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ON THE QUESTION OF CLARIFYING THE NAME
OF ZHU DA (1626-1705) AND ITS ORIGIN

Summary: Zhu Da (1626—1705) was a famous Chinese
artist who lived during the late-Ming Dynasty and early-
Qing Dynasty. He was born in Nanchang, Jiangxi Prov-
ince. Zhu Da was related to the imperial house of Ming.
After the fall of this dynasty, during the reign of the Man-
chus, he was forced to hide, became a monk for some
time and reached heights in the study of Buddhism, af-
ter which he returned to worldly life. Zhu Da and his work
were significantly influenced by the classical texts of Con-
fucianism, the philosophy of Cheng-Zhu, Buddhism and
Taoism. His poetic captions for paintings and individual
poems are extremely symbolic and have a special artis-
tic style. Zhu Da became a reformer of traditional literati
painting (wenrenhua) and raised it to new heights. Subse-
quently, he had a great influence on the painting of rep-
resentatives of the Four Monks and the Eight Eccentrics
from Yangzhou, as well as on the style of such 20th cen-
tury masters as Qi Baishi and Xu Beihong, who worked
at the end of the Qing period and the beginning of the
Republican period in China.

The last fifty years have become the most fruitful period
in the field of studying the work of Zhu Da. The research

Zhu Da (1626-1705) was a famous Chinese art-
ist who lived during the late-Ming Dynasty and
early-Qing Dynasty. He was born in Nanchang, Ji-
angxi Province. The milestones of his biography
are quite remarkable: the artist was related to
the imperial house of Ming. After the fall of the
dynasty, he became a monk for some time and
reached heights in the study of Buddhism, after
which he returned to secular life. Zhu Da and his
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moved outside of China, publications by foreign scien-
tists appeared about the artist, and the name of Zhu Da
(Bada Shanren) gained worldwide fame and recognition.

The scientific works and articles devoted to him are
conventionally divided into the following three thematic
areas. The first one is the study of Zhu Da’s pseudonyms
(names), his life and contacts with artists and poets, his
contemporaries. The second area is the study of Zhu Da’s
creative thought and artistic achievements. The third one
is a study of the influence of Zhu Da'’s painting style on
later artists and related comparisons.

The article analyses publications and scientific works
devoted to Zhu Da's creative work, published over the
past half century. Among them, those related to clarify-
ing the pseudonyms (names) of Zhu Da, his pedigree and
biography are especially highlighted; various approach-
es of Chinese and foreign scientists to the study of the
creative work of the outstanding Chinese master and his
artistic heritage are considered.

Keywords: Zhu Da, Bada Shanren, Chinese art, Chinese
classical painting, Qing dynasty, Huanyao-hua, flower and
bird painting, landscape, ink painting, Chan Buddhism.

work were significantly influenced by the classical
texts of Confucianism, the philosophy of Cheng-
Zhu (lixue is a doctrine of principle common in the
Ming era), Buddhism and Taoism. His poetic cap-
tions and individual poems are extremely symbolic
and have a special artistic style. As independent
works of calligraphy, they are exquisitely woven
into his landscapes and Huanyao-hua paintings.
Zhu Da inherited the tradition of combining po-

etry, calligraphy, painting and printing from the
masters of the Song and Ming dynasties, and as a
reformer of the traditional literati painting (wenr-
enhua), he raised it to a new height. Subsequent-
ly, he had a great influence on the painting of
representatives of the Four Monks and the Eight
Eccentrics from Yangzhou, as well as on the style
of such 20th century masters as Qi Baishi and Xu
Beihong, who worked at the end of the Qing pe-
riod and the beginning of the Republican peri-
od in China.

In the study of Zhu Da’'s work in Chinese and for-
eign scientific circles, the following six stages can
be distinguished.

The first one took place until the 1950s, when
researchers paid less attention to Zhu Da'’s personal
qualities, concentrating on his painting technique.

The second stage occurred in the 1950s, when
Zhu Da’s work became interesting not only in China,
but also abroad, for example, in the USA and Japan.

The third stage was during the 1960s, when the
first kind of culmination occurred in the study of
Zhu Da's legacy, which was associated with the dis-
covery of the Portrait of Geshan — the only reliable
lifetime image of Zhu Da, in the process of scientific
research. Until this point, research about the artist
had been predominantly introductory and super-
ficial, lacking a deeper study of his biography and
his painting.

The fourth stage was during the 1970s, when
research on Zhu Da was concentrated in scientific
schools in Southern China and abroad (especially
in the USA and Japan).

The fifth stage occurred in the 1990s, when the
study of Zhu Da's work moved to a new level ow-
ing to museums that gathered collections of his
paintings, such as the Palace Museum in Beijing,
the Shanghai Museum and the Bada Shanren Me-
morial Hall in Jiangxi.

The sixth stage — from the beginning of the
21st century to the present, is characterised by
a comprehensive study of Zhu Da’s life and his
creative achievements and summing up certain
results.

We can say that the last fifty years have become
the most fruitful period in the field of studying the
work of Zhu Da. The research was constantly expand-
ing and, as a result, moved outside of China; pub-
lications by foreign scientists appeared about the
artist, and the name Zhu Da (Bada Shanren) gained
worldwide fame and recognition.

Jiangxi Province, as the birthplace of Zhu Da,
actively supports research on the artist. The Ji-
angxi Provincial Fine Arts Publishing House, for
example, published The Complete Works of Bada
Shanren [14], and the Jiangxi People’s Publish-
ing House published two collections of scientific
works, Studies on the Works of Bada Shanren [13],
which marked the beginning of another peak in
the study of the artist’s legacy. Scientific semi-
nars and conferences dedicated to Zhu Da were
held twice in Nanchang in 1986 and 1988, and a
research community was established to promote
comprehensive and in-depth research on the art-
ist's work. The proceedings of these conferenc-
es, written by famous artists, were published in
important Chinese and foreign journals. In Sep-
tember 2006, an international scientific confer-
ence dedicated to the celebration of the 380th
anniversary of the birth of Zhu Da was held in
Nanchang. Its participants discussed the histo-
ry of the artist's family, analysed the style of his
painting and calligraphy, poetry, and the synthe-
sis of arts in his work. However, unfortunately, the
materials presented at this conference have not
yet been published.

Analysing the results of research on Zhu Da for
more than half a century, we can conclude that sci-
entific works and articles devoted to him are con-
ditionally divided into the following three thematic
areas. The first one is the study of Zhu Da’s pseu-
donyms (names), his life and contacts with artists
and poets, his contemporaries who lived in the
same period of time. The second area is the study
of Zhu Da’s creative thought and artistic achieve-
ments, and more rigorous and in-depth analysis
of them can be found in scientific research works
starting from the 1960s. A third area of research
interest is the study of the influence of Zhu Da'’s
painting style on later artists as well as related
comparisons.

Let us consider a number of aspects and charac-
teristic trends in research about Zhu Da, in particu-
lar those related to clarifying the artist’s real name
and pseudonyms, his pedigree and biography.

Zhu Da was a member of the ruling clan of
the Ming Dynasty, and his high social origin had
a direct and profound influence on his life path,
socio-political position and artistic creativity.
Many scholars, especially foreign ones, currently
mistakenly believe that Zhu Da is the artist's real
name. This is largely due to the insufficiency and
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Zhu Da (The Portrait of Geshan). 1674 Vertical scroll. Paper, ink. Bada Shanren Memorial Hall, Nanchang.
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limitation of their knowledge about the traditions
and rules of the Chinese imperial court. We be-
lieve that the name “Zhu Da"” was only a tempo-
rary jian (pseudonym) used by the artist to pass
the imperial exam. The changes in his name at
different times are closely related to his life sit-
uation. Indeed, some treatises of the past, such
as Cao Maoxian's Setan Zashi and Bai Huang's
Xijiang Zhi, recorded his real name as Zhu Da;
however, the character for "Da” actually means
"big ears”, which has a pejorative connotation,
and this aroused suspicion among some scien-
tists. In his research, Qi Gong writes that “Da”
() — "big-eared”, is a character formed by
merging the characters X (big) and E (an ear),
and is a common form of the word meaning
“a donkey.” Some scholars also believe that “Zhu
Da" is the artist’'s childhood name or jian (pseu-
donym). In his article "Did Bada Shanren Really
Bear the Name ‘Zhu Da'...", researcher Yao Yap-
ing writes: “Based on the pedigree of Bada Shan-
ren, we can conclude that his real name was Zhu
Tuan Yuan” [20, pp. 87-88]. At the same time,
Yao Yaping analyses in detail the naming sys-
tem for the children of the ruling clan of the
Ming dynasty [ibid.].

In Ancient and Medieval China, members of the
imperial family were not allowed to take exams to
become officials, which was consistent with the
Confucian concept of “peace of the family”. How-
ever, as several generations of the imperial clan
grew, the number of its members grew, and funds
to support them could not cover all expenses. As
a result, court protocol gradually became not so
strict and allowed members of collateral branch-
es of the imperial family to take state examina-
tions to become officials; nevertheless, they were
required to renounce their original titles and take
the examinations as commoners, using only ficti-
tious names. Regardless of whether they passed
the test or not, they could no longer use their birth
names. Thus, Zhu Da could have used his pseudo-
nym (jian), which was his childhood nickname —
Zhu Dazi. However, the childhood nickname for
the imperial examinations seemed too informal;
thus, he became Zhu Da. It is noteworthy that such
a signature is almost never found in his paintings;
nevertheless, his pseudonym (jian) and the circum-
stances of its abbreviation to “Zhu Da" as well as
is his original name are recorded in the extant Re-
gional Records of Jiangxi Province.

Moreover, there is controversy among Chinese
scholars regarding Zhu Da’'s other pseudonyms,
such as Xue Ge, LU Han, and Bada Shanren. Accord-
ing to Cai Xinyi's research into Zhu Da’s handwrit-
ing, many of Bada Shanren’s authentic signatures in
the early and late years of his life were very differ-
ent, leading to speculation about their authenticity
[18, pp. 235-264]. Analysing his other pseudonym,
Bada Shanren, Zhu Liangzhi believes that part of
it, Bada Shan (/\ XL, translated as “Eight Great
Mountains”), can be interpreted in different ways,
and that it is a Buddhist term denoting a mythical
mountain — the centre of the world, surround-
ed by eight great mountains [19, pp. 106-110]. It
is possible that Zhu Da borrowed this term from
the title of the scroll Bada Shan Juejing Te by an-
other great master of the earlier Yuan era, Zhao
Mengfu, to express his simultaneous admiration
for both the eminent predecessor and the Bud-
dha. This guess is not unfounded since Zhu Da
joined the Chan Buddhist sect at the age of 23
and, after a long period of study, achieved the
rank of “enlightened”, even becoming the abbot
of a temple. Thus, the nickname Bada Shanren
aptly expresses Zhu Da's inextricable connection
with Buddhism.

Until the 1960s, due to the lack of historical
materials, many questions arose about the life
and birth of Zhu Da. However, with the discovery
of the Geshan Portrait and some other epigraphic
monuments, a number of questions were gradual-
ly clarified and a certain consensus was reached.
It was established that Zhu Da was a descendant
in the ninth generation of Zhu Quan — the sev-
enteenth son of Zhu Yuanzhang, the founder of
the Ming Dynasty. He inherited a lower title and
lived in the city of Nanchang. His grandfather, Zhu
Duo-Mazi, the governor-general of Fengguo, was
a poet and artist, and his landscape paintings in-
herited the Mi (Shi) painting style. Zhu Da's father,
also a skilled calligrapher and artist, was famous
on the right bank of the Yangtze. His uncle was
also an artist and author of an essay on the his-
tory of painting.

In general, Zhu Da's ancestry was also the sub-
ject of controversy for many Chinese researchers.
Thus, in Wang Shiqing’s article "The Genealogy
of Bada Shanren”, based on the records of Li Lin
and Zhu Kanjian, the artist is considered as a rep-
resentative of the Tong generation. It is stated
that his genealogical name is Zhu Tongren, and
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“The Poem Inscribed on the Title of Uncle Bada
Xiaoying in Leifu”, belonging to Zhu Kanjian [8,
pp. 585-614], is used as indirect evidence. Ac-
cording to Li Dan's research, Zhu Da’s grandfa-
ther was Zhu Duo-Mazi, and his father was Zhu
Mou [11, pp. 79-84]. Zhu Liangzhi proves in his
works that Zhu Da’s brother was Zhu Zhongyun.
He bases this on the remains of the poetry col-
lection of Rao Yu Pak, Zhu Da’s Buddhist broth-
er, and also provides indirect evidence from the
collections of Fan Yizhi and Chen Hongsu that
both of them were the grandsons of Zhu Zheniji,
which proves, according to the pedigree of the
ruling house, that Bada Shanren should be the
great-grandson of Zhu Zhenji [19, pp. 106-110].

There are also more systematic and authorita-
tive works about the real name of Zhu Da, such as
Yao Yaping's publications The Life of Bada Shanren
Recreated Based on the Geshan Portrait, and Is Zhu
Da Bada Shanren’s Real Name?, etc. [21, pp. 14-15;
20, pp. 87-88], which carefully analyse the origin
of Zhu Da’s real name and his biography. The au-
thor describes in detail the life story of the artist,
who went from a member of the imperial family to
a court prisoner of the Manchus, escaped and was
a Buddhist monk for decades to save his life; then,
he returned to Nanchang at the age of 55 where
he experienced the heyday of artistic creativity and
died there. In general, in Chinese research, there is
less and less disagreement on the issues of gene-
alogy and biography of Zhu Da, as well as under-
standing his artistic heritage.

As for the research by foreign scientists, it is main-
ly concentrated in Japan, the USA and Russia. At the
same time, specialists from each country focus differ-
ently on the work of Zhu Da. For example, Japanese
researchers are more focused on the practical analy-
sis of the application of Zhu Da's painting style, while
Russian ones are divided into two groups: some tend
to historically analyse the situation of China during the
Ming Dynasty and the beginning of the Qing, briefly
mentioning the artist himself, describing the life of Zhu
Da in broad strokes; however, his style and painting
technique are hardly discussed. Others devote their
works to a comparative analysis of the calligraphy of
Zhu Da and Shi Tao; however, more attention is paid to
the second master, while the outstanding calligraphic
achievements of the first one and his understanding
of painting and calligraphy as a whole are not taken
into account. Meanwhile, S. Sokolov-Remizov, for ex-
ample, believed that visual assessment plays an im-
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portant role in the attribution of Chinese painting and
calligraphy. Thus, it is worth starting with it [6, pp. 161-
176]. The situation is complicated by the fact that, un-
fortunately, there are no genuine works by Zhu Da in
Russian museum collections.

Unlike articles about Zhu Da published by for-
eign scholars, studies by Chinese specialists tend
to use the artist’'s name Bada Shanren, which is
better known in China and is most often found on
his signature works, its accuracy confirmed by his-
torical research. This is his more accurate name,
in contrast to his pseudonym (jian) Zhu Da. For-
eign scientists are limited to old information and
do not have translations of relevant historical ma-
terials, which makes it difficult to understand this
feature. There is also a lack of detailed and objec-
tive foreign research about Zhu Da outside of Chi-
na, and most of the existing ones are limited to a
brief description of his life and main works, which
may be due to the lack of information and histor-
ical materials translated from Chinese.

Judging by the publications, foreign research-
ers working on the family history and biography of
Zhu Da work in Hong Kong, Taiwan, the USA and
Japan. As for his calligraphy and painting, most of
the scholars are Chinese specialists and work in Bei-
jing and Shanghai.

At the beginning of the 21st century, a new gen-
eration of experts emerged studying the legacy of
Zhu Da. Interest in his extraordinary personality and
his outstanding works does not fade. This is evi-
denced by the release of two major monographs
on Zhu Da, published over the past two decades.
One of them, the book The Life and Works of Bada
Shanren by Xiao Hongming, is a detailed study of
the artist’s life, his family tree and friendships [15].
It is part of the Zhu Da series; it contains many
new ideas and can be considered a worthy study.
However, it also contains some speculative views.
The second one is the already mentioned mono-
graph by Zhu Liangzhi, Research on the Works of
Bada Shanren (REW %) [19]. Owing to the dis-
covery of a large amount of new information, Zhu
Liangzhi was able to clarify the origins of Zhu Da,
his biography and stages of life, as well as present
in detail more than a hundred of his friends, most
of whom, such as Huang Dagu (& X%), were not
considered by previous researchers. Zhu Liangzhi
tried to present his own perspective on complex
issues that have long been discussed in academ-
ic circles.

To summarise, we note that, despite the ex-
istence of a vast body of scientific literature on
certain aspects of Zhu Da's biography, there are
practically no works that offer a comprehensive
analysis of his painting in the context of the de-
velopment of art schools in China during the
Qing era. His unique artistic talent allowed him

to create paintings that were far ahead of their
time in their plastic and figurative language and
subsequently allowed him to have a strong in-
fluence on the work of contemporary artists. It
is this research vector that may form the basis
for the work of a new generation of Chinese and
Russian scientists.
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K BOTPOCY Ob YTOYHEHUI MMEHW YXY OA
(1626—1705) 1 ETO MPONCXOXAEHNW

AHHomayus: Yxy fa (1626—-1705) — n3BeCTHbIN KU-
TaWCKUIA XYAOXKHUK, XXMBLUNIA B KOHLLE NpaBAeHns auHa-
T MuH 1 Havane anoxu LuH. OH poamnca B HanbuaHe,
B NpoBuHLUMKM LizaHcn. Yxxy [la cocToan B poacTee € UM-
nepaTopcknm oMoM MuH, nocie najeHuns 3Toi auHa-
CTWW, NPU BOLLAPEHUN MaHbYXYpPOB, OH BblNl BbIHYXAEH
CKpbIBaTbCSA, HA HEKOTOPOE BpeMs MPUHAJ MOHALLECTBO
W JOCTUT BbICOT B M3yyeHun byaansma, nocie yero Bep-
HYNCA K MUPCKOW Xu3HKW. Ha Yy [la n ero TBOpYecTBO
OKa3aau 3HaunTeNlbHOe BAMAHNE KNacCUYecKmne TeKCTbl
KOH®YyUMaHCcTBa, punocodpua YaH-Yxy, byaansm n gao-
cn3M. Ero cTMxoTBOpHbIE NOAMMCK K KapTUHaM U OTAe N b-
Hble CTUXW KpaHe CUMBOAWNYHBI 1 06NaAatoT 0CObbIM
XyA0>XeCTBEeHHbIM cTuaeM. YUxy [la ctan pedpopmarto-
POM TPaAWLIMOHHOM «KNBOMUCU YUEHbIX-NUTEPATOPOB»
(B3HBX3HbXya) M MOAHAN €€ Ha HOBYHO BepLUnHY. B aanb-
HelileM OH OKa3as 60/blloe BANAHME Ha XXUBOMUCH
npegctaBmTenen rpynn «4etbipéx MoHaxoB» U «BocbMmu
UyfaKkoB M3 AHUXKOY», a TaKXKe Ha CTUNb TakuxX MacTe-
poB XX Beka, kak Lin banwm n Croin baixyH, paboTas-
LUINX B KOHLLe nepnoga LinH n Havane PecnybavkaHckoro
nepvoga B Kutae.

MocneaHne NATbAECAT NET CTaNN CaMbiM NAOAOTBOP-
HbIM NeprnogoM B obiacTn n3yyeHmsa TBopyecTBa Yy

Uy [a (1626—1705) — n3BECTHbI KMTaNCKNIA
XYAOXHWK, XXMBLUWIA B KOHLE NpaBAeHNs AMHACTUU
MwuH 1 Hauvane snoxu LUuH. OH pogunca B HaHb-
YaHe, B NpoBuHUMK Li3saHcu. Bexn ero rnorpadpun

62

[a. iccnepoBaTenbckoe nosie nepemectuaoch 3a npege-
bl KuTas, o XyfoXXHUKe NoaBUAUCL Ny6ankaumnm 3apy-
6exHbIX y4éHbIX, a Ma Yxy [Ja (baga LaHbxaHsa) obpeno
MUPOBYH M3BECTHOCTb U MPU3HaHWeE.

MocBALEHHbIE eMy Hay4Hble TPYAbl U CTaTbl YCIOBHO
AEeNaTca Ha cnegyroLimne Tpu TemaTMyeckmx HarnpaBaeHus.
MNepBoe — 3TO M3yyeHne NCeBAOHMMOB (MMEH) Yy [la,
€ro >XXM3HW N KOHTaKTOB C XyAOXHWKaMU 1 NO3TaMu, ero
COBpeMeHHMKaMun. BTopoe — n3yyeHne TBOPUYECKON MbiC-
N N XYJOXKECTBEHHBIX OCTUMXEHUI Yy [a. TpeTbe — 310
n3yyeHune BANAHMA CTUAA XmBonucy Yxy [a Ha 6onee
NO3JHWX XYAOXHMKOB 1 COOTBETCTBYIOLLME CPAaBHEHMS.

B cTaTbe aHanusmpytoTca nybankaumm n HayyHble Tpy-
Abl, NOCBALWEHHble TBOpYecTBY Yy [la, n3gaHHble 3a no-
cnegHue nonseka. Cpeamn HUX 0cobo BblAENEHbI TE, UTO
CBfA3aHbl C yTOUHEHMEM MCceBAOHNUMOB (MMEH) Yxy [a,
€ro poAoC/0BHON 1 buorpaduu; pacCMOTPEHbI pasnny-
Hble MOAXOAbl KUTANCKNX U 3apyBexxHbIX YUEHbIX K U3Y-
YEeHWUIO TBOPYECTBA BblAAOLLEroCcs KMTANCKOro macrepa
N ero XyJ0>XeCcTBEHHOIO Hacneamns.

Knroyesole cnosa: YUxy fa, bada LLlaHbx3Hb, ucKyc-
cmso Kumas, kumatickas mpaduyuoHHas xusonucs, ou-
Hacmus LJuH, XyaHAaoxya, Xugonuce «ygemos u nmuy»,
neli3ax, xusonuce myuweto, 4aHe-6y00u3M.

AOBOJIbHO NMpuMedaTenbHbl: XyAOXHUK HaXxoAnnca
B poAacTtBe C nMmnepatopckmm 4OMOM MwH, nocne
nageHna AMHactnm OH Ha HEKOTOpPOEe BpeMa npu-
HAN MOHaWeCcTBO U AOCTUT BbICOT B U3YyYEHUN 6yﬂ,-

AV3Ma, Mocae Yero BepHyACa K MUPCKOW XU3HW.
Ha Yy [la v ero TBOpYeCTBO OKasanun 3HaunTeb-
HOe BAMAHME KNacCnyeckmne TeKCTbl KOHpyLMaH-
cTBa, punocopuma YaH-4Yxy («an croa» — yyeHne
O NMpuHUMNe, pacnpocTpaHéHHoe B anoxy MuH),
6yaan3m 1 jaocmsm. Ero cTMxoTBOpHbIE NOANUCH
N OTAe/IbHble CTUXM KpailHe CUMBOJIMYHBI 1 0bnaja-
FOT 0CODObBIM Xy0XKECTBEHHbIM CTU/IEM. ABNAACH Ca-
MOCTOATE/NIbHBIMW MPOU3BEAEHNAMN Kanamrpabdum,
OHW W3bICKaHHO BIJIETEHbI B €70 Me3axu 1 XKMBO-
nucb XxyaHaoxya. Yxxy [la yHacnegosan Tpagnunto
0b6beaMHEHNS NO331K, Kanaurpadum, XMBonucu
1 neyaTn oT MactepoB AgnHacTum CyH 1 MuH, a Kak
pedopmaTop TPaANLNOHHOW «KNBOMNCK YUEHbIX-
NMTepaTopoB» (B3HbX3HbXYa) NOAHAN €€ Ha HOBYHO
BepLUMHY. B ganbHeliluem oH oka3an 6osbLioe BANA-
HWE Ha XMBOMNWUCb NpeAcTaBUTENeN Tpynn «YeTbIpéx
MOHaxoB» 1 «BOCbMW Uy,aKoB 13 AHUYXKOY», a TakXKe
Ha CcTuAb Takmx MactepoB XX ctonetus, kak Lin bai-
wu 1 Cron banxyH, paboTaBLWNX B KOHLLE nepunoga
LinH n Hauane PecnybankaHckoro nepuoga B Kutae.

B usyueHumn tBOpuecTBa Yxxy [la B KMTanckmx
1 3apy6exKHbIX HayUYHbIX Kpyrax MOXHO BbIAeNNTb
cneayrowjme LWecTb 3Tanos.

MepsbI, 40 1950-x rogoB, Korga ncciegoBate-
NV yAENaan MeHblle BHUMaHUA TNYHOCTHBIM Ka-
yectBaM Yy [la, KOHLEHTPUPYACb Ha ero TeXHukKe
>KMBOMUCW.

Btopoi atan npuwénca Ha 1950-e rogbl, koraa
TBOpYecTBOM Yy [la 3anHTepecoBasnCh He TOJb-
ko B Kutae, HO 1 3a pybexom, Hanpumep, B CLLA
n AnoHun.

TpeTnii atan, 1960-e rogbl, Korga npounsoLina
nepeas CBOEro poga Ky/lbMWHaLMA B U3y4eHUN
Hacneams Yxy [la, koTopas 6blna cBA3aHa C 06-
Hapy>XeHWeM B Npouecce Hay4YHbIX U3bICKaHUN
«[3LWaHbCKOro noprpeTa» — eMHCTBEHHOIO J0-
CTOBEPHOrO NMPWXU3HEHHOTO n3obpaxkeHnsa Yxy
[a.[Jo 3Toro MoMeHTa nccnesoBaHma O XyLOXKHN-
Ke HOCWIM MPenMyLLEeCTBEHHO 03HaKOMUTENbHbIN
1 NMOBEPXHOCTHBIW XapakTep, UM HejocTaBaso 60-
Nee rnybokoro nsyyeHuns ero buorpadumm n ero xm-
BOMMCHK.

YeTBépThIN 3Tan, 1970-e roabl, Korga nccneso-
BaHMA 0 Yy [a 6b1am cocpesoToUeHbl B HayUHbIX
wkonax KOxHoro Kutas u 3a py6exom (0cobeHHO
B CLUA v Anonuwn).

MATbIR 3Tan npuwénca Ha 1990-e roabl, Korga
n3yyeHune TBopyecTBa Yxy [la nepeLwuno Ha HOBbIM
ypoBeHb Hnarogapa My3esm, cObpaBLUINM KOANEK-
LMK ero KapTuH, Takum Kak HaumoHanbHbI My3ein

FyryH B MNekunHe, WaHxaicknii my3ert 1 Memopu-
anbHbIN 3an baaa LaHbXxa3Hb B Li3aHcuK.

LlecTol atan — ¢ Hayana XX| Beka no HacToslee
BpeMs — XapaKTepu3yeTca BCECTOPOHHUM Mn3yye-
H1eM XM3HU Yxy [la, ero TBOPUECKMX JOCTUXKEHWNIA
M NoABejeHEeM onpeaenéHHbIX UTOTOB.

MOo>HO cKa3aTb, YTO UMEHHO MocaeiHWe NATb-
LEeCAT NeT CTaAn caMblM NAOAOTBOPHBIM MEPUOAOM
B obnactu nsyueHuma teopyectsa Yxy [Ja. Viccne-
JOBaTeNbCKOe MoJjie MOCTOAHHO PacWnpPANoCh
N B pe3synbTaTe nepemectunoch 3a npegensl Ku-
Tas, 0 XyAO>XHUKe NOSBUANCE Nybankaumm 3apy-
H6eXHbIX YUéHbIX, a uma Yy Ja (baga LLaHbX3Hb)
06peno MMpPOBYH N3BECTHOCTb W MPU3HaHWe.

MposuHuMa Li3aHcn kak poauHa Yxy [la aktms-
HO MOAAepP>XMBaET NCCIef0BaHNA O XyAOXHMKe. W3-
£aTeNbCTBO M306pa3nTebHbIX NCKYCCTB MPOBUMHLUN
LizaHcun, kK npumepy, onybavkosano «MoaHoe cobpa-
Hue counHeHmii baga LaHbXx3Hsa» [14], a HapogHoe
n3patenbcTeo LizaHcm onybamkoBano aa cbopHuka
HayuHbIx paboT «/ccnepgoBaHmsa TBopuecTBa basa
WaHb>x3HA» [13], UTO CTaNo HayanOM ouepesHO-
ro NMKa B U3y4YeHUn Hacneamnsa XyaoxHuka. B 1986
n 1988 rogax B HaHbuaHe ABaXAbl NPOBOANANCH Ha-
YUHble CEMUHapPbI U KOHbepeHL W, NOCBALLEHHbIE
Yxky [a, Torga e 6b110 CO34aHO UCCae0oBaTeNb-
cKoe coobLwecTBO A/ COAENCTBUA BCECTOPOHHUM
N yrnyBAEHHBIM MCCNE[0BaHUAM TBOPUECTBA XyL0X-
HuKa. MaTepuasbl 3TUX KOHGEPEHLMIA, HanncaHHble
N3BECTHbIMW MacTepamm UCKyccTBa, bblam onybam-
KOBaHbl B 3Ha4MMbIX KUTANCKMX M 3apyOeEXHbIX XYyp-
Hanax. B ceHTabpe 2006 roga B ropose HaHbuaH
coctosinacb MexayHapogHaa HayuyHas KOHpepeH-
umAa, NoceAWwéHHasa npasgHoBaHuio 380-neTma co
AHA poxaeHua Yxy [a. Eé yyacTHUKM obcyxaanm
NCTOPUIO CEMbW XYAOXHWUKA, aHaAN3MPOBaNn CTUb
€ro X1BOMUCK 1 Kaaamrpadum, No33no, CUHTE3 UC-
KyccTB B ero tBopuectse. OgHako, Kk 60abLIOMY CO-
>KaNeHWHo, 0 CMX MOp MaTepuanbl, NpescTaB/ieHHble
Ha 3ToW KoHbepeHUnW, He Bblin onybankoBaHbI.

AHanunpys pesyabTaTtbl UCCef0BaHUA 0 Yy [a
3a 6onee yeM NoJsiBeKa, MOXHO CAeNaTb BbIBOA, YTO
MOCBSALLEHHbIE €My HayuHble TPYAbl U CTaTby YCNOB-
HO AeNATCs Ha cnegytolme Tpy TeMaTmyeckmx Ha-
npasaeHus. lNepBoe — 3T0 U3yyeHne NCeBAOHMMOB
(MMEHR) YUxy [la, ero >XM3HW 1 KOHTaKTOB C XyA0X-
HWKaMW 1 NO3TaMu, ero COBPeMeHHUKaMU, XXMBLIN-
MW B TOT XXe OTpe30ok BpeMeHu. BTopoe — mn3yueHwe
TBOPUECKOM MbICAN U XYA0XECTBEHHbIX AOCTUXE-
HUA Yxy [a, nprnuém 6onee cTporuii n raybokunin nx
aHanM3 MOXHO HaMTW B HayUYHO-NCCeA0BaTENbCKNX
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paboTax HaumHas ¢ 1960-x rogos. TpeTbs obaacTb
Hay4YHbIX NHTEPECOB — 3TO M3y4YeHne BANSHUA CTU-
na xumeonucy Yxy [a Ha 6onee NO34HNX XyL0XKHM-
KOB W COOTBETCTBYIOLLME CPaBHEHWA.

PaccmoTpumM psajg acnekToB M XapakKTepHbIX
TEHAEHUMN nccnegoBaHnii o Yxxy [la, B 4acTHo-
CTW, CBA3AHHbIX C YTOYHEHMEM HaCTOALEro nme-
HWU 1 NCeBAOHUMOB XY0XHWNKA, ero POAOCNOBHOWN
n 6uorpadun.

Uy [la 6bln UneHOM MpaBsLero KaaHa au-
HacTun MWH, N ero BbICOKOEe NPOUCXOXAeHMne
OKasano npsamoe n rnybokoe BAMSHME Ha ero
>KMU3HEHHBIW NYTb, COLMANbHO-MONAUTUYECKYHO NO-
3MLUIO N Xy[0XKeCTBEHHOe TBOpYecTBO. MHorne
yUéHble, ocobeHHO 3apybexHble, B HacToALLee
Bpems oWMOOoYHO nonaratoT, uTo «Yxxy la» — Ha-
cToAlee UMA XyA0XHNKa. OTO CBA3aHO BO MHO-
FrOM C HeOCTaTOUHOCTbHO Y OFPAHNYEHHOCTbIO UX
3HaHWI O TPaAULMAX U MPaBMUAax KUTACKOro UM-
nepaTtopckoro gsopa. Mbl e cunmtaem, 4To UM
«Y>y [la» BblO AN BPEMEHHbIM Li3HEM (NnceB-
AOHUMOM), NCMOJb30BABLLUMMCA XYAOXHUKOM A1
CAauM MMNepaTtopckoro ak3amMeHa. VMiIameHeHusa
€ro MMeHu B pa3Hoe BPeMS TeCHO CBA3aHbl C €ro
KU3HEHHOM cuTyaunei. lencTBUTENbHO, HEKOTO-
pble TpakTaTbl Npownoro, Takne kak «CataH Li3a-
wmn» Llao MaocsaHsa n «Cunusan Yxum» ban XyaHa,
3anuncbiBaan ero NoAanHHoe nms Kak Yxxy [a, Ho
neporand «a» Ha caMom fene o3HayaeT «60/b-
Wne ywmn», YTO UMEET YHUUMKMUTENbHBIA OTTEHOK,
1 3TO BbI3BaJIO NMOAO3PEHME Y HEKOTOPBIX YUYEHDIX.
Ln F'yH B cBOUX nccneaoBaHMax nuwer, uTo «[Ja»
(&) — «bonbluieyxuin» — 310 neporand, obpaso-
BaHHbIV cinsHeM neporandos X (6onblon) n B
(yx0), sBAsieTca pacnpocTpaHéHHol ¢popmoli co-
Ba, O3Ha4vatoLero «océn». HekoTopble yyéHble Tak-
Xe CcUUTaroT, YTo «Yxy [la» — 3T0 «MOAOUHOE»,
TO eCTb AeTCKOe, UMA UK LU3AHb (NCEBAOHUM) Xy-
aoxHuka. Viccnepoatenb Ao AnvH B cBOel CTa-
Tbe «[JelcTButencHo an baga LWaHbX3Hb HOCKA
nmsa “Yxy fa”...» nuwert: «cxoas n3 poaocnos-
HoW Bbaga LLlaHbX3HA, MOXHO cAenatb BbiBOJ, UTO
€ro HacToALWMM UMeHeM 6b1i10 Yy TyaHb FoaHb»
[20, c. 87-88]. MapannenbHo Ao AnnH nogpobHoO
aHann3npyeT CUCTEMY MMEHOBAHMNA OTMPbICKOB
npassLero KaaHa gnHactmn Mun [Tam xe).

B ApesHem n CpegHeBekoBOM Kutae uneHam
MMMEepPaTOPCKOM CEMbM He pa3peLlanoch cAaBaTtb
3K3aMeHbl 415 Toro, Ytobbl CTaTb UMHOBHMKAMMU,
UYTO COTNACOBbLIBANOCh C KOHOYLIMAHCKON KOH-
uenumnen «Mmmpa ceMbu», HO, MO Mepe paspac-
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TaHWN HECKOJbKUX MOKONEHUI UMMNepaToOpCKOro
KnaHa, YNCNOo ero YNeHOB POC/O, U CPeACTBa Ha
NX cosep>kaHue He MOT/IM NMOKPbITb BCEX PacXo-
f0B. B pe3ynbTate NpUABOPHLINA NPOTOKOA NOCTe-
MEHHO CMATYNICA 1 NO3BOAUA YleHaM NOBOYHbIX
BETBEW MMMepaToOpPCKON CeMbM CAaBaTb rocyaap-
CTBEHHbIe 3K3aMeHbl, YTOObI CTaTb YNHOBHUKAMMU,
HO MPW 3TOM OHW JOJIKHbI BblNM OTKa3aTbCA OT
CBOMX NepBOHa4YaNAbHbIX TUTYAOB U CAaBaTb 3K-
3aMeHbl KaK MPOCTO/OANHBI, UCNOJb3Yya TONbKO
BbIMbILL/IEHHbIe UMeHa. He3aBncrMMo oT Toro, Bbi-
AEePXann OHW UCMbITaHWe AN HET, OHW bonblue He
MOT/IN UCMOb30BaTb CBOU YPOXAEHHbIE MMEHA,
noatomy Yxy [la Mor ncnoab3oBaTtb CBOM MCEB-
AOHUM (U35Hb), KOTOPbLIN 6blN €ro 4eTCkKMM npo-
3suwem — Yxxy fausbl. Ho getckoe npossule
418 MNepaTopCckMX 3K3aMeHOB BbIMNAAEN0 CANLL-
KOM HedOopMasibHbIM, MO3TOMY OH CTan «4Yxy [a».
MprvMmeyaTenbHO, YUTO Ha ero KapTWHax Takas noj-
MUCb NOYTW HUKOTAA He BCTpPeYaeTcsa, O4HaKo ero
nceBgoHUM (U35Hb) M 06CTOATENBCTBA Er0 COKpa-
weHnsa go «Yxy [la» 3anvcaHbl B goWeALWwmnxX 40
Hac KpaeBbIX 3anncax NnpoBuHLUMK Li3aHcn, kak
M ero nepBoHayanbHOE UMS.

Cpean KNTaNCKUX YUEHbIX TakXe CyLLeCcTBYHT
pa3HoriacmMa OTHOCUTENbHO APYrnX NCEBAOHM-
moB Yxy [a, Takmx kak Cro3 '3, Jltoh XaHb 1 baga
WaHbx3Hb. CorfnacHo nccaesoBaHnAM noyepka
Uy [a, BbiNOAHEHHbIM Llai CHbW, MHOTVME fo-
ctoBepHble nognucu baga LWWaHbX3HA B paHHKue
M NO34HWE roAbl €ro XXM3HW CUAbHO OTNYaAANC,
YTO HAaBOAMT Ha pasMbllLieHNa 06 NX NOAIMHHOCTU
[18, c. 235-264]. AHanunsnpys ero Apyron ncesao-
HUM — baga LaHbX3Hb — Yy JIAHUXM cunTaer, 4to
yacTb ero, baga WaHb (/\ XL, B nepeBoge — «Bo-
CeMb BeIMKMX FOp»), MOXHO TPaKTOBaTb MO-pPa3Ho-
MY, 1 UTO 3TO BYAANACKUIA TEPMUH, 06O3HaYaIOLLIMIA
MUOUYECKYHO TOpY — LIEHTP MMPa, OKPY>KEHHYHO BO-
cemMbto Beankumm ropamum [19, c. 106—110]. Boamox-
Ho, Y>xy [la 3aMMcTBOBas 3TOT TEPMMH 13 Ha3BaHWA
cBuTKa «baga LWaHb Li3ro3au3mH Te» apyroro Beamkoro
MacTepa 6onee paHHel 3noxu KOaHb Yxao MaHdy,
yTO6bI BbIPa3nTb CBOE OAHOBPEMEHHOE BOCXMULLE-
HWe W BblAAOLWMMCA NpeaLlecTBEHHUKOM, 1 bya-
AOW. OTa poragka HebesocHoBaTesbHa, Beab YKy
Ja BcTynun B YaHb-bYyAANINCKYIO CEKTy B BO3pacTe
23 neT 1 nocae AnTeNbHOro nepuoga obydveHms
BOCTUT CaHa «MPOCBETNEHHOrO», CTaB Aaxe HacTo-
ATenem xpama. Takum obpasom, npo3suiLe basa
LLIaHBb>XX3Hb METKO BblpaXkaeT Hepa3pbIBHYHO CBA3b
Uy da c bysansmom.

[o 1960-x rogoB n3-3a HegoCTaTka UCTOPU-
YeCcKnx MaTepmanos BO3HMKAAO MHOIO BOMPOCOB
0 XW3HW 1 poxaeHumn YUxy [la, HO ¢ oBHapy>KeHu-
eM «[3WaHbCKOro NopTpeTa» U HEKOTOPBIX APYTnX
anurpapuryeckmx NamMATHUKOB pAj BOMPOCOB Mo-
CTeNneHHO NPOACHWACA U Bbla ZOCTUIHYT onpeje-
NEHHBbIV KOHCeHCyC. bblo ycTaHOBAEHO, UTO YKy
[a 6b1n1 NOTOMKOM B AieBATOM KosieHe Yxy LitoaHs,
cemHaguaToro ceiHa Yxxy HOaHb4uxaHa, ocHoBarTe-
NA AnHacTMM MUWH, OH HacaefoBaa TUTY MOHMXe
M Xun B ropoge HaHbuaH; ero aeg, Yxy lyo-Mauw,
reHepan-ynpasutenb ®3Hro, 6611 NO3TOM W Xy0XK-
HWKOM, @ ero ner3saxkHble KapTWHbl Hacae40BaAun
cTuab xunsonucn Mwu (Llwn). Otey Yxy [a, Takxe
NCKYCHbIA Kanaurpad n XyaoXXHWUK, 6bln n3BeCcTeH
Ha npaBoM bepery AHU3bI. Ero asasa Takxke 6bin xy-
AOXKHUKOM M aBTOPOM COUYMHEHUA MO UCTOPUM XN~
BOMUCH.

B uenom, pogocioBHas Yxy [a Takxxe aBasnach
06bEKTOM CMOPOB A5 MHOMUX KUTaWCKNX NCCNepo-
BaTenewn. Tak, B cTaTbe BaH LLUnuymHa «PogocnoBHas
baga LLlaHbX3HA», OCHOBaHHOM Ha 3anucax Jln JlnHs
n Yxxy KaHbU3sHA, XyA0XKHWK paccMaTpuBaeTcs Kak
npeacTaBuTelb MOKOAEHNA «TyH», yTBEPXAAETCH, UTO
€ero reHeasornyeckoe nmsa — Yxy TyHX3Hb, a B Ka-
yecTBe KOCBEHHOIO JO0Ka3aTebCTBa MCMO/b3yeT-
ca «CTXoTBOpEHME, HauepTaHHOE Ha TUTY/e AAAN
baga CaowvHa B J1aidy», npuHagnexatyee Yxxy KaHb-
u3aHto [8, c. 585-614]. CornacHo xe nccaeaoBaHu-
Am Jln fans, gegom Yxy [a 6bin Yy dyo-Mauw,
a oTuoM — Yy Moy [11, c. 79-84]. Yxxy JIaHuxn
B CBOMX paboTax goKa3biBaeT, uTo 6patom Yxy Ja
6b11 YKy Y>KyHBIOHbB, OCHOBbIBAsACh Ha OCTaTKax Nno-
3Tndeckoro cbopHuka Pao HOn Maka, byaanincko-
ro 6parta Yxxy [la, a Tak>ke NpPMBOAUT KOCBEHHbIE
fAokasaTtenbctea M3 cbopHukoB PaH Nuxm n YsHb
XyHcy, uTo 06a OHUM BblIM BHYKammn Yxxy YskaHbL-
31, YTO AOKa3bIBAET, COMNAacHO POAOC/IOBHOW Mpa-
BALLEro Aoma, uto baga LLaHbX3Hb A0/>KEH ObITh
npaBHyKom Yxxy YxaHbLsu [19, c. 106-110].

CyLiecTByIOT TakXe 6bosiee cucrtematmnyeckmne
N aBTOPUTETHbIE TPYAblI O HAacTOAWEM UMEHN Yy
[a, Takme kak nybankaumm Ao AnuvHa «<Kn3Hb baga
LLlaHb>X3HSA, BOCCTAaHOBAEHHAasA Ha OCHOBaHWK “I3-
LWaHbCKOro nopTpeTa”’, n HacTosuwee nm umsa baga
WaHbx3Ha “Yxy Aa?"» n gp. [21, c. 14-15; 20,
c. 87-88], B KOTOpBbIX TWATENBHO aHAaNU3NPYHOTCA
NPOUNCXOXAEeHNe HacTosALero nmeHn Yxy fla n ero
6uorpadus. ABTop NogpobHO ONMCbIBAET UCTOPUID
SKU3HUW XYJ0XKHMKA, KOTOPbIV NPOLWEN NyTb OT Yje-
Ha MMMNepaTopPCKOl CEMbU L0 NPUABOPHOTO Y3HMKA

Y MaHbu>XXypoB, bexxan v ywén B byaancrckoe MoHa-
LLeCTBO Ha AeCATKM NIeT, UTOObl CMacTV CBOO XKU3Hb,
3aTeM BepHyca B HaHbuaH B Bo3pacTe 55 ner, rae
nepexun Neproa pacLiBeTa XyA0XeCTBEHHOro TBOp-
YecTBa W, HaKOHeL, TaM >Xe CKOHuYasca. B uenom,
B KMTaCKOM Hayke HabatogaeTcs Bce MeHbLUE pas-
Hor/iacKi No BonpocaMm reHeanorum u ruorpapun
Uy [la, a Tak)Xe OCMbICNEHUS ero XyA0>XKeCTBeH-
HOro Hac/ieans.

YTto KacaeTcs ucciesoBaHuii 3apybesxHbIxX yUé-
HbIX, TO OHW, B OCHOBHOM, COCpeaoToYeHbl B Ano-
HuK, CLUA n Poccum. Mpwn 3TOM cneymannctsl U3
KaXXA0W CTpaHbl MO-pa3HOMY GOKYCMPYHOTCA Ha
TBOpUecTBe Yxy [a. Hanpumep, anoHckmne nc-
cnepoBatenn 6osblue COCPesOTOYEHbl Ha Npak-
TUYECKOM aHa/in3e NPUMEHEHNS CTUAA XXUBOMUCH
Uy [la, B TO BpeMs Kak poCCUIACKME AensaTcs Ha
JBe rpynmnbl: O4HN CKIOHAKOTCA K NCTOPUYECKO-
My aHanaun3y nonoxeHua Kutas nepuoga AnHacTum
MuH 1 Hayana UnH, MUMONETHO YyNOMMHAA caMo-
ro XyfOXXHWKa, pucysa XnsHb YUxy [la wmpokumm
Ma3KaMu, OAHaKO ero CTUAb 1 TEXHWKA XXNUBOMUCH
noYTN He paccmaTtpusaroTca. Jlpyrne noceawaroT
CBOW pPaboTbl CPaBHUTENBHOMY aHan3y Kannum-
rpadum Yxxy [a u LLun Tao, Ho 60Ablle BHUMaHWA
yAenserca BTOPOMY MacTepy, B TO BPeMs Kak Bbl-
Jarowmecs Kanamrpaduyeckme JOCTUXKEHNA nep-
BOTO 1 €ro MOHNUMaHue XMBOMUCK U Kaaamrpadumm
Kak enHOro Lenoro He yumtbiBaetca. Mexay Tem,
C.H. CokonoB-Pemunsos, k npumepy, cymntan, y4to
BM3ya/bHas OLeHKa UrpaeT BaXHYH pPOJb B aTpu-
OyLMN KUTANCKOM XXMBOMUCKU U Kaaamrpapum, no-
3TOMYy CTOWT HayaTb MMEHHO C Heé [6, c. 161-176].
CuTyaL Mo OCNOXHSET M TO, UTO B POCCUNCKUX MY-
3eMHbIX COBPaHMNAX NOAJNHHbIE paboTbl YUy [a,
K COXaneHWH, OTCYTCTBYHOT.

B otanume ot ctaten o YUy [la, onybamkoBaH-
HbIX 3apybOeXXHbIMW YUEHbBIMU, B UCCAE[0BAHMAX KN-
TaMCKMX CNeLManncToB, Kak NpaBmIo, NCNONb3yeTcs
nMs XypoxHuka baga LLlaHbX3Hb, KOTOpOe 6onee
n3sectHo B Kntae n Hanbonee yacto BcTpeyvaetca
Ha ero NOAMWCHbIX MPOU3BEAEHMNAX, €ero A4OCTOBEp-
HOCTb MOATBEP>XAEHA NCTOPUYECKUMWN NCCNeA0-
BaHUAMW. ITO ero bonee TOUHOE NMSA, B OTAMUME
OT ero nceBAoHMMa (u3aHsa) YUxy [a. 3apybexcHble
YUY€Hble orpaHMyeHbl CTapbiMU CBEAEHUAMMU, He
NMetoT NepeBoOAOB COOTBETCTBYHOLWMX UCTOpUYe-
CKMX MaTEpPManoB, UYTO 3aTPYAHAET NOHUMaHWe 3TON
ocobeHHocTW. HabntogaeTtca n oTcyTCTBME NOAPOO6-
HbIX 1 06BEKTUBHbIX MHOCTPAHHbIX UCCAeA0BaHU
o Yxy [a 3a npegenamun Kntas, a 60NbLLIMHCTBO
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CyLLEeCTBYHOLMX OrpaHNuYmMBaeTCa KpaTKMM onunca-
HWEM ero XW3HW N OCHOBHbIX NMPON3BEAEHWN, UTO
MOXeT BbITb CBA3aHO C OTCYTCTBMEM MHPOPMaLLUN
N nepeBesEHHbIX C KUTAWCKOro A3blka uctopuye-
CKMX MaTepuranos.

Cyas no nybamkaumam, MHOCTpaHHbIe UCCesO0-
BaTeNU, 3aHUMalOLLMECH UCTOPUEN CeMbU 1 Brorpa-
¢dven Yxy [a, paboTatot B [OHKOHre, Ha TanBaHe,
B CoeanHeHHbIx LUTatax Amepuku n AnoHum. Yto
KacaeTcs ero kanamrpadum n XxXnsonucu, To 60b-
LWMHCTBO YYEHBIX ABAAIOTCA KUTAaUCKUMU Cneumanm-
cTamu n paboratoT B lMekmHe 1 LLaHxae.

B Hauane XXI Beka noABMAOCbL HOBOE MOKO-
NleHve 3KCNepToB, M3yyarLwmnx Hacaeame Yxy
[a. iHTepec K ero HeOpANHAPHOW NMYHOCTU U ero
BblJAOLLMMCA NPOM3BeAEeHNAM He yracaeT. O6 3Tom
CBUAETENbCTBYET BbIXOA ABYX KPYMHbIX MOHOrpa-
buii o YUy [a, nsgaHHbIX 3a NOCNeAHMeE ABa Aecs-
Tnetna. OgHa ns Hux, KHura «XXu3sHb 1 Tpyabl baga
WaHbXx3HA» aBTopa CAo XyHMUHa, npeacTasaseT
coboi nogpobHoe ncciegoBaHMe XUIHN Xy[40XK-
HWKa, ero POAOCNOBHOW U ApyXeckmx cBasen [15].
OHa BxoauT B ceputo KHUr o Yxy [la, cogepxut
MHOTO HOBbIX UAEN U MOXET CUUTATbCA AOCTON-
HbIM UCCNeZOBaHMEM, HO B HEW eCTb U OTAE/b-
Hble CnekynaTUBHbIE B3rnagbl. Bropas — 370 yxe
YNOMMWHaBLIAACA HaMn MOHorpadwma Yxy JSlaHu-

xun «NccnepoBaHune o pabotax baga LaHbX3HbE»
(4B ) [19]. Brarosaps o6HapyxeHUo 60/1b-
LWOro KoAnYecTsa HoBoM UHbopmMaumm, Yxy J1aH-
UXW yAanocCb yTOYHUTb NponcxoxgeHue Yxy [a,
ero 6morpaduto 1 atanbl XM3HW, a TakXKe MNoj-
po6HO npeacTaBUTb 6osee cTa ero gpy3sen, 60b-
Was YyacTb KOTOPbIX, KaK, K npumMepy, XyaH [ary
(F KA, He paccmaTpmBanach NpPeablayLIMMN UC-
chepoBatensamu. YUy JIAHUXKKM nonbiTanca npes-
CTaBWUTb CBOM COBCTBEHHbIN B3I/ Ha CJAOXHbIE
BOMPOCHI, KOTOPblE AaBHO 0b6CyXAanncb B akage-
MUYECKMX Kpyrax.

MoaBoasA NTOr, OTMETUM, YTO, HECMOTPA Ha Cy-
LWeCTBOBaHMEe OBLUMPHOro njiacTa HayyHol anuTepa-
TYpbl MO OTAENbHbIM acrektam buorpadum YUxy Ja,
B HEM MpakTMYeckn OTCyTCTBYHOT paboTbl, Npeanara-
FOLLIME KOMMIEKCHbIV aHaNn3 ero XXMBOMUCU B KOH-
TEKCTe pa3BUTUA XYAOXKEeCTBEHHbIX WwWKoa B Kntae
anoxu LuH. Ero yHuKanbHoe xyao>xKecTBeHHoe Aa-
poBaHVe NO3BOJNAO eMy CO34aBaTb KapTUHbI, NO
CBOEMY MlacTM4eckomy 1 obpasHOMY A3bIKy Ha-
MHOFO OfepeAvBLUNE CBOE BPEMS, U B JajibHeWLLIeM
OKaszaTb CUJbHENLEee BANSHME HA TBOPYECTBO CO-
BPEMEHHBIX XYAOXHWNKOB. IMEHHO 3TOT ncciepo-
BaTe/NIbCKUI BEKTOP, BO3MOXHO, /IIXKET B OCHOBY
paboT HOBOrO MOKOJIEHUS KUTAWCKUX U POCCUIA-
CKUX YUYEHBbIX.
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