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EUROPEAN PLASTIC ART IN ANTHROPOLOGICAL DIMENSION:
FROM THE CLASSICS TO THE POSTMODERNISM

Purpose. The article is devoted to the analysis of corporality as an attribute of plastic art in the Ancient art, the
Middle Ages, the Renaissance, the modernism and the postmodernism. Theoretical basis. The authors consider
historical development of the art as a change of paradigms. Within each paradigm a special understanding of art is
created, which is characterized both by the act of creativity itself and by the evaluation of its results. Particularly
urgent is the task to identify the origins of these changes, to indicate their stages, the direction of the evolution of
artistic creativity. In this context, corporality as a paradigm of European plastic art is considered in the article in the
concrete historical dimension from the classics to the postmodernism. Originality. Postmodern experiments stimu-
late blurring the borders between the traditional forms and genres of art. Review of canonical ideas about the crea-
tion and destruction, order and chaos in art illustrates conscious reorientation from the classical understanding of
artistic creativity to the construction of artifacts-simulacra, which is a characteristic feature in the oeuvre of contem-
porary artists, ranging from the pop art to the present day. Conclusions. The ideas of postmodern philosophers
found their visual embodiment in modern artistic practices. Reconstruction of the body, re-switching of its elements
according to the principle of chaotic collage, the interpretation of the human body as a separate substance isolated
from the individual him/herself, which is presented as a phenomenon of mass culture, became the basis of the crea-
tive method of contemporary plastic art. The ideas of postmodern philosophers have found their visual embodiment
in the contemporary artistic practices.
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Introduction

The urgency of the research subject is conditioned by the changes that the art has undergone
in recent centuries, not only from the point of view of plastic principles, but also in the aspect of
being of a piece of art. The peculiarities of the modern artistic creativity have led to a situation of
ambiguity in the understanding and evaluation of art pieces by contemporary artistic practices,
philosophical and aesthetic concepts in the establishment of the principles of polystylistics and
variability when constructing the artistic whole, and the declaration of the gap between the art of
the past and the art of the twentieth and twenty first century, between classics, modernism, the
avant-garde and postmodernism have questioned the notion of "art™ itself. The real practice of art
was an evidence of a fundamentally new situation in artistic life. It is no accident that today phi-
losophy, aesthetics, art studies are increasingly paying attention to the real practice of art, a new
artistic experience. At the same time, the versatility and ambiguity of the artistic process in va-
rious forms and areas of art requires clarification on the possibility of using today such concepts
as "art", "piece of art”, "plastic art".

The methodological ideas of O. Bazaluk (2015), V. Okorokov (2018), V. Khmil and
A. Malivskyi (2017; 2018), V. Pryhodko and S. Rudenko (2018), S. Rudenko, Y. Sobolievskyi
and V. Tytarenko (2018), and others were used when analyzing the corporality as an attribute of
art, as well the corporality history in the European art. During the study of the anthropological
measurement of the development of the European plastic art, the authors relied on hermeneutical
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methodology W. Dilthey, whose content was described by I. Liashenko (2018). The research of
these authors is authoritative in this area, which is confirmed by the citation of their publications
in the scientometric databases Scopus and Web of Science.

The main purpose of the article is the analysis of corporality as an attribute of plastic art in
the Ancient Art, the Middle Ages, the Renaissance, modernism and postmodernism.

Purpose

To analyze corporality as an attributive characteristic of plastic art in ancient art, Middle Ages,
Renaissance, modernism and postmodernism.

Statement of basic material

The notion of "art" is not given apriori, it is inseparable from the historical conditions of its
own implementation and is filled with different content. In the ancient tradition, from which the
theoretical conception of art originates, an understanding of art as a mimetic activity is envi-
saged. For the plastic art of the ancient Greeks, a man was the embodiment of all things in exis-
tence, a prototype of all that was created and is being created. The human body in its beautiful
form was almost the only model of art, and, aesthetically, the Greeks thought of it in nothing but
the statuary’s completeness. In the ancient Greek culture, everything — space, state, and man is
perceived through the category of corporality, which, according to the definition of O. Losev
(1979), goes far beyond the limits of the body, expanding to the limits of the sensory-material
space. The body acts as an analogue of the universe; it retains all the forces of nature, the harmo-
ny of the physical elements. The body provides the human embeddedness into the integral sys-
tem of the world, which itself is a perfect spiritualized body. A well-organized, beautiful human
body is perceived as a reflection of cosmic energy. The ontological status of corporality elevates
the beauty of the human body into a cult (Tsarenok, 2017).

Only among the Greeks all the elements of culture were in full harmony with nature, only in
them there was a complete harmony of spirit and body, the pieces of art, in the living works of
which the moral ideals of the people found for themselves understandable and enchanting ex-
pression. If the plastics of the East, for example Egypt, whose works of art are important for the
history of culture, then in Greek, each piece of art gets a moral significance for all mankind,
since the Greeks have risen to such a high stage of development that they have become a model
for all times and peoples. This applies not only to Greek plastics, but also to poetry and architec-
ture. The moral basis of Greek’s pieces of art is the harmony and measure in everything that
could appear in a society based on freedom, where the spirit is not related to dogmatic precepts,
but freely acts in accordance with its own laws.

The spirit of freedom inspired everyone’s strength, awakened activity in all areas of spiritual
development. At the end of this era, the lyrical poetry is elevated to the solemn hymns of Pindar,
and the art of tragedy — the genius of Aeschylus, Sophocles and Euripides reaches the highest
value. The spirit of freedom also generates well-known artists in the field of plastic art: Phidias,
Polykleitos, Skopas, Lysippos, and Praxiteles. These artists, starting from the origins, the anti-
quity revitalize ossified forms, make them flexible, and inhale a new spirit in them. They con-
stantly improve art, bring it to the stage when it achieves complete liberation from traditional
forms and is elevated to a higher degree of perfection, unity of the spiritual and corporal.

For Greek, the language of the body was the language of the soul, although ancient Greek
plastic has not yet known that analysis of characters, the cult of an individual, which is so cha-
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racteristic of the art of the modern era. However, the Greeks were masters in the art of the trans-
fer of typical psychology. Even the picture "Orpheus playing the lyre™ is psychological. He
transmits ecstasy, tenderness, movingness of the musician and his listeners. The ancient writers
wrote about the Timomachus’ picture "Medea" that the artist had expressed in it the duality of
the soul, the struggle of two opposing feelings — jealous anger and pity for children. About the
power of Praxiteles’ "Erota" they wrote that he had struck only with the irresistible force of his
languishing look, not with the arrows. As for the Pythagoras sculpture "Philoctetes”, the au-
dience complained about it: the sculptor portrayed Philoctetes lame so that they, looking at him,
felt the pain themselves. A. Volynskiy (1992) characterizes ancient body as a body, which
"speaks, sings on its own and screams sometimes louder and more complete than human words".
"The eloguence of the body is a purely ancient viewpoint” (p. 29).

Plastic, kinetics of the ancient body can be regarded as components of a certain semantic
structure, a special language, as a kind of mimicry. The plastic of the modern European sculpture
shows the opposite to the antique classics inherent in the Christian tradition of the correlation of
the soul and the body. The domination of the individualism positions in culture, the dominance
of the spiritual image over the corporal leads to the fact that the body is reduced and the portrait
begins to dominate the living figure. When, according to A. Volynskiy (1992), "people began to
hide their bodies... the body lost its language. Plastic became simpler” (p. 30).

The internal individuality of a man has entered into its rights with the arrival of the Christi-
anity. The corporal beauty lost its attractiveness and became a subject of contempt. The ultimate
goal of art is now the expression of the spiritual purity, the sanctity of senses. This determined
the purpose of painting and, obviously, took from the plastic its meaning in the ancient sense. If
Antiquity did not know the duality of the spirit and body, and it did not imagine its gods other-
wise except in the corporal embodiment, then Christianity brought dualism, legitimizing and in-
troducing into the system a historically logical collapse of the early naive monism of the
worldview. The gods became spiritual beings, free of flesh. John of Damascus in his "Three
Treatises on the Divine Images: Apologia Against Those Who Decry Holy Images" proves that
icon as an image is the reproduction of the divine "archetype". Therefore, when we worship an
icon, we worship not matter, but the person who is portrayed, because the honor that we give to
the image passes to the prototype. John of Damascus notes:

The image is likeness, and example, and the picture of something, indi-
cating the thing that was depicted on it. But as a whole the image is quite
similar to the first prototype, that is, the depicted thing or person, but one
is the image, and the second is the picture and the difference is quite ob-
vious, though both are the same. (Damascus, 1913, p. 399)
The nature of art in the aesthetic concept of Damascus (1913) is to glorify the intimate, di-
vine, as the prototype of all existing. "Each image is the revelation and discovery of the hidden
one" (p. 300), says J. Damascus. The corporal beauty in all its perfection, the picture of which

was the purpose and content of plastics, lost its price to the first Christians. It even evoked their
fear and disgust for the sensuality, which is so characteristic of the late Antiquity.
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It should be noted that the plastic was not completely supplanted from the Christian art, de-
spite the disgust for it. Soon it tries to occupy a place in the lost area. It can achieve this by gi-
ving up its most important tasks. It obeys a new world view, forgets the perfect beauty of human
forms, and sets the task to reflect the spiritual world of an individual, as an expression of a libe-
rated, redeemed soul. The sculpture tries to express the inner world of man using its means of,
his/her spiritual individuality with all its characteristic features, created by the new doctrine. This
became possible when the empire of Charlemagne was broken up as a result of the unbridled de-
sire of the Germanic tribes to freedom. And when these tribes declared their individual autono-
my, they rejected the dogma of the Byzantine canon, democratizing it with a national attitude,
the spirit of freedom revived plastic art and opened the way for its further development.

At the same time, it should be noted that the content of these artistic theological encyclopedi-
as was so vague, allegorical and conditional that various plots and motives found a place in it.
Allegories of sins and sinful passions were a convenient occasion to depict the fairy-tale, pagan
monsters, who for the most part had no relation to the church concept of the universe. These
amazing images came to the plastic art from pagan folk cults, fairy tales, animal epics and "set-
tled" there for many centuries. These amazing images came to the plastic art of pagan folk wor-
ship, fairy tales, animal epics and "settled" there for many centuries. We very little understand in
the medieval art, if we will not feel, will not appreciate the pathos of the earthly, simple, directly
related to the life of ordinary people. People sympathized with Christ, because he suffered, as the
poor suffer. They loved the Mother of God, because they saw her as advocatrice of ordinary
people. Afterlife was imagined as earthly, only fairer.

If ancient statues claim that a beautiful spirit can only be in a beautiful body, then the statues
of medieval temples, which are far from perfect corporal shapes, force us to think that only the
spiritual light ennobles the body. The statues of Christ and Mary of the Cathedral in Reims do
not seem to be ugly to anyone, they are definitely beautiful for everyone. Here, as compared to
Antiquity the new thing is that the external beauty is perceived as a reflection of inner spiritual
beauty. Even the medieval plastic most unattractive for us in its form seems clear and beautiful,
as it is amazingly close to our world perception with its psychological truthfulness.

In the art of Europe in the Renaissance era, as a result of rethinking the Christian tradition of
ancient experience, a tendency towards depicting the ideal body shapes, oriented to classical
examples, is come up. Italian art, having liberated from spiritualism, which was the main feature
of the Middle Ages, gradually got rid of the medieval plastic style, in which the manifestation of
the mismatch in the content and form became more and more apparent and followed the path to-
wards realism. The Renaissance era in contrast to the Middle Ages, having mastered the ancient
architectural system created a "sculptural space" for plastics. In this space the plastic work could
be opened in full beauty, could keep an independent meaning for itself, to become directly oppo-
site to the architecture and connect with it in a general harmonious ensemble. The plastic of the
Renaissance era took the shade of plastic determinacy of the Antiquity, transforming the human
body by means of sculpture into perfect, giving it an individual spiritual certainty.

If an era guided by spiritualistic feelings begins to strive for the clarity and certainty of the
form, then the first steps in this direction were made by sculpture. For it, creating its images of
solid material, the need to bring them to life’s truth appeared for the first time. Painting learns
the results of plastic, and learns to depict its figures in space. At first, the sculpture pointed the
path to the painting and led it, and then, in turn, yielded primacy to it. The painting, as predo-
minantly the Christian art takes on the championship in this competition — it is clear by itself.
It can to cover a huge amount of space with its images, awaken the viewer’s interest better and
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faster. In addition, the variety of colors gives the opportunity to transmit emotional changes.
Worldview attitudes for the perception of corporal as a secondary one explain the fact that nei-
ther Classicism nor Enlightenment, despite the fact that they were generally oriented toward
Antiquity, did not become sculptural epochs.

In the middle of the nineteenth century, under the influence of a new look at human corporali-
ty, it takes place an appeal to Antiquity at a qualitatively new level in connection with the gro-
wing tendencies of human "naturalization” in culture and a critical attitude to previous historical
periods. Its role in the process of returning to the body was also played by the strengthening in
the irrational tendencies that came into conflict with the dominant "hyper-rationalism™ with its
human model, in which the hypertrophied reasonable beginning opposed the extra-essential, and
therefore non-existent flesh. That is, a man-mind as the subject and man-body, as a passive ob-
ject, were fundamentally separated (Aliaiev, & Kutsepal, 2018; Okorokov, 2018). In the growing
creativity, in search for new sculptural forms it is impossible not to see the roles of philosophy in
general, and the ideas of A. Schopenhauer (1999) in particular. According to his concept, body is
an incarnated will; it serves as the visibility of reality, which is contained in the will, which can-
not be represented without a body: "The whole body is nothing but the objectification will, i.e.,
will that has become representation” (p. 23). Body appearance is embodied in a sculptural image
and "power and completeness”, its expression, exactly as "beauty and grace", which are inter-
preted by A. Schopenhauer, respectively, as the form of the will objectification in space and time
are considered as the basic quality of the plastic image. Plastic art recognizes the ability to convey
the movement of figures in space and time. The enrichment of the sculpture by dynamic coordinate
was a challenge of time, a kind of reaction to the accelerated life pace. New ideas about speed ac-
tualize the dynamics of plastic image. It finds expression in the nature of images that under the in-
fluence of a dynamic moment are radically changing, for example, in futurism, cubism, expres-
sionism. The deformation of the corporal motion as well as the body itself fully corresponds to new
ideas about space, time and movement. Therefore, artistic reliability is unthinkable without defor-
mation as a method of dynamic capture of procedurality (Khmil, & Malivkyi, 2018).

A new construction of corporality is the basis for the formation of self-identity, where the
body is the ascension point of modeling and involves the double projectivity of the physical and
spiritual. The plastic image in the art has traditionally been focused on nourishing the corporal,
this was understood as a natural form, the content of which was determined by the experience of
viewer. The plasticity, for example, of Michelangelo’s images, was interpreted in accordance
with the plot, where Moses always remained Moses. In the interpretation of this work, S. Freud
expresses the opinion only on the inner profound meaning of the prophet’s gesture. The gesture
is considered only as a sign placed in the "text" of the sculptural image. The sculpture of the
twentieth century appeals to sensuality, the interpretation of the corporal form is not necessary.
The spectator acquires an impulse of associative connections, where the artistic object will be
conceived in the space of internal experience, in the structure of their own experiences.

Modernism was far from unambiguous, along with the recognition of colossal human possi-
bilities, the freedom of individual, the space for the broad creative activity of modernism, ac-
cording to J. Ortega y Gasset, it is also a "triumph over human”, "loss of human quality", "hu-
manity" of art and the world. The paradox of this situation is evidenced by the fact that in paral-
lel with the increase in the value of an individual, it takes place a depreciation of human life in
general. Along with the demarcation of demyurgical potentials of a man, there is a refusal to
treat a man as a "mould"” of God, and as a consequence, a radical rethinking of the very essence
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and direction of humanism. Characterizing contemporary art, J. Ortega y Gasset in his work
"The Dehumanization of Art" wrote the following:

The art we talk about is inhumane, not only because it does not include
"human™ things, but also because its activity is in dehumanization...
The point is not to paint something that would be completely different
from a man, a house or a mountain, but in order to paint a person who
would be like a man as little as possible... Aesthetic joy for a new artist
arises from this triumph "over human...". Looking for the most com-
mon generic and characteristic feature of the new creativity, | find the
tendency to dehumanize art. (Ortega y Gasset, 1991, p. 514)

And then: "All major epochs of art avoided the™ human "as the center of gravity in their crea-
tions... So: styling means to deform the real, derealize. Stylization involves dehumanization”
(Ortega y Gasset, 1991, p. 517).

In the culture of the twentieth century, the position of anthropological negativism is quite re-
levant. Justification of the value of an individual led to the lack of uniform norms, since the nor-
mative itself began to be perceived as an impingement on individuality. Decentralized culture
addresses not to the formation of the ideal model, but to the consideration of the features that
represent value as a deviation from the norm. According to this position, an artistic image is
formed, which deviate from the "ideal” norms of beauty, from the clarity, completeness and in-
tegrity. In fact, such a plastic image ignores the shapes of the human body, going along the path
of increasing dehumanization. Here we can observe the limit of the expressed firmness of the
corporal image. It is this image the modern plastic image tries to deviate from, referring to the
sensuality of the form, fragmentation, the destruction of harmonious unity. Destruction — creation
is one of the most important principles of plastic, where the transformer’s spectacularity owns the
boundary expression, which stands for the modern metaphor of Thing-an-Sich (Thing-in-itself).
The new type of dynamic relationship between the form and environment is fixed in the art of the
futurists, and in particular in the Boccioni’s sculpture, where the motive of the movement owns
a form, violates its internal statics, stretches the figure along the "lines of force™ and deforms it.
Attempts to include the dynamic processes in the form becomes the reason for its destruction that
is why at the time of the "animation" of the forms — let us recall the baroque — the deformation
takes on a total nature. In the context of modernist art, the essence of which can be determined, us-
ing the words of P. Picasso as "the sum of destructions”, the desire to denial, dismantling, elimina-
tion is the most widespread and manifests itself equally in the stylistics of works, and, for example,
in the desire to overcome the just created. Thus, we can say that the distortion of the form fully
corresponds to the modernism specificity and serves as an expression of its ascension tendencies
oriented to negation. Postmodern corporality, semiotized, textually oriented and practically iso-
morphic to the textuality, subjected to symbolic dismemberment (Pstuszek, 2018).
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If we talk about the figurative expression of the concept of "body without organs”, about the
forms of its manifestation in the art, then, above all, one should mention H. Arp and the type of
sculpture characteristic to him — "human nodules™ or, in another version of the reading, "human
concretions”. This sculpture represents some natural object in the sense that its arsenal involve
biomorphic forms, the slow flow of which reproduces the situation of "eternal flow" and trans-
formation. Postmodernist experiments, both in theory and in artistic practices, deform the body,
destroy its integrity, and at the same time the artistic-figurative system of art. The analysis of
plastic art performed by J. Baudrillard answers the question whether everything that is created
today as an art is in fact it and whether the term "art”" can be applied to all phenomena of artistic
culture? J. Baudrillard divides the artistic image into four main stages. At the first stage of its
development, the image is a mirror that reflects the surrounding reality. At the second stage, rea-
lity begins to distort, at the third — to disguise its absence, and finally turns into a "simulacrum”,
a copy without the original, which exists by itself, without any relation to reality.

The term "art™ is an abstraction. The real being of art is a work. It can obtain the status of art
only in the event that it is based on an image as a universal paradigm that reveals its essence in
all forms and genres. Therefore, not everything that claims to be included in the art today can be
called the term "contemporary art”. Operating with such a concept, we deliberately or unkno-
wingly put the sign of equality between classical art and the phenomena of modern culture, far
from the art. Exhibition organizers, art dealers, art historians should take into account this fact
and call it all with its name, for example, an avant-garde exhibition, conceptualism, hyper-
realism, abstractionism, etc. The versatile creative activity has the right to life, but the public also
has the right to know what it can count on visiting such exhibitions.

Originality

The corporal beauty in all its perfection, the picture of which was the purpose and content of
plastics of Antiquity and the Renaissance, lost its price and attractiveness in the art of postmod-
ernism became the subject of disgust and contempt. Review of canonical ideas about the creation
and destruction, order and chaos in art illustrates conscious reorientation from the classical un-
derstanding of artistic creativity to the construction of artifacts-simulacra, which is a characteris-
tic feature in the oeuvre of contemporary artists, ranging from the pop art to the present day.

Conclusions

A theoretical and methodological reconstruction of the theoretical principles of philosophi-
cal postmodernism and postmodern aesthetic-artistic practices is carried out, which allows the
following conclusion. Postmodern experiments stimulate blurring the borders between the tra-
ditional forms and genres of art. Review of canonical ideas about the creation and destruction,
order and chaos in art illustrates conscious reorientation from the classical understanding of
artistic creativity to the construction of artifacts-simulacra, which is a characteristic feature in
the oeuvre of contemporary artists, ranging from the pop art to the present day. Reconstruction
of the body, re-switching of its elements according to the principle of chaotic collage, the in-
terpretation of the human body as a separate substance isolated from the individual
him/herself, which is presented as a phenomenon of mass culture, became the basis of the crea-
tive method of contemporary plastic art. The ideas of postmodern philosophers have found
their visual embodiment in the contemporary artistic practices.
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The ideas of the postmodern philosophers Jacques Derrida, Gilles Deleuze, Felix Guattari,
Jean Baudrillard and others have found their visual embodiment in contemporary artistic practi-
ces. The corporal beauty in all its perfection, the picture of which was the purpose and content of
plastics of Antiquity and the Renaissance, lost its price and attractiveness in the art of postmo-
dernism became the subject of disgust and contempt.
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€BPOINEVICHKE INIACTUYHE MUCTEIITBO B
AHTPOIIOJIOTTYHOMY BUMIPI: BIJI K/TACUKH 10
IHOCTMOIEPHI3MY

Merta. CtaTTs npucBsSYEHa PO3IIISAY TUIECHOCTI SIK aTpHOyTHBHOI O3HAKHM INITACTHYHOTO MHUCTEITBA B AHTHY-
HoMy mucrenTBi, CepeanboBiuui, BingpomxkenHi, MonepHi3Mi i nmoctmonepHisMi. Teoperuunnii 6a3uc. Icropuy-
HUI PO3BUTOK MHUCTELTBA PO3MNIAJAETHCS aBTOpAMH SIK 3MiHA MapajurM. B paMkax KOXHOI mapajurMu BHPO-
OnseThCS 0COOIMBE PO3YMIHHS MHCTELTBA, IO XAPAKTEPU3YETHCA SIK CAMHM aKTOM TBOPYOCTI, TaK i OILIHKOIO
roro pe3ynbrariB. OcoOIMBOI aKTyalbHOCTI HaOyBa€ 3aBAaHHS BUSBUTH BUTOKH IIUX 3MiH, IO3HAYUTH iX eTarw,
CIIPSIMOBAHICTh €BOJIOLI] XyI0KHBOT TBOPUYOCTi. Y ITbOMY KOHTEKCTi TiJI€CHICTH SIK MapagurMa €BpPONeHCHKOTO
IUTACTUYHOTO MHUCTEITBA PO3TIAAAETECA B CTATTI B KOHKPETHO-ICTOPUYHOMY BHMIpi BiJl KJIACHKH IO TOCTMO-
nepHizMy. HaykoBa HoBu3Ha. [10CTMOAEPHICTCHKI €KCIIEPUMEHTH CTHUMYJIIOIOTh CTHPAHHS MEX MIX TpaJuLii-
HUMH BHJIAMH 1 JKaHpamMH MucTentBa. [leperyisig KaHOHIYHUX YSBJICHb NPO TBOPEHHS W PYHHYBaHHS, IOPSIOK
1 XaoC y MHCTENTBI CBIJYUThH PO CBIJIOMY NEPEOPIEHTALIIO 3 KJIACHYHOTO PO3YMiHHS XyJOXKHbOI TBOPYOCTI Ha
KOHCTPYIOBAaHHS apTe(akTiB-CUMYJISKPIB, 10 € XapaKTepPHOIO 03HAKOIO B TBOPUYOCTI Cy4acHHUX XYJOXKHHKIB, MO-
YMHAIOYM BiJ MOM-apTy 1 O ChOTOJIeHHA. BHCHOBKHM. PeKOHCTpyKIis Tijla, MepeKoMyTallis HOro eJleMEHTIB 3a
MPHUHIMIIOM XaOTHYHOTO KOJIAXy, TPAKTyBaHHS JIIOJICHKOTO Tija sIK BiJICTOPOHEHOI BiJl caMOi JIFOAWHH OKPEM Ol
cyOcTaHIii, o0 MOJa€eThC IK (HEHOMEH MAacoOBOi KyJNbTYypH CTajla OCHOBOIO TBOPYOTO METOAY CYYacHOTO IIIa-
CTUYHOTO MucTenTBa. el ¢inocodiB-moCcTMOAEPHICTIB 3HAWIIIIN CBOE Bi3yallbHE BTIJICHHS B Cy4aCHUX MUCTEIIb-
KHX MTPAKTHKAX.

Knrouogi crosa: TiNECHICTD; JIOAWHA; CKYJBITYPa; KIACHIHE MHCTEITBO; MOJACPHI3M; ITOCTMOJIEPHI3M; XYI0XK-
Hill 0Opa3
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EBPONEMCKOE IINIACTUYECKOE UCKYCCTBO B
AHTPOIIOJOI'MYECKOM U3MEPEHUUN: OT KJIACCHUKHU K
IHOCTMOJIEPHU3MY

eanb. B cratbe aHamm3upyeTcs TENECHOCTh KaK aTPHOYTHBHBIM MPHU3HAK IIACTHYECKOTO UCKycCTBa B AHTHY-
HOM uckyccTBe, CpeniHeBeKoBbe, PeHeccaHce, MojepHU3Me U nocTMoAepHu3Me. Teopernueckuii 6azuc. Vctopu-
YeCKOe pa3BUTHE UCKYCCTBA pacCMaTpUBaETCs Kak CMEHa MapajurM. B pamkax ka0l mapaaurMel BeIpaOaThiBaeT-
¢ 0oco00e MOHUMaHUE MCKYCCTBA, KOTOPOE XapaKTePH3yeTCsl Kak COOCTBEHHO TBOPYECKMM aKTOM, TaK M OILEHKOMN
ero pe3ynbraToB. OCOOCHHO aKTYalbHOW €CTh 3a/lauya BBIIBUTH MCTOKH 3TUX HU3MCHEHHI, 0003HAYHUThH HX 3TaIlbl,
OTIPENIeIUTh HAIIPABICHHOCTh IBOJIOIMH XYA0’KECTBEHHOTO TBOpYECTBAa. B 3TOM KOHTEKCTE TEeIeCHOCTh Kak Iapa-
JIUTMa €BPONEHCKOro IUIAaCTHYECKOI'0 HCKYCCTBA PAacCMaTPUBAETCS B CTaThe B KOHKPETHO-UCTOPHUYECKOM H3Mepe-
HUM OT KJIACCHKHM K moctMoaepHu3My. HayuyHast HoBu3HA. [ToCcTMONEPHUCTCKHE SKCHEPHMEHTHI CTHMYIHPYIOT
CTHpaHUE TPAaHHL MEXIY TPAAUIMOHHBIMU BUIAMH M >KaHPaMH HUCKyccTBa. [IpocMOTp KaHOHHYIECKUX NpECTaBIIe-
HHUH O CO3JaHUU U Pa3pyLICHNH, TOPSIKE ¥ Xa0CE B HCKYCCTBE CBUIETEIBCTBYET O CO3HATEILHOH ITePEOPHEHTALINH
C KJIACCHMYECKOTO IIOHMMAaHHUS XyIOXKECTBEHHOTO TBOPUYECTBA Ha KOHCTPYHPOBaHHE apTe(aKTOB-CHMYJISKPOB, UTO
SIBISIETCSI XapaKTEPHBIM IIPU3HAKOM B TBOPUECTBE COBPEMEHHBIX XYAOKHHKOB, HAUWHAS OT IIOI-apTa JI0 CETOHSII-
Hero JHsA. BeiBoabl. PekoHCTpyKIus Tena, mepeKoOMMYTalHs €r0 JIEMEHTOB T10 IIPHHIUITY Xa0THYECKOT0 KOJUlaxa,
TPAaKTOBKA YEJIOBEUECKOT0 Tela KaK OTCTPaHEHHON OT CaMOro 4YesIOBEeKa OTAEIbHON CyOCTaHLIMH, CTajla OCHOBOM
TBOPYECKOT0 METOa COBPEMEHHOI0 IIACTUYECKOro UckyccTBa. Men GpunocodoB-OCTMOASPHUCTOB HAILIU CBOE
BH3yaJIbHOE BOILIOIIEHHE B COBPEMEHHBIX Xy/I0’KECTBEHHBIX NMPAKTHKAX.

Kniouegvie croea: Te€1eCHOCTD; YEJIOBEK; CKYNIBITYpa; KJIACCHYECKOE HCKYCCTBO, MOJEPHHU3M; IIOCTMOJICPHU3M,
XYI0KEeCTBEHHbII 00pa3
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