce ones and provides
more freedom when working. Today, this technique is known as its creator —
‘Tiffany’. This technique creates lighting fixtures and other smaller works, such as

two-dimensional and three-dimensional art objects (Fig. 3).

2.

Having knowledge of the beginning of this process of collaboration, can we
clearly define where the line is today between the exquisite and the applied in the fine
arts? After the strong penetration of technology in many aspects of our lives, the
dividing line is not so clear, both for the authors and for the works and the audience.
Do we liken the works in categories or do we fit everything into one common —
contemporary art? Over the centuries, the status of the artist has changed from a
craftsman through an academic author to a free and independent artist. Today’s
postmodern society has long since destroyed the line between fine, applied, craft and
modern technology. Coincidence or the tool take responsibility for creating a work?
Everything is allowed and everyone is an artist, and if he has his own audience, it is
considered to be successful. Often the work does not fall into only one genre, the
author does not profile himself to work in one field. He is everywhere —
understanding, critical and active in an attempt to be always up to date. Radical
freedom in art is in vogue. But where does this freedom in the means of expression
really lead us and how do we form our attitude towards contemporary art? What is
the relation of the function to works of our modern art? We are used to arranging
our surroundings, facilitating our own assimilation of information, by labeling and
carefully dividing everything into categories. Determining the classification of the
work is the context in which it lives. When utilitarian objects from our everyday life
are deprived of their function and presented as sculptural objects, for example, does
our attitude towards them change? Broken glass thrown on the street may be
completely unnecessary, but exposed in an artistic space, dressed in a concept and
bearing a title, it becomes modern art. The practical thing is transformed into an
artistic one by changing its function. More and more often familiar things from our
surrounding are offered to us as a finished work, which is realized in a durable
material. Of course, here the prototype that introduced the term ‘ready-made’, in

1912, was Marcel Duchamp. Although modest in volume, he had a significant
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influence on the formation of such trends in art in the second half of the 20th
century, such as pop art, minimalism, conceptual art and others. In his constant
search for a new, original presentation and attracting a wider audience, the
contemporary artist boldly embarks on experimenting with a variety of techniques
and materials, for which, however, we can now make a similar reference to the recent
past. Mixing and superimposing styles, techniques and borrowings from our everyday
life, in search of identity, actually totally blurs the framework, but it also seems that
it increasingly depersonalizes contemporary art. As far as painting is concerned, we
have long considered individual authors to be fundamental in a given field. For works
in this field it is easier to formulate to which style to refer them and from which
artist, the author is inspired. And what is the development of applied art and in
particular utilitarian objects and personal accessories from our everyday life?
Somewhere there, between the fine and the applied, a separate and strongly
developing category has formed — “art object”. In this category it is comfortable and
wide. We can fit in there without definitely identifying with an existing genre.
Without setting clear boundaries and meeting expectations. In the role as an author,
using mainly the material glass as a means of expression, a shift between the exquisite
and the applied is often felt (Fig. 4, 5, 6, 7).

In fact, these are also lighting fixtures, this is their function, it is real, but it is
desirable rather than basic. No one relies on illuminating a specific environment with
them. Design boldly intervenes here. It is a characteristic feature of the art object.
Without a serious dose of design approach, the object would be just a practical thing.
The design makes the cohesion between the fine and the applied art. It gives or takes
priority of the function. This twist has more than once provoked reflections on the
classification of works of contemporary art, which is on the path to
commercialization. Involved in everyday life, but also striving to differentiate himself
from it. In the category ‘Object’ find those creative searches, subordinated to the
notion of unified presentation and overall construction. The feature is often present,
but not required. The object is perceived as a work of art in itself. This genre very
triendly and helpful invites all authors, hesitant in the many styles, definitions and
details.

Let’s look at another example of those made of glass. The enlarged, glass pills
of the American author and designer Beverly Fishman (Fig. 8), clearly illustrate the
relationship between design, craft, exquisite work and a direct borrowing from our
trivial round, presented in an artistic form. There is no function here, but the objects
are perceived quickly and clearly. Out of the practicality of purely utilitarian objects

and the framework of church-stained glass, glass is now widely used in contemporary
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art. By adding the word ‘artistic’, we are actually supplement a unit of measure for
uniqueness, identity, something created once. With its technological development,
its possibilities become almost limitless. It is considered a modern and
multifunctional material that fits equally well in different architectural environments
and in many manifestations of creative demand. Perhaps, precisely because of its
versatile influence, glass works often oscillate between fine and applied art. So, it
turned out that often began to occur works, under which the word ‘object’ is
conveniently written.

They have gathered familiar elements of our everyday life in a new whole
performance. Clear enough and recognizable, as ‘Objects’, which in itself does not
carry a clear message from the author about their purpose.

Where is the subtle transition from one genre to another? How can we
summarize what is created in one word, including the diverse manifestation of this
type of works — objects? In the case of the specific glass aforementioned, they would
be equally distinctly presented in an exhibition hall and in an interior. The spaces
themselves are also changing their approach, they are flexible. Various events,
including exhibitions, take place in the same place. We live in a time of
multidisciplinary artists using mixed techniques, presenting their art in alternative
spaces. It is important that new cultural experiences take place. In our global world,
where the mass culture has settled comfortably, the unification of the offered goods
and products is more and more often observed.

The author, in turn, in his quest to be relevant, but still to remain an artist, tries
to offer the audience something new and unseen. But let us consider the connection
between the abstract art object and the real context in which it appears or it continues
to exist and be ‘used’. Is the material that makes up the work and the environment
in which it lives help to classify it? How would we choose to use an object that can
be exhibited in an artistic space, but could also be functional (Fig. 9).

Does this freedom of expression make us freer artists or do we feel dissatisfied
with the fact that everything is already exhausted? Seeking our personal identification,
we do not bring our ideas as authors to an end. We use real-life borrowings that are
easily digestible and reach the audience quickly. Contemporary art is part of mass
culture or at least very often uses it. We jump into new experiments, where the
combination of design, craft, technology and modern attitude for artistically
sustained works are somehow a natural process that we are obliged to follow. The
packaging is often leading. Content is of secondary importance. And since anyone
can easily become an artist, why not turn everything into art? In the realization that

everything has already been done somewhere by someone, are we not looking for
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salvation by returning to the craft?! Thus, demonstrating how well we have mastered
and subdued the material, we actually use the qualities of glass for the closest
imitation to everyday things. However, so, created and presented to the public, we

have the right to call them works of modern art glass (Fig. 10).

Conclusion

Figuratively speaking, on the one hand, today anyone can be an artist without
requiring education or practice. There is no hierarchy of achievements. This is due
to technological progress and the wide supply of all kinds of artistic materials. It is
technology that provides us with easy access to create works that require much more
effort and knowledge in the past. At a hobby level, everyone can experiment and
present the result as something unique. And it really is, because it is not repeatable,
but often it is on the principle of chance. On the other hand, artists who have gone
through all stages of training and practice often realize that in the times we live in, it
would be difficult to offer the world something unseen.

Thus, we subconsciously look for an alternative, such as recreating real things
with artistic mastery. Of course, this trend extends far beyond glass objects. On the
other hand, this globalization makes us a true citizen of the world. Believe that
Contemporary art follows general trends everywhere. Objects are a new form of
presentation of works of art, falling simultaneously into different categories or an
attempt to add an artistic moment to real things and objects. And yet everything set
out so far is relative. Each painting, sculpture, utilitarian form or object carries
individual aesthetic qualities and is more or less similar, arising or denying something
already seen. We have long been at a stage where it will be unlikely to point out a
work of art that does not remind us of anything else or at least manages to surprise
us. Personal interpretation on everything created and its upgrading through what we
now have has already become essential — knowledge, technology, examples from the
past. And last but not least, today, it seems to me, the concept and packaging of
things often displace the content. For which genre the work is classified is

insignificant, compared to how it is presented.
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Appendix

Figure 1. Emile Galle vases, in Art Nouveau style with floral motifs.
Photo source [app. 1]
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Figure 2. Rene Lalique, perfume bottles [app. 2]
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Figure 3. Louis Comfort Tiffany, lamp
[app- 3]

Figures 4, 5. Artist: Monika Naydenova, luminous object, source: personal
archive
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Figures 0, 7. Artist: Monika Naydenova, luminous objects, source: personal
archive

Figure 8. Artist: Beverly Fishman, Glass pills [app. 4]

European Scientific e-Journal — Issue 4 (4) — December 17, 2020 m



Figure 9. Artist: Milan Krajicek [app. 5]

Figure 10. Dylan Martinez, glass bags
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The idea of the speech, goes round the importance of byzantine art inside Transylvanian orthodox
culture, in the 17th century. The G6reme monastic Complex of Caesarea of Cappadocia has a
considerable list of churches with relevant importance in Byzantine iconography. The popular
character of this type of art developed on the walls of these architectural jewels manifests itself in
the left-handed, but expressive and with such great spontaneity drawing: also, with predilection for
narration that lends many elements from the illustration of the Apocryphes, which were born from
people’s inclination to very detailed stories. This byzantine style we have had for centuries and
which is tight to our Christian roots, was cultivated in Wallachia and Moldova and Transylvania in
the 14th and 15th centuries and the post-byzantine style in Wallachia in the 15th and 16th centuries.
There are similarities between churches raised in the 17th century in Transylvania and the ones
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Similitudini in arta iconografica intre bisericile rurale din
Transilvania secolului XVII si bisericile din Cezareea Capadociei

Abstract:

Lucrarea face referire la importanta artei bizantine in cultura ortodoxd a secolului XVII in
Transilvania. Complexul monahal de la Goreme detine o lista considerabild de biserici de o mare
relevanta pentru iconografia bizantina. Stilul popular, naiv dar deosebit de expresiv, spontaneitatea
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liniei si aplecarea spre naratiune, s au nascut din dorinta oamenilor de a spune povestea cat mai in
detaliu. Stilul bizantin e strans legat de radacinile noastre crestine si a aparut in Tara Romaneasca
si Moldova iIn secolele 14 si 15 iar stilul post-bizantin In Tara Romaneasca in sec 15 si 16. Sunt
similitudini intre bisericile de sec 17 in Transilvania si cele din Caesarea Cappadociei. Ne referim
in principal la pictura din bisericile hunedorene.

Cuvinte cheie:
linie culoare biserica, bizantin, transilvaia.

Introduction

Once with the outliving of the Byzantine Empire, Cappadocia acquires during
the first centuries AD, the role of border area, attracting the persecuted Christians
by romans. Later, during the 10th and 15th centuries it becomes a place of monastic
reclusion, giving birth to the first monasteries. Around 3,000 churches hollowed in
stone are scattered on the entire Cappadocian territory, the most known — the ones
from Goreme, Zelve or Ihlara [1]. In those places, holy and profane knew the value
of cohabitation and the walls were visually laden with Christian Byzantine signs. The
coloristic and mystical load of those walls transform these churches in real cultural
and religious jewelleries. The Black Diamond of Cappadocia is Karanlik with its most
known name Black-Church because of the light which can go in, through a little
window, making it dark.

However, still keeps the old frescoes even if time wasn’t that supportive. After
the removal of monastic life from here, it is been told, that the church was for a long-
time pigeon breeding.

It took years (somewhere I found around 14 if I correctly remember), a lot of
effort and restorer’s determination to bring it to the actual form, which can be seen
nowadays. Currently, those frescoes, which represent scenes from the Old and New
Testament are considered to be the best conserved from the ancient Cappadocia:
Christ Pantocrator, the way to Bethlehem, Nativity, Epiphany, Triumphal entry into
Jerusalem, The Last Supper, The Betrayal of Jesus. Despite the name, the painted
frames are a transcendental lull. A fantastic chromatic and compositional balance,
the ratio of closed/open or hot/cold well defined.

The elements flow one from the other symmetrical, nothing is left to chance.
The saints’ face, with a severe air, are treated noticeably and highlighted by clear

conscripts.
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1.

The Go6reme monastic Complex has a considerable list of churches with
relevant importance in Byzantine iconography: Barbara Church, Cavusin Church,
Kiliclar Kusluk Church, Virgin Mary Church, Elmali Church being the smallest and
most recent. Famous for her frescoes is, however, the Yilanli church, which is called
the Church of the Serpents, representing people from Hell, surrounded by snakes.
The ornaments are red/ochre and the frescoes are painted directly on the wall (was
also practiced on the canvas glued to the wall). Ochroes, dusky or cooler, help having
a warm, storytelling atmosphere. From one wall to another, the chromatic dynamics
changes, each scene having its dominant colour, keeping steady the neutral grid of
the wall. The image of Saint George killing the dragon carries in it, the tension and
the timing of the moment through a safe animal drawing, ingenious. A series of other
scenes enrich the church, among them: Emperor Constantine and Helena, Apostle
Thomas and the founder of St Basileios Church.

On the walls of the church Carikli (called Sandale) appear a series of imposing
figures, of considerable proportions. The central dome hosts the image of Christ
Pantocrator made in a warm chromatic with refinement and sensibility and a series
of busts of some angels, framed in a medallion form. On the central apse there is
Deisis (Pantocrator), on the northern apse Mary with infant Jesus, on the southern
apse the image of St Michael. The chromatic withdrawn range is red, blue and ochre,
predominantly warm.

And because they loved the narrative, in the Tokali church flows the detailed
story of Jesus Christ’s life, into a heightened chromatic, complicated by the red/green
and blue/orange contrast (to ochre). The Sequences of Jesus’ childhood are shown
us with the simplicity and ease typical of the popular creative act. The blue captures
the attention and the warm tents of ochre, by quantity contrast support harmony.

In Elmali Church are simply painted in red, ornaments from the iconoclast
period and the frescoes say about Jesus’ life and in St Barbara’s church, dated from
the 11th century, we also find a series of geometric motifs that decorate the dome
and the walls like mythological animals and other marks and symbols of host being.
We find here also the preference for the red colour. The broken line —a characteristic
of the Byzantine expression in terms of analysis and recomposition of elements
which constitute a figure — allows the creation of relationships, as well as the
realization of the compositional rhythm.

The popular character of this type of art developed on the walls of these
architectural jewels manifests itself in the left-handed but expressive and with such

great spontaneity drawing: also, in the predilection for narration that lends many
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elements from the illustration of the Apocryphes, which were born from people’s
inclination to very detailed stories [2]. Two types of art are contrasting — the one
mentioned above which follows the naive expression freedom and the aristocratic
and theological one, from the capital city, which obeys a strict discipline in subjects’
choice and distribution [3].

From the year 843, the Synod of Constantinople strengthened the role of holy
icons as liturgical expressions of the spiritual communion with the Church, Christ
and His Saints. Since then, the Orthodox Church has kept close these dogmatic
foundations, expressing them in an elevated form in the Byzantine and post-
Byzantine painting tradition. This Byzantine style we have had for centuries and
which is tight to our Christian roots, was cultivated in Wallachia and Moldova and
Transylvania in the 14th and 15th centuries and the post- Byzantine style in Wallachia
in the 15th and 16th centuries [4].

2.

The connection between our Church and Caesarea of Cappadocia is made on
October 10, 1776, when the Ecumenical Patriarch Sofronie II and his synod, on
Alexandru Ipsilanti’s request, granted to metropolitan Gregory II of Wallachia and
his followers, the title of Lessor of the Throne of the Caesarea of Cappadocia. By This title,
the metropolitan of Ungrovlahia would immediately follow the patriarch, this
honorary title being an acknowledgement of the importance of the Metropolitan of
Wallachia and the contribution made by our church and romanian people to
Orthodoxy’s support [5]. The consequence of this moment, with historical and
especially religious importance is the influence on iconography and on church
painting from our area, referring here to Transylvanian remains. In the Orthodox
tradition, the church painting is a fundamental component of the building itself.
There are similarities between churches raised in the 17th century in Transylvania
and the ones from Caesarea of Cappadocia. We refer mainly to the iconographic
painting of the hunedorian churches. The Art of masonry and mural paintings has
its centre, for Romanians, in Transylvania, in the stone sites of voivode’s churches.
From a Pavel Binder’s review, we find that the churches from Ribita and Criscior
were built in the voivode’s residence on the infrastructure of wooden churches from
countryside in the 14th and 15th centuries and at Densus and Strei, the churches are
build following the Byzantine model with cross nave [6]. The Church of Saint Nicholas
trom Densus is on the UNESCO list. On its walls are painted the Doomsday, Saint
Marina fighting the devil, the Holy Trinity in which Jesus is dressed in the romanian
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traditional shirt, the holy apostle Thomas. Above the place where the priest serves,
there is the image of the Pantocrator.

In the other two churches mentioned above, we find as historians say, the first
representations of the Holy Kings of Hungary, an iconographic ensemble listed in
the UNESCO heritage.

The Church of the Assumption in Criscior, built at the beginning of the 14th century,
is the result of combined elements from Byzantine and gothic tradition. On pronaos’
walls were preserved fragments of mural painting from the foundation’s age (the
votive picture with the founder’s family, biblical scenes). The large scenes, realised
with bush hammer, are represented in two registers on the three sides of the church.
In the upper register, they are painted the Assumption of the Mother of God,
Maundy Thursday, barely visible, The Last Supper and the Cross Road. Under these
scenes, the Ascension of the Cross, the three Holy Kings of Hungary, the votive
painting, St Demetrius and Theodor, St Marina hammering the devil and George’s
struggle with the dragon.

The painting of the military saints has ‘socio-political implications’. St
Demetrios on the white horse with the high sword and St Theodore on the red horse
with the spear in the right hand are placed in direct relation to the votive painting.
The episode in which St George kills the dragon is accompanied by a fantasy detail:
the maiden who covers her eyes. It is represented with a dress embroidered with

peatls, reminding the one of Byzantine princesses.

3.

The aesthetics of Byzantine art gives particularly attention to details and
ornaments. The compositional model is the Byzantine one, with a rigorous drawing.
The chromatic palette is smaller here, remains on the second plan as importance,
considering on the first place the line. The line is harmoniously connected by colours,
the connection between them being very strong.

It also establishes first the outline but also the internal structure between them
is very strong. The sense first perceives the colour — all the figures (elements) being
in their essence colour.

As the art historian Vasile Dragut notices “the similarities with church paintings
in Criscior are so evident” that we can talk about the same popular vision and the
same artisan (Dragut, 1968). The richer chromatic range and the stable dynamic,
thick-line drawing from Ribita are the conclusive testimonies of a more evolved
phase. The church of St Nicholas of Ribita has the image of Archangel Michael

sanded in the altar of the church. On the brickwork iconostasis is centrally painted
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the Mandylion (the face of Jesus with cross form nimbus) on canvas, a theme that
has as its source the legend of king Abgar of Edessa, who received a canvas with the
image of the Savior — a subject with Byzantine origin. On the sides are showed frames
as Annunciation, Birth and the Presentation of Mary. In Ribita, the iconographic
canon is preserved, and its fresco is a proof that at that time we were in close artistic
connection with the Byzantine World.

The word that expresses the reality of God’s Kingdom is adapted to the imaging
of the iconographic painting. This condition is applied in particular to the icon, which
is designed to represent, to portray people or events in the light of the God’s
Kingdom. These people have lived, these events have taken place in history, in our
history, according to the laws that govern our existence, and yet, they allow us to see
a reality that does not obey those conditions. True creation requires knowledge and
spirit. Therefore, the iconography must use out the techniques and material
possibilities belonging to our world (colours, lines, brushes, small coloured stones,
etc.), to restore the God’s Kingdom. The direct relation between the icon and the
word is clear: what poetry and parabolas represent for the ear; iconography is for the
eye. In the icon’s imaging, the bodily details of the saints are: the neck, ears, eyes,
hands become interpretations of reality so that the eyes will be much larger, the neck
elongated, the ears shorter, the hands thinner. In the Byzantine painting all the
elements exist as movement, as energy. Every detail carries a certain symbolism,
therefore, the icon or the Byzantine painting otherwise, becomes a painting of
symbols and light of grace. Byzantine painting does not respect the proportions of
nature, having its own verbiage and a unique reading code, this is why it surpasses
the other church arts. It encodes every element in its own symbols, giving a sacred
meaning.

A unique visual language founds out how to render all the spiritual content. In
the same register is the iconographic art of the 17th century in Transylvania.
Iconography upsets the principles of naturalistic painting (proportion, perspective,
linear time, etc.) wishing to suggest a new reality. The people, the events, the animals,
the landscapes we can recognize as elements of our earthly existence become bizarre,
reorganized in an unusual setting. We can easily identify buildings, trees, stones,
animals, etc., but all this is differently showed us. In our world, the perspective
unpresses two lines in a vanishing point, the eye level on the horizon, while its world,
the icon, uses a reversed perspective, unwinding the two lines in front of the image.
The viewer becomes the one, who is observed, the person in the icon, looks. The
divine space opens itself to us, establishes the contact, the icon becomes the window,

the relationship portal between the two worlds.
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The elongations and thinnings of the Byzantine icon suggest a lack of weight
or volume. A peculiarity of the icon is the reference to heavenly Jerusalem, the God’s
Kingdom where we recognize our world. The frameworks we are accustomed with
(animal scenes, landscapes, etc.) are fulfilled with those of the spiritual nature, those
from beyond us.

After these mergers at spiritual-creative level appears in iconography, the
background painted with gold, with clean golden or golden colour. The person or
the event transcend in the world of Christ, bathed in pure light. The symbol of wealth
and also the element that best reflects the glow of light, the gold leaf, bring all to a
spiritual world where there is no need of sunlight, but there is the divine light and
warmth. The framework becomes timeless, undefined space, and the characters seem
to float. A naturalistic space would eliminate the backdrop of the divine light,
diminish the entry of the kingdom into our world. A Byzantine framework has no
depth, figures remain delimited on the surface, the line gives meaning to the colour.
Aiming to achieve the rhythm in the relations between figures, the line has plasticity,
fluidity and thinness. The image has an existential uniqueness due to the specificity

of its line.

Conclusion

Returning to the topic, the connection between the two areas is a very close
one, referring to the stylistic and artistic level. The intrinsic rationale of the plastic
system, the colourful background and the symbolic characters, the geometric
interpretation of the volumes as well as the chromatic refinement, prove the origin
of the paintings in these Romanian churches as being Byzantine. Obviously, the
iconographic painting of the 7th century in Transylvania, has also known other
contributions such the one of Ruthenians in SaliStea Sibiului for example,
remembered and studied by Ana Dumitran in an essay on icon and romans (An essay

on icon, romans and Protestantism).
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Appendix

Figure 1. Christ Pantocrator Fresco, Karanlik Church from Open Air Museum
of Goreme

Figure 2. Christ Pantocrator Dark Church (Karanlik Kilise) at the Géreme
Open Air Museum
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Figure 4. Crucifixtion Fresco Dark Church (Karanlik Kilise) at the
Goreme Open Air
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Figure 7. Crucifixion, the early 10th century fresco, Tokali Church
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Figures 8-9. Fresco inside Saint Nicholas Church from Ribita in the left side and
fresco inside Assumption Church from Criscior

Figure 10. The interior of Ribita Church
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Figure 11. The fresco inside Crisan Monastary, Municipality of Ribita
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Anomayus:

Creative Center of Kalofer Lace presents and promotes the only Bulgarian national style in the
production of shuttle lace. It is a unique place that performs its functions daily and year-round,
combining archival, exhibition, organizational, coordination, educational and commercial activities
since its opening in 2018. The center contributes to the increased awareness of the connection of
Kalofer lace with European shuttle art, historical accents and specific details that characterize its
authenticity. The author concludes that cyberspace and online technology are the natural and
mandatory path to the general public. Therefore, one of the goals of the project is to create a
platform based on the Internet and including an information site, a digital archive of models, basic
video tutorials, an online store, a virtual walk in the TCCD.
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TBopueckn EHTHP HA KaAO(PEePCKATA AAHTEAA: MOTHUBALIUAA U
pasBurue

Anomayusa:

TBopueckn IHeHTBP Ha Karopepckata AAHTEAA IIPEACTABA M IIONYAAPH3UPA EAUHCTBEHUS
OBATAPCKH HAIIMOHAAEH CTUA B U3Pa0OTBAHETO HAa COBAAKOBA AaHTeAd. TOM € YHHKAaAHO 110 CBOATA
CBIIHOCT MACTO, KOETO €KEAHEBHO U IIEAOTOAHUIITHO H3IIBbAHABA CBOUTE (PYHKIINH, ChYCTABANKA
APXUBHU, CKCIO3UIIMOHHH, OPraHU3AI[HOHHN, KOOPAUHAITHOHHH, OOPa30BATEAHN U THPIOBCKU
AeriHOCTH OT cBoero oTkpusaHe 1pe3 2018 roamma. [lemTHpBT Cromara 3a HOBHIIEHATA
nH(MOPMHPAHOCT 34 BPb3KaTa HA KAAO(EPCKATa AAHTEAA C EBPOIEHCKOTO COBAAKOBO H3KYCTBO,
ICTOPUYECKH AKIICHTH W CHENU(UYIHE ACTAHAH, XapaKTEPU3UPAIIN HEHHATA aBTCHTUYIHOCT.
ABTOPBT 3aKAFOYABA, Y€ BUPTYAAHOTO IPOCTPAHCTBO U OHAAWH TEXHOAOTHHUTE €4 €CTECTBEHUA U
3aABAKHTEACH IIBT KbM IIHPOKATA IyOANKA. 34 TOBA €AHA OT LIEANTE Ha IIPOCKTA € Ch3AABAHETO
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Ha 1mAaTdopma, OasupaHa B HHTEPHET U BKAFOYBAIIA NH(MOPMAITHOHEH CANT, AUTHTAACH APXUB HA
MOACAH, EAEMEHTAPHH BUACO-YPOILIH, OHAANH MarasuH, BUpTyasHa pasxoaxa B TLIKA.

Korwuosu dymu:
TBOPYECKH LIEHTBP Ha Karodepckara AaHTeAa, karodepcka aanteaa, Karodep, COBAAKOBA

AAHTEAAQ.

BBBexxaane

TBopueckn neHTBp Ha Kaaodepckata AaHTeAa (HMA. 1) IpeactaBs u
IIOOYAAPHU3UPA CAHMHCTBEHUA OBATAPCKH HAIIMOHAAEH CTHA B H3PAaOOTBAHETO HA
COBAAKOBA AAHTEAA. TOM € YHHKAAHO IIO CBOATA CBITHOCT MACTO, KOETO EKEAHEBHO
U IICAOTOAMIIIHO H3IIbAHABA cBonTe (DYHKIIUM, CBYCTABAHKHA ApPXHUBHH,
eKCIIO3UIIMOHHY, OPraHU3aI[MOHHHU, KOOPAUHALIMOHHU, OOpPA30BATEAHU U
TBPIOBCKU ACHTHOCTH OT cBoeTo oTkpuBaHe 1pe3 2018 roauna. LlenTepdT Ccrromara
3a IIOBHIIIEHAT2 HMH(MOPMHPAHOCT 3a BPB3KaTa Ha KarodepckaTa AaHTEAd C
EBPOITECKOTO COBAAKOBO M3KYCTBO, HMCTOPHYECKA AaKIIEHTH W CHEMUuPUIHI
ACTAMAH, XapaKTEpU3NPAIN HEHHATAa aBTeHTHYHOCT. OT HEroBOTO OTKpPHBAaHE Ce
HAOAIOAABA 3aCHACH HHTEPEC 324 CIIOACAAHE HA ABTCHTUYHH MOAEAW, KAKTO H
MaTEPUAAN B AOKYMEHTH, CBBP3aHU C UCTOPHATA HA TOBA M3KYCTBO. 1BOpUYECKHUAT
IIEHTBP OCBINECTBABA BPDB3KA MEKAY OTACAHHTE MAHCTOPKH, H3PabOTBAIIT
COBAAKOBA AAHTEAQ B IIIAATA CTpaHA. EXumeT My paboTn BBPXY pasBHTHE Ha I1a3ap
32 peaAmsanna Ha H3AECAHA OT COBAAKOBA AAHTEAA, KATO OCHIypABaHE HA
BB3MOKHOCT 32 TOMHHBK. Apyra BakHa 3aaa4ua Ha LlenTnpa e cbh3paBane Ha TpacH
HMHTEPEC B ITIOAPACTBAIIIOTO IIOKOACHHUE, Bb30OHOBABAHE U Pa3BUTHE HA TPAAUIIAATA
3a IIAeTeHe Ha KaAOepCKa AAHTEAA KATO MECTEH 3aHafT € HAIHOHAAHO U
€BPOIIEHCKO 3HAYEHNE. TBOPYECKU IEHTHP HA KaAO(EPCKATa AAHTEAA CIIOMATa 1 32
yBEANYaBaHE TYPUCTUYECKHA ITOTEHITNAA Ha IpaA Karodep, mpeasaraiiku pasamdana

1 YHUKAAHA 32 CTpaHaTa KYATYpHa 320€AEKUTEAHOCT.

1. Mcropuuecku 0630p
[Ipearoaara ce, ge rppBuTe 0Opa3nu Ha coBaAKoBH AaHTeAn B Kaaodep ca
AoHeceHH oT 3amaaHa EBpoma B kpad Ha XIX Bek, KOraro 3amodsa BHAHMO
eBpOIIeH3UpaHe Ha O'bATAPCKUTE TPaAOBe. 32 HA9aAO Ha KaAodepcKaTa TPAAUITHUA B
ITA€TEHETO Ha COBAAKOBA AaHTEAA ce mpumema oTkpubaHero mped 1910 r. Ha
EAMHCTBEHOTO B DbArapmsa crmenmmaAmsmpaHO yIHAHIIE 32 COBAAKOBA AAHTEAR
» I pyaoarooue” (Beamukosa, 2012). (Ha. 2) “To e ¢ AByTOAHIIIEH KypC Ha OOydeHHE

u ce uspbpxa o1 Karodepckoro obmuncko yupasaenne, Karodepckara Apyx0a B
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Codus u Kenckoro apyxecrBo ‘Tlpocsemmenne’ B rpasa.  Ilo-xbcHO
PBPKOBOACTBOTO MY € IIOBEPEHO HA TIPAKAAHCKA KOMHTET. B TOBa yumawmime ca
ITOAVYIHAH 3HAHUA U IPOGPECHOHAAHN YMEHHUSA B CH3AABAHETO U U3PAOOTBAHETO HA
coBaAKOB THII AaHTeAd OKOAO 1 800 :xerm u momuuera.” (Hukoaosa, 2007)

Vaedra 3a Cb3AABAHETO HA YIMAHMINETO 32 AAaHTeAH B Karodep e Ha BuaHUDA
karodeperr Munko PerBasxueB. Pa3rpeBoiKeH OT 3aIIapAaHETO Ha POAHUSA CH IPAA
CAEA OITOKAPABAHETO My IO BpeMme Ha Pycko-Typckara BovHa o1 1877-1878 1., mpes
1902 r. Toit m3paBa kmmrata ,llommabka Ha rpasena Kaaodep m muenwme 3a
ITIOAOOPABAHETO MY B OBACIIE”, B KOATO HAPEA C APYIHTE IIPEAAOKEHUA HACOYBA
BHUMAHHETO U KbM IIOMUHDBK 32 keHuTe (Beanmukosa, 2012).

B mepmoaa 1906-1913 r. mo mpemopbka wHa MuHHCTEPCTBOTO Ha
IIPOCBEIIEHUETO B ABPKABHOTO pucyBaAHO yunmamine B Codwmsa ce opraHmsupar
OE3IIAATHH ABYTOAUIIIHHE KypPCOBE 32 YUHTEAKH I10 Be30a m Aantean. IIpes 1909 r.
IIACTCHE Ha COBAAKOBA AAHTEAA yuw, usnpateHata ot Kaarodep, Aonka [Iumkosa.
CAeA 3aBBpIIBAHE HA OOYICHUETO CH TA CTAaBA I'bPBATA YINTEAKA B YIMAHUIIETO 32
aarTean B Kaaodep (Beamukosa, 2012).

“Otme ot camoTo Hadaro Aonka [Ilnmkosa 3ammouBa Aa pa3paboTBa MOACAH,
KOUTO C€ PAa3AHMYABAT OT EBPOIEHCKHTE OOPA3IH C XAPAKTEPHOTO CH OBATAPCKO
3BydeHe. VI3IAAO HEHHA € 3aCAyTaTa 3a Ch3AABaHE HA YCTONYMBA CTHAMCTHKA Ha
coBaAKkoBara AaHTeaa B Kaaodep. 3a mmoro kparsk mepuoa Aomnka Illumkosa
H3TPaKAA ITTKOAA, B KOATO CE€ IIAETAT H3AEAHSA, CBIIOCTABUMH IIO XYAOKECTBEHA
CTOMHOCT U Ka49eCTBO C OOPa3Iy, U3pabOTBAHU B CTPAHH C BEKOBHU TPAAUILINH B
IIACTEHETO Ha COBAAKOBAa AaHTeAd. B cb3praseHHTE OT HEd MOAEAH Ca M3IIOA3BAHU
XapaKTepHU 32 OBArapckara IpHPOAad (PAOPAAHHM MOTHBH — PO3H, AAAETA,
KapaM(UAH, CABHYOIACAH, KHTHH KAACOBE, ABOOBHM AHCTa B MHOIO Pa3AMYIHU
BapuaHTH. B KaaodepckuTe AaHTEAN HE ce CpermaT oOpasu Ha XOpa U KUBOTHH.
BriocaeactBre MOAEAN 3aITOUBAT A2 CH3AABAT U HAKOH OT HAI-AOOPHUTE YICHUYIKU B
yauaurero.” (Beamakosa, 2012)

Cp3paaBaHETO HA YCTOMYMBA CTHAMCTHKA HAa MECTHATA COBAAKOBA AAHTEAA U
dopMupaneTro Ha Ha3BaHHETO I KaTO KaAodepcka € M3IAAO 3acAyra Ha /OHKa
[IumkoBa. Mommuderara B YYHAHMINETO W MHOIO JKEHH H3BBH HEIO YCBOABAT
IIACTEHETO Ha AAHTEAA. 1€ IIPOAABAT M3ACAUATA CH B CTpaHATa U 4yxOmHa. Taka
AAHTEAHEPCTBOTO CTaBa XapaKTEPEH KEHCKH HOMUHBK 32 Kaaodep, xoirro HOCH
cpaBHHTEAHO A0OpH Aoxoau 1pe3 1920-te m 1930-re roammm. Cb3paseHa e

koorreparusa “7KeHcku TPyA~, KOATO Aa IIOAITOMATra HAACHUPAHETO HA AAHTEAUTE
b

Beanukosa, 2019).
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“XapakrepHo 3a KarodepcKkata AaHTEAd € OCOOCHHAT M KOMIIO3UIIMOHEH
CTPOEK: CBETBA AXKyp, HAPEYECH ‘CpeAd’, € OOIPAACH OT IIABTHH EACMEHTH W
OOPAaTHOTO — HIABTHUAT LEHTBP € 00IrpaAcH ¢ pexaBu nepudepuu gacrtu. [Iapraara
9aCT, U3IIbAHCHA C IIBECTHM MOTHUBM M MAAKH CACMCHTH, a4 U pa3AHqHHTC a)KypHI/I
YacTH, CE€ IIPEHAHTAT AHHEAPHO €AHA C Apyra. OmpeaeAeHara moapeAda Ha
OTAEGAHUTE EAEMEHTU CE MOCTUIA KATO TOAEMHUTE ITOAETA, M3IMAECTEHU C ITOAOBUH
HAMETKA ‘CHTO’, CE€ CBBP3BAT C IO-MAAKH ACKOPATHBHU IIOAETA, IIOCPEACTBOM
mmputi.” (Omes, 1986) “IIpeobaasaBarmaTa 9acT OT MOACAHTE Ca CHMETPUYIHH, C
AKYPEH LIEHTBP, OKOAO KOHTO Ca pAasIOAOKEHH MOTHBUTE, (OpMUpAIIN
OAAOCTHATA KOMIIO3HIIMA Ha H3ACAHETO. LIeHTBEPBT H  yJacThIUTE MEKAY
OCHOBHHUTE MOTHUBH Ca 3AI'BAHEHU C Pa3HOOOPA3HH MPEIKH, KOMTO HAI-4eCTO ca
KOMOMHAIINA OT CHHAKHPH H AHCTA. PHCYHBKBT Ha MOAEAUTE CE OdYEpTaBa C
PA3AMYHI BHAOBE ITAATHA (TAAAKO, PA3AHYHH BHAOBE QKYPEHH, 3UT3arO00PA3HO) 1
cuto, konto B Kaaodep umar ciermdpraam HamMeHOBAHUA, 3AITA3UAH CE U AO AHEC.
XapakTepHO 32 KaAopepcKaTa AaHTEAA €, 9e TA € eAHonseTHa. [1aere ce mpeanmHO
C IIAaMyYHH KOHIIM B OfAAO M ekpro. FI3aeAmsATa ca OCHOBHO 3a HHTEPHOpPA —
caAdeTKH, ITOKPUBKH, THINAAN(MEPH, AAHTEAH 32 CHAAHO OeAbo. B obaekaoro
HAMHPA ITO-MAaAKO IIPHAOKEHHUE — IAATKHA, AKH, MaHmIetn.” (Beamakosa, 2012) (M.
3)

“B passurmeTo Ha KaroepckaTa AAHTEAQ, KAKTO BBB BCAKO H3KYCTBO HMMa
IIEPHOAH Ha pasiBer U ymaAbk. [1pes mecerr asrycr 1935 r. AaHTeAHOTO yaHAHIIIE €
3aKPUTO M HAa HEIOBO MACTO C€ OTKpHBa HHCIIE 3eMeAEACKO yuamamie. B mosoro
VIHAHIIE CE 3aIIa3BaT CaMO ABE ITAPAACAKH, B KOHTO CE HM3y4aBa IIACTEHETO Ha
karodepcka AaaTeAa. CAEA KaTO U Te ca 3aKpUTH, U3pAOOTBAHETO HA AAHTEAUTE CE
IIpEHACA H3IIAAO B AOMAIIHH YCAOBHA. YMEHHETO 3a Cb3AABAHE M IIACTEHE Ha
AAHTEAHTE CE IIPEAABA OT MalKa Ha ABIIEpA, OT 6aba Ha BHY4YKa. OCOOEHO PA3DBK €
VIIAABKBT Ha AAHTEAHOTO IIPOM3BOACTBO CAeA Bropara cBeroBHa BOIiHa, KOraTo ca
CKBbCAHU BCUYKU BPB3KU ChC 3AITAAHHTE I1a3aPH M TOBA U3KYCTBO CE TPETHPA KATO
yrraapaHO sBAeHuE.” (Hukoaosa, 2007)

“ITocTerreHHO COBAAKOBATA AAHTEAA HM3AU32 OT MOAQ, AUIICBA THPCEHE U Bede
HE HOCH AOOPH AOXOAHU, AAHTEAHMEPCTBOTO OCTaBa 3aHHMAHHE CAMO Ha Hai-
pesHOCcTHHATE ManicTopkd. [Ipes 1950-te m 1960-1e 1., a cpI10 Taka u ipes 1980-te
I., IMa OIIUTH 32 CbXpPaHABAHE HA TPAAULIHATA YPE3 OPraHU3HPAHE HA KYPCOBE 34
obydeHne, HO PE3yATATHTE OT TAX ca TBbpAe ckpoMHU. [Ipes 1990-te r. uaTepecsT
KBM COBAAKOBATA AAHTEAA 3AII09YBA AA CE BBb3PAKAA UPE3 IIYOAHKAITUMH 32 HAYMHA HA
IIAE€TEHE HA AAHTEAQTA U MOACAU 33 U3PAOOTBAHETO 1, YPE3 OPraHU3UPAHHU KyPCOBE

U M3AOXKOM. HpI/IHOC 3a HOHyAHpI/ISI/IpaHe Ha COBaAKOBaTa AaHTCAQA Hp€3
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ITOCACAHUTE TOAMHH HMa Cbh3AaAcHaTa 1Ipe3 dpespyapu 2011 r. medopmasna rpyma
T.A. Ceasuxa. Upes mpeaaBaHOTO B CBOOOAHA CPEAA YMEHHE U YAOBOACTBHETO,
KOETO TO HOCH, AAHTEAHEPHUTE ACMOHCTPHUPAT BBb3MOKHOCTHTE 32 HETPAAUIIHOHHO
IIPUAOKECHHIE HA CTApHTE TEXHUKH 3a M3paOOTBaHE Ha AaHTeAH. Paborure Ha
YVIACTHUITNTE B IPYIIATA CA CHBPEMEHHI HHTEPIIPETAIINN — OMIKYTA, TAHA U KAPTUH,
PEaAH3HPAaHU CBC COBAAKOBA W IIHTa AaHTeAa, opuBoAnTé m Ap.” (Beamdkosa,
2019) (a. 4)

Ot 2000 1., ra 15 aBrycT B ACHA Ha TOAEMUSA XPUCTUAHCKA IIPA3HUK — Y CIICHHE
Ha IIpecsera Boropoamma exeroamno ce mposexaa Ilpasamk Ha Kasodepckara
AaHTeAd. “B IrppBusA MPA3HUK B3UMAT yIACTHE ITACTAYKNA HA COBAAKOBA AQHTEAQ OT
LAAATa CTPaHa, a CbIro u roctu or Aurang, [Iloraanansa n bearnsa. Kem mectaOTO
YNTAANIIE € Ch3AAACH ‘3rateH (OHA’ Ha KarodepckaTa AAHTEAd, KOUTO HAOMpa
CBOHTE EKCITOHATH OT AAPEHNA HAa MECTHH KUTEAN U OT ydacTHHIUTe Ha [ IpasHmxa.
®ouapT HaOpOsBa HaA 100 apx. eAMHHIIM M BKAFOYBA OOpasiy Ha Karodepcka
AAHTEAQ, MOACAM M TIOCOOMA, KAKTO M CHUMKOB MaTE€pPHAA M ITUCMEHH AOKYMEHTH.
Taka Bede, HE caMO B MECTHHSA UCTOpUYIECKH My3ed ‘Xpucro bores’ ce cpxpansasar
HAI-AOOpHTE 0OPA3NU OT IPOU3BEACHNA HA CTAPUTE MAUCTOPKH, HO U TPAAUIIHAATA
IO ChbOMpaHe, 3ydaBaHE U ITOKa3BaHE Ha AAHTEAO-IIPOU3BOACTBOTO HAMA A4 OBAE
npexbcHaTa. VAW IToHe Taka ce HaAABAT TOTaBa MHUIIMATOPHUTE U OPraHU3ATOPHUTE
Ha Te3n uHurmatus...” (IIspsanosa u Koaesa, 2020) (Fa. 5)

“Ilpes mocAeABaAMTE TOAMHH He ce 3a0eAfi3Ba OCOOEHA WMHHIIMATHBHOCT,
TEMATHYIHO pPa3pacTBaHe Ha H3AOKOHTE, YBEAHMYAaBAHE HAa BPEMETPACHETO HAU
oborarsiBaHe Ha MEPOIPHATHATA 32 OTOEAfA3BaHE HA IIpasHUKA. B rpaaa Bce orme
HAMA MY3€ll 32 IIOCTOAHHO M3AaraHe Ha €KCIOHATH, CBBP3aHH C Ta3M CBIIECTBEHA

gacT oT ucropuAra Ha rpasa.” (IIucamuesa, 2020)

2. PaBHOCMETKA

[Ipasaukpr Ha Karodepckata AaHTeAa, IpoBeAeH mnpes 2017 r. crasa
dopMaAeH ITOBOA Aa ce HAIIPAaBU TPE3BA OIICHKA HA CHTYAIlUATA, B KOATO CE€ HAMHPA
TOBA H3AITHO U3KYCTBO B AFOAKATa HA CBOETO Ch3AaaBaHe — Karodep.

“Baaranar poHA’ Ha KasodepckaTa AaHTEAA CE ChXpaHfABA B KAIlIOHH B
XpaHHAUIIETO Ha Yurasumiero, 0e3 Bb3MOKHOCT 3a IIPEACTABAHE U OOIECTBEHA
AocTbitHOCT. POHABT He O€ IPETHPIIAA HUKAKBO pasBuTHE 32 110ouTH 20 FOAUIIHUA
IIEPUOA OT Cb3AABAHETO CH. YacT OT HEro ce IPEACTaBA IIPEA IYOAHKA BEAHBXK
TOAHMIITHO, B PAMKUTE HA EAHH ACH, IIO IIOBOA IIpasHuKa. sKenunre, 3aHnMapamu ce
akTuBHO C AanTeAa B Kaaodep, ca eaBa wermpu. OcraHaAnTe IIA€TAYKHA Ca HA

HpeAeAHa BBSpaCT Al Ca HAITyCHAaAHU rpaAa. TCSI/I, KOHMTO B3€MaAT Yy49aCTHC B
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IIPA3HHUKA CE CTUMYAHPAT C HHUIIOKHA IapudHa cyMa. [IpexbcHATH ca BPB3KUTE C
nscaepoBareante u cb3aareante Ha Ponaa u [Ipasauka Ha poanresara. CHOPAAHIHO
Ce IIPOBEKAAT KPATKOCPOYHH YPOIM IIO0 AAHTEAA, ILECAAIIH IIPEACTABIHE Ha
IIPUEMCTBEHOCTTA MEKAY IIOKOACHHUATA, HO O€3 YCTOMYHUB PE3YATAT, THH KATO HE CE
yCBOABAT TpaliHU 3HAHHA U yMeHUA. Hanmonaaen mysent “‘Xpucro bores” Kaaodep
CbXpaHfABA LIEHHHU EKCIIOHATH Ha KaAOepCKa AAHTEAQ, KAKTO H OOCTOHHO
IIPOYYBAHE 34 IIOfBATA U Pa3BUTHETO HA AAHTEAATA B IPaAd, HO TBH KATO HEroBa
OCHOBHA 32A29a € AA IIPEACTABA CAHA OT HAN-BEAHKHTEC HCTOPUYCCKH AMIHOCTH Ha
brearapus, ecrectBeno aanTesata He € mpuoputeT Ha My3es.” (IIspBanosa u Koaesa,
2020)

Tasu ThxKHA KapTHHA aMOHIIpPAa MAAAWA CKHII Ha UHTAAHINETO Aa HACOYH
TBPCEHETO CH B ITIOCOKA IIPEACTABSHE Ha KaAoepCKaTa AAHTEAA HE CAMO KaTo
HEMATEPHAAHO KYATYPHO HACACACTBO, HO M BB3PAKAAHETO M KATO 3aHAAT U
IIOMUHDBK. B OCHOBHA I1eA ce IPEBPBIIA KEAAHUETO AAHTEAATA AA ObAC U3BEACHA OT
3a0BCHHETO HA CBBPEMHUETO U A2 OBAE TAACHATA KbM HOB IIEPHOA HA BB3XOA, KATO
OCBEH CHbXPAHEHHUETO U 32 IOKOACHUSATA, CE IIPEBbPHE OTHOBO B IIOMUHBK 32 BCCK,
KOWUTO 7KeAae Aa U ce ITOCBETH, BIKAAIKU B TOBA EAMHCTBCHATA BB3MOMKHOCT 32

YCTOMYHUBO Pa3BUTHE.

3. Cp3paaBaHe Ha TBopuecku HeHTHP HA KaroepCKaTa AAHTEAA

ITppBaTa cTBIKA B Ta3W IIOCOKA CE€ fBABA OPTAHH3UPAHETO H PEAOBHOTO
IIPOBEKAAHE HA 3aHUMaHHUA IO Karodepcka AaHTeAa. Ilpeanm kpas ma 2017 r. B
YHTaAUIIIETO € OPTAHU3UPAH EKECEAMHYEH KPBKOK ITO KaAodepcka AaHTeAd. 3a
HErOB PBKOBOAHUTEA € IIPHUBACYEHA MOJKEINA IIPEIIOAABATEAKA, YCBOHAA CBOHUTE
YMEHHUA OT ,,CTAPUTE MANCTOPKA * U ChXPaHHUAA TAXHATA IPEITU3HOCT U CPBIYHOCT.
3a KpaTKO BpeMe CTaBa ACHO, Y€ € BPEME U 32 CACABAIIA CTBIIKA B CbXPAaHEHHUETO Ha
karodepckaTa AaHTeAd — Cb3AaBaHe Ha HenH AOM. (KA. 6)

baaroaapenne Ha cBofTa YIHOPHTOCT, MAAAHAT €KUII YyCIABA Ad yOeAd
aAMHHHCTparuATa Ha MecrtHata OOIMMHA A2 IIPEAOCTaBH 32 CTOIIAHHCBAHE
IIyCTEEIa CIPaAd B IIEHTBPA Ha IPaAd, KOATO C MHOIO AOOPOBOAYECKH TPYA CE
peBpbIna B TBopdeckn nenThp Ha Karodepckara aanrteaa (TLHKA) 3a mo-maaxo
OT roauHa. baaropapenne Ha MHOKECTBO AAPUTEACKH aKIIUU U OAATOTBOPHTEAHU
AEMOHCTPALIMH, MOMHYETATA OT KPBKOKA H EKHIIBT Ha UHTAAUINETO ChOMpaT
HEOOXOAUMHUTE CPEACTBA 32 PEMOHTa 1 000pyABaHeTO Ha LlenThpa. Upes mpoekrao
dpunanCcHpane e OCUIypeHa BU3yaAHATA HACHTHYIHOCT U PEKAAMHUTE MATEPUAAN 32

Tsopueckus neursp. (Ma. 7)
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Or1kpuBaHETO HAa HOBUA AOM Ha Karodepckara AAHTEAA € AKIEHTHT Ha
TpaaurmonHuA mpasHuk npe3 2018 r. LleHTHpBT mOCpeEIa CBOUTE ITIOCETUTEAHR C
EKCIIO3UITHOHHA 32Aa, B KOATO (DOHABT Ha KaAodepckaTa AaHTeAa € OPOPMEH KATO
IIOCTOAHHA N3A0xk0a. B yroTHAa AOMaIiHa OOCTAHOBKA € HACTAHEH U KPBKOKBT 11O
AaHTeAd. MaABK ITAHA IIPEAAAra Ha IIOCETHTEANTE CYBEHHPH, MATCPUAAT U IIOCOOUS
3a H3pabOTBAHE HA AAHTEAA. 34 IIPA3HUYHATA OOCTAHOBKA AOIPHUHACAT HAKOAKOTO
TEMATHYHU U3A0KOM, IIPOKEKITUA HA APXUBEH (DHUAM, IIOCBETEH Ha KarodepckaTa
AQHTEAQ U BbAHYBAI My3nukaAeH KOHIEpPT. (MA. 8)

Upes conmmaAHT OpoOTrpamMu, EKAIIbT Ha UHTAAHUINETO € YBEAUYEH C YETHPHUMA
CAYKATEAH, KOHTO OOe3IIeduaBaT exeAHeBHATA pabora Ha LlerTnppa m AocTbira Ha
IIOCETUTEAU AO CKCIIO3HIINATA CCACM AHHU B ceAMHIIaTa. BXOABT € Oe3maarteH, HO
MHO3MHA OT TOCTHTE U3Pa3fABAT CBOATA CHIIPUYACTHOCT KATO OCTABAT MAAKH CYMH B
saprureaHnnata Ha llenTppa. IlocTemeHHO MAAKHAT IMaHA Ce HpPEBPBINA B
CYBEHHPEH MATra3uH, B KOITO IIOCETHTEAHTE 1 TOCTUTE HA IPAAQ MOTAT Ad CE CAOOUAT
C 0OpA3ITH HA KAACHYECKa M ChBPEMEHHA COBAAKOBA AAHTEAQ, ITOCOOMA M MATEPHUAAH,
KAKTO M C PBYHO H3PAOOTEHH OMKYTa, IPOAYKTH OT MECTHU ITPOMU3BOAUTEAN U
CYBEHUPH.

OrkpuBanero mHa TLIKA craBa moBop 3a obGorarsBane Ha GOHA2 H
BB3CTAHOBABAHE HA YACT OT IIPEKbCHATHTE BPB3KU C IIACTAYKH OT APYTH KPaHIIa Ha
bearapmua. IloaHOBeHH ca CBBMECTHHTE AEHHOCTH C HedOpMaAHA TIpyHa
CeasakaTA m MuctuTyT mo erHOAOrHA 1 POAKAOPHUCTHKA C €THOIPAdCKHA My3€H
npu bearapcka akaaemmsa Ha Hayknre (MEDQEM npu BAH). THKA e nokanen 3a
ydacTe B TOAfAMATa MEKAYHAPOAHA M3A0xkOa ,,Koil cb3aaBa m KOIT H3ITOA3Ba
AaHTeAa", opraausupana oT Mucruryra n CeaaaxaTA. YVaactuero B Ta3u U3A0K0a
€ CAeABAIllaTa BasKHA CTBIIKA B pa3BuTHeTO HA LleHThpa, KOATO AaBa BB3MOKHOCT 32
cpela C Xopara, IIOCTaBHAM HadaroTo Ha Ilpasmmka B Kaaodep, kaxro u
CH3AABAHETO HA ITOAE3HU KOHTAKTH. EAHOBPEMEHHO C MHOIOTO IOAOKHTEAHHU
eMOLIIH, eKUIIbT Ha LlenThpa cpera u He MaAKO XOpa, CHAHO PE3EPBUPAHH HE CAMO
Am9HO, HO 1 kbM Kaaodep karo HaIlMOHAACH IEHTBP HA COBAAKOBATA AAHTEAA.

“I'oanan Hapea B Kaaodep e 6mryBaao peBHOCTHOTO IIa3eHE M KPHEHE HA
MOAEAHTE, KOUTO BCAKA IIAETAYKA € Cb3AaBaAa. V ako Tasm mpaxruka e AooBeAa AO
CH3AABAHETO HA U3KAFOUNTEAHO PA3HOOOPA3HHU U C BUCOKA XYAOKECTBEHA CTOHHOCT
MOAEAH B Ha9aAOTO Ha XX BEK, TO B Kpas Ha BeKa Tasu TpaAurus rmocrasa Kaaodep
U HETOBUTE IIACTAYKH B H30AAIUA H AOBEKAA AO 3aMHUPAHETO HA TOBA H3AIIHO
n3kyctBo. Karodepku KpuAT He caMO CBOHTE MOACAH, HO OTKA3BAT Ad IIPEAABAT U
YMEHHATA CH HA KEAACIINTE Ad CE HAyYaT, OCOOCHO aKO HE Ca TEXHH ChIPAKAAHKIA.

MaAL[I/IHa Ca XKCHHTC, KOUTO Ha Aparo C"pr[@ HPCAOCTaBHT MOACAHUTEC, 3HAHUATA 1
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ymenusfTa cu. AHec, JKEHUTE 3aHHMABAINK CE AKTHBHO C IIACTEHE HA COBAAKOBA
AanTeAa B Karodep ce OposT HA IpBCTH, 2 MHOTO OT CHEHU(MPUIHUTE TEXHUKH U
CHOAHTKH Ha Karodpepckara aamTeAa ca 3abpasenn.” (IIspBanosa n Koaesa, 2020)
Tasu paBHOCMETKA IIOMara Ha €KUIIa AA OCb3HAE, Y€ 32 Ad IIPOABAIKH HAIIPEA, TPAOBA
A CIIEYEAU AOBEPHETO HA KOAKOTO CE MOXKE IIOBEYE XOpPa, CBBbP3aHHU C AAHTEAATA.
Oxa3za ce, g€ KOAKOTO IIO-TACHO ca cBbp3anu ¢ Kaaodep, ToAKOBa TO-TPYAHO € Aa
ce AOCTUTHE AO TAX. BbIIpekn TOBa MAAAUTE EHTYCHACTH CH IIO3BOAABAT Ad MEUTAAT
Kaaodep Aa crane AOMAKHH HAa MEKAYHAPOAHATA U3A0K02, CACA KATO O'bAC 3aKPHUTA
B Codus. U ce okassa, ge megrure ce COBABAT ACCHO, KOTATO UMa CEOCOTAAACHU
CHMUIIIACHUITN. 32 IIO-MAaAKO OT MECEIl, IIPEMECTBAHETO HA TOAAMATA H3A0KOA €
Bede haxTt. AOMAKNH Ha N3A0KOATA CTABa CIPaAaTa Ha HEYHKIIMOHHUPAIIOTO BEYE
VYIHAHIIE II0 OOAEKAO B IPaAa, 2 CAHA CHIMKA OT APXUBUTE HABEKAA HA MUCHATA, UC
HMEHHO B Ta3W CIPajd CE€ € IIOMEINABAAO U CAMHCTBEHOTO B DbbArapms
CIennaAu3upaHo yauauniie mo Aanrteaa. (Ka. 9, 10)

Msaoxbara roctyBa B Karodep oT kpas Ha Mecerr Maif AO Kpas Ha CEIITEMBPHU
2019 1., KaTO BCEKU ACH € AOCTBITHA 32 MECTHHUTE KUTEAW U MHOTOOPOMHHTE IOCTH
Ha TpaAa. T4 e 1 eAHO OT Hal-3HaunmuTe cHOUTHA B 20 FOOMACHHHI IIPa3HUIIA HA
kaAopepckara AaHTeAd. OCBINECTBABAHETO HA Ta3W HM3A0KOA B TOAAMA CTEIIEH
IIOBAUABA BBPXY AoBepuero Ha mectHUTE )KuTeAu kKbpM TLIKA m Herosms exurm, n
HAW-BEYE HA HACACAHHIIUTE HA AAHTEAHMEPKHTE OT MHUHAAHA Bek. MHOro or TAX
Pa3TBAPAT CBOMTE AMYHHU APXHUBH U IIPEAOCTABAT OTAABHA HEIIOKA3BAHNU OOTATCTBA,
C KOHTO € OCBIIECTBEHA BpeMeHHa ,,J13A0:k0a Ha crapure MaficTOpku‘. ABTOpCKH
n3A0xKOM, ©Oazap, TEMATHYHA TeaTpaAHAa IIOCTAHOBKA, MOAHO AedpHAe ¢
HM3KAFOUHNTEAHO IIOA30TBOPEH CEMHHAP IHIPEBPBINAT NPasHUKA B TPUAHEBEH

decruBan Ha aanTesara. (Ma. 11)

4. Or3BYyK

CAeA ycmemrHusa crapT Ha ACHHOCTTA, HE 3aKBCHABAT U ITOAOKHTEAHUTE
orrenku 3a exknrra Ha TLIKA. “... eHTycnacTa OT HOBO IIOKOAEHHE C IIOAXOA, KOHTO
BAUIa IIPEIPAAH, IIPEIIOAABAT M CE OOy4aBaT Aa IIPaBAT AAHTEAA, KATO
CBIIEBPEMEHHO PalOTAT 32 IONYAAPU3HUPAHETO HA HACACACHATA KyATypHA
3a0EAEKUTEAHOCT C YIACTUA B MHOKECTBO M3A0KOU, CEMHIHAPH U KOH(EPEHIINN B
CTpaHATa U B YyKOMHA, BKAIOYBAT CE€ B HAIIMOHAAHU U EBPOIIEHCKU IIPOEKTU 32
HACHPYABAHE HA KYATYPHUTE IPAKTUKU. Pe3yATaTHTe Ha ChBMECTHATA ACHHOCT Ha
€KHIIa OT CIELHAAUCTA B Pa3HOOOPA3HU OOAACTH CE ABAKAT HA HOBO MHUCACHE U
HECTAHAAPTHH, B CPaBHEHHE € OOIonpueTute, uAeu. OpraHusupar ce OOChKAAHUA

THII ‘Kp%rAa Maca’, AaBa CE€ Bb3MOXHOCT HpCACTaBI/ITCAI/I Ha leSAI/I"IHI/I HaHpaBACHI/IH
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— YYEHH OT Pa3AHMYHU OOAACTH, KOMTO HUMAT €AHU U CBINHU BBIPOCH H PabOTAT
peaoM. Tasy mpomsAHA € rapaHInA 32 yCIIeXa Ha IIPEACTaBAHETO Ha KyATYPHOTO
HACAGACTBO IIPEA HOBH IIyOAUKH, EAHO pAasABIIKBAHE, OT KOETO CE€ HYKAAC
CHBPEMEHHATA OOIIMHOCT OT HOCHTEAH HA Ta3H KYATypa, KOETO CE ABAKU Ha
HEODO3PHUMO KOAUYECTBO M3BOPU U METOAH, AUCKYCHH, IIOCTABSHE HA BBIIPOCH,
nHTepuperanny,” — nuine bucrpa [Tucangesa, — MEKAYHAPOAHO IIPU3HAT aBTOP U
IIPEIIOAABATEA IIO CBHBPEMEHHH HHTEPIPETAIIMH HA COBAAKOBA AQHTEAQ B CBOSA
AMICEPTAIIMOHEH TPYA “‘AaHTeAaTa: KYATYPHH TEXHOAOTHH U COITMAAHU ITPAKTUKA .
TBopueckuAT HEHTHP M KaAOodepCcKaTa AAHTEAA CTABAT TEMa U Ha ABE AUIIAOMHH
paborn. AoOpoBOAUECKATA HHUIIMATHBA € IIUTHPAHA U KAaTO “A0Opa mpaktuka’ B
“HappuHuK 32 omasBaHe HA HEMATECPHAAHOTO KYATYPHO HACAEACTBO, HACOYCH KbM
MECTHHTE AAMHHHCTPAIIIN W MEXaHHU3bM 32 BKArOUYBaHe Hm ydactume Ha HIIO,
I'PAKAAHCKH OPTAHHU3AIINA U MECTHH OOIIHOCTH B ITPOIleCa Ha OCBHIIECTBABAHE Ha
MOHHUTOPHHI I KOHTPOA Ha ITOAUTHKHTE, CBBP3aHU C HEMATEPHAAHOTO KYATYPHO
HACACACTBO”, M3AAACH OT PermoHaAHUs IIEHTBP 32 OIla3BaHE Ha HEMATEPHAAHOTO
KYATYpHO HacAeACTBO B FOromsrouna Esporma nmoa ermaara xza FKOHECKO, 2020 r.
ITpes rorn 2020 r. LlentspbT € mOoceTeH AngHO OT [IpesnmaenTa m BunenpesnaenTa
Ha PenryOAnka bearapus.

[Tpes 2019 r. TLIKA B3ema yuactre B MEKAYHAPOAHUSA (PECTHBAA HA AAHTEAATA
B [Ipemos, CaoBakuda. Herosu mmpeAcTaBuTeAn ITOCEIIaBaT My3esi Ha AAHTEAATA BbB
Bambepk, Uexns, a mpe3 ACKEMBPH yIaCTBAT C H3A0KOA U AOKAAA B MEKAYHAPOAHUSA
dopym  “TpaAuIImOHHBIE ~ XYAOXKECTBEHHBIE  IPOMBICABL  Hacaeame —m
OTBETCTBEHHOCTb MOAOAEKH ~ BbB BEICITIan IIIkoAa HApOAHBIX MCKycCTB, [ leTepOypr,
Pycns.

[Tporpamara 3a 2020 r. CBIIIO € HACUTEHA C YYACTHUA B 3HAYUMHU MEKAYHAPOAHHI
coomTnd. [lopaan manaemusdAra ca ormenenu dpecrubasnte B Kpakosanu, CAopakus;
Cepa ae Ea-Peit, Ilopryraams; Boaoraa, Pycua. OrTmeHeHm ca m moBedeTo OT
npeABuAcHUTE Mepoupusarua 3a IIpasamka Ha karodepckara AaHTEAd, KOUTO ce
otOeansBa Ha 15 aBryct. Mexaynapoanusar dpecrusaa B Aerroraasa, XppBarcka, Ha
KOHTO bbArapus e crpana maprasop rpes 2020 r. u TBopUeckus EHTHP € EAHH OT
YeTHPHUTE OBATAPCKU IIPEACTABUTEAN HA (POPYMa, CE IIPOBEKAA OHAAIH B IIEPHOAQA
11-30 cemnrremBpu. Bupryaano ygacrme TBOpYeckuAT IHEHTBP B3€Ma U BbB
decruBarnrte B Cexupenru, XvpBarcka u Kpakosanu, CroBakus.

bes aa ryOu cBOA eHTyCHAa3BM IOPAAH IIPOIIYCHATUTE BBb3MOKHOCTH, EKUITBT
HAa IIEHTbPa H3MOA3Ba BpeMmeTo, koero cutyaruatra ¢ COVID 19 ocurypsasa 3a aa
moAoOpu  obcayxBanero B Llenthpa. Onrmmmsmpa ce HIPOCTPAHCTBOTO B

CYBCHI/IPHI/IH Marasmy, OCI/IprHBaI;‘IKI/I BB3MOXKHOCT 3a HO—AO6pO CKCHOHI/IpaHe Ha

European Scientific e-Journal — Issue 4 (4) — December 17,2020 [PAY



IIPEAAATAHUTE CTOKH U Bb3MOXKHOCT 34 HOBH ITPOAYKTH U YCAYIH. I[TocraBen e CKpaH
B CKCIIO3HMIITMOHHATA 3aAa, Ha KONTO CcCe IIPEACTaBA KpPaThbK (bI/IAM, Ppa3ka3Barig

ucropusaTa Ha KaAO(i)CpCKaTa AAHTEAQ HA BCUYKH ITOCCTHUTCAM.

3akAroyeHue

[Tpes moemspu 2020 r. TBopUeckuAT HEHTbP Ha KaAO(EPCKATa AAHTEAQ CTaBa
6enepuriment mo BAHOroawima mporpama 3a ITOAKperra Ha IIPOGECHOHAAHU
opraHmsanuu B oOAacTTa Ha H3KyCcTBOTO KbM Harnmonasern domup “Kyarypa”.
[IpoekTpT € OIIEHEH BHCOKO U IIE AAAC BB3MOKHOCT 32 OCBIIECTBABAHE HA
crparermdecknTe 1eAnm Ha [lerrppa. IllpeaBmaeHmTE AEHHOCTH BKAFOYBAT
IIPEU3AABAHE HA CAMHCTBEHOTO AO MOMEHTa PBKOBOACTBO IO H3pabOTBaHE Ha
karodepcka AaHTeAa Ha Beandka PaayaoBa, kKakTo B cTUMyAHpaHEe Cb3AABAHETO Ha
HOBH CBBPEMEHHU YYICOHH MaTepuaAd. ANTHTAAUZHPAHETO HA CHOPAHHUTE AO
MOMEHTA APXUBHU MOAEAH, KAKTO M €KCIIEPTHATA OOPAOOTKA C IIEA Bb3CTAHOBABAHE,
CbXPAaHEHUE U IIPUTOAHOCT 32 IIACTEHE IIO TAX, IIEe AOIPHUHECE CBIIECTBEHO 32
CHCTEMHOTO H3y4YaBaHe Ha KaAO(EPCKATA AAHTEAA M KBAAM(DUIIPAHETO M KATO
HAITMOHAAHO HEMATEPHAAHO KYATYPHO HACAEACTBO. EAHA OT OCHOBHHTE IIeAH € U
A2 Ce 3aIMUTH MACTOTO HA KaAOdepcKaTa AAHTEAA B KYATYPHOTO HACAEACTBO Ha
IOmnecko.

B cpBpemmero Hu, BUPTYaAHOTO IPOCTPAHCTBO M OHAAHH TEXHOAOTHHUTE Ca
€CTECTBEHUA U 3aABAKHTEACH IIBT KbM IIHIPOKATA ITyOAUKA. 34 TOBA €AHA OT IIEAUTE
HA IIPOEKTA € Ch3AABAHETO Ha IAAT(OpMa, OA3MpaHA B MHTEPHET U BKAIOUBAIIA
MHQOPMAITIOHEH CaliT, AUTUTAACH APXHUB Ha MOAEAH, EAEMEHTAPHHU BHACO-YPOIIH,
OHAAMH MarasuH, BuptyasHa pasxoaka B TLIKA. Caiirer mme momyaspusupa
MACTOTO, POAATA U BAHAHHETO HA KAAO(EPCKATA AAHTEAQ B JKUBOTA HA IPAKAAHUTE
1 MECTHATA OOIIHOCT B UCTOPUYECKH U ChbBpeMeHeH IAaH. [ Iaatdopmara tpsadsa aAa
OCHIYpABA AOCTBII AO AUTHTAAUSHPAHHUTE APXUBHU MOACAHM, KOHTO A2 MOTAT Al
OBAAT HU3TETAAHH, OTIIEYATBAHU U U3PAOOTBAHU OT BCEKH 3aMHTEPECOBAH IIO CBETA.
OcBen TOBa, TPAOBA A IIPEAOCTABSA OOpPATHA BPB3KA 34 Ad IIPOABAKHIM paboTaTA IO
CbOHMpPaAHE U APXUBHUPAHE HA KAACHYECKH MOAEAH. Baxua poas Ha maardopmara e
CH3AABAHETO Ha BB3MOKHOCT 3a AHCTAHIIMOHHO OOYYEHHE UYpPe3 EAEMEHTapHU
BHACO-YPOIIH Ha OCHOBHH €AEMEHTH OT U3paboTKaTa Ha KaAodepcka AaHTeAd. T'bi
KaTO AAHTEAHOTO H3KYCTBO € BBIIPOC Ha YMEHUsA, KOUTO CE IIPEAABAT OT IIOKOACHUE
Ha IIOKOAGHHE, pa3pabOTBAHETO HA BHACO-YPOIIM € HAH-IIPEKUAT BT AO
CBBPEMEHHOTO IIOKOAEHHE, KOHTO IIEe AOI'BAHH K OOOTaTH CBIIECTBYBAIIIUTE
IIEYaTHU PBKOBOACTBA H IIE OCHIYPH BB3MOKHOCT 32 AUCTAHIIMOHHO OOydYEHHE.

Taszu HEOOXOAUMOCT Ce 3aTBBPBKAABA OT MHOrOoOpoIiHuTe rmoceruresn B LlenTspa,
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KOHTO IIPOABABAT MHTEPEC U H3ABABAT JKEAAHHE 32 OOy4eHHE, HO HE MOIaT Al
IIOCEIaBAT KPDBiKOKA, KOUTO CE OpPraHM3upa H IIPOBEKAA BEAHBK CEAMHYHO.
3aABAKUTEACH EACMEHT € CACKTPOHHUAT MAra3WH, KOWTO IIe Pa3IINpHU I1a3apa 3a
peaAnsupaHe Ha AAHTEAU, MATEPHAAU U IIOCOOUA 32 TAXHOTO m3paborBaHe. ToBa
II[e AOIIPUHECE U3KAIOYUTEAHO MHOTO 32 IPEBPBIIAHETO HA AAHTEAATA OTHOBO B
IIOMUHDBK, KATO TAPAHT 32 YCTOHYNBOCT U PAa3BUTHE.

Apyr eAeMEHT Ha COIIMAAHO IIPEAIIPUEMAYECTBO, KOMTO CE IIAAHHPA €
HpeBpbInaneTo Ha [leHTHpa B :KEAAHO MACTO 32 CPEIIM B TBOPYECKA OOCTAHOBKA.
T'bii KaTO JKEAAHHUETO € Ad CE BB3ACIHCTBA BBPXY BCHYKU CETHBA HA IIOCCTUTEAHTE, CE
IPEABIIKAA ~ PA3IIUPABAHE HA  IPCAAATAHUTE IPOAYKTH U YCAYTH  C
BHCOKOKAYECTBEHO Kade U IIPON3BOAHU HAIIMTKH, HA KOHTO AA MOTAT AQ CE HACAAAAT
B YEOTHA TBOPYECKAa OOCTAHOBKA.

B mo-pancuno Owacmne exumrpr Ha TLKA mpeaBmxaa cp3aaBaHero Ha
pesuaenTeH 11eHTEp B Kaaodep. CmAra ce, ge ToBa e Hall-edpexTuBHUA POpMAT 32
OOMfHA HA OIMUT U TBOPYECKO Pa3sBUTHE Ha MaMCTOPKH HA COBAAKOBA AAHTEAQ OT
LIEAHSA CBAT, 32 HAAIPAKAAHE HAa YCBOCHUTE YMEHUA U YCBOSABAHE HA CHEIU(PUIHH
TEXHHUKHU, KOUTO CE€ IIPEAABAT OT MaiCTOp Ha yueHHK. [ [poBekAaHeTO HA pe3nAeHTHA
IIporpama IIe AOIPHUHECE U3KAIOYHTEAHO MHOIO 3a VIBbp:kAaBaHe Ha Kaaodep

KaTo 61>Arapc1<1/1 IICHTHP HAa COBAAKOBATA AAHTEAAQ B CBETA HA AAHTCAHEPCTBOTO.
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