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TRADITIONAL CHINESE PAINTING AND WORLDVIEW
IN THE CONTEXT OF PHOTOGRAPHIC ART OF THE
1930S

Summary: Traditional Chinese painting is a unique
and original national type of painting, an artistic sys-
tem reflecting the way of thinking, aesthetic con-
sciousness and philosophical ideas of the Chinese.
Its development process lasted for a long time and
involved a significant amount of work. Thus, paint-
ing is not only deeply rooted in China's rich cultur-
al tradition but also has evolved with the changes
of time. As for the subject matter, it was not limit-
ed only to natural landscapes but covered a wide
range of religious and philosophical ideas. In the
1930s, the gradual influx of Western art forms and
ideas into China brought new inspiration to artists,
accelerating the change in traditional Chinese cul-
ture and art through the process of modernization.
Chinese artists of the 1930s such as Xu Beihong and
Qi Baishi tried to find an innovative path between
tradition and modernity.

In the 1930s, a noticeable increase in the popu-
larity of photography appeared in China despite war
and social unrest which were also closely related to
political and economic conditions and cultural ex-
changes. The growth of photographers' associations
and specialised exhibitions promoted exchanges and
development of the art of photography, at the same
time giving rise to a number of photographers who
combined traditional Chinese painting techniques
and photography, such as Lang Jingshan and Luo
Bonian. Most of them turned to photography after
painting. Seeing photography as an extension and
improvement of painting, they used photomontage
and other darkroom techniques, as well as added
traditional Chinese worldviews to their work. Pho-
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tographic techniques and trends of the period had
a profound influence on fine art and aesthetic con-
cepts. Additionally, photography's immediacy and
proximity to reality challenged traditional methods
of artistic expression, prompting artists to seek more
varied and innovative ways of creating.

The article analyses the stylistic features and pre-
requisites for the formation of traditional Chinese
painting, considers Chinese photography of the 1930s
through the prism of traditional Chinese culture, and
reveals the interdependent nature of Chinese tra-
ditional painting and the spiritual culture of China.

Keywords: Chinese Guo Hua painting, photogra-
phy, national culture, nature, tradition.

Traditional Chinese art has existed for thousands
of years; when new forms of Western art such as
film and photography emerged, a need to integrate
them into the local culture inevitably appeared. Tradi-
tional Chinese painting can be compared with many
new forms of art, in particular pictorial photography.

In China, photography appeared after 1842. All
first photographers were educated people and art-
ists of the Qing Dynasty, they were innovators; how-
ever, traditional cultural as well as religious and phil
osophical values, such as Confucianism and Taoism,
calligraphy and painting, remained the root of their
entire system of thought. The composition (plot) in
photography seems to freeze - just like in traditional
Chinese painting. The act of creativity is contempla-
tion, the transmission of the relationship between
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nature and man. Chinese photography has absorbed
similar values from traditional Chinese culture.

Therefore, it is important to begin the study of
Chinese pictorial photography with the basics of
traditional Chinese painting.

Classification, Analysis and Photographic Aes-
thetics of Traditional Chinese Painting

Chinese traditional Guo Hua painting can be di-
vided into three large genres: Jen-wu - people and
objects, Shan shui - mountain and water landscapes,
and Huaniaohua - flowers and birds.

Jen-wu, people and objects, is the earliest gen-
re of Chinese painting directly related to Chinese
cultural ideas.

From ancient times, both in the pre-imperial and
classical periods, in China, human culture and civili-
zation were paramount in painting, and the central
concepts of art were “man” (ren A) and “culture”
(wen xX).

Confucian culture highly values humanism and
the written word, believing that through “wen the
Tao is revealed” ("wen” as the written word, culture).
Artists often used images of people to convey their
ideas and feelings. Since the Tang era, Jen-wu paint-
ing has reached the peak of its development. Thus,
such works of the Tang era as Court Ladies Adorn-
ing their Hair with Flowers (Fig. 1) by artist Zhou
Fang' are very representative.

In the period following the May 4th movement?
, traditional Jen-wu painting techniques were no
longer suitable for depicting reality. Intellectuals of

1. Zhou Fang (life dates unknown), Chinese artist of the Tang
era, born in Chang'an (present Xi‘an, Shaanxi).

2. The May Fourth Movement was an anti-imperialist and
anti-feudal patriotic movement that began in Beijing on May
4, 1919; it had a huge impact on the politics, economics,
ideology, education and culture of China. It is closely related
to the movement for a new culture.
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the time who spoke for cultural reform, such as New
Culture Movement?® advocate Chen Duxiu, declared
the need for a revolution in the arts [11]. In the con-
text of Jen-wu painting, "revolution" meant the syn-
thesis of some traditional pictorial techniques with
Western painting to create a new type of painting -
modern Jen-wu ink painting. Works such as Jiu Fang
Gao (Fig. 2) by Xu Beihong and others appeared,
which contributed to the transformation and devel-
opment of Jen-wu. In addition, during the May 4th
Movement, many Chinese photographers came un-
der the influence of the New Culture Movement, in-
cluding Lang Jingshan, who combined science and
technology photography with Chinese painting. In
the photograph Calmness and Self-Satisfaction (Fig.
3), the main characters are Taoist priests, four of
whom are standing in long-sleeved Taoist robes,
two of them are slightly curled up with their hands
clasped, which indirectly indicates the cold climate
of that time. Four people are looking with interest
and curiosity at the books in the hands of Taoist
priests wearing hats - the whole picture is straight-
forward and simple.

Compared to the Jen-wu or Huaniaohua genres,
Shan shui landscape painting has a shorter history
[2]. Traditionally, Chinese culture was more inter-
ested in people, relationships between people, and
paid much less attention to the natural sciences. In
the Sui and Tang eras, Shan shui landscape painting
had a subordinate role to Jen-wu; mountains and
water served as the background for images of peo-
ple. Therefore, even the study of nature in paint-
ing was in fact a study of the relationship between
man and nature, its philosophical understanding.

3. The New Culture Movement was an ideological liberation
movement against feudalism initiated by some advanced
intellectuals in China at the beginning of the 20" century.
Based on the theory of evolution and the idea of individual
liberation, supporters of the movement fiercely criticised
the so-called "old" culture represented by Confucianism and
advocated the creation of a "new" one - including promoting
"new literature" that would replace the "outdated" classical
literature.
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This determined the formation and development
of the Shan shui genre. Sui Dynasty artist Zhan Zi-
gian's* painting Spring Excursion (Fig. 4), now kep-
tin the Palace Museum in Beijing, is considered the
first Chinese landscape. It is also the earliest sur-
viving brush painting. The theme of the painting
is people walking in the spring; however, the main
subject of the image is the spring landscape. The
influence of Chan Buddhism® and Taoism on Shan
shui landscape painting and Chinese culture led to
traditional ideas of mountain hermitage and mental
journeys along rivers and mountains while viewing
paintings or reading. Fan Kuan® and Huang Gong-
wang’ are recognized Shan shui masters.

This is precisely what the origins of Chinese pic-
torial photography are based on. Zhang Dagian, a
famous Chinese artist, also showed his talent in pho-
tography. Huangshan Mountain (Fig. 5) is his repre-
sentative work of landscape photography - the image
of virtual and real echo, distant smoke, a pine tree
growing in the rock, highlighting the spirit of pine
tree perseverance in the culture of Chinese Taoism.

As for the Huaniaohua flowers and birds paint-
ing, it also appeared in ancient times, although lat-
er than Jen-wu. Already seven thousand years ago,
flowers and birds became the object of artistic de-
pictions, as evidenced by archaeological finds in
Hemudu, where carvings on bones with images of
two phoenixes facing each other, “facing the sun”,
were found. On painted ceramics of the Yangshao
culture, decorative patterns with images of plants
and animals (fish, birds and deer) are often found,
which became one of the distinctive features of this

4. Zhang Zigian (life dates unknown) born in Bohai (present
Yangxin, Shandong) was a famous master of painting from
the Northern Qi, Northern Zhou and Sui dynasties.

5. The Chan school (school of dhyana, “contemplation”) is a
Chinese school of Buddhism that emphasises the practice
of meditation, hence the name.

6. Fan Kuan (c. 950 - c. 1032) born in Huayuan (present
Yaozhou, Tongchuan, Shaanxi Province) was a great artist
of the Song era.

7. Huang Gongwang (1269 — 1354) was an artist of the Yuan
dynasty.
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culture [7]. Despite this, the development of Hua-
niaohua painting proceeded extremely slowly, and
until the Wei, Jin and Northern dynasties, images of
flowers and birds were present primarily on ceram-
ics. After the founding of the People's Republic of
China in 1949, there was a sharp leap in the Huani-
aohua techniques, and many outstanding masters
and works of art appeared.

Although the development of flower and bird
painting was slow, the advent of photography
brought a wealth of exploration into the genre, main-
ly in the form of still lifes such as Luo Bonian's Sea
and Sky - Eagle (Figure 6). In this piece, the eagle
image is combined with grasses and trees, present-
ed as a combination of photography, Chinese cal-
ligraphy and poetry.

Influence of Chinese Philosophy and Tradition-
al Painting on Photography

Since the Qin dynasty, China has been constantly
expanding its territories, which has led to a great di-
versity of regional cultures and has had a profound
impact on national painting. “The debate between
the East, represented by poets and philosophers, and
the West, represented by logicians and mathema-
ticians, can be endless” [8]. Unlike Western culture,
where the emphasis was on scientific methodology
and analysis [10], including the scientific analysis of
light, which led to the discovery of the three prima-
ry colours - red, yellow and blue, Chinese philos-
ophy adhered to a macroscopic view of the world.
Due to this, ideas about dualistic pairs - the eight
trigrams of bagua® and yin and yang?®, appeared
very early in it, which also greatly influenced Chi-
nese painting.

Chinese painting, in turn, had the most direct and
profound influence on Chinese photographers. First
of all, it changed under the influence of the ideas
of Confucianism, Taoism and Buddhism [5]. Thus,
the Confucian concept of wen (“culture / written
word"), through which the Tao is revealed (wen yi
zai dao, XX &K &), influenced both the way paint-
ers expressed themselves and the educational role
of painting: artists from the Shandong region, for

8. The eight trigrams of bagua are a complex of symbolic signs
related to natural phenomena, dynamics and statics, which
underlies the Book of Changes (I Ching).

9. Yin and yang are one of the fundamental categories of
Chinese philosophy, a pair of opposing but interconnected
forces.

example, are still influenced by the Qi and Lu™ cul-
tures today. In photography, Confucian ideas have
led to images that focus on the character and in-
ner culture of people and emphasise traditional aes-
thetic concepts. Taoist teachings about the unity of
Heaven and man™ and the nature of Tao™ led to
the development of ideas of hermitage in nature
and the blurring of boundaries between the real
and the imaginary, which was reflected in the paint-
ings of Literati painting™ . Tacism led Chinese art-
ists and photographers to work more abstractly and
imaginatively, focusing on mood and soul [9]. Final-
ly, ideas about the process of painting as a form of
meditation and about the possibility of capturing
the elusive and indescribable spiritual world with a
brush by consciously leaving part of the space blank
in the picture appeared in Chinese painting owing
to Chan Buddhism, with its desire for direct con-
tact with the spiritual essence of man [12]. In picto-
rial photography, photographers typically promote
a sense of stillness and transcendence that empha-
sises the mystery of photography.

Chinese Traditional Painting and Worldview

As can be seen from the text above about the
classification of Chinese painting and Chinese phi-
losophy, reverence for nature is one of the main
elements of the Chinese worldview, embodied in
Chinese painting. Taking landscape painting as an
example, it can be seen that artists of traditional
Chinese painting, unlike Western artists, do not pro-
ceed from the fact that the landscape is an image
of a specific geographical or natural environment,
although the accuracy of the rendering of natural

10.  The culture of the kingdoms of Qi and Lu is the common
name for the regional cultures of the two kingdoms of the
Warring States dynasties - Lu and Qi. The Qi culture is a
desire for renewal, the Lu culture is a reverence for traditions.
Gradually, over the course of history, the cultures of the two
kingdoms merged together.

11.  The unity of Heaven and man is the Taoist idea of the
unity and correlation of the macrocosm (nature) and man.
In Taoism, it was believed that an experienced Taoist monk,
through the practice of self-improvement and magic, was
able to sense nature and thereby stop or cause rain and help
people.

12.  The doctrine of the nature of Tao is the basic philosophical
idea of the Tao Te Ching about the “naturalness” of Tao.

13.  Literati painting is the general name for the direction
of painting in classical China. Educated people, officials,
avoided social reality and painted paintings in the genres
of mountains and water Shan shui, flowers and trees
Huaniaohua, expressing in them their personal ideas,
including those critical of national oppression or government
corruption.
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views is important for it; they proceed from the fact

that through the landscape the artist expresses their

feelings about nature [1]. For landscape painting,

the artist’'s impressions are important; the paint-

ing combines the natural appearance and feelings
of the creator.

When picturing wildlife, Chinese painting pays
little attention to “light”. The observations and emo-
tional experiences of the artist, who must not only
master the brush and be able to record what they
see but also possess developed powers of obser-
vation and sensitivity, are much more important
for it [4]. Let us take images of pine trees as an ex-
ample: from the point of view of traditional paint-
ing, it does not matter at what hour of the day the
artist paints a pine tree - at sunset or at dusk, at
eight in the morning or at noon. A pine is an ever-
green tree that retains its strength at any time of the
year. When depicting a pine tree, the most impor-
tant thing is to express the spiritual essence of the
pine tree. Here, the pine tree is a symbol, a meta-
phor. Likewise, a crane, for example, is a symbol of
health and longevity. Thus, a painting in the Shan
shui genre can be considered as a symbol of pros-
perity and wealth, and a painting with a lotus can be
considered as a symbol of altruism and truthfulness.
Chinese paintings often include symbolic elements
intended to convey a specific message or idea, and
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the use of such metaphors reflects the Chinese un-
derstanding of the deeper meaning of things [6].

Chinese traditional culture highly values balance
and harmony, meaning it is opposed to extremes of
any kind. “Harmony" as a distinctive feature of Chi-
nese philosophy is based on the recognition that
everything in the universe contains “differences”
and “inconsistencies” [3].

Using the example of Guo Xuequn's photograph
Watching the Clouds (Fig. 7), these three character-
istic features of traditional Chinese culture can be
identified. It is a silhouetted image with vast ex-
panses of white, making it impossible to determine
the current season or see specific plants or people.
However, the composition is maintained in the cor-
rect proportions, expressing the greatness of heaven
and earth, as well as the deep meaning of harmo-
ny between man and nature.

Conclusion

Traditional Chinese Guo Hua painting, tradition-
al Chinese culture and the Chinese worldview are
interconnected. In other words, Chinese painting
reveals the worldview of the Chinese, and vice ver-

sa; knowledge about philosophical ideals and ap-
proaches allows us to analyse Chinese traditional
painting, revealing external and internal connec-
tions between them.

Having become a kind of heir to traditional Chi-
nese painting in the eyes of society and photo-
graphic art masters, photography has adapted the
classical school and its values to the tasks and capa-
bilities of the new media. Among the most impor-
tant values, mention should be made of the genre
structure and specific compositional and plot fea-
tures of each genre (people and things of Jen-wu,
mountain and water landscapes of Shan shui and
flowers and birds of Huaniaohua); contemplation
as a way of establishing artistic contact with the
surrounding reality (the subject of photography);
subject symbolism; the monochrome nature of the
drawing, which, within the art of photography, be-
comes the basis for working on the tonal nature of
the photograph.

Moreover, photography reinterprets and con-
veys the spiritual implications of traditional Chinese
painting and the Chinese worldview through mod-
ern methods and technical means, presenting works
of art with traditional cultural heritage.
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TPAVILMOHHAS XWVBOMWCh M MPOBO33PEHIE
KWTAA B KOHTEKCTE ®OTOMCKYCCTBA 1930-X
rof0B

AHHOmayus: TpafnLMOHHasA KUTacKas XMBOMUCh
— 3TO YHUKAJIbHbIA Y CAMOBbITHBIN HALMOHA/bHBIV BUA
SKNBOTMUCK, XYA0XKECTBEHHAsA CUCTEMa, OTpaxkatoLLas
CNoCco6 MbILLIEHWS, 3CTETUYECKOE CO3HAHWE U du-
nocodckme npeacTaBieHns Kutanues. E€ passutme
6b1710 LOATMM N NOTPEDOOBANO BAOXKEHNA MHOXECTBA
cun. Taknm 06pa3om XXMBOMMUCH He TONbKO ry6oKo
yKOpeHMunacb B 6oraton KynbTypHOM Tpagmumm Kutas,
HO 1 pa3BuBaiacb BMeCTe C U3MEHEHVNAMMN BPEMEHW.
YTo KacaeTcA TeMaTMKK, TO OHa He orpaHn4YMBanach
TO/IbKO MPUPOAHBLIMY Mer3axkaMu, HO 1 OxBaTbiBana
LUMPOKMI CNEKTP PEUTUO3HBIX 1 PUIOCODCKNX NAeN.
B 1930-e rogbl nocTeneHHbI NPUTOK 3anagHblX
dopM unckyccTBa 1 naen B Kutai npuHec HoBoe
BAOXHOBEHWE ANS XYAOXKHWNKOB, UTO YCKOPWU/IO XOZ
N3MEHEeHW B TPAAMLIMOHHOWN KUTANCKOW KyabType
W UCKYCCTBE B NpoLecce MogepHusaummn. Kutainckme
XyZoXHUKN 1930-x rogos., Takme kak Croi BanxyH un
Ll balilum, nbiTannCb HalTV MHHOBALMOHHBIA MyTb
MeXxay Tpajuumnen n COBPEMEHHOCTbIO.

B 1930-x rosax Habatoganca 3aMeTHbIN pocCT
nonynapHoctn potorpadun B Knutae, HecMoTps Ha
BOWIHY 1 coumanbHble 6ecnopsaaku, Takke TeCHO
CBfi3aHHble C NOAUTUYECKON N IKOHOMMUYECKOMN
06CTaHOBKOW U Ky/AbTypHbIMW obMeHamu. PocT
yncna obvesmHeHNn poTorpadoB 1 NPOPUAbHBIX
BbICTaBOK NOCMOCO6CTBOBaN O6MeHaM ¥ pa3BUTUIO
nckycctesa dotorpaduum, m B TO Xe Bpems
nopoawnn psag ¢otorpados, coUeTaBLLMX TEXHUKY
TPaAWLMOHHOW KMTaNCKOM XnBonucu n otorpadun,
Takux Kak JlaH LsnHwaHb n Jlyo boHAHb. bonb-
WWHCTBO M3 HUX Npuwnu B GoTorpadunto n3 xu-
Bonucu. PaccmatpuBasa dotorpaduio kak eé

NPOAOJIXEHME N YCOBEPLUEHCTBOBaHWE, OHMU
ncnonb3oBan GOTOMOHTaX U APYrve TEXHUKN
paboTbl B doTonabopatopuu, a Takxxe gobasasam
B CBOM paboTbl TPaAMLMOHHOE KUTaliCKoe MUpPO-
BO33peHue. PoTorpaduryeckme NpuEMbl N TEHAEHLIMN
TOro nepuoja okasaaun rnybokoe BAUAHME Ha
n3o06pasnTesbHOE NCKYCCTBO M 3CTETUUECKNE KOH-
uenuwnmn. Kpome TOro, HenocpeacTBeHHOCTb Go-
Torpadumm n eé 61130CTb K peanbHOCTU Bpocuam
BbI30B TPaANLMOHHbIM METOAAM XYyAOXECTBEHHOTO
BblpaxkeHus, NobyaAnB XyA0XHMKOB UcKaTb bosee
pa3zHoobpa3Hble U MHHOBALLMOHHbIE CMOCOOLI
TBOpUeCTBa.

B cTraTbe aHanM3npYyrOTCA CTUUCTUYECKMNE OCO-
6eHHOCTM 1 NpeanocbinkM GOPMUPOBaHUA TPaAn-
LMOHHOW KNTaNCKOM XXMBOMUCK, aHaNIU3NpyeTcs
kuTtanckas potorpadus 1930-x rogoB Yepes npusmy
TPaAVLMNOHHON KMTANCKOM KYAbTypbl, packpbiBaeTcs
B3aMMOODYCNOBNEHHbIV XapakTep KUTalCcKon Tpa-
AVLIMOHHOW XXMBOMMWCK 1 YXOBHOW KynbTypbl Kutas.

Knroyesele c108a: KMTanckas XMBOMUCh roxya,
doTorpadus, HaumoHanbHas KyabTypa, Npuposaa,
Tpaauums.

L 4. YxaHe L3biysHe. BeceHHsas npozynka. Inoxa Cyd. 43 cm x
80,5 cm. Wenk, kpacku. Mecmo xpaHeHus [MekuH, My3sel yeyH
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Wnan. 5. Yxan faysHe. Nopa XyaHwaHe. 1930-e 2.

TpaAnLMOHHOE K1TaNCKoe UCKYCCTBO CyLLIeCTBYeT
TbICAYENETUNSA, U KOTZa NOABAAIOTCA HOBble BUAbI
3anajHoro NCKyCCTBa, Takue Kak KnHo n ¢otorpadus,
Hen3beXKHO BO3HMKAeT HEOHXOAMMOCTb UX UHTe-
rpauum B MeCTHYH KyabTypy. TpaguLMOHHaA K-
TalcKas XXMBOMUCb MOXET ObITb CONOCTaB/IEHa CO
MHOTMMMW HOBBIMW BUAAMU UCKYCCTBA, B YaCTHOCTU
C NUKTOpUanbHou doTtorpaduen.

doTorpadua noasunacs B Knutae nocne 1842 roga.
Bce nepsblie poTorpadbl 6o 06pa3zoBaHHbIMU
MOABMU U XYAOXKHMKAMUN gnHAcTUn LinH, oHWn 6bI-
N HOBaTOpaMWu, HO TPAAULMOHHbIE KYNbTypHblE U
pennrnosHo-epuaocodpckme LEeHHOCTUN, Takne Kak
KOHPYLMaHCTBO N Aa0CK3M, Kanamrpadua n xu-
BOMMWCb, OCTAaBa/IMCb KOPHEM BCEWN UX CUCTEMbI Mbl-
wneHus. Komnosnuus (croxet) B poTorpadum Kak
6yaTO Obl 3aMUPAKOT — TAKXKE, Kak U B TPAANLIMOHHOM
KMTANCKOM XnBONuUcK. AKT TBOpYeCTBa — 3TO CO-
3epuaHue, nepeAaya OTHOLLIEHWA MeXay NpUpo-
401 1 yenoBekoM. Kutalickas ¢potorpadpus snutana
NoAObOHbIE LLEHHOCTW U3 TPAAULIMOHHON KUTANCKOWN
Ky/AbTypbl.

Mo3aToMy nccaegoBaHne KUTANCKOM MUKTUOPU-
anbHoW doTorpadmm BaxKHO HavaTb C OCHOB Tpa-
AVLMOHHOW KUTANCKOM XXMBOMUCK.

Knaccndwmkauyms, ananms n dotorpadpunueckas
3CTeTUKa TPAAULNOHHON KNTaNCKOW XXMBOMUCH

KuTaickyto TpagmLMOHHYHO XXMBOMWCh roXya MO-
SKHO Pa3fevTb Ha TPU BOMbLUMX XaHpa: «ax U
BELLM» XIHbY, Men3axkm «ropbl-BOAbI» LAHbLIYA U1
«LiBETbI-NTULLbI» XyaHSO.

«JTroaun 1 BeLM» X3HbY -3TO Hanbosee paHHUIA
>KaHP KMTaNCKOW XMBOMUCH, UTO HEMOCPEACTBEHHO
CBA3aHO KMTANCKUMU KyNbTYPHbIMW NpeacTaBie-
HUAMM.

B Kutae ¢ rnybokon gpeBHOCTH, KakK B AOUM-
nepckmii Nepuog, Tak U B KNacCUUeCcKui, B XXMBOMMUCH
npesblLle BCcero bblaa YenoBeveckas KyabTypa u
LMBUAN30OBAHHOCTb, @ LLleHTPaslbHbIMU MOHATUAMM
NCKYCCTBA BbINN «4enoBek» (kaHb A) 1 «KyabTypa»
(B3Hb X).

KoHdyunaHckas KynbTypa BbICOKO LEeHUT ryma-
HW3M W MMCbMEHHOE C/I0BO, NOJaras, Yto Yepes «B3Hb
packpbiBaeTcs Aao» («B3Hb» Kak MMCbMEHHOE C/10-
BO, KyNbTypa). 11 nepesaumn cBouX naen n 4yscTB
XYZLO0XHMWKMN 4aCTO MCMOJIb30BaAN N306paxeHus to-
Jen. HaumHas ¢ anoxum TaH XMBOMUCH X3HbY AOCTUMNA
MvKa CBOEro pas3suTnA. Tak, O4eHb NpesCTaBUTENbHbI
Takne npounssegeHunsa anoxu TaH kak «[1pnaBopHble

AaMbl C LiBeTaMu B npruéckax» (puc. 1) XyaoxHuka
Yxxoy PaHa’

B nepuoga nocne aABuxkeHus 4 mas? , TpaanLNOH-
Hble MPYeMbl XXMBOMUCK X3HbY
nepectanu NOAXoAUTb ANA N306paxKeHUs peanbHOM
[encTBUTeNbHOCTU. BbicTynaBLuve 3a pedpopMy Kyb-
TYpbl MHTENNEKTya bl TOrO BpEMEHM, Takme Kak
CTOPOHHMK ABMXXEHUA 3a HOBYHO KyabTypy® Y3aHb
Jycro, 3aaBnAM 0 HEOBXOAMMOCTN PEBONOLNN B
nckyccree [11]. B KOHTEKCTE XXMBOMUCHK X3IHbY, MOJ
«peBO/IOLMEN» UMENCA B BUAY CUHTE3 HEKOTOPbIX
TPaANLMOHHBIX N306pasnTesbHbIX NPUEMOB C 3a-
nagHoM >XXMBOMUCbIO ANA CO3AaHUA HOBOTO TUNa
XXMBOMUCU — COBPEMEHHOW XMBOMUCU TYLLIbIO XK3HbY.
MosBuance Takne paboThbl Kak «L3to GaHrao» (puc.
2) Croin balixyHa n gpyrue, cnocobcTBoBaBLUNE
TpaHcbopMauum 1N pasBUTMIO XIHbY. Takxe BO
Bpems [lBuxkeHUs 4 Mas MHOrune kmutanckme doto-
rpadbl nonanu nog sansaHue [IBMxeHMsa 3a HOBYHO
Ky/AbTypy, BKAtoUas JlaH Li3vHwaHs, KoTopbin 06b-
eanHua dotorpaduio, NpesCcTaBAABLUYIO HayKy U
TEXHUKY, C KUTaCKon xunBonucero. Ha dpotorpadum
«CnokoncTeme n camoygoBaeTBopeHune» (Puc. 3),
rAe rnaBHbIMU repoaMm ABAAIOTCA AAOCCKUe CBA-
LLLeHHWKW, YeTblpe 13 KOTOPbIX CTOAT B 4Aa0CCKMNX
Xanartax ¢ AJIMHHbIMW pyKaBamu, JBO€ 13 HUX Cerka
CBEPHYANCb KanaumkoMm, CLEMNMNB PyKK, YTO KOCBEHHO
CBUAETEeNbCTBYET O XOJA0AHOM KAMMaTe TOro BpeMeHM.
YeTbipe YesnoBeka C MHTEPECOM U 0BOMbITCTBOM
CMOTPAT Ha KHWUTW B PyKax Aao0CCKUX CBALLEHHNKOB
B LIAMKax, - BCA KapTUHa NpAMOANHENHa 1 NpocTa.

o cpaBHEHMIO C XaHPaMu X3HbY WAN XyaHso,
nersaxkHas XXUBOMWCb LWaHbLIYh nMmeeT bonee Ko-
poTkyto ucroputo [2]. TpaAnLMOHHO K1Tanckas
KynbTypa 60/bLUe MHTepecoBanacb YeN0BEKOM, OT-
HOLUEHUAMMN MEXAY NOAbMU, N FOPa3fo MeHblue
BHUMaHWA yjensana eCTeCTBEHHbIM HaykaM. B anoxu

1. Ysxoy PaH (#aTbl XXU3HN HEU3BECTHbI), KUTAVCKUIA XyZ0X-
HUK anoxu TaH, poguaca B YaHbaHe (coBp. CnaHb, LLsHbew).
2. [lBuxeHve YeTBepToro mMas — aHTUMMMNEpPUaAMCTU4ecKoe

1 aHTMdeosanbHOe NaTPUOTUYECKOE ABUXEHME, KOTOpoe
Hauanochb B MeknHe 4 mas 1919 ropa 1 okaszano orpomHoe
B/IVSIHVE Ha NONNTUKY, SKOHOMWKY, naeonoruto, obpasosa-
Hue 1 kynbTypy Kutas. OHO TECHO CBA3aHO C ABMXEHWEM 3a
HOBYIO KYNbTypYy.

3. [lBM>KeHWMeE 3a HOBYIO KyNbTypY — MAE0N0rMYeckoe 0CBO6O-
AVTENIbHOE ABUXKEHUWE NPOTUB Peosanvama, UHULMUPOBaH-
HOe HeKOTOPbIMW MepesoBbIMU UHTeNNeKTyanaMu B KuTae
B Hayane XX B. OCHOBbIBasiCb Ha TEOPUW 3BOKOLN U njee
0CBODHOXAEHMSA IMYHOCTY, CTOPOHHUKUN ABUXKEHUS SPOCTHO
KPUTUKOBANN TaK Ha3blBaeMyto «CTapyto» KyabTypy, Npea-
CTaB/IEHHYO KOHOYLIMAHCTBOM, U BbICTYManu 3a co3jaHune
«HOBOW» - B TOM YMC/IE€ OHW NPOABUTaNN «<HOBYHO IUTEPATY-
py», KOTOpas A0KHa bblia 3aMeHUTb «yCTapeBLLYO» Knac-
CUYeCKyto anTepatypy.

51



Wnn. 6. Jlyo BoHsaHe. Mope u Heb6o — Opes. 1935 2.

Cyn 1 TaH nensa>kHas >KMBOMUCH LWAHbLUYW Gblna
B NOAYMHEHHOM MONOXEHUN OTHOCUTENBHO X3HbY,
ropbl 1 BOAbI CAY>XMAN GOHOM A8 N306pa>keHnin
nogen. Moatomy, Aaxe U3yyeHne Npupoabl B Xu-
BOMUCU B JIeMCTBUTENBHOCTY BbINIO UCCNEA0BaHNEM
OTHOLLEHUI MeXAy YeNOBEKOM U NPUPOAOWA, ero
dnnocodcknum ocMbicneHnem. 3To n 06ycnoBUNO
CTaHOBJ/IEHME W Pa3BUTME XaHpPa LWaHbluyi. KapTuHa
CYyMCKOro XyAoXHMKa YxaHb Li3biuaHa* «BeceHHss
nporyaka» (puc. 4), HolHe xpaHsLasaca B Mysee lNyryH
B [eknHe, CUMTaEeTCA NePBbIM KUTANCKUM Mer3axkem.
DTO TakXe M caMasi paHHsAs COXpaHWBLIaACsA A0
HalMX AHel KapTMHa, HanMcaHHas KMCTblo. Tema
KapTUHbI — TYAStOWME BECHOW NOAM, HO FNaBHbIM
npeAMETOM U306pakeHNs OKa3blBaeTCs BECEHHUI
nensax. BansHue vaHb-6ysamM3ma’® m gaocusma
Ha Nem3a>KHy XMBOMMWCb LWAHbLIYN N KATANCKYHO
KyAbTypy NPUBENO K NOABAEHUIO TPAAULIMOHHbIX
npeacTaBaeHnin 06 OTLWeNbHUYECTBE B FOPax U Mbl-
CNIeHHbIX MyTeLecTBUAX BAOAb PEK U TOP BO BPeMms
NPOCMOTPa KapTUH AN YTeHus. MNpr3HaHHBbIMU Mac-

4, YkaHb Li3bILAHb (rofbl XXM3HW HEN3BECTHBI), MECTO POXKAe-
Hus boxalt (ceiiyac AHCWHB, LLlaHbayH) — U3BECTHBIN MacTep
>xmsonucy anox CesepHas Lin, CeBepHas Yxoy n Cyi.

5. LLIkona YaHb (LWKOAA AXbsAHbI, «CO3ePLI@HNA») — KUTakcKas
wKkona byaansma, B KOTOPOW AefaeTcs ynop Ha npaktuke
MeauTaunm, oTctoda v Ha3BaHue.
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Tepamu waHbLwym asasatotcs ParHb KyaHb® , XyaH
lyaHBaH’ .

VMIMEHHO Ha 3TOM OCHOBbIBAKOTCA MCTOKMU
KWTalicKon nukTopuanbHon potorpadumm. YxxaH
[JausHb - N3BECTHbIN KUTANCKUIA XYAOXKHUK, TakxKe
nposBMA CBOW TanaHT B potorpadumn, «fopa XyaH-
waHb» (Puc. 5) - ero penpeseHTaTMBHas paboTa B
obnactn nensaxHon potorpadumn, n3obpaxeHue
BMPTYa/bHOTO W peafbHOrO 3Xa, AaNeKunii blM, COCHa,
B3pacTatolas B ckaje, MOAYEPKNBAs JyX CTOMKOCTH
COCHbI B Ky/bType KMTalNCKOro gaocusma.

UT0 KacaeTcs XMBOMUCK «LBETbI-MTULLbI» XyaHSO,
TO OHa Take MosABMAaCh B ryOOKOW APEeBHOCTY,
XOTA M MO3Xe, YeM X3HbY. Elle cemb Tbicay neT
Ha3aj LBeTbl U NTULbl yXe cTann o6beKToM
XYAOXKECTBEHHBIX N306paXKeHW, 0 YUeM roBopAT ap-
XEONOrnyeckne Haxoaku B Xamyay, rae Hawam pesbby
Ha KOCTAxX C obpazamu AByx GeHNKCoB, obpaLLeHHbIX
APYT K APYTY, «ANLOM K CONHLY». Ha pacnuncHom
Kepamuke KyabTypbl AHLA0 4acTo BCTpeYatoTcs
AeKopaTMBHbIE OpPHaMEeHTbI C N306paxKeHNAMU
PacTEHNI N XXMBOTHbIX (pbIB, NTUL, U ONeHen), UTo
CTano OAHON U3 OTANYUTENbHbBIX 0COBEHHOCTEN 3TOM
KyabTypbl [7]. HecMOTps Ha 3TO, pa3BuUTUE XMBOMUCK
XyaHA0 L0 KparHe MeANeHHO, U BNAOTb 40 3MOXWu
Ban, Li3nHb n CeBepHbIX ANHACTUN M300paxkeHus
LBETOB 1 NTWL, NPUCYTCTBOBaNW NpeXAe BCero Ha
kepamuke. MNocne ocHosaHmsa KHP B 1949 r. npou-
30LLUEeN pe3KMii CKayoK B NMpUeMax 1 TEXHUKaX Xy-
aHA0, NOABMAOCH MHOTO BbIJAOLLMXCA MAacTepOB U
Npov3BeseHUI NCKYCCTBa.

XoTa pa3BuTME XNBOMUCK «LiBETbI-NTULbI» LLAO
MeaNeHHo, noasaeHne doTorpadvm NpmBHECO B
3TOT XKaHP MHOXECTBO UCCAeA0BaHNN, B OCHOBHOM
B dopMe HaTIOPMOPTOB, Takmx kak «Mope n Hebo —
Open» Jlyo boHansa (Puc. 6). B aTom nponssegeHnn
obpa3zeL, opna coueTaeTca C TpaBamMu 1 JepeBbAMY,
npeacTaBieHHbIMM B popMe KOMBUHaLnm GoTo-
rpadum, KnTarckon kanamrpadbum n no3snu.

BavsHWe kuTainckon punocodum 1 TpagnLMoHHON
»XmBonucy Ha poTtorpaduto

Co BpeMeH LMHbCKOW AnHacTUm Knutail nocTosiHHO
PacLIMpPsAA CBOWN TEPPUTOPUN, YTO NPUBENO K 60b-
LUOMY MHOFO06pasnio pervMoHasbHbIX KyJbTyp U
oKa3ano rnybokoe BANAHME Ha HALMOHaNbHYHO XN-

6. ®aHb KyaH (ok. 950- ok.1032 rr.), Mmecto poxaeHusa Xya-
toaHb (coBp. Aouxoy, TyHuyaHb, NpoB. LLsHbcn) — Beankuia
XYAOXHMK 3noxu CyH.

7. XyaH l'ynBaH (12.09.1269 — 10.11.1354) — xy0XHWK 3Moxu
HOaHb.

Unn. 7. No CroayroHs. Habrodame 3a obaakamu.1920-e ee.

BONuMCb. «Cnopbl Mexay Boctokom, npeacraBaeHHbIM
noatamu n dpunocodbamu, n 3anagom, npeacra-
BJIEHHOM /IOTMKaMUW 1 MaTeMaTukaMu, MOTyT 6bITb
6ecKkoHeYHbIMU» [8]. B oTIMume OT 3anagHowm Kyb-
Typbl, TA€ aKLEHT Aenanca Hay4HOW MeToA0N0rnn
n aHanmze [10], B TOM ymcae 1 Hay4YHOM aHanmse
CBeTa, UTO NMPMBENO K OTKPbITUIO TPEX OCHOBHbIX
LBETOB — KPaCHOro, XXENTOro U CUHEro, K1tarckas
burnocoduma npuaep>kmbanacb MakpOCKOMUYECKOTO
B3ras4a Ha Mup. V13-3a 3T0ro B Hel o4YeHb paHo
NOABUANCE NPEACTaBAEHUSA O AyanNCTUYECKNX Napax
— BOCbMW Tpurpammax barya® v uHb u aH°, KoTopble
Tak>Xe CUAbHO MOBAUANN Ha KNTaCKYHO XXMBOMUCh.

Kutarickas >X1nBOnuch, B CBOIO O4epesb, OKa-
3asa camoe npsmoe un rnybokoe BAUSHUE Ha
KkuTarckmx ¢otorpadoB. OHa n3MeHsNacb Noj
BAVAHWEM, NpeXae BCEro, naen KOHPyLMaHCTBa,
paocmsma u byaamama [5]. Tak, KOHOYyLMaHCKoe
npeAcTaBieHne O BIHb («KyNbTypa/MMCbMeEHHOeE
CNOBO»), Uepes3 KOTopoe packpbiBaeTcsa 4ao (B3Hb
N U3an Jao, XK # &), noBAMANO Ha TO, KaK TO, KaK
>KMBOMMWCLLbI Bblpaxkanun cebs, 1 MpOCBETUTENbCKYHO
POb XXNUBOMUCU: XYAOXHWNKN LIAaHbAYHCKOTO pe-
rMOHa, HaNpyMep, 1 B HalW AHWN HaxOAATCA MOA
BAMAHMEM KyAbTypbl Ly n Nly™ . B poTorpadum naen
KOH}YLMaHCTBa NpMBeN K NOABIEHNIO CHUMKOB, B
KOTOPbIX OCHOBHOE BHUMaHWe yAenaeTca xapakrepy
N BHYTPEHHEWN KyJbTYPHOW COCTaBASOWEN Ntojein
M NOAYEPKMBAIOTCA TPAAMLIMOHHbIE 3CTETUYECKME
KoHUenuun. Jaocckme yyeHus o eamHcTee Heba u

8. Bocemb Tpurpamm barya — KOMMAeKC CUMBOIMYECKUX 3Ha-
KOB, COOTHOCALLMXCA C ABNEHWUAMUN NPUPOABI, AMHAMUKON U
CTaTUKOW, NexalLlmii B ocHoBe «KHurm nepemen» («u3mH»).

9. VIHb 1 IH — 0AHa M3 OCHOBOMOAAraloLWMin KaTeropu Ku-
Tavckon punocodpum, napa NPOTUBOMONOXKHbBIX, HO B3aun-
MOCBSA3aHHbIX CU.

10.  Kynbtypa uapcts Ln n Jly — obuyee HaszBaHWe pervoHanb-
HbIX KyJbTYp ABYX LLapCTB 3rnoxu Cpaxkatolmxcs LapcTs —
Ny v Un. Kynbtypa Lin — 370 cTpemneHune kK obHoBAEHWIO,
KynbTypa Jly — 370 noumTaHue Tpaguumin. lNocteneHHo, xose
NCTOPWW, KYAbTYpPbl ABYX LLAPCTB CIUINCH BOEANHO.

yenoseka' v nNpupoge Aao™ npuBenn K pa3BuUTUIO
naen oTwenbHUYECTBa Ha MPUPOAE M CTUPaHUK rpa-
HUL, MeXJy peanbHbIM U BOObpaXkaeMbIM, UTO HaLLIO
oTpaXkeHue B XXMBOMUCK 0bpa3oBaHHbIX Atogen™ .
Jaocr3m npmBen K TOMy, UTO KUTancKue XyaoXKHMKN
n dotorpadbl ctanm pabotatb Honee abcTpakTHO U C
60/1bLLMM BOOBpaXxeHWeM, yaenss 0coboe BHUMaHWe
HacTpoeHuto n gyuwe [9]. HakoHeu, 6bnarogaps
YaHb-byAAM3MY, C €ero CTPEMIEHNEM K MPSAMOMY
KOHTaKTY C AYXOBHOMN CyLLHOCTbIO YeNoBeka, B Ku-
TalCKOM XNBOMWCU MOABUANCH NPEACTaBAEHUSA O
npoLiecce XunBonuncaHus kak o GopmMe MeauTaLmm,
M O BO3MOXHOCTM 3aneyaT/ieTb HEYJOBMMbIN U He
NOAAANOLMINCA ONUCAHUIO AYXOBHbIA MUP Npwn
MOMOLLM KMCTW MYTEM OCO3HAaHHOIO OCTaB/EeHUS
YacTW NPOCTPAHCTBA Ha KapTUHE He3anoJHEHHbIM
[12]. B nukTopuranbHoi ¢poTorpadpum poTtorpadsl
06bIYHO NponaraHAMPYHT YyBCTBO HEMOABUXHOCTH
N TPAHCLEHAEHTHOCTY, KOTOPOE NOAYEPKMBAET TalHy
doTorpadum.

TpaavumnoHHas xmBonuck Kntas n kutanckoe
MUPOBO33peHNe

Kak BMAHO 13 TekcTa Bbilwe O knaccudumkaumnm
KNTaNCKOW XMBOMUCKU N KMTaNCKOM dunocodun,
OfHWM M3 OCHOBHbIX 3/1IEMEHTOB MUPOBO33PEHMSA
KUTalLLEB, BOMIOLWEHHbIX B KUTAMCKOW XMUBOTUCH,
ABAsieTCA 6aaroroBeHune nepes npuposon. Ecam B3stb
B KauecTBe NpuMepa ner3a>kHyro XUBOMUCh, TO,
B OT/IMUMeE OT 3anagHblX XyAOXHUKOB, XyAOXHUKN
TPaANLNOHHOWN KNTANCKOM XMUBOMUCU UCXOAAT He 13
TOrO, YTO Mer3ax ABASETCH N300paxKeHNeM KOHKpeT-
HOW reorpapuyeckon nan NPUPOAHON Cpesbl, XOTA
4151 HEFO M BaXkHa TOYHOCTb Nepesayn NPUPOAHbIX
BMAOB, HO 13 TOTO, YTO Yepes nemsax Xy[o>KHUK
Bblpa>kaeT CBOW YyBCTBa B OTHOLUEHUN NPUPOAbI
[1]. Ans nei3a)kHOM XNBOMUCK BaxkHbl BrieyaT/eHuns
XYAOXHWKA, B KAPTUHE O6BEAMHAETCA NPUPOAHDbIN
BMA W UYyBCTBa TBOpLa.

11. EanHcTBO Heba v uenoBeka — gaocckoe npeacTaBieHve
O eANHCTBE M COOTHECEHHOCTV MaKpOKOCMa (MpUpoAbl) u
yesoBeka. B faocmame cumtanoch, YTO OMbITHbIA J4a0OCCKUIA
MOHax Yepes NpakTUKy CaMOCOBEPLLIEHCTBOBAHUA U Marum
cnocobeH YyBCTBOBaTb NMPUPOAY U TEM CaMbIM OCTaHaBAN-
BaTb WAV BbI3bIBaTb AOX/Ab, MOMOraTb NHOAAM.

12.  YueHwue o npupoge gao — 6azoBoe dunocopckoe npea-
cTaBsieHne «/lao A3 U3nHa» O «eCTeCTBEHHOCTW» Aao.

13. >Kusonwucb obpasoBaHHbIx atogein (Literati painting) — 06-
Liee Ha3BaHWe ANs HanpaBAeHWS XMBOMUCK KNacCM4ecko-
ro Kutas. Obpa3oBaHHble 04N, YNHOBHWKM, n3beranu co-
LiyanbHOM peasbHOCTM N NNCanu KapTWHbl B XXaHpaXx «ropbl
1 BOAbI» LWaHbLUYM, «LBETbl U AepeBbs» Xyamy, Bbipaxas B
HVX CBOW IYHBIE MAEW, B TOM UMC/IE U KPUTUYECKME OTHO-
CWUTENbHO HaLMOHaNbHOrO YrHETEHNSA UAW KOPPYNLWK B Npa-
BUTENbCTBE.
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Bo Bpemsi HanucaHus XMBOU NPUPOAbI, KU-
Talickas XVBOMWUCb Mano BHUMaHWS YAENAET «CBETY».
Fopas3fo BaxkHee Ans Hee HAabAOAEHWSA Y SMOLM-
OHa/lbHble MepPEeXUBaHNA XyAOXHMWKA, KOTOPbIN
[OJIKEH HE TOJIbKO MacTEPCKM BAAAETb KUCTbIO U
ymMeTb GUKCcMpoBaTb YBUAEHHOE, HO W obazaTb
pa3BUTOW HabOAATENIbHOCTbHO, BOCMPUMMUMBOCTBHO
[4]. Bo3bmeM B kauecTBe npumMepa nlobpaxeHns
COCEH: C TOYUKM 3PEHUs TPAANLVMOHHOM XMUBOMUCK,
COBEPLUEHHO HEBaXHO, B KaKOW Yac AHA XyAOXHUK
MWLLET COCHY — Ha 3akKaTe UAK B CyMepKax, B BOCEMb
yTpa uau B nosgeHb. CocHa — BEUHO3E/IEHOE AEPEBO,
coxpaHsatolee CBOO Ccuay B Ntoboe Bpemsa roga.
Mpv n306pa>keHUN COCHbI CaMOe BaXKHOE — 3TO Bbl-
pa3uTb AYXOBHYH CYLLHOCTb COCHbI. COCHa 3ecCb
ABNSETCA CUMBOJIOM, MeTapopoit. Tak >Ke v Xypasib,
HanpvMep, 3TO CMMBOJ 340POBbS U AoAroNeTUA. Tak,
KapTWHA B XaHpe LUaHbLUY/ MOXET paccMaTpvBaThCs
Kak cMMBOJ1 6aarononyums n 6oraTcTea, a KapTuHa ¢
n3o6paxkeHnemM 10ToCa — Kak CUMBOJ afbTpyn3ma v
npaBamnBocTu. Kutanckue KapTuHbI YacTo BKIOYAOT
B ceba CUMBOIMYECKUE SIEMEHTbI, MPU3BaHHbIE Me-
penaTtb onpeseneHHoe coobluieHne Ui Uaeto, 1
MCMO/Ib30BaHME Takux MeTadop OTpaxkaeT KuTackoe
NOHWMaHMe rNybUHHOro cMbicna Bellein [6].

B kMTanckon TpaanLMOHHONM KybType BbICOKO
LLEHATCS paBHOBECWE W FrapPMOHMWs, TO €CTb OHa Bbl-
CTynaeT NpOTUB KparHoCTen B NtoboM Buge. «lap-
MOHWs» KaK OT/IMUMTENbHas OCOBEHHOCTb KUTaNCKOM
dnnocodmn, ocCHoBaHa Ha MPU3HAHUK TOTO, UTO
BCE Cylllee BO BCEIEHHOW COAEPXKUT «Pasinums» un
«HecooTBeTcTBUA» [3].

Ha npumepe dpotorpadum Mo CrosuoHs «Habato-
AaTtb 3a obsakamm» (PUc. 7) MOXHO BbIgENTb 3TU
TPY XapakTepHble YepTbl TPAAULMOHHOW KNTANCKON
Ky/NbTypbl. 9TO CUAY3THOE M306paxeHne C 06Lwmp-
HbIMW BenbiMW NPOCTPaHCTBaMW, B pe3y/ibTaTe Yero

HEBO3MOXHO OMpeaennTb Tekyllee BpeMs roja
WY yBUAETb KOHKPETHbIE PacTEHNUS UAN NHOAEN.
OZHaKko KOMMO3nNUUS Bbligep>KaHa B NMPaBUIbHbIX
nponopLusx, Bblpaxas Bennune Hebec 1 3emnu, a
TaKKe ryboKui CMbICA TAPMOHUM MEXAY YENOBEKOM
N NPUPOAONA.

3akntoveHune

TpagVLUMOHHas KMUTalckas XMBOMUCL roxya U
TPaAMLMOHHAs KMTaNcKas KyabTypa, KUTanckoe Mu-
pOBO33peHMe, B3aUMOCBA3aHbI. VIHbIMK cioBamu, B
KUTANCKOM XXMBOMMCK PaCcKpPbIBAETC MUPOBO33PEHNE
KuUTauLeB, 1 HA0BOPOT, 3HaHWA O dunocodckmx nae-
anax n noaxoAax NoO3BOSAOT aHaIN3NPOBaTb Kn-
TaMCKyo TPaANLMOHHYHO XXMBOMUCh, OBHapyXMBas
BHELLIHWE W BHYTPEHHWE CBA3M MeXAY HUMMU.

®otorpacdus, cTas B rn1asax obLLecTBa 1 MacTepoB
doTonckyccTBa cBOEOHpa3HOM HachesHMLEeN Tpa-
AVLUNOHHOWN KNTAaMCKOM XMBOMUCK, aganTupoBana
KJaCCUUeCKyHo LKoY N ee LLeHHOCTM MoJ 3adaun
1 BO3MOXHOCTU HOBOro Meana. Cpean Hanbonee
BaXXKHbIX LLeHHOCTEN CaesyeT YNOMsHYTb XXaHPOBYH
CTPYKTYpY U crieunduryeckne KOMMO3ULNOHHbIE U
CHOXKETHbIE OCOBEHHOCTU KaXAO0ro 13 XXaHpPOB («1roau
N BELLM» X3HbY, Men3axkm «ropbl-BOAbI» LUaHbLIYN
N «LBEeTbI-NTULbI» XyaHs0); CO3epLiaHme Kak cro-
CO6 YCTaHOBAEHUA XYAOXECTBEHHOIO KOHTaKTa C
OKpY>KatoLLen AeNCTBUTENIbHOCTbIO (CHOXXETOM do-
Torpadumn); NpeaMeTHbIA CMMBOJAN3M; MOHOXPOM-
HOCTb pUCYHKa, KoTopas B paMKax GOTOMCKYCCTBa
CTaHOBMWTCS OCHOBOW ANs paboTbl Haj TOHaNbLHOWN
NPUPOAON CHUMKaA.

®otorpadus Takxke NO-HOBOMY MHTEPMPETUPYET
1 nepesaeT AyXOBHbIA NOATEKCT TPAAULMOHHOMN Kn-
TalCKOM XMBOMUCU N KUTANCKOrO MUPOBO33PEHUS
C NOMOLLbHO COBPEMEHHBIX METOZLOB U TEXHUYECKMNX
CPeACTB, MPeacTaB/ss NPOU3BeEeHNs NCKYCCTBa C
TPaAULMNOHHBIM KYyAbTYPHbBIM Hacaeanem.
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