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AxiweBcbka H. C.

JlbsiecbKa HauioHanbHa akademisi Mucmeumse

®OPMOTBOPEHHSA AK CMOCIB
BTEYI BIl PEANNIBHOCTI: AOCBIA
FEOMETPUYHOI ABCTPAKLII

Aniwescoka H. C. ®opmomeopenns ak cnocio emeui
6i0 peanvHocmi: 00cei0 zeomempuunoi adbcmpaxyii.
Y cmammi posensioaemvca ¢henomen ceomempuunol
abcmpakyii 'y XX cmonimmi, ncuxonoiumi Ooicepe-
aa il BUHUKHEHHs, eCemuyHi 3acadu ma iCmopuyHi
emanu po3eumky. 30Kkpema, HA NPUKIAOi pO3GUM-
Ky eeomempuunoi abcmpaxkyii 6ucgimnieHo NumaHHs
emeui 6i0 peanbHocmi uepes il 3anepeyents uu nepe-
MBOPEHHsL 8 aOCMPAKMHOMY Mucmeymsi (cynpema-
Mu3M, KOHCMPYKMUGIZM, aOCMPAKyioHizM, Heonaa-
cmuyuzm) ma cmeopensi cyb ekmugnoi abcmpakxmuor
peanvHocmi (MIHIMANIZM, OR-APM, CUCMEMHUU JiCU-
eonuc, acugonuc 2cocmpux kKymig). Mumyi pisnux
cmunie ma HayionanbHocmeli KOPUCHy8anucs 2eome-
mpuuHuMy opmamu y meopyocmi 3a0ns emeyi 6i0
OMAHIUBOL peanbHOCMI il XYO0ACHbOZO 1T nepemsopen-
Hs. Biomoesa 6i0 peanicmuunux popm y eeomempuuniii
abempakyii XX cm. mae abcomomnuii xapakmep ma
6ede 00 Ni3HaHHs HO60I Micmuunol peanvhocmi. Bona
3ANUWAEMbCA WIIAXOM RI3HAHHA GUWYUX CYMHOCmell
GenomenanvHo20 ceimy.

Knrwouosi cnosa: ceomempuuna abemparyis, gopma,
nirowuna, peansnicms, Boppinzep.

Anuwesckana H. C. @opmoodpazosanue Kak cnocoo
Oezcmea om peanbHOCHMU: ONBIM 2e0MEMPUYECKOU
aocmpakyuu. B cmamove paccmampusaemcs gperomern
2ceomempuueckou abcmpakyuu 6 XX 6exe, ncuxono-
2uyeckue UCMOYHUKU ee BOSHUKHOBEHUs, dcmemuye-
CKUe NPUHYUNLL U UCHOPpUHECKUe IMAnbl Pa3eumus.
B uacmunocmu, na npumepe pazeumusn 2eomempuye-
CKOU abCmpakyuu paccmMompervl ONpocsl OmMpuya-
HUSL OeliCmBUmenbHOCmu 6 abCMpaKmMHOM UCKYCCmee
(cynpemamusm, KOHCMPYKMUGU3M, AOCMPAKYUOHUM,
HeonAacmuyusm), a maxace co30anue cyoObeKmusHou
abcmpakmHou  peanvHoCmu  (MUHUMATUZM, ON-apm,
CUCMEMHASL JHCUBONUCH, HCUBONUCL OCMPBIX V2ll08).
XyOooicHuky paznvlx cmuiaeil U HayuoHAIbHOCmell Uc-
Nob308aNU 2eomempuyecKue Gopmvl 6 meopyecmee
paou be2cmea om UMEHHUBOU PeabHOCIU Ul XYOO-
JrcecmeenHozo ee npeobpaszosanus. Omraz om peanu-
cmuyeckux @opm 6 eeomempuueckou abcmpaxyuu XX
6eKa umeem abconommblil xapakxmep u 6edem K no3Ha-
HUIO HOBOU Mucmuyeckoll peanvHocmu. Ona ocmaemcs
CHOCOOOM NO3HAHUSA BbICULUX CYUWHOCIEN (DEHOMEHAb-
HO20 Mupa.

Penensenr crarri: [Tumun P. 1., kKanauaar MUCTEIITBO3HABCTBA,
JIOTEHT Kadeapu TeKOPaTHBHO-IPHKIIAHOTO MUCTEIITBA,
3akaprarchbKuii XyT0XKHIH iHCTHTYT

Kniouesvie cnosa: zceomempuueckas abcmpaxyus,
@opma, nnockocme, peanvrocms, Boppuneep.

Yanishevska N. Form shaping as a way to escape
from reality: geometric abstraction experience.
Background. Imagery of abstract art is based on
color, shape, line or texture, not the motives from the
surrounding reality. Abstraction art method is charac-
terized by a negative attitude to reality. It repels and
rejects any representative picture in art. The denial of
objective reality, though, provides the creation of a new
one — subjective — which beholds “salvation”, “lib-
eration” and only positive changes.

In recent years, there has been an increasing interest
in geometric abstraction and its relation to reality. The
thesis of rejection of reality by abstractionist artist is
quite superficial and question of the relation to reality
needs a deeper professional studies.

Objectives. The objective of this study is to determine
geometric abstraction: psychological sources of its
origin, aesthetic principles and historical stages of its
development. There has been provided an analysis of
the concept of Wilhelm Worringer, a representative of
formalized aesthetics, whose ideas became one of the
most important theoretical foundations of abstract art,
especially in its geometrical manifestation.

Methods. The method of formalized aesthetics has
been applied to understanding of origin of abstract art.
In particular, negation of reality in abstract art and
creating of abstract subjective reality are examined.
Results. The results of the research support the idea
that artists used geometric form shaping in their works
as a way to escape from reality or to change it in their
own way because of different reasons.

Since the end of 18" century various theories of
formation in aesthetics have been spread. In particular,
formalism — an aesthetic position that absolutizes the
role of forms and artistic exploration of reality, puts
forms, colors, planes, spatial structures on top of the
aesthetic cognition. A representative of Vienna School
of Art History, Alois Riegl, encouraged transforming
of natural forms in art by the artist’s personal ideas.
Conditional image is the necessity to display the tran-
scendental will of the artist that makes people break up
with the deceptive reality and see the world as it is —
mysterious, cruel and irrational.

The inclination to abstraction, according to Wilhelm
Worringer, is the result of a great inner conflict between
a human being and the world around. The real world is
perceived by the society as an incomprehensible chaos
that causes terror, a mixture of events and senses, while
abstract linear geometrical forms, characterized by
stability, order and harmony, give a sense of peace and
rest to a human being. Such a desire to return to some-
thing absolute and permanent becomes the source of
geometrical art.

Herbert Read supports Wilhelm Worringer s position,
pointing out the conflict between the modern world and
a human being s spiritual need for stability.

A lot of painters of different nationalities and styles
came to abstraction. The first step to geometrize the re-
ality made Pablo Picasso and George Braque Further,
Robert Delauney, Pit Mondrian and Frantishek Kupka
made space totally abstract.

Ideas of constructivism, suprematism, abstractionism,
neoplasticismweresynthesizedin1919—-1933in Bauhaus,
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that became a center of the development of abstract art
in Europe. A lot of abstract artists were raised on theo-
ries of form and color of Johannes Itten, Walter Gro-
pius, Paul Klee, Laszlo Moholy-Nagy.

Wasyl Kandinsky and Le Corbusier also turn to ana-
lyzing geometry in art; however, geometry for them is
the means of cognizing the spiritual world, and not an
escape from it.

Geometric abstraction got its highest degree of ex-
pression in suprematism of Kazimir Malevich. He pro-
claimed the non-objective art as a new dimension of
reality.

American abstract art became the second stage of
geometric abstraction development. It consists of ac-
tion painting and color field direction of abstract ex-
pressionism (Mark Rotko, Barnett Newman), that has
evolved in hard-edge painting, system painting, mini-
malism, op-art. Emotions or personality of the artist
do not have to exude through the severity of geomet-
ric forms in the picture or through the sharpness of its
composition. A picture was understood not as a source
of information or values, but as a canvas in its mate-
riality.

The concept of abstraction and its relation to reality
has changed — the picture becomes the only possible
reality that devoid of any signs of the world with its
transcendental content and metaphysical dimensions. It
is only canvas limited by picture frame.

Artists working in “neo geo” style use geometric ab-
straction as a language and repeat its basic elements
and ideas in their abstract works. Sometimes, though,
they reflect the real world, conditionally represented in
geometric forms.

Conclusions. We conclude that abstract art becomes
dominant in the 20" century. The artists creatively re-
acted to the changes in the surrounding reality. They
fought to get rid of everything resembling the material
world, full of crises, wars and revolutions, and create
the ideal reality by form shaping. Geometric abstrac-
tion has received its utmost expression in suprematism
as a new dimension of reality.

By relation to reality the geometric abstraction is
characterized by the following negative definitions:
“denial”, “refusal”, ‘“rejection», “exit”, “escape”,
“destruction”, “opposition”, “retreat”, “separation”.
Such concepts as “salvation”, “release”, “change”,
“penetration”, “knowledge”, “transformation”, “cre-
ation” emphasize the positive changes in reality of ab-
stract art.

Geometric abstraction exists in art even today, receiv-
ing new forms of expression, generalization, interpreta-
tion and reinterpretation. It remains one of the ways to
cognize higher entities of the phenomenal world.

Keywords: geometric abstraction, form, space, reality,
Worringer.

IMocTaHoBKa MpPoGJieMH y 3araibHOMY BHIJIS-
ai. MuctenrBo, 00pa3HiCTh SIKOr0 0a3yEThCsI HA BIIACHE
KOJIbOP1, OopMi, JTiHIT YA TEKCTypi, & HE HA MOTHBAX,
3aIT03UYCHUX 13 HaBKOJMIIHBOT PeaibHOCTI, 3aBEJCHO
BBaKaT aOCTPakTHUM. TepMiH «aOCTpakilis» I0XO-
JIUTh BiJl JTATUHCBKOTO abstractio — «BiJIBEpTaHHS.
[IpoTe came MOHATTA aOCTPaAKIil, SIKHM KOPHCTYyBa-
JIUCSL TEOPETUKH J0 MOsABU abcTpakiionizamy y 1910

polli, 03HaYajo0 3a3BHYail MEBHY Mipy y3aralbHEHHS,
BHOKPEMJICHHS 1 HE MICTHIIO OCOOJIMBOTO paIiKaIi3My.

SIKI10 %K 11€ThCs PO a0CTPAKIIIFO SIK XYTOKHIHM Me-
TOI, TO IO BiIHOIIEHHIO JI0 JIHCHOCTI MOKHA TOBOPUTHU
PO HETAaTUBHY MO3MIIIIO, KA BIACHE «BiBEPTae», Bijl-
KHIa€, YCYBA€ BCSIKE PENPEe3CHTaTHBHE 300paKeHHS Y
MHUCTEINTBI. YTiM, 3arepedeHHs] 00’ €KTUBHOI IIHCHOCTI
niependadae CTBOPSHHSI HOBOI — Cy0O’€KTHBHOI, y SIKiH
0aUNTHCS «CHACIHHS», «3BUIBHCHHS», TIJIbKH HO3UTUB-
HUI xapakTep 3MiH. AOCTpakuis K cHoci0 «3amepe-
YECHHSI/TICPETBOPEHHS» JIMCHOCTI BUKJIIOYAE AaKICHT
JWIIe Ha OTHOMY 3 IHX O3HaueHb, BPAaXOBY€E IIOJIIpP-
HICTh 11 BITHONICHHS JIO PEajbHOCTI Ta BINTBOPCHHS
00’ €EKTHBHOTO CBIiTy B MUCTEIITBI.

VYTomiuHi Teopii nepedyaoBU-TIEPETBOPEHHS pe-
aNbHOCTI OCOOMMBO XapaKTepHi IJIsl NpPEACTaBHUKIB
aBaHTrapy, IO KOPUCTYBAUCS Yy TAKUX LISAX BIACHE
He 00pa30TBOpYHMMH, a (POPMOTBOPUMUMH 3aCO0aAMH —
reoMerpiero. PaHHs eBponeiicbka aOCTpaKIlist OTprMa-
Jla CBOE JIOTIYHE TPOJOBKEHHS Y TBOPYIH IisIIBHOCTI
mikonu bayrays, nami — y po3Butky adcrpakuii B CILIA
1 10C1 € aKTyalIbHOIO MUCTEIILKOIO PAKTUKOIO.

Came TOMy reoMeTpu4Ha aOCTpakiisi € LiKaBUM
00’€KTOM MMCTEITBO3HABUOIO JOCIIIKEHHS, aJKe
HaTpsAM «aOCTPaKIioHI3M» OYyB MPOBITHUM y XX CT. i
3aJMIIA€ThCS HE MEHIN MOMYISIPHUM JAOCI. 3araibHO-
OpUAHATHI (DakT Tpo BiAKUOAHHS XyIOXXKHHKaMH-a0-
CTPaKILiOHICTaMHU PEaIbHOCTI Ta TPAIULIITHOTO METORY
penpeseHTallii € I0BOJi MOBEPXOBUM, a TMUTAHHS MPO
BiJTHOIICHHS J0 MIACHOCTI moTpedye rmubmoro ¢axo-
BOT'0 JIOCIiIKEHHS.

AHadi3 pociimkeHb i myoaikanid. Anami3z a6-
CTPAKIIIOHI3MY Y KOHTEKCTI MUCTEUTBO3HABYMX TEOPiH
XX CTOMTTS BIOBHI BUCBITIEHO y MoHOrpadii Bikto-
pa ApcnaHoBa [1], mpausx muctenTBo3HaBis [epoepra
Pina [12], crarmsix JleBina Moprana [6, 11], Horanneca
Maitarapnra [5]. Cepell BITYM3HSIHUX JOCIITHUKIB a0-
CTPaKTHOTO 4¥ He(irypaTHBHOTO MUCTEITBA CIiJ BiJ-
MmituTH iMeHa J{mutpa I'opbadosa [3], [annu Pyauk [8].

Meta cTaTTi — mIpOaHANi3yBaTH T€OMETPHUIHY
adcrpakiiro y XX CTONITTI, 30KpeMa JIOCHiIUTH BiHO-
MIeHHS 10 00’ €KTHBHOT IIHCHOCTI, criocoOu 11 3armepe-
YEeHHS Ta MIePETBOPEHHS/TBOPESHHS HOBOT CY0’ €KTHBHOI
PEaTBHOCTI MUTIIS.

Buxnang ocHoBHOro marepiaay. Bke 3 kiHIg
XVIII cTomiTTst MOMUPIOIOTHCS Pi3HI Teopil opmo-
TBOpPEHHsI, 30KpeMa (opMalizM — eCTeTHYHA TO3HUILis,
o a0bCONIOTH3YE PONIb HOPMHU B €CTETUIHOMY Ta XY-
JIO)KHHOMY OCBOEHHI JIHCHOCTI, BUCYBa€ ()OPMHU, TOHH,
IJIONIMHH, MPOCTOPOBI CTPYKTYpPH Ha Mepiie Micle B
CUCTEMI ecTeTHUHOTO 3HaHHs [1: 32].

[pencTaBHUK BiCHCHKOI KO MUCTCIITBO3HAB-
cTBa Anoi3 Pimb BBaxkae 3a moTpibHe TpanchopMyBaTu
Y MHECTEITBI PUPOIHI (POPMH 3T1THO 3 0COOUCTUMU YSIB-
JICHHSIMU XYJO)KHUKA. YMOBHICT 300paykeHb — II€ He-
0OX1HICTB JUIS TPOSIBY TPAHCUICHICHTAIBHOT XyIOKHBOT
BOJII MUTIIS, SIKA 3MYIIYE JIFOMUHY [MOPBATHA 3 OMAHJIH-
BOIO PEAJIBHICTIO 1 MOOAUYUTH CBIT TaKUM, SIKUM BiH € —
TAEMHUYUM, KOPCTOKUM, ipparionansHuM [1: 230].
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Inei #oro yuns Bimbrensma Boppinrepa cramm
OJTHIEI0 3 HAWBAXIIMBIIINX TEOPETHYHUX OCHOB al-
CTPAKTHOTO MUCTELTBA, OCOOIUBO Y HOr0 reOMETpUY-
HUX TIposiBax. BiH BBaXkae, 10 MOTAT JO aOCTpaKIlil
BUHHKAE Yepe3 MOYYTTS CTpaxy Hepeq MPOCTOPOM —
IIe 3MYIITYBaJIO TABHIX JIFONEH A1 TICHUXOJIOT19HOTO 3a-
XHCTY CTBOPIOBATH (POPMH, K1 O TAKOPSIIHCS 3aKOHAM
reoMmerpii, — opHaMeHT. BoHu 371aBasTics rapMOHIHHH-
MM Ta CTaOITLHUMH, II030aBJIEHUMH KHUTTS 1, BIITOBI -
HO, CTpaxy Iepell HUM, peajbHe (peallicTUYHE) 3aMi-
IIyBAJIOCS ICSTKUM T€OMETPH30BAHAM MOPSIKOM (HOPM.
OTtxe, ctBepkye B. Boppinrep, reomerpist ctae Hal-
3BUYAIHO BaXKITMBOIO JUIS OpraHi3ailii BHYTpPIITHHOTO
MICUXOJIOTIYHOTO TIPOCTOPY JIOAWHH. BoHa IPHBHOCHTH
Jaj y Xaoc JOBKOJMUIIHBOTO, IEPEHACHYEHOTO 1H(OP-
MaIli€l0, CBITY.

I'epGept Pin mocunaerbcsa Ha xoHuenuito B. Bop-
piHrepa i CTBEPIKYE: y CYIaCHOMY XKHTTI 3’ SBISIOTHCS
YMOBH, IO BUKIMKAIOTH JO JKUTTS TaKUH ITyXOBHHUM
CTaH, SKWAH TOMIOHWI IO CTaHy JAaBHBLOI JIFOJVHU: BiJI-
KHJaHHS 00pa3iB peasbHOro CBITY 1 TBOPEHHA abCTpak-
THHUX KOMIO3HUIIIH 3 TeoMeTpuuHux Qiryp. «Maemo, 1110-
npaBna, — nuie Pig, — iHTeNeKkTyanbHe HaliICHHS,
BiJIMiHHE BiJl TOTO, sIKe OyJI0 XapaKTepPHUM ISl TaBHBOT
JIFOITUHU; TIPOTE YU HAlll 30BHIIIHIHA CBIT B OTO MOJITHY-
HOMY, €GKOHOMIYHOMY 1 JYXOBHOMY Xa0Ci MOXE y KOTO-
HeOyllb BUKIIMKATH «yHiBepcallbHE CUHIBCHKE MOy TTS,
BiJIUyTTs 3aI0BOJICHHS, TyXOBHY CaMOBIIEBHEHICTH? Uun
HE € BiH IIBHUJIIE CBITOM, 3 SIKOTO Bpa3iMBa AyIIa Xy-
JO)KHUKA YH TTOETa BTeUE JI0 1HINOI JYXOBHOI peabHOC-
Ti, ICSIKOTO TIOYYTTsI CTaOUTLHOCTI?» [12: 81-82].

«MucTenrso OiTbIIe, HIXK SKATTS», — MPOTOJIO-
mye ['eopr 3iMMmenb, ToX CBOOOAY Bi HEIEBHOT'O KOP-
CTOKOTO CBITY 1 MOMJIMBICTh YCIHIIIHOT €K3UCTCHIIIT
CIIIJI IIyKaTH came TYT.

TeopeTHYHO OCHOBOKO a0CTpakilii Haidacrimie
BBXKAETHCS caMe (POPMATICTUYHA SCTETHUKA, a TaKOX
¢binocodis 1HANUBITyaTi3My, €K3HCTEHINANI3M, TICHXO-
aHaJi3, MOMYJSPHICTh CXIAHUX PpeNirii, BIAKPUTTS Y
¢izui, onTui Tomo. MoXHa MPOJOBKYBATU MEPEIK,
CKJIaIaTH 1ICTOPUYHO-KYJIBTYpHY MO3aiKy mo4aTky XX
CTOJITTS, Ta 3pO3yMIJIO OJJHE — CBIT 3MiHIOBaBCS JTYKE
HIBUJIKO 1 MUTIISIM SIK «YYTJIMBHM Pe30HATOpaM»' CItijt
OyJI0 pearyBaTH Ha IIi 3MiHU.

I'eomeTpis BigirpaBaia ocoOJIHMBY POJib Y MHUCTE-
LTBI — I1¢ OYB BUXIiJ y iHIIMIA CBIT, 1[0 TPOTHCTABIISB-
Cs 10 30BHILIHBOTO CBITY 1 IICUXIYHOTO CTaHy CYCIIIb-
CTBa, MOBEPHEHHS 10 MPOCTUX Ta HE3MIHHUX (opM,
30pOBE CHPUUHATTS SKHX BiIOyBA€THCS MUTTEBO 1 HE
notpe0Oye TPHBAIUX TIONIYKIB 13 BUIIICHHAM XapaKTep-
HHUX O3HAaK Ta iX IMOJANBIIOT0 CHHTE3y B €IUHY CTPYK-
Typy [9: 169]. Takoxx reomeTpuyHi, aOCTpakTHiI Gopmu
He BHSBISIOTH MPsIMOi iH(oOpMalii mpo ¢akTH, 0CBig
tomo. Ix y npupoxi B3arani ue icuye. ITpoTe, ocKinbku
BOHHM BOJIOMIIOTH 3JIaTHICTIO 30y/DKYBaTH €MOIIIHO-
aCoOIIaTHBHI 3B’S3KH, TOXX MOXYTh BHPIIIyBaTH OCHO-
BHE 3aBJaHHS XyJA0XKHBOTO, €CTETHYHOTO Mi3HAHHI —
3a)ikCOBYBaTH, OCMUCIIIOBATH 1 IMEpelaBaTH TEBHUI

! Xapaxrepuctuka 3a O. boromazoBum.

JIONICHKUH JOCBIJ TMi3HAHHS JIMCHOCTI Ta 00JIaropo-
JOKYBATH CBOEIO €CTETUYHOIO JTieto [7: 260].

Uumano XymoKHHKIB PI3HUX HalllOHAIBHOCTEH,
KpaiH Ta CTHJIiB OJAHOYACHO MPHHLUIK 110 Iboro. Ky-
6i3m [labmo Ilikacco Ta Xopxka Bpaka inTeprperyBas
Ta abcTparyBaB peajbHi (QOpPMH Yy TECOMETPUIHOMY
CTWJTi, 3aKJIABIIH TIEPIII CXOMUHH Y HAMpPsMI JI0 TeoMe-
TpuYHOi abcTpakiiii. A Bxke kaptuHu PobGepa [lenone,
[Tira Monapiana ta ®@panTtimeka Kynku xapakrepusy-
Baylacsi HE CTUILKU BIIMOBOIO BiJl CIOXKETHOCTI, CKiJIb-
K{ HOBHM YSIBICHHSM IPO MPOCTIp i 9ac, MO CTaBau
abcTparoBaHUMHU 1 BTpayalld CBOKO PEaibHy CYTHICTb.
Tak, ®@. Kynka numie: «TBip MHCTEITBA € aOCTPAKTHOIO
PEANBHICTIO 1 Ma€ CKITAJIATHCS 3 BUTAJIAHUX CIIEMCHTIB,
a oro 3Ha4YeHHs BUTIKa€ 3 KoMOiHaLi1 MOpdOIOriYHUX
TUIIB 1 0COOJIMBHX apXiTEKTYPHUX CUTYalliil B HOTO XK
BJIacHOMY oprasi3mi» [8: 11].

Cepenl pOCICBKHX XyHOKHUKIB OyB 0COOJIHBO
nomyJsipHUi KyOi3M. BiH BIUIMHYB Ha pPO3BUTOK Ky-
00(hyTypu3My, a TakKoXX PIZHOTO POIy aOCTPAKTHHX
HaTpsAMiB, K OT paiioHi3M (IPOMEHU3M, JTy4un3m) Mu-
xaiina JlapionoBa, O6e3npeamerHuii xuonuc JIroOoBi
ITonogoi, cynpemarusm Kasumupa Manesuua, 1o, B
CBOKO Yepry, BIUIMHYB Ha aOCTpakTHY TBOpUicTh EJjb
Jlucunpkoro Ta Bacuns €pmuona.

3acHOBHHK aOcTpakmioHismy Bacunpe Kanmin-
CBKUI MPUHIIOB 10 po3yMiHHA aOcTpakuii sik hopmMu
00pa30TBOPEHHS, L0 CNPsIMOBaHA Ha LIJIKOBUTY 0e3-
npeaMeTHICTh. s Hboro abcTparyBaTh — O3HAuYae
3HHIIYBAaTH (OPMH HATYPATICTHYHOI penpe3eHTaIli
B TIOPSIIKY, epen0aueHOMY CaMUM XYIOXKHUKOM, IJIS
TOro, MOOW BIANOBITATH HEBHUMYIICHHUM XapakTe-
pUCTHKaM, SIKi BHPaKalOThCS depe3 Koiip 1 opmy
[11: 685]. dns HBOrO abCTpakiisi Mae MCHUXOJIOTi4HI
NepelyMOBH, BOHA € HEOOX1THOIO [Tl CaMO3ariin0JIeH-
Hs1: «OKO XyJOKHHKA Ma€ OyTH CIIpSMOBaHE Ha HOTO
BHYTPIIIIHE XHUTTSA, 1 ByXO HOTO Ma€e OyTH 3BEpHEHE 110
TOJIOCY BHYTPIIIHBOT HEOOXiqHOCTI. .. TakuM € equHAN
HUISX, 0 MPUBOAUTH 0 BHPAKEHHS MICTUYHO HEO0O-
xigHoroy [4: 134].

leomeTpuuna aOcTpakiiisi oTpumaia CBOE Tpa-
HUYHE BUpaXeHHS B cympemarmsmi. K. ManeBna —
TIPUKJIAJ] TBOPUYOCTI, JIe TEOMETPisl Majia BiJlirpaTu poiib
JOPOTH 10 OYHIIECHHS IyIli i BO3HECCHHS IO IPaB-
quBoro Oytts [13: 23], KuTTenaitHO1 eHeprii KocMo-
cy [3: 26]. beampeameTHICTh po3yMiJiacsi HUM SIK HOBa
MPEIMETHICTh, HOBUW BUMIp, 10 SKOTO MH MPUKHAEMO,
BiIMOBHBIIIUCH BiJl 3BHYHOI peanbHOCTI. JlocmiaHuk
yKpaiHchkoro amaHrapnay JImutpo I[op0OadoB HaBiTh
MTOPIBHIOE CYNPEMAaTU3M 3 iCHXa3MOM, IIPAaBOCIABHOIO
pEJIri€o Ta 3arajoM MICTHIIM3MOM, BJIaCHE 4Yepes3 Te,
IO TPOTOJIOUIYEThCA K IHTPOCIHEKINiS Ta BiAKHIAHHS
(isuunoro CcBiTY. «/1s cynpemaructa, — nume K. Ma-
JICBUY, — BHUMMI SBHIIA 00’ €KTUBHOTO CBITY €, 33 CBO-
€10 CYTTIO, 1030aBineHNMH ceHcy. CYTHICHOIO piddio €
BIIUYTTS SIK TaKe, BIJUIUJICHE BiJl OTOYCHHS, SKE HOTO
BuKIHKamo» [8: 10].

lomnannceka tpyma «Je Crimb» (1917-1931)
(Teo Ban dycOypr, Ilit Monapian, 'anc Apm Ta iH.)
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MPOTOJIONIyBaa aOCTPaKTHE MHCTEITBO SK «MHCTe-
ITBO SICHOCTi, KOHKPETHOCTI 1 MOPSAAKY», & B MOJAITb-
IOMy, Yepe3 CHIBIpaIlo XyJOXHHUKIB Ta JU3aiiHEpiB,
BOHU IParHyjid CTBOPUTH HOBE YTOIIYHE KUTTEBE Ce-
penoBuiie, mo 6azyBanocs 0 Ha abcTpakTHUX hopmax.

VY TBopuocTi Ilita MoHpiaHa TniepeBakHa OLIb-
II1iCTh a0CTPAKTHUX POOIT — IIe KOMITO3MIIIi 3 BEPTH-
KaJIbHO-TOPU3OHTAIILHHX JIHIN, V SKHX XyTOKHHK BOa-
yae MPUXOBaHy CTPYKTypy mpuponu. Y 1920-x pokax
BiH IPUXOHUTH A0 HANPSAMY «HEOIUIACTHIH3MY», CYTh
SIKOTO OAYHTh Y TOMY, 110 «YUCTa PEaIbHICTh MOXe Oy TH
BHpaXKeHa Yepe3 4ucTy miactuky» [11: 289]. O6paszo-
TBOPUI 3aC00M XyJTOKHHUKA OOMEXEHO JIO JIiHIN Ta mpsi-
MHX KyTiB, YOPHO-OUT0T MATITPH 3 HE3HAYHUMU €IICMCH-
TaMH CHHBOTO, YEPBOHOTO Ta )KOBTOTO KOJIBOPIB.

Moro konmera Teo Bam JlycOypr po3BHHYB ile
OJIH HalpsM reOMETPUYHOI a0CTpaKIii — «eleMeHTa-
PHU3MY, 110 3BOJMBCS J0 300paKeHHS BUKITIOYHO JIiHIM-
HUX, MIPSIMOKYTHHX Ta JiaroHAIBHUX CTPYKTYP.

[Ikona bayray3 (1919-1933) cunrte3yBana inei
KOHCTPYKTHBI3MY, CYIpeMaTH3My, aOCTpaKLiOHi3MY,
HEOIUIACTUIM3MY Ta CTala IEHTPOM PO3BHUTKY Pi3HHX
BHJIIB a0CTPAKTHOTO MHMCTEITBA JJisi BCiel €Bpormu.
Bona pmama cBiTy 4YmMMano XymaoKHUKIB-aOCTpaKIio-
HICTIB, «BUXOBaHHX» Ha TEOPiixX (OPMH Ta KOIBOPY
. Itena, B. I'pomniyca, I1. Kiee, JI. Moronb-Hanp.

A6ctpakuis [Tayns Kiee Takox 30cepemxyBanacs
Ha TaKUX eJIEMEHTaX TBOPY SIK JIiHis, TOUKa, IJIOIINHA,
MpOTE BiH BBaXKAB IX 3a NEPBHHHY OCHOBY HPUPOJIH Ta
PO3BUTKY. XYIO)KHUK HE BBaKaB ceOe IPUB’SI3aHUM JI0
PEATBHOCTI, OCKUIBKY He 0a4MB HIYOTO TBOPYOTO Y BH-
KOPHUCTaHHI ()OPM, CTBOPCHUX MPHPOJIOKO.

Ixo3ed Anpbepc me y bayraysi mounHae cTBO-
PIOBaTH KOMIIO3HUIIi1 TEOMETPUYHOTO XapaKTepy, a eMi-
rpyBaBuy y CIIJA, nponoBxye BUBYEHHS E€KCIIPECUB-
HUX MOXIIUBOCTEH KOJIbOPY B a0CTpPAKIIii, pe3yIbTaToM
4oro € ioro Bimoma MacirabHa cepis «I[IpucBsra kBa-
npaty» (1950-1970-Ti), 10 cKIIaaa€ThCs 3 MOHAJ COTHI
poOiT 3 KBajipaTaMu, BMIIIICHUMU OJIUH B HIIUH.

Awmepukanceka abctpakiis y CIIIA crae apyroro
BiXOIO PO3BHUTKY aOCTpaKIiOHI3My Micisi HOro Kiacuy-
HOTO TIepioy B €Bporri. 3araioM MOIUISIOTH 11 Ha «KH-
BOIIUC JKECTY» Ta <OKHBOIHC KOJIHOPOBUX ILIOIINHY,
SIKUA Y KOHTEKCTI pO3IIISTy TEOMETPUYHOT abCTpaKIii
LiKaBUTh Hac Oumbine. Taki 11 mpeAcTaBHUKY K Mapk
Potko Ta bapret HpioMeH He BBaXKau CBOE MUCTEIITBO
Oe3lpeMETHUM, a aKI[EHTYBalIU Ha mepefadi ineit Ta
eMOIIil 3ac00aMU KOIBOPY Ta IUIOMHWHH. « MU BHCTY-
MAEMO 3a TUIOIIUHHICTB, 60 BOHA PYHHYE LITIO30PHICTH
1 TIOBEpTa€E HAC JIO MPaBAN», — rOBOPSATH BOHU [8: 15].

3rooM MOCTKUBOMUCHA a0CTpakiis LbOro Ha-
MpsIMy PO3BUHYJIACA Y HACTYIHUX: JKUBOIUC TOCTPHUX
KyTiB (hard-edge painting), CHCTEMHUH XKMBOIHC, Mi-
HIMaJTi3M Ta OTI-apT, AKi TAKOXK Ha3HUBAIOTh «XOJOIHOIO
abCTpaKIlieoy»; 4epe3 CTPOriCTh TeOMETPUIHUX (HOpM
Ta YiTKICTh KOMIIO3UINI HISKUM YWHOM HE [OBHH-
Hi TpOCTyHaTh eMollil YW iHIWBiAYyaldbHICTh MHTLSL.
MiHiMali3MOM BBa)Kaja0Csi MHUCTENTBO TPAHUYHOI Bi-
3yallbHOI peAyKIlii, 10 aKIEHTYye Ha «IPeAMETHOCTI»

1
2016

XYJIOKHBOTO TBOPY. XYNOKHUKH-MIHIMATICTA TOCTa-
BWJIM TiJ CYMHIB il€aJiCTHYHy TPaHCICHICHTHICTb
abCTpaKTHOTO MaJspCTBa, Horo oodpasHicTe. Kaprunu
HaJIe)KAJI0 CIpUMAaTH B IXHIM MartepialicTHuHiil pe-
ANBbHOCTI K TpeAMET 1 IOBEPXHIO, a He SIK HOCIH 3Ha-
KiB, HEMaTepiaJbHUX 3HAYCHB 1 IiHHOCTEH [5: 36]. Och
sk e ®@penk Cresia nmpo cBiid «HopHUH KUBOTIHCH»
(1958-1960): «ManspctBo 6e3 HemarepiaibHOTO, 0€3
muOuHM, 6e3 IpocTopy 300paKEeHHI — MPOCTO LIap
(apOu, HaHeceHMII Ha AEKOpAaTHMBHUN OpPHAMEHT, IO-
KpuTa ¢$apO0I0 TUIOMMHHICTE 1 TEOMETPUYHMIA Bizepy-
HOK» [5: 39].

Tox moHATTS abcTpakuii Ta il BIAHOIIEGHHS 10
JUHCHOCTI 3MIHHJIOCSI, KAPTHHA CTaBaja €IMHO MOXJIH-
BOIO PEaJIbHICTIO, 1M030aBIEHOI0 OyIb-IKHX O3HAaK 30-
BHIIIHBOTO CBITY: HiSIKOTO TPaHCLEHAEHTHOIO 3MICTy
Y1 MeTa(i3UYHOTO BUMIPY — TUTBKH MOJOTHO, 3aKOHU
OyTTs SIKOrO OOMEXKEHI pamMKkaMHu KapTuHH. Y 1960-x
pokax Bce 300pakajbHE 3 MHCTEITBA BIIYYA€THCS;
«peaybHICTh (hapOu € 3apa30oM MaTepiaIbHOO Ta Uy TTE-
BOIO peanbHicTion [5: 39]. Sk nume Morauuec Maiiu-
rapAr npo adctpaktHe MuctenTBo 1960-1970-x poxkis,
«['inocrazyBaHHs 1HIOIOTO CBIiTY, MeTai3u4HOI uH i1e-
ANTICTUYHOT TPAHCICHCIIIT 11032 pealbHICTIO MaTepia-
JIB Ta CEHCYAJIbHUX 1 ()eHOMECHALHUX O3HAK KapTUHU
SIK SIBUTIIA 3a3HAJO Kpaxy» [5: 41].

[HmMit HampsiM reoMeTpUuHOI aOcTpakuii mpen-
ctapisitoTh Xynoxaukd Dimin Taad 1 [Mitep Xemni, ue
CUMYJIBTaTUBHA a0CTPAKLig Yy HETEOMETPUIHOMY MHUCTE-
1TBI (200 neo-geo). Y myci mOCTMOAEPHIZMY XYIAOKHUKA
«IUTYIOTH» TEOMETPUUHY aOCTPAKINIO SIK MOBY, IIOBTO-
PprorouH ii OCHOBHI €JIEMEHTH Ta iJiei. Y TiM, Tar04YH CBOIM
KapTHHAM KOHKPETHI Ha3BH 3 HABKOJIHUIIIHBOI TIHCHOCTI.
Ix aBcTpaxTHi TBOpH He JHIIE HE JAI0TH MOKIUBOCTI 3a-
DIMOWTHCS y BUTAJIAaHUI TPOCTIp MOJOTHA, a i CTAIOTh
BiJIOOpaKCHHSM PEANBHOTO CBITY, HEXail i YMOBHO pe-
MIPE3EHTOBAHOTO ¥ TEOMETPHIHUX (PopMax.

Ineomor moct™moaepHizmy XKan bopisp Tak murre
PO YHCJICHHI HeabcTpakTHi Tedii y muctenTsi: «Hosa
reoMeTpisi, HOBa eKCIpecisi, HOoBa aOCTpakiis, HOBI
(hopMu — Bce 11e UyA0BO CIiBICHYE Yy 3arajibHii iHIe-
(depentHOCTI. CamMe TOMY, 1110 BCi 11l TEHACHIIT OibIIe
HE BOJIOJIIOTh BJIACHOIO I'€HIANBHICTIO, BOHH MOXYTh
CHIBICHYBaTH B OJHOMY 1 TOMY CaMOMY KYJIbTYPHOMY
npoctopi» [2: 25].

BHCHOBKHM Ta MepCHEKTHBH MOJAJBIIHX PO3-
Bifok. /st reoMeTpuuHOT a0CTpaKIii SIK HEpenpe3eH-
TATUBHOTO MHCTEITBA HEOOXIJHOIO Oyiia TeopeTHYHa
OCHOBa. Maiike KOKEH XyI0KHUK I[bOTO HaIpsMy 3a-
JUIIUB CBOI KOMEHTapi, METOJMYHI BKa3iBKH YH MaHi-
(ectu, 3aBISKM YOMY 1 MOXKHA 3apa3 aHaJi3yBaTH ix
BIJIHOIIICHHS JI0 HAaBKOJMINHKLOI JikicHOCTI. | 11e Oyna
HEOOXiHICTh, aJkKe KOXKeH 3 HUX FOCTPO BiIUyBaB 3Mi-
HU Y CBiTi. MHTII mparayiy no30yTHcs BChOTO, IO Ha-
rajiye mpo MaTepiajJbHHi CBiT, CIOBHEHUI KPH3H, pe-
BOJIOIIH Ta BOEH, apTUKY/IIOIOUH iJealIbHY JIHCHICTD
3aco0amMu OPMOTBOPEHHSI.

3HavueHHs1 abOcTpakmioHi3My y wmucTenTBi XX
cronmitrss . MaliHXapAT —MHifCyMOBYe HACTYHHHMH
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CIIOBaMHU: «AOcTpakTHa KapTHHa ...CBOEIO
KOMITO3HIII€I0 apTUKYJIFOE 3HAUYeHHS. .. Uu cnipuiimau-
¢4 11 11eabHI HaACBITOBI 3HAYEHHS PaJILIe K “3By4aH-
HA” KonbopiB i ¢opM cy0’ektuBHOCTI (KaHaiHChKUiA);
YM SK IUIATOHIYHA iI€abHICTh YHCTOI T'€OMETPHYHOT
(dhopMH, IO APTUKYITIOE YUCTE CIPUHHATTS (Manesuu);
9H SIK TUTACTUYHI YNHHUKH CBITY (HEOIUIACTHIIN3M); YU
SIK MaiKe pelliriiiHa BeJaWd MPUCYTHOCTI W BITUyTTS
(amepukancbkuii aBaHrapn micisa 1947-1948 pp.,
HeiomeHn, PoTko) — HeMae BHPIIANBEHOTO 3HAYCHHS:
abcTpaKkTHa KapTHHA IPOMOBJISIE PO 1HIIHMM CBIT, SIKUH
MO>Ke OyTH MPUCYTHIN B TYXOBHOCTI Cy0’€KTa 4M B Iy-
XOBHOMY CBITI 3arajmom» [5: 35].

3a BIJHONICHHAM JO MJIMCHOCTI TeOMETpUYHA
abcTpakiisi XapaKkTepu3yeTbCsl TAaKMMHU pPIi3KO Hera-
TUBHMMH TEPMIiHOJOTTYHHMHU O3HAUCHHSIMH SIK «3aIie-
peueHH», «BimMoBa» (Anbdpen KybiH), «BimkuaaH-
HS», «BIIXi», «BHUXim», «BTeda» ([eopr 3imMmens),
«YCYHEHHS», «3HHIICHHS), «OIO3UIIL», «BIACTYI»,
«BimokpemieHH» ([Imurpo T'opbauor) Tomo. Cepen
MOHSTh, SIKI BAKOPHCTOBYBAIUCS XYIOXKHUKAMH H TEO-
peTUKAMK Ta aKIECHTYIOTh Ha MO3UTUBHOMY XapakTepi
3MiHH PeanbHOCTI, € HACTYMNHI: «cnaciHua» (Kasumup
MaeBnd), «3ButbHeHHs» (Pobep [lemone), «3miHay,
«IIPOHUKHEHHS», «ITi3HAHHs», «IepeTBOpeHHs (Bep-
Hep [oMmaH), «TBOpEHHSY.

BinmoBa Bix peamictuuHuX (HOpM y reoMeTpud-
Hili abcTpakuii Mae pakTUIHO aOCONIOTHUE XapakTep,
MpOoTe HUILEHHS mependadae TBOPEHHS, Kpealilo BU-
IIOT0 TaTYHKY, IIISX J0 YTOMIYHOTO ifeairy, Mi3HaHHS
HOBOI MICTHYHOI peajbHOCTI. IcTopis reomeTpii y Muc-
TEITBI MPOJAOBKYETHCS, OTPUMYIOUYH BCEe HOBI (opMu
BUP&)XEHHS, y3araJbHEHHS, iHTepmperanii Ta mnepe-
OCMUCIICHHS. BOHa 3aJMINAETHCS NUITXOM Mi3HAHHSI
BUIIMX CYTHOCTEH (HeHOMEHAIBHOTO CBITY.
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