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PATRIOTISM AS A SYSTEM-FORMING PRINCIPLE IN
THE GENRE-THEMATIC PARADIGM OF FINE ARTS IN
NORTH KOREA!

Summary: The article considers the theme of patriot-
ism in the fine arts of the DPRK. It is argued that North
Korean artists, working within the strict framework of
Juche realism, strive to convey the idea of patriotism no
matter what they depict and no matter what genre they
turn to. The comprehensive direction of “ideological paint-
ing”, chujehwa, which forms the aesthetic and content
side of the creative process in the DPRK, often levels out
the genre division. It is reduced to key plots and motifs,
the main task of which is the propaganda of patriotism.

The images of North Korean leaders, presented in
an inextricable connection with the fate of the nation
and the homeland, are analysed as the most striking
example of patriotic pathos in the fine arts. The idea of
patriotism makes it possible to develop a visual chron-
icle of the exploits of an individual hero and an entire
nation, acting according to a certain “"heroic” scheme
and corresponding to the canon of selfless loyalty to
the fatherland. Moreover, it makes it possible to re-
think the military theme in the DPRK painting in an
original way.

Being an inseparable part of the political sys-
tem, the ideologised, mass fine arts of the DPRK are
called upon to bring the concept of patriotism to
the public. Patriotism has become one of the main
elements of the public consciousness of North Ko-
rea. Moreover, fine arts are aimed to cultivate love
for the homeland in citizens. Being an effective and
functional tool for indoctrinating the population
within the strict doctrinal framework of the Juche

1. The study was carried out within the framework of the RSF
scientific project 24-28-00788, National Ideology and Ways
of Patriotic Education in Korea (20t"-21st Centuries).

The theme of labour is also subordinated to the con-
cept of love for the socialist homeland, raising everyday
life to ideological heights. The fine arts of North Korea
attach great importance to the themes of women, moth-
erhood, family, youth and sports, which are used as mes-
sengers for patriotism.

Even landscape painting, which has deep national tra-
ditions, carries a powerful ideological message designed
to instil a sense of awe and pride in the viewer, and to
strengthen devotion to their country. The equally an-
cient Flowers and Birds genre, in addition to its aesthetic
content, emphasises the theme of abundance, prosper-
ity, and social contentment. Naturally, the poster, being
deeply politicised and ideological, also has a patriotic feel.

The author concludes that the patriotism motif is cen-
tral in the fine arts of the DPRK. To artists, North Korean
propaganda dictates a vision of patriotic ideas as a stand-
ard and unchanging set of themes that they are obliged
to reflect in their work.

Keywords: DPRK, patriotism, propaganda, Juche real-
ism, “ideological painting”, chujehwa, leader.

ideology (&, "man is the master of everything
and decides everything”), painting constantly em-
phasises the spiritual connection of North Koreans
with the fatherland, leaders, and the party.
Socialist realism, which has been transformed
into the so-called Juche realism (F5 2 £, a term
introduced by Kim Jong Il in 1991) in North Kore-
an reality, is the only creative method permitted
in the DPRK [4, p. 69]. The reflection of the revo-
lutionary traditions of the Korean people and cul-
tivation of patriotism are the main tasks of Juche
realism. Kim Jong Il wrote: "Much attention should
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Fig. 1. Yu Youngwan. Great Leader Comrade Kim Il Sung Supervises the Construction of a Reservoir on Site, before 1979. Ink and
colour on paper, 170x350 cm. Korean Art Gallery, Pyongyang.

be paid to the creation of works on the theme of
the Motherland. It is of great importance for ed-
ucating people in the spirit of national pride and
dignity, ardent love for their Motherland, and self-
less struggle for its prosperity and development”
[4, p. 80].

State orders are, in fact, the only source of activ-
ity for North Korean artists, who work within strict
stylistic and subject-thematic boundaries, while the
choice of the “right” theme is the main stage of
the entire creative process. Without exaggeration,
in the DPRK, each genre introduces the ideologi-
cal principles necessary for the state and the party
into the public consciousness.

A special direction of fine arts, chujehwa (5 3},
“ideological painting"), occupies the highest position
in the genre stratification of North Korean painting.
Chujehwa turns into a visual allegory. In the minds
of people, it forms an ideal image of a “socialist par-
adise” imposed on society by the ruling elite. At the
same time, “ideological painting” levels out the gen-
re division as such, often reducing it to key images,
plots, and motifs whose task is to promote patriotism.

Most often, the inextricable connection between
the leaders and the fate of the nation appears to
be the essence of pictorial allegory in North Korea.
Since the late 1960s, Kim Il Sung has become the
main and most important hero of the paintings, and
since the early 1980s, Kim Jong Il has joined him.
These images are the core of artistic propaganda
and are found everywhere, from residential apart-
ments to subway cars, not to mention streets and
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public places. The paintings directly, and sometimes
allegorically, depict the history of the revolutionary
activities of Korean leaders, who devote their entire
lives to serving the people’'s happiness and pros-
perity. The author of the article has not yet come
across pictorial images of Kim Jong Un; however,
it is probably only a matter of time.

In the art of the DPRK, leaders occupy the place
of the sacred centre, while art itself becomes one of
the main instruments for the formation of a person-
ality cult. Such works are characterised by a kind of
“religiosity”, solipsism, mythologisation of the histo-
ry of the nation, forming a collective unconscious. It
bears fruit: the leaders, elevated to the level of dei-
ties, demand an appropriate attitude towards them-
selves. It is significant that during natural disasters,
floods or fires, North Koreans first save portraits of
leaders, and only then property. The canonical im-
age of Kim Il Sung was first developed in the late
1960s by artist Jang Hyuktae (%8 =), who creat-
ed the monumental painting Commander-in-Chief,
Marshal Kim Il Sung in 1967; it was later reproduced
in bronze and repeated many times by North Ko-
rean artists [7, p. 140].

Portraits of leaders and their depiction in every-
day scenes and interiors received a special term —
yongsan chakphum (°373=}+%). Every artist knows that
“the creation of a noble image of the leader is the
most important area of manifestation of the par-
ty spirit of socialist fine arts. <...> Workers in fine
arts must brightly and respectfully depict the great
leader in the centre of works, showing his image al-

Fig. 2. Chu Gwanghyeok. We Would Like to Show You Atrtillery Shooting Training, 2070. Oil on canvas, ?x? cm. Storage location unknown.

ways in the midst of the people” [4, p. 38, 79]. It is
natural that permission to paint such ideologically
charged pictures is given only to the most talent-
ed and carefully selected artists. These same artists
create scenes where the leaders are not personally
present, however, the plot of the paintings is con-
nected with them. At the same time, it is regular-
ly emphasised that art itself owes its development
to the leaders’ artistic thought, their programmat-
ic leadership, and instructions.

The iconographic existence of North Korean lead-
ers begins in childhood and ends with their exist-
ence for centuries. A particular chronological period
of the leaders’ lives is visually documented, and
events and places associated with their activities
are also included in the pictorial canon. In paint-
ing, the images of leaders serve “not as role mod-
els but as objects of worship” [2, p. 193].

Naturally, a strict canon reigns in yongsan chak-
phum, for example, a military or party uniform,
a certain hairstyle and headdresses of leaders. The
figures of leaders always occupy the central place
in the composition; they are somewhat enlarged
in proportions compared to all other characters
in the paintings. At the same time, the images of
Kim Il Sung and Kim Jong Il are not always depict-
ed in the same way. Before the viewer, they ap-
pear at different ages and in a number of guises,
suggesting compositions that align with the sto-
ryline as well as diverse colouristic and emotion-
al solutions.

Strict images of leaders dictate the most gen-
eralised but at the same time majestic and monu-

mental interpretation. Such images possess power
and energy, they capture the viewer's attention,
and subordinate it to their will.

Leaders can be depicted as wise, all-knowing
teachers who work with full dedication in their of-
fices, speak to small groups or to the public from
high platforms, visit factories, production facilities,
and collective farms; they supervise a wide variety
of work, from planting rice and breeding fish to de-
veloping mines and scientific discussions. The paint-
ing by master Yu Youngwan, Great Leader Comrade
Kim Il Sung Supervises the Construction of a Reser-
voir on Site? (fig. 1), can be considered indicative.
Such images of North Korean leaders are character-
ised by deliberate psychologism, designed to em-
phasise their intellect and insight, and at the same
time — humanity, manifested in a special closeness
to the people [5, p. 28-29].

The leaders act as friends of children, the elder-
ly, athletes, artists, collective farmers, and workers.
Such iconographic schemes, as well as schemes with
images of wise teachers, are full of genre details and
are distinguished by the heightened emotionality
characteristic of the yongsan chakphum genre: the
masses, blessed by the presence of the leaders, ex-
press delight and emotion, being in a state of ab-
solute happiness, and the leaders show concern for
people, hugging them or talking, helping with their
affairs. For example, a common plot is that of Kim II

2. Attribution of paintings may be partial, since North Korean
sources often do not provide the necessary amount of
information. In the presence of a more complete attribution,
the names of the artists and the titles of the paintings are
duplicated in Korean in the text.
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Fig. 3. Ri Chang. Elderly Man at Raktong River, 1966. Ink and colour on paper, 130x201 cm. Korean Art Gallery, Pyongyang.

Sung, during the difficult years of the anti-colonialist
struggle, giving his warm clothes to those in need.

The images of the leaders are revealed through
their involvement in the national historical process,
which involves the depiction of their militant rev-
olutionary past or creative present. Naturally, the
historical-revolutionary genre and the "historical
picture” in North Korea are full of heroic, coura-
geous, decisive commanders, key organisers and
main inspirers of victories that change the fate of
the homeland [17, p. 3-23]. The painting by master
Chu Gwanghyeok (F33), We Would Like to Show
You Artillery Shooting Training (22}3 33 € Xo} &
2)19) (fig. 2), is a striking example.

Reflecting on the historical-revolutionary genre,
it would be appropriate to quote Kim Il Sung: “The
art that a heroic people demands must certainly be
heroic” [3, p. 15]. A vast layer of North Korean fine
arts is marked by the "heroic” style. An unconditional
desire for a feat: a leader, a patriot, a warrior, with-
out a shadow of a doubt, enters into a battle, chal-
lenge, dramatic confrontation, ready to win or die,
is the main pathos of such works. This direction of
painting allows artists to keep a visual chronicle of
the revolutionary struggle and materially objectify the
ideal image of the entire people, depicted as a sepa-
rate individual, who is called upon to act in all situa-
tions according to a given “heroic” scheme in order
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to correspond to the canon of selfless devotion to
their fatherland. The painting by famous master Ri
Chang (813}, b. 1942), Elderly Man at Raktong River
(F5229 ol ) (fig. 3), in which an elderly boat-
man helps the fighters, ferrying them along the riv-
er, is the programmatic work on the given theme.

With the presence of common features charac-
teristic of works of the historical-revolutionary genre
of different national cultures, such as the assertion
of the idea of the predominance of the public over
the personal, spectacular content, high spirituality,
fearlessness, determination, fortitude, self-sacrifice,
embodied with the help of colour contrasts, dy-
namic composition, scale, etc., North Korean paint-
ing has a number of specific features inherent to it.

The ideological "historical picture” reflects the
artists’ desire to convey the sublimity of their char-
acters in scenes of incessant struggle. The expres-
sions of strong-willed faces are depicted in a heroic
way; however, it is unusual here that the artists of-
ten portray their psycho-emotional state without
excessive expression, showing equanimity, absolute
restraint and solemn self-control, somewhere even
detachment that do not correspond to the critical
situation. The characters are too calm for the ad-
versity and difficulties they are facing.

Moreover, many historical scenes are character-
ised by theatricality, even naive cartoonishness of

Fig. 4. Ri Songgu. On the Firing Line, 2012. Oil on canvas, 88x 118 cm. Storage location unknown.

the composition, which is compensated by the re-
alism of the execution of individual details. Further-
more, North Korean painters are fascinated by light
and air effects: falling snow, pouring rain, swirling
fog — frequent elements of historical, battle, and
genre paintings. These states of nature are intended
to increase the emotional tension in the paintings,
causing a response in the viewers’ hearts [14, p. 183].

The military art is unique. Since the late 1990s,
in accordance with the Songun (A&, military-first)
policy, the “revolutionary soldier culture” has been
actively developing in the DPRK. Its essence is that
the military must maintain a joyful mood, lead an
optimistic lifestyle filled with revolutionary emo-
tional enthusiasm. Soldiers of the Korean People's
Army overcome difficulties with a smile on their lips.
Propaganda claims that the “soldier culture” corre-
sponds to the spirit of Korean patriotic culture of
the 21st century [8, pp. 521-522].

A multitude of paintings in which the favour-
ite motif is the image of an individual soldier or
a group of soldiers, depicted in a deliberately pos-
itive, even humanistic way, were the result of such
a cultural policy in North Korean painting. It is here
that military patriotism, the idea of soldierly broth-

erhood, and devotion to duty can be demonstrated.
These are ordinary moments of service, everyday
army life, moments of rest after battles, assistance
provided by the Korean People’'s Army to ordinary
people in peacetime. On the one hand, painters al-
ways convey the army’s one hundred percent com-
bat readiness, on the other hand, they preserve the
noble joy and calm confidence on the faces of sol-
diers and officers. The work of master Ri Songgu
(814 3), On the Firing Line (814 91 4) (fig. 4), can
serve as an example of such compositions.

A heroic atmosphere, combined with the unbri-
dled joy of an excited crowd and the happiness of
each individual character, is inherent in monumen-
tal canvases on which the artists paint military pa-
rades, mass festive processions, party or national
rallies and jubilations in honour of past historical
victories, new or future achievements. Realism and
theatricality, lyricism and sublimity, solemn beau-
ty, and even an element of melodrama are surpris-
ingly reflected in the “ideological painting” of the
DPRK, forming its aesthetic and ideological pro-
gram [14, p. 129].

The gigantic work 7994, The Year of Shedding Bit-
ter Tears (3389 3 1994\) (fig. 5), created in 1996
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Fig. 5. 60 artists of the Mansudae Art Studio. 1994, The Year of Shedding Bitter Tears, 1996. Ink and colour on paper, detail. The
Mansudae Art Studio Archive, Pyongyang.

by a group of artists of the Mansudae Art Studio,
is probably the most impressive example of such
painting. Although this time, the artists depicted
not joy but the endless grief of the North Koreans.
The canvas was created as a memory of the nation-
al mourning for Kim Il Sung. It consists of 7 parts
(each: 220 x 960 cm), the total length is 82 m. The
work was created by sixty artists in just a month.

The theme of labour, which has been and re-
mains a symbol of class ideology and the embodi-
ment of collectivism for artists, is also presented in
a patriotic spirit in North Korean art. Artists demon-
strate the heroism of simple everyday life, raising
it to aesthetic and ideological heights. Everyday
painting is based on the most common slogans:
"We do not envy anyone in the world!” and "Rely
on your own strength!”. This genre, which has ab-
sorbed the diversity of citizens’ routine activities,
is essentially a hymn to the nobility and value of
any work, especially physical labour, which is one
of the fundamental and most important forms of
national consolidation. Following such visual rhet-
oric, the meaning of life for North Koreans is hard
work and devoted service to leaders, society, and
the homeland.
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Builders, miners, steelworkers, drivers, engineers,
scientists, and their work enthusiasm have become
an invariable source of creative inspiration for art-
ists. It is significant that the images of everyday
work and military valour do not oppose each other,
as one might expect, but complement each other,
creating a single agitational and propaganda emo-
tional image. In life and painting, the army is includ-
ed in almost all spheres of physical labour activity:
the so-called “speed combat squads” (a special par-
amilitary construction organisation) are regularly
used to help workers on gigantic high-rise con-
struction sites under blue skies, in deep mines, in
factory workshops boiling with molten metal and
illuminated by the fireworks of electric welding, in
flooded rice fields. Thus, the military and labour
actions acquire a common heroic interpretation;
they are mutually enriched, provide a fusion of the
socio-psychological and socio-dramatic principles,
imposing a multi-figured composition. The poetics
of continuous labour rhythms presupposes gran-
deur, monumentality, and majesty of the works.
The painting created by master Hwang Min (%))
in collaboration with five artists [18], Evening Lights

Fig. 6. Hwang Min and others. Evening Lights at a Construction Site of Residential Buildings in the Songsin and Songhwa Districts,
2022. Ink and colour on paper, ?x? cm. Storage location unknown.

at a Construction Site of Residential Buildings in the
Songsin and Songhwa Districts

(FA, £33 34F A A A FoF3) (fig. 6), stands
in a long line of similar paintings.

Such an ideological composition of images re-
quires a language of gesture and an element of
emphasised expression: the figures of purposeful,
strong workers are intertwined by the artists in a dy-
namic labour impulse, the colour contrast enhances
the epic nature of everyday scenes. The plot con-
tent and narrative richness of the works promote
social optimism. Most often, cheerful young people
create a new happy life in the DPRK day after day.

Numerous scenes of rural labour and collective
farm everyday life are depicted similarly: the artists
raise their status to a historical genre. North Kore-
an art demonstrates a deep attachment to the na-
tive land, a social order to glorify the daily work of
a villager, dependent on labour and biological cy-
cles, the need to idealise the visual representation
of peasant life and the joy of collective existence.

In the images of modern agricultural work, the
emphasis is on the theme of mechanisation and ag-
ricultural abundance; tractors, watering machines,
and threshers constantly appear in the paintings;
the fields are full of ripening rice, the vegetable
gardens are full of ripe vegetables, and the trees
in the orchards are bursting with fruit, emphasising
that there is no social deficit in society. Cheerful pig

farmers, shepherdesses, agronomists, and tractor
drivers complement these idyllic pictures. A young
rural worker [16, p. 50] from the painting by art-
ist Pyon Changyun (¥ 3}¢), Dreamful Days (3 %<
1 48) (fig. 7), is a good example of such characters.

The DPRK painting attaches considerable impor-
tance to the theme of women, motherhood, and
family. The representation of female images, em-
bodied in a special repetitive iconography, com-
bines the techniques of realism and romanticism
necessary for the transmission of patriotic and hu-
manistic ideas. Fine art has generated a number of
characteristic types of female imagery, reflecting the
inseparable connection of the dominant social roles
of modern Korean women with socio-political con-
ditions. A patriotic partisan, a female soldier, and
a female worker of various professions are the most
common types. Thus, the painting by famous mas-
ter Kim Uigwan (319, b. 1939), Women of Nam-
gan Village (\323+1<9 Y4 E) (fig. 8), dedicated
to the young women of a small village in Goseong
County, Gangwon Province (today the territory of
the Republic of Korea), who harvested rice in their
home region (where the front line ran) during the
Korean War (1950-1953), became recognised and
beloved in North Korea.

Naturally, the image of the mother is the ar-
chetype of the feminine principle. The social and
spiritual role of the mother in the lives of chil-
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dren is actively supported by Juche propaganda.
Encouragement of the birth rate is seen as a way
to protect and support the state. It is significant
that in addition to the carefully constructed ico-
nography of the leaders, artists have also devel-
oped special approaches to the depiction of Kang
Bang Sok, the mother of Kim Il Sung, and his first
wife Kim Jong Suk, the mother of Kim Jong Il. Both
of them played a significant role in shaping the
image of the ideal Korean woman: a patriot, wife,
and mother.

The themes of the younger generation, youth, and
sports are not central, although it would be unfair to
say that they have been completely relegated to the
periphery of North Korean fine art. Often in North Ko-
rean painting, they lose their allegorical-romantic aura
and gravitate toward a purely everyday genre. These
are collective scenes of admission to the Young Pio-
neers, school lessons on patriotic themes, joint hikes
to places of revolutionary glory and objects associat-
ed with the life and work of leaders, as well as scenes
of victories and jubilation of athletes at international
competitions. As an illustrative example, we will cite
the work of master Kim Gwangmin (3} 34)), The Story
of Straw Bast Shoes (Fig. 9), in which a young teacher
conducts an ideological lesson with children, telling
them about the life of farm labourers.

It can be argued that the broad historical and
everyday genre, which includes a variety of motifs,
is an integral part of the “ideological painting” of
the DPRK and has a pronounced propaganda and
patriotic content. It acquired a solemn, monumen-
tal character in the most seemingly banal everyday
stories and turned into a source of visual narration
about the happy modern life in North Korea.

Undoubtedly, the DPRK painting has especial-
ly fully revealed its artistic potential in landscape,
which had been considered a high genre in tradi-
tional Korea for centuries; however, it also turned
out to be not free from educational and ideologi-
cal ideas, depicting the political order of Juche art
more subtly and sometimes much more successfully.
The beautiful idyllic landscapes of the peninsula in
pictorial embodiment acquire the status of a sym-
bol of the homeland and a new progressive state.

Revealing the poetic wealth of Korean nature, con-
veying the beauty of the native land, where a happy
people live under the wise leadership of its rulers,
landscape painting undoubtedly receives a nation-
al character and carries a powerful ideological mes-
sage. Specific fragments of the terrain: fertile valleys
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surrounded by soft hills, high sharp mountain peaks,
streams and waterfalls, shipyards against the back-
drop of calm water, seaports filled with ships and
unloading cranes, smoking blast furnaces or soar-
ing factory chimneys against the backdrop of sun-
rises and sunsets, painted with amazing emotion,
in an expressive, sometimes even dramatic manner,
are intended to instil a sense of awe and pride in the
viewer, to strengthen love for the fatherland.

Folk artists Kim Songgun (334 2, b. 1945) and
Choe Changho (3% 3, b. 1960) are famous mas-
ters of the landscape genre. Raging waves are the
main motif of Kim Songgun'’s emotional landscape.
Waves of Haekumgang (314239 =) (fig. 10) is the
master’'s most famous work. In the symbolic lan-
guage of North Korean painting, waves represent
the fearlessness and determination of the Korean
people in overcoming difficulties and all kinds of
obstacles. Choe Changho is known for his numer-
ous majestic, breathtaking landscapes of Mount
Kumgangsan and Mount Paektusan, the nation-
al pride of all Koreans. The artist's works, such as
Chon Lake on the Top of Paektu Mountain in Win-
ter (fig. 11), never include staffage in the composi-
tion; they reflect the grandeur of the surrounding
world and become a powerful ideological weapon.
Propaganda uses them as symbols of revolution and
the Juche idea; in them, the harsh nature is an alle-
gory for the steadfast spirit of the Korean people.

However, perhaps the most recognised master-
piece of landscape painting is the painting Evening
Glow over Kansong (349 M4 x-%) (fig. 12) [13] by
the outstanding master, the central figure of the cre-
ative circles of the DPRK in the 1960s-1990s, laureate
of the Kim Il Sung Prize, People’s Artist, twice Hero
of Labour — Jong Yongman (& °3 1}, 1938-1999). The
work is characterised by an amazingly bright expres-
sion, drama, and theatricality. The sunset is blazing over
the steel plant. The dark hulls, merging into a single
silhouette of a huge ship, seem to be slowly moving
along the river, in which the last rays of the sun are
reflected. It is as if molten metal has spilled across the
sky and on the surface of the water. Jong Yongman is
credited with discovering free red and deep ochre for
North Korean painting; these colours would be actively
used by artists in both landscapes and everyday scenes
[14, p. 111]. The painting received numerous national
awards and became a visual slogan for the Juche ide-
ology, affirming the heroic pathos of creation, move-
ment, optimism, and hope for a bright future.

Fig. 7. Pyon Changyun. Dreamful Days, 2072. Oil on canvas, 96x 133 cm. Storage location unknown.

It is also necessary to mention the Flowers and
Birds genre, popular throughout the traditional Far
East. In modern painting, it can be very condition-
ally associated with still life, always remembering
that it was "living” and not "dead” nature that be-
came the object of attention for medieval artists
[1]. In the fine arts of the DPRK, this trend, in addi-
tion to its own aesthetic content, is intended to em-
phasise the themes of abundance, prosperity, and
social consumption. A clear example is the paint-
ing by master Ro Haechon (&3 ®), Another Rich
Harvest (fig. 13). It would seem that such a gen-
re, which is not ideological in its essence, also be-
comes a mouthpiece of national propaganda. For
example, in the classic auspicious plot with cranes
and pine trees, symbolising long life, the masters
easily weave the Kimilsenia orchid (3 ¥4 3}) and
the Kimjongiria begonia (3 A ¥ 3}), specially bred
plants named in honour of the leaders.

Discussing the patriotic pathos of the fine arts of
the DPRK, it is important to say a few words about
the poster. This type of graphics, based on slogan-
pictorial symbolism, operational and accessible to the
broad masses of people, is an integral tool of con-
tinuous propaganda and agitation in North Korea.

A catchy, short, and sometimes quite long text,
complementing and revealing a bright image, con-
taining succinct graphic images understandable to
every citizen, is easy to remember even with a quick
look; it calls for action necessary for the state. Kim
Jong Il emphasised that in creating a poster, “the
artist must be sensitive to the party’s policy, have
keen observation of objects and phenomena, and
evaluate them correctly” [4, pp. 219-220].

A poster can advocate an uncompromising fight
against enemies, raise the morale of soldiers, pro-
mote friendship between peoples, or, for example,
explain the importance of respect for the older gen-
eration [6]. Naturally, the North Korean poster is
deeply politicised and ideological; however, at the
same time, the authors create it at a worthy artistic
level, elevating it to the rank of high art. Honoured
Artist Pyon Hyochan (born 1958) is one of the rec-
ognised graphic artists. His work Increase Power
Production by Modernising Thermal Power Stations
and Accelerating Construction of Large Hydropow-
er Stations! (fig. 14) is a representative example of
a poster created in the DPRK [12, p. 104].

Obviously, the motive of patriotism has become
central to the visual arts of the DPRK. It is this mo-
tive that models the visual ideal of a citizen, for
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whom love for the fatherland is an integral part of
their being. The state obliges North Korean artists
to present patriotic ideas as a stable, unchanging
set of themes that cultivate loyalty to the leaders

and the party in a person, the desire for a feat in
the name of the motherland, the wish to work hard
for the good of the country and family.
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MATPVOTN3M KAK CUCTEMOOEPA3YHOLLEE
HAYA IO B XXAHPOBO-TEMATUYECKOW
MAPAZIVTME N30OBPA3UTE/IBHOIMO NCKYCCTBA
CEBEPHOW KOPEW

AHHomayuA: Hactoswas ctatba NocesLleHa TeMe naTpu-
oTM3Ma B n3obpasmtenbHom mnckyccree KHAP. YTeepxaa-
eTcs, UTo ceBepokoperickme mMacTepa, pabotas B CTPOrunx
pamKax «4yyxeliickoro peanmsma», 4to Hbl OHU He n3obpa-
>Kanu, K KakoMy XaHpy H1 obpallianvch, CTPeMATCa K nepe-
Jave naev natpnotusma. Bceobbemantolee HanpasieHve
«NAE0NOTNYECKON XUBOMUCK» YyOxexsd, bopmupytoLLee
3CTETUYECKYHO 1 CcoAepKaTeNbHY CTOPOHY TBOPYECKOro
npouecca B KHAP, yacto HuBenupyeT xxaHpoBoe jeneHue,
CBOAA €ro A0 K/IFOYEBBIX COXXETOB U MOTUBOB, r1aBHas 3a-
Jlaya KOTopbIX — nponaraHaa naTtpuoTm3ma.

B kauectBe Hanbonee ApKOro npMmMepa naTpuoTmye-
ckoro nagoca B n306pasnTesibHOM UCKYCCTBE aHaan3npy-
toTCA 06pasbl CEBEPOKOPENCKMX BOXAEN, NPEACTaBAEHHbIE
B HEPA3PbIBHON CBA3U C CyAbbamu HaLm 1 poauHbl. Vaes
naTpuoTM3Ma no3BosseT pa3paboTaTb BU3yasbHYHO Jie-
TOMWCb MOABMIOB OTAE/NLHOIO repos W Lesoro Hapoaa,
AENCTBYIOLLMX MO ONpPeAeseHHON «reponYeckomn» cxeme
1 COOTBETCTBYHOLUX KaHOHY 6e33aBeTHOM BEPHOCTM OT-
eyecTBy, CaMObbITHO NEPEOCMbIC/INTL BOEHHYHO TeMaTu-
Ky B >xusonucu KHAP.

TeMa Tpyaa TakKe NMOAUMHAETCA KOHLENLUMMN NH06BM
K COLMaNNCTUYECKOWN pOaMHE, NoAHMMas obblBaTesb-

NaeonornsmpoBaHHoOe, MaccoOBOe n3obpasn-
TenbHoe nckycctso KHAP, koTopoe asaaeTca HeoT-
JEe/IMMOW YacTbHO MOIMTUYECKOM CUCTEMBI, MPU3BaHO
HecCTn B LUIMPOKMNE HapOAHble KPYry KOHLLEMLMIO Na-

1. WccnepoBaHue BbINOAHEHO B pamMkax Hay4Horo npoekta PHO
24-28-00788 «HauuoHanbHaa nAeoNorna n NHCTPYMEHTbI
BocnuTaHma natpuotunsma B Kopee (XX-XXI BB.)».

CKYH NMOBCEAHEBHOCTb 0 MAEONOTMYEeCKUX BbICOT. Bosb-
Loe 3HaYeHne n3obpasmTenbHoe nckyccteo CeBepHON
Kopeu npugaeTt TeMaM XeHLMHbI, MaTEPUHCTBA, CEMbM,
MOIOAEXWN U CNOPTa, KOTOPbIe UCMOJb3YHOTCA KaK py-
nop naTtpuoTmsma.

[Jaxe nelizaxHasn XMBONUCb, UMetoLLas raybokue Ha-
LiMOHaNbHble TPaAMLMKN, HECET MOLLHOE NAeoNornyeckoe
nociaHve, NPU3BaHHOE BHYLLWTb 3pUTENIO YyBCTBO Tpe-
neTa U ropfocTy, YKPenutb NpesaHHOCTb CBOEN CTPaHe.
CToNb Xe APEBHUI XaHP «LBETbI M ATULLbI», MOMUMO 3CTe-
TUYECKOro COAEpPXKaHWs, MOAYEPKMUBAET TEMY N306MS,
npoLBeTaHnA 1 COLMaNbHOro J0BOILCTBA. EcTecTBEHHO,
yTO Makart, byayun rayboko NoAnTUIMPOBaAH U MAEONO-
TM3MPOBaH, Tak)Ke UMeEeT NaTPUOTUUECKUI 3apsa.

ABTOP NPUXOAMUT K BbIBOZY, YTO MOTUB NaTpnoTm3ama
B n306pasmtenbHoM nckyccrse KHZP aBasetcsa ueHTpanb-
HbiM. CeBepokoperickas nponaraHaa ANKTYeT XyL0XKHM -
KaM BUAEHME NaTPUOTUUECKUX UAeN Kak CTaHAaPTHbIN
M HEM3MEHHbI KOMMIEKC TeM, KOTOpble OHW 0bs3aHbI
OTpaxaTb B CBOeM TBOpYECTBE.

Knroyessie cnosa: KHAR nampuomu3sm, npondzaHoa,
«yyuxelickuli peanusm», «udeos102u4eckan Xueonuce»,
uyoxexea, 80X0b.

TPMOTN3MA, CTaBLUYIO OAHUM U3 [1aBHbIX d1eMeH-
TOB 00OLecTBeHHOro co3HaHua CesepHoit Kopew,
” BOCMUTBLIBaTbL B rpaxKzaHax Jtob0oBb K poanHe.
Byayuun gecTBeHHbIM U GYHKLMOHANbHBIM MH-
CTPYMEHTOM UHAOKPUHALIMWN HAaCceNeHNs B CTPO-
rMX AOKTPWHAaNbHbIX pamMKax NAeON0rnn yyuxe
(FA, «YenoBek — x03sMH cebs 1 BCEro okpy>Kato-
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Puc. 8. Kum bliieeaH. XeHwjuHel cena HameaH, 1966.
bymaza, myws, MuHepabHele kpacku, 121x264 cm. XydoxecmeeHHas 2anepes Kopeu, [1xeHbsH.

Lero Mmpa»), XXMBOMNCb NMOCTOSHHO akLEeHTUpyeT
[YXOBHYHO CBA3b CEBEPHbIX KOPEWLIEB C OTEHECTBOM,
BOXAAMU U NapTueil.

EAMHCTBEHHbIN TBOPYECKMI METOS, pa3peLLeHHbIN
B KHAP, — coupeannsm, B ceBepOKOPENCKUX peanu-
X NpeobpasmBLUMNIACS B TaK Ha3bIBAEMbIW «UyUXeW-
ckui peannsm» (FH 2N &, TepMyH, BBEEHHbIN
Knum Yen Vipom B 1991 1.) [4, c. 69]. [haBHble 3a-
Jaun «4yuxenckoro peannsma» — 3TO OTPaXKeHUe
PEBONOLMOHHBIX TPaANLIMIA KOPENCKOro Hapoaa
W BOoCnuTaHue natpuotusma. Kum Yen Vp nucan:
«bonblioe BHMMaHMe A0MKHO BbITb YAeNeHO CO3-
JaHWI0 Npon3BeseHni Ha Temy POAWHbBI. 9TO nMeeT
BaXKHOe 3HaueHne ANf BOCMUTaHUA NHOAEN B AyXe
HaLMOHaNbHOMN FOPAOCTU U JOCTONHCTBA, ropsyen
NtobBu K cBOeNn PoaunHe, caMOOTBEPKEHHOM 6Opb-
6bl 3a ee npouBeTaHue u passutue» [4, c. 80].

FocyAapCTBEHHbBIN 3aKa3 ABASETCSA, MO CYTU, EAVH-
CTBEHHbIM UCTOYHUKOM AeATeNbHOCTU CEBEPOKOpEN-
CKMX XY0XHMKOB, paboTatoLLmX B XKECTKUX CTUNEBBIX
N CHOXXETHO-TEMaTUYeCKMX rpaHuLax, Torga Kak Bbl-
60p «nNpaBWAbHOM» TeMbl — [J1aBHbI/ 3Tan BCEro
TBOpYeckoro npouecca. bes npeysennueHns Kax-
Abivi xxaHp B KHAP BHegpseT B HapoAHOe CO3HaHMe
HeobxoaMMble roCyfapcTBy M NapTUM naeonornye-
CKMe yCTaHOBKM.

CneumanbHoe HanpaBaeHne n3obpasnTenbHO-
ro uckyccrea uyoxexea (33 &, «<ngeonornyeckas
XMBOMUCb») 3aHMMAET CaMOe BbICOKOE MOJIOXEHWE
B XXaHPOBOW cTpaTMduUKaLmm CEBEPOKOPENCKON
XumBonucu. Yyoxexsaa npeBpallaeTca B BU3yasb-
HYytO anneroputo, GOPMMPYIOLLYHO B CO3HAHUN NtO-
A€V ngeanbHbln 0bpas «coLmManncTMUYeckoro pas»,
HaBA3bIBaeMblli 06LLeCcTBY NpaBsLLen aauton. Mpwu
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3TOM «MAeoN0ormyeckas XXMBONUCb» HUBENMpPYeT
XaHpPOBOE flesieHne Kak TaKoBOE, YacCTo CBOAA €ro
[0 KNtoueBbIx 06pa3oB, CHOXXETOB, MOTUBOB, 3aja-
Yya KOTOpbIX — NponaraHja naTpuoTmn3Ma.

CyTbto >XMBOMUCHON anneropun B CeBepHOM
Kopee ualle Bcero npeacraeTt Hepa3pbiBHas CBA3b
Boxzewn ¢ cyapbamum Haumm. C koHua 1960-x rr. rnas-
HbIM U COAep>KaTeNbHO CaMbIM BaXXHbIM repoem
kapTuH ctaHoutca Kum Np CeHn, ¢ Hauana 1980-x
Ir. K Hemy npucoeanHsaetca Kum Yen Up. 31n obpa-
3bl ABAIOTCA AAPOM XYLAOXKECTBEHHOW MponaraHabl
1 BCTPEYArOTCA MOBCEMECTHO, OT XMWJbIX KBapTUP A0
BaroHOB METPO, He roBops yxe 06 yauuax n obue-
CTBEHHbIX 3aBeAeHusx. KapTuHbl HanpsMyto, a MHor4a
MHOCKa3aTe/IbHO OToBpaXkaroT UCTOPUIO PEeBOJIHO-
LMOHHOW AefATe/IbHOCTM KOPENCKUX NNAEPOB, Le-
JIMKOM OTAAMOLLMX BCHO CBOKO XU3Hb Ha CAy>KeHue
HapOAHOMY CYacCTbIO U NPOLBeTaHNIO. ABTOPY CTa-
TbW NMOKa He BCTPeYaNnCh XXMBOMUCHbIE n3obpaxe-
HUAa Kum YeH blHa, HO, BEpOATHO, 3TO ANLWLb JeNo
BpeMEHMW.

Boxau 3aHumarot B nckycctee KHZAP mecto
CaKpasbHOTro LleHTpa, TorAa Kak camMo UCKYCCTBO
CTaHOBUTCA OAHVM W3 MNaBHbIX UHCTPYMEHTOB Gop-
MUPOBaHMWA Ky/abTa IMYHOCTU. Taknum npoussese-
HUAM MPUCYLLM CBOEObpa3Hasa «pPeanrno3HoCTb»,
CONMNMNCK3M, MUDONOTU3aLIUA NCTOPUM HaL K, Gop-
MUpPYIOLLME KONNEKTMBHOe Becco3HaTenbHoe. 3TO
NPUHOCUT CBOW NAOAbI: BO3BEAEHHbIE A0 YPOBHS
60>ecTB BOXAMW TPebYOT K cebe COOTBETCTBYHOLLErO
OTHOLeHwus. Noka3aTeNbHO, YTO BO BPeMS CTUXUIA-
Hblx 6eACTBUI, HABOAHEHWUIN AN NOXaPOB, CEBEpP-
Hble KOpeMLibl CnacaroT CHayana MMEHHO NOPTPETHI
BOX/EW, a TOJbKO NOTOM UMYLLLECTBO.

Puc. 9. Kum leaHmuH. Pacckas o conomeHHbix ianmsx, 1978.
bymaea, myws, MuHepasnsHele kpacku, 130x 110 cm. XydoxecmeeHHas 2anepesi Kopeu, [1xeHbsH.

KaHoHnueckunii obpas Kum Np CeHa Bnepsble
6bIn paspaboTaH B kKoHLe 1960-X . XyAOXKHUKOM
YaH Xékta (8 ), koTopbii cozgan B 1967 r. mo-
HyMeHTa/lbHOe MONOTHO «[TaBHOKOMaHAYOLLWA,
mapwan Kum Vp CeH»; no3gHee oH 6bia BOCMpO-
n3BeseH B 6POH3€e M MHOrOKpPaTHO NOBTOPANCA Ma-
ctepamun KHAP [7, c. 140].

MopTpeTbl BOXAEW U 1X U306paxkeHne B ObITOBbIX
CLeHax U MHTepbepax NoNyUYnan creumnanbHbli Tep-

MWH — éHcaH yaknxym (3 42F5). Kaxablin Xys0x-
HWK 3HaeT, YTo «co3aaHne HBaaropogHoro obpasa
BOX/AA — BaXKHeWLwas chepa NposBAEHNA NapTUAHO-
CTW COLMaNNCTUYECKOro N306pasmTenbHoro Nckyc-
CTBa. <...> PaboTHWKM n306pa3unTeslbHOro NCKyCccTBa
[OJIKHBI CBET/I0 M MOYTUTENIbHO M306pakaTb Ben-
KOro BOX/s B LLleHTpe Npou3BeAeHN, NokasbiBaTb
ero obpas Bcerga B ryuie Hapoga» [4, c. 38, 79]. 3a-
KOHOMEPHO, YTO pa3peLleHne NncaTb Takne naenHo

147



Puc. 10. Kum CoHebiH. BoaHel mopckozo KeimeaHa, 1994.
bymaea, myws, MmuHepansHble kpacku, 80x 180 cm. XydoxecmeeHHas 2anepes Kopeu, [1xeHbsH.

Harpy>keHHble KapTWHbI NOJyYatoT TONbKO Hanbo-
Nee TanaHTAMBbIE W NpoLUejline TWaTeNbHbIl OT-
60p XYyAOXKHMKW. 3TV XKe aBTOPbI CO34at0T CLiEHbI,
rfe BOXAW NMYHO He MPUCYTCTBYHOT, HO CHOXKET Kap-
TWH CBfi3aH C HUMMW. [Tpn 3TOM peryasapHo noguep-
KWBaeTCs, YTO CaMO MNCKYCCTBO CBOVM pa3BUTMEM
0653aH0 Xy0XXeCTBEHHON MbICAN BOXAERN, X NpO-
rpaMMHOMY PYKOBOACTBY W yKa3aHUAM.

N3orpadpuueckoe bbiTe ceBepoOKOPENCKUX An-
[lepoB HauMHaeTCca C CaMOro AeTcTBa W 3akaH4u-
BaeTCs CyLecTBOBaHMEM B BekKax. TOT UAN MHOW
XPOHONOTNYECKNA Nepunos XU3HN BOXAEN BU3Y-
aNbHO AOKYMEHTUPYeTCA, B N306pasnTesibHbIN Ka-
HOH MonagaroT Takxke cobbITUA U MeCTa, CBA3aHHble
C Ux feAaTtenbHocTbio. Obpasbl pyKOBOAUTENEN B XU-
BOMWCK CTyXKaT yXKe «He obpasuamu ana noapaxa-
HUA, a 06beKTaMu NMOKAOHeHUsA» [2, c. 193].

EctectBeHHO, UTO B éHCAH Yaknxym LapwT CTPO-
TMIA KaHOH, HaNpUMep BOEHHasA MAM NapTUinHas
yHUbOpMa, onpeseneHHblin TUMN NPUYeckn, yKiag-
KW BOJIOC U FONI0BHbIX y6opoB nnaepos. Ourypsl
BOX/eWN BCeraa 3aHMMaroT LieHTpalbHOe MecTo
B KOMMO3MLUW, OHN HECKOBbKO YBENNYEHBI B MPO-
nopLuMAX No CPaBHEHMWIO CO BCEMW APYTMMU Nepco-
HaXkxamu kapTuH. Mpwu a3tom obpasbl Kum Np CeHa
n Kum Yen Npa He pelatotca Bcerga B eMHOM
karoye. OHU NpeAcTaloT Nepes 3puTenem B pas-
HbIX BO3pacTax U B LleJ oM pAje nnocracen, Ko-
Topble NpejnonaratoT COOTBETCTBYIOLME CHOXKETY
KOMMO3ULMOHHbIE CXEMBI, pa3Hble KOJopUCTUYe-
CKWe 1 3MOLMOHa/IbHbIE peLleHu .

Ctporue obpasbl BOXAEN-TNAEPOB ANKTYIOT
camMyto 0606LLIeHHY0, HO BMeCTe C TeM Besnye-
CTBEHHYIO U MOHYMEHTa/IbHYHO TPakToBKy. Takune
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n3obpaxkeHns obnasatoT CUNOWK N SHEPTUEN, OHU
3aB/JafeBatoT BHYMaHVeM CMOTPALLErO, NOAYMHSA-
tOT ero cBOel BoJle.

Boxxaun moryT nsobpaxatbca kak Myapble, BCce3Ha-
HOLLMe yUmnTeNs, KOTOopble C MOJAHOW oTaavei pabo-
TaloT B KabUHeTax, BbICTYNatoT nepes HeboNbLLIMMM
KONNEKTUBAMU AN NEPEA LUMPOKON NyBANKON C Bbl-
COKMX TPMOYH, MoceLlatoT 3aBOAbl, MPON3BOACTBA,
KOJXO3bl, PyKOBOAAT NPOLLECCOM CaMbIX Pa3HbIX
paboT, OT Nocajku puca n pasBeseHunsa pbibbl A0
pa3paboTKu rOPHbIX PYAHNKOB U HaYUHbIX ANCKYC-
cuii. MokasaTeNbHOW MOXHO CYMTaTb KapTUHY Ma-
crepa O EHreaHa «Benukuii Boxab ToBapuwy Kum
Np CeH pykoBOAUT Ha MecTe CTPOMTENbCTBOM BO-
aoxpanuanwa» 2 (puc. 1). Ans nogobHbIx obpaszos
CeBepPOKOPENCKNX NNAEePOB XapaKTepeH Hapoum-
TbI NCUXONOTU3M, NMPU3BAHHBIA NOAYEPKHYTb WX
WHTENNEKT N NPOHNLLATENbHOCTb, 1 BMECTe C TeM —
YesI0BEYHOCTb, NpoABAAtoLLMecs B ocoboi banso-
CTW K Hapogay [5, c. 28-29].

Boxau BbICTynatoT Kak Apy3bs AeTen, cTapu-
KOB, COPTCMEHOB, AeATesNen NCKYCCTBaA, KOIXO03-
HUKOB, pabounx. MogobHbIe MKOHOrpaduueckne
CXeMbl, KaK 1 cxeMbl ¢ 0bpasamun MyapbIX yumTe-
Neli, NONHbI XaHPOBbIX AeTaNel U OTANYAKOTCA Xa-
paKkTepHOM ANS XaHpa éHCaH Yaknxym YCUNEeHHOMN
3MOLMOHANbHOCTbIO: HAPOAHbIE MaCChl, OCBALLEH-
Hble MPUCYTCTBMEM NNAEPOB, BblpaXkatoT BOCTOPT
N ymuneHve, npeboiBas B COCTOAHUN abCcONtOTHO-
ro c4acTbs, a BOXAMN NPOABAAIOT 3a60Ty O NtoAAX,

2. ATpubyums KapTUH MOXET BblTb YaCTUYHOW, Tak KakK pabo-
Ta C CeBepOKOPENCKMMU NCTOUHMKAMM YacTo He AaeT Heob-
xognmoro obbeMa nHpopmauum. Mpu Hannumm Gonee non-
HOW aTpubyLmMK MMEHa XYAOXHWKOB U Ha3BaHWsA KapTUH ay-
BANPYIOTCA B TEKCTE HAa KOPENCKOM f3bIKE.

Puc. 11. Yxee YxaHxo. O3epo YxoHOxu Ha 2ope MakmycaH 3umod, 2007.
bymaza, mywe, MuHepaneHsle kpacku, 122x200 cm. Mecmo xpaHeHus He U38eCmHo.

obHMMasa ux nan beceays, nomoras B genax. Tak,
Hanpumep pacnpoCTPaHEHHbIM SBASETCS CHOXET,
B koTopoM Kum Wp CeH B TAXeNble roAbl aHTUKO-
NOHWaNbHOW BOPbObI OTAAET HYXKAAIOLWMMCS CBOHO
TENNYHO OAEXAY.

Ob6pa3sbl MMAEPOB PacKPbIBAKOTCA Yepes UX BOB-
JIeYEHHOCTb B HALlMOHa/bHbIN MCTOPUUYECKUX NPO-
Lecc, npegnonararoLmin nsobpaxeHue nx 6oeBoro
PEBOJIIOLMOHHOMO NPOLWJIOTo UAN Cco3naaTtenb-
HOro HacTosiwero. ECcTecTBEHHO, UTO UCTOPUKO-
PEBOJIFOLMOHHBIN XaHp M «MCTopMYeckas KapTuHa»
B CeBepHoii Kopee MosiHbI reponyeckinx, CMenbIX,
PeLUNTENbHbBIX MONKOBOJALLEB, KNHOUEBbIX OpraHn3a-
TOPOB Y rNaBHbIX BLOXHOBUTENEN NOGEs, MEHAFOLLMNX
Cyabbbl poguHsbl [17, ¢. 3-23]. Apknin npumep — no-
NoTHO MacTtepa Yy MBaHxéka (F3¥) «XoTnMm noka-
3aTb Bam yuyeHusa no apTuanepuincko ctpenbbe»
(«ZAA F-H T RopFA) 9 »)(puc. 2).

Pa3MbllwnsAs 06 UCTOPUKO-PEBOJIHOLMOHHOM
XaHpe, byaeT ymecTHo npusecTty unutaty Kum Vp
CeHa: «MckyccTBO, KOTOpOE TpebyeT reponyecknii
HapoJ, HEMPEMEHHO A0XKHO BbiTb repoMUYECKUM»
[3, c. 15]. O6LWMpHBIA NAACT CEBEPOKOPENCKOro U30-
6pa3nTeNbHOro NCKYCCTBa OTMEYEH «FePONYECKUM»
ctuneM. MnaBHbI Nadoc TakMx NpounsBeseHni —
6e3yCcNoBHOE CTPEMAEHNE K NMOABUIY: BOX/b, Na-
TPWOT, BOMH 6€3 TEHN COMHEHUSA BCTynaeT B OMTBY,
nNpoTMBOHOPCTBO, ApamMaTUUeCckoe NPOTUBOCTOS-

HWe, rOTOBbIN ofep>KaTb Nobeay Man ymepeTb. IT0
HanpaBaeHNe XXUBOMUCKU NO3BOASET XYAOXKHUKAM
BECTUW BU3yasIbHYHO N€TOMNWNCb PEBOJIFOLMOHHON 6opb-
6bl U MaTepManbHO OO6BLEKTUBMPOBATL NAEa/bHbIN
obpa3 Bcero Hapoga, n306paxkaeMoro Kak oTAesNb-
Hasf IMYHOCTb, KOTOPas Mpu3BaHa BO BCEX CUTYya-
LMAX AeACTBOBaTb MO 3af,aHHOM «repomnyYecKomn»
cXeme C TeM, YTobbl COOTBETCTBOBATL KAHOHY be3-
3aBeTHOW NpeAaHHOCTM CBOeMy oTeuecTsy. lpo-
rPaMMHbIM NPOW3BEAEHNEM Ha 3aflaHHYO TEMATUKY
CTasa KapT1HA UMeHWTOro Mactepa Jiv YUxaHa (8 %,
p. 1942 r.) «[eaywka Ha peke PakToHraH» («2-%3}<
ol %] ») (puc. 3), B KOTOPOW MOXUAOW OA0U-
HWK NomMoraet 6oliLam, nepenpasnss UX No peke.

Mpwn HaaMuMKn oBLLUX YepT, CBOMCTBEHHbIX NPOU3-
BEAEHNAM NCTOPMKO-PEBOJIFOLMOHHOTO XaHpa pas-
HbIX HaLMOHANbHbIX KYNbTYp, TakUX Kak yTBepXaeHue
naen npeobnagaHns obLLeCTBEHHOIO Haj NYHBIM,
adPekTHOE cogepkaHue, BbICOKAA OAYXOTBOPEH-
HOCTb, beccTpallune, pewnTesbHOCTb, CTOMKOCTD,
CaMOoMo>XepTBOBaHMe, BOMIOLLAEMbIX C MOMOLLbHO
LBETOBbIX KOHTPACTOB, ANHAMWNYHON KOMMO3ULIUW,
MacLTabHOCTW U T. ., CEBEPOKOpPENCKan XUBOMUCh
obnagaet pagom cneumduryeckmx, NPUCyLLUX UMeH-
HO eli 0cobeHHOCTeN.

B naeonornueckomn «McTopnyeckon kapTmHe» oT-
paXxeHO CTpeMIeHne XyJOXHMKOB Nnepesathb B CLie-
Hax HenpekpalatoLienca 60pbbbl BO3BbILEHHOCTb
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Puc. 12. Yon EHman. BeuepHssa 3aps Had KarcoHom, 1973.
bymaea, myws, MuHepasibHble kpacku, 117x 197 cm. XydoxecmeeHHas 2anepesi Kopeu, [NxeHbsH.

CBOMIX NMepCOHaXken. BbipaxkeHns BoNEBbIX L, pe-
LEHbI B TEPOUYECKOM KJIHOUE, HO HEOBBIUHO 34eCh
TO, UTO aBTOPbI 3a4acTyo N306pPaXKarOT UX NMCUXO-
3MOLMOHANbHOE COCTOsAHWE 6€e3 U3INLLIHEN IKC-
Npeccun, nokasbiBas HEBO3MYTUMOCTb, aBCONFOTHYHO
BbIZEPXKKY M TOPXECTBEHHOE camoobnasiaHue, rae-T1o
Jlaxke OTPELUEeHHOCTb U OTCTPAHEHHOCTb, HE COOT-
BETCTBYHOLLME KPUTUYECKON cuTyauuu. MepcoHaxu
CMLLKOM CMOKOMHBI A5 TeX HEB3TOA U TPYAHOCTEN,
C KOTOPbIMUW OHM CTaNKMBaKOTCA.

Takke MHOTMM VUCTOPUYECKUM CLLEHAM MPUCY-
L@ TeaTpPanbHOCTb, Jaxe HauBHas MyAbTUMAUKALM-
OHHOCTb KOMMO3MLMW, KOTOPble KOMMEHCUPYHOTCA
peann3MOM B UCMONHEHWW OTAENbHBIX JeTanei. YB-
NeyeHbl CEBEPOKOPENCKME XNBOMUCLLbI 1 CBETOBO3-
AYLWHbIMK 3 deKTamu: NagaroLwnii CHEr, MPOJNBHOM
AOXAb, KNYOALWNNCA TYMaH — YacTble 3/1eMEHTbI
NCTOPUUECKUX, BaTaNbHbIX U XaHPOBLIX MOJOTEH.
DTN COCTOSAHUA NPUPOALI NPU3BAHbI YCUANTL 3MO-
LMOHabHOE HanpsiXeHWe B KapTWHaXx, Bbi3biBas OT-
KWK B cepauax sputener [14, c. 183].

CaMob6bITHa XXMBOMWCHAs BOEHHas TemMaTtuka.
C koHua 1990-x rr. B KHZP B cooTBETCTBUN C NOAU-
TUKOW «COHIYH» (A -F, «<ApMUA Ha MepBOM MecTe»)
Hayaja aKTMBHO Pa3BMBATbCA «PEBOJIFOLIMOHHAS
congatckas Kyabtypa». CyTb €e COCTOUT B TOM, UTO
BOEHHOC/y>XallMe AOKHbI COXPaHSATb PajOCTHbIN
HaCTPOM, BECTUM ONTUMUCTMYECKNI 0Bpa3 XKU3HM,
HamnoJIHEHHbIV PEBOJIFOLMOHHBIM 3MOLMOHANbHbBIM
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3HTy3na3MoM. BovHbl Kopenckol HapoaHol ap-
MWW NPEOAONEBAIOT TPYAHOCTU C YAbIOKOW Ha yCTax.
MponaraHAa yTBEPXKAAET, UTO «CONAATCKas KyabTy-
pa» COOTBETCTBYeT AyXy KOPeNCKon natpnotunye-
ckom kynbTypbl XXI B. [8, c. 521-522].

Pe3ynbTaTom Takol KyJAbTYpPHOW MOANTUKM
B CEBEPOKOPENCKON XXMBOMUCK CTaNo MHOXECTBO
KapTWH, B KOTOPbIX N3N1H0BNEHHbIA MOTUB — M30-
bpaxeHune oTaenbHOro 6onua uan rpynnbl Co-
AaT, pelleHHoe B Hapo4YMTO MO3MTUBHOM, Aaxe
rymMaHucTuyeckom karoye. IMeHHO 34ech yaaeT-
€S NPOAEMOHCTPUPOBATb BOEHHbIV MaTPUOTU3M,
naeto conpatckoro bpartcrea n NpesaHHOCTU CBO-
eMy ZoAry. 3170 obblAeHHbIE MOMEHTbI Cy>KHbI, MO-
BCEZHEBHbIN apMENCKMI BbIT, MUHYTbI OTAbIXa Nocae
60eB, NoMoLLb, OKa3biBaemas Kopenckon Hapos-
HOW apMueln NPOCTbIM JOAAM B MUPHOE BPeEMS.
XXunBonucLbl, C 0f4HOW CTOPOHbI, BCErAa nepeaatot
CTOMPOLEHTHYO 6OEroTOBHOCTb apMmM, C APYron, —
COXPaHAOT 61aropoAHyto0 PagoCTb U CMNOKONHYHO
YyBEPEeHHOCTb Ha Jnuax congat u oduuepos. Mpu-
MepOoM NOAO6HbIX KOMMO3ULWIA ABASeTCA paboTa
mactepa Jin Conry (8] 4 %) «Ha orHeBom pybexe»
(«2 N 4 ») (puc. 4).

l'eponyeckas atmochepa, coeanHeHHas ¢ 6e3-
YAEPXHOW PafoCTbio B3BOJIHOBAHHOW TOJMbI
M CYACTbeM KaXAOro OTAEe/IbHOrO MepPCOoHaxa, npu-
Cylla MOHYMEHTa/IbHbIM MOJIOTHaM, Ha KOTOPBbIX
aBTOPbI MWLLYT BOEHHbIE NMapazbl, MacCOBbIE NPa3s-

HUYHbIE LUECTBMS, MAPTUMHbIE MW BCEHAPOAHbIE M-
TUHTU W INKOBAHMA B YeCTb BblablX NCTOPUYECKMX
nobeg, HOBbIX MK ByayLLMX CBepLUEHWIA. Peannctnu-
HOCTb W TeaTpabHOCTb, INPU3M U BO3BbILLIEHHOCTb,
TOp>XeCTBeHHaa KpacoTa 1 Jaxke eMeHT Menoa-
paMbl YAMBUTENbHBIM 0B6Pa3oM HaxXxoAAT CBOE OT-
paxeHue B «naeonornyeckon xusonuncu» KHAP,
bopmupys ee 3CTETUUECKYIO U UAEVHYHO NpOrpaM-
My [14, c. 129].

BepoaTHO, caMbIM BReYaT/ saoLWUM NPUMEPOM
TaKoW >XMBOMWUCU MOXET CTaTb FMraHTCKOe Npous-
BeAeHue «1994 — rog nponunTtbix cies» (3359 3
199443) (pwc. 5), cozgaHHoe B 1996 r. KOANEKTUBOM
MacTepoB TBopUeckoro obbeanHeHns MaHcyas.
MpaBaa, B 3TOT pa3 XyA0>XKHUKMN M306paxatoT He pa-
£,0CTb, @ HecKoHeYHOoe rope ceBepHbIX KOpeKLieB.
MonoTHO B6bII0 CO34aHO KaK NaMATb O HAPOAHOM
Tpaype no Kum Np CeHy. OHo cocTounT 13 7 yacTen
(kaxpas: 220x960 cm), obuwas agavHa — 82 M, pa-
60Ta bblna NpogenaHa LeCTblogecATbO XYAOXHW-
KaMu BCero 3a Mecsd,

B naTprotuyeckom kitoue B CeBEPOKOPENCKOM
NCKYCCTBe NMpeacTaBaeHa 1 TeMa TpyAa, KoTopas
6bla1a 1 OCTaeTca AN XyAOXHUKOB CUMBOJIOM Kac-
COBOr0 MUPOBO33PEHMA 1 BOMOLLEHVEM UAE KO-
nekTnBM3Ma. Mactepa AeMOHCTPUPYHOT reponsm
NPOCTOM 06bIBaTENBCKOW MNOBCEAHEBHOCTH, BO3HO-
CSl ee 10 3CTETUYECKMX U NAE0N0TNYECKMX BbICOT.
BbITOBas XMBONNCb ONMPAETCA Ha CaMble Pacnpo-
CTpaHeHHble NIO3YHrN: «He 3aBnayemM HMKOMY Ha
ceetel» n «Onopa Ha cobcTBeHHbIE cuAbl!». 3TOT
aHp, BObpaBLwmii B cebst BCe MHOroobpasue pyTuH-
HbIX Aen rpaxaaH, No cyTm, — rmMH 61aropoacTay
1 LeHHoCTU nroboro Tpysa, ocobeHHo Ppusmyecko-
ro, ABJSIOLLErOCsH OAHOM M3 OCHOBOMOJIAratoLwmx
N BaXkHeWLWwmnx GopM HaLMOHaNbHOW KOHCOANAA-
umm. Cnesys TakoW HarnssAHON PUTOPUKE, CMbICA
>KW3HWN CEBEPHBIX KOPENLLEB 3aKNHOUAETCs B YCepa-
HOM TpyZe U NPeAaHHOM CAYXEHUWN BOXAAM, 06-
LLEeCTBY, POAVHeE.

CTpouTenw, WwaxTepsbl, CTaneBapbl, BOAUTENN, UH-
>KEHepbl, Hay4YHble COTPYAHWUKM N UX TPYAOBOM HTY-
31a3M CTaau HeM3MeHHbIM UCTOYHMKOM TBOPYECKOrO
BAOXHOBEHWA XyAOXHWKOB. [ToKaszaTenbHo, YTo 130-
bpaxkeHns TPYAOBbIX ByAHEN N BOMHCKOW AobaecTu
He NPOTUBOCTOAT APYT APYTY, KaK MOXHO 6b1710 6bl
0XMAaTb, HO B3aMMOZOMOJHAOT, CO3AaBas enHbI
arMTaumMoHHO-NponaraHANCTCKNM 3MOLIMOHANbHbIN
06pas3. B XM3HM 1 X1BONUCK apMusi BKAKOUEHA Mpak-
TUYeCKM BO BCe chepbl GU3MUECKOn TPYAOBOM Jes-
TE/IbHOCTW: Tak Ha3blBaeMble «OTPAAbI CKOPOCTHOTO

Puc. 13. Po X3uxoH. Oname 602ameili ypoxad, 1978.
)E(VMGZG, myuw, MUHepaisbHele kpacku, 197x79 cm.
yOoxxecmeeHHas 2anepes Kopeu, lNxeHbsH.

60s» (0cobas BOEHU3MpPOBaHHasA CTPOUTENbHas Op-
raHu3auus) peryaspHoO NCNOb3YHTCA ANA MOMOLLN
paboyrM Ha FMraHTCKMX BbICOTHbIX CTPOMKaxX Mo,
rony6biMu Hebecamu, B rNyH6OKUX LIaxTax, B 3aBOJ-
CKUX Liexax, KUMALLMX pacrnaaBieHHbIM MeTalnoM
1 NOACBEYEHHbIX GpeliepBEPKOM 3/1EKTPOCBAPKM, Ha
3a/MBHbIX PUCOBBIX NOAAX. Takum 0bpa3om, 6boesoi
W TPYJOBON LWITYPM NprobpeTatoT obLLyto repou-
Yeckyto TPaKTOBKY, B3avMooboralatotcs, obecne-
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UMBAKOT CNUAHME COLMAaNbHO-MCUXONOTNYECKOro
N coumanbHO-ApaMaTMyeckoro Hayana, HaBs3blBas
MHOrodurypHocTb komnosuuuu. Noatuka 6ecnpe-
PbIBHbIX TPYAOBbLIX PUTMOB MpPeAnoaaraet rpaHAun-
0O3HOCTb, MOHYMEHTaNbHOCTb M BEJINYECTBEHHOCTb
npousBeseHnin. KapTuHa, co3gaHHas B MacTepom
XBaH MuHowM (34]) B coaBTOPCTBE C NATLIO XY[0XK-
Hukamu [18] «BeuepHme OrHM Ha CTPOMKE XMUAbIX
AOMOB B paiioHax CoHcuH 1 CoHxBa» («£A), 3}
2| 342 A 23 A A9) Fok>d») (puUc. 6), CTOUT B ANNH-
HOM pAAY NOAOOHbIX KapTUH.

Takol naenHom cxeme n3obpaxkeHnii Heobxo-
AMM #A3bIK XXeCTa U 3/1IeMeHT NoAYepKHYTOM 3KCrnpec-
cnn: Urypbl LleneyCcTpeMAEHHbIX, CUAbHbBIX pabounx
CMNAETaTCA XyJOXKHUKAMUN B AMHAMUYHOM TPYZOBOM
nopbIBe, LIBETOBOW KOHTPACT YCUAMBAET 3NMUYHOCTb
6bITOBbIX cLieH. CIOXXKETHOE CoAep>KaHWe U MOBECTBO-
BaTe/NbHas HaCblLWEHHOCTb NPON3BEeAEHMI Npona-
raHAMpyeT coumanbHbln onTuMnsm. bogpele, vale
BCEro MOJIOAble NHOAN AeHb 3@ JHEM CO34at0T HO-
BYHO CHaCTAMBYHO XM3Hb B KH/P.

B cxoxxeMm kitoue peLleHbl MHOTOUYUCIEHHbIE CLe-
Hbl CE/IbCKOrO TPYAa U KOAXO3Hble BYAHU: XYAOXKHMN-
KW MOAHMMALOT MX CTaTyC A0 NCTOPMYECKOTO XaHpa.
CeBepoKOpercKoe NCKYCCTBO AEMOHCTPUPYET ray6o-
Kyt NPWBSA3aHHOCTb K POAHOM 3eMAE, COLMabHBIN
3aKa3 Ha BOCMeBaHWe exeAHeBHOM paboTsl aepe-
BEHCKOrO XWUTEeNS, 3aBUCSALLEN OT TPYAOBbIX U B1O-
NOTrNYecKnX LMKNOB, MOTPEBHOCTL naeanm3npoBatb
BM3yasIbHOE NpeACcTaB/eHNe O KPeCTbAHCKOM bbiTe
N PafoCTN KOANEKTUBHOIO CyLLECTBOBAHMS.

B n3o06paxkeHnsax COBpEMEHHbIX 3emaesenbye-
CKMX paboT akLEHT AenaeTcs Ha TeMe MexaHu3aLumm
N CeNbCKOXO35MCTBEHHOrO U306, B KAPTUHAX
NMOCTOAHHO MOABAATCA TPaKTOpa, MOAMBaNKN U MO-
NOTUAKM, NOAS NOJHbI KOJAOCALLErocs puca, oropo-
Abl — CrefibiX OBOLLEN, AepeBbs B cajax OMATCS
OT GpPYKTOB, NOAYEPKMBas, UTO B O6LLECTBE HET HU-
Kakoro couuanbHoro gedbuumta. XusHepagocTHble
CBMHAPKWM, NaCTyLIKKN, arPOHOMbI, TPaKTOPUCTbI A0-
MOJIHAOT 3TN UANAANYECKMNE KapTuHbI. [oka3aTenb-
HbIM 06pa3LOM TakMX NEePCOHaXen MOXEeT CTaTb
Mosojas cenbckas Tpy>xxeHuua [16, c. 50] c nonoT-
Ha Xyfo>XHuKa MNéH YxaHbroHa (8 3 g) «JHK meu-
TaHUN» («F X2 28 ») (puc. 7).

Hemanoe 3HauveHwue xusonucb KHAP npuaaet
TeMaM XeHLLMHbl, MaTEPUHCTBA 1 CeMbU. PenpeseH-
TaLmsa XeHCKUX 0b6pa3o., BOM/IOLEHHas B 0cobow
noBTopstoLLelics nkoHorpadumu, covetaet B cebe
npuembl peasanama 1 poMaHTM3Ma, HeobxoanMble
ANA TPAHCAALMN NAaTPUOTUYECKUX U TYMaHUCTUYe-
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CKux naen. MzobpasntenbHoe NCKYCCTBO MOPOAMIO
LesbliA P XapakTepHbIX TUMOB XXEHCKON 0bpasHo-
CTW, OTPAXKaoLLMX HEPa3PbIBHYIO CBA3b JOMUHUPY-
HOLLMX COLMabHBIX PO/EV COBPEMEHHON KOPESHKM
¢ obuecTBeHHO-NOANTMYECKUMN YcnoBuamK. Ca-
Mble pacrnpoCTpaHeHHble TUMbl — 3TO NapTM3aHKa-
NaTproTKa, XEHLLMHA-CONAAT, XEHLLMHa-TPY>eHNLa
pa3Hbix npodeccuin. Tak, MPU3HaHHOM N NHOBMMON
B CeBepHow Kopee cTana kapTHa U3BECTHOrO Ma-
ctepa Kum bliirsana (339, p. 1939 r.) «XKeHLWnHbI
cena Hamran» («‘323ek<9 J4E») (puc. 8), nocss-
LLleHHas MOJIOAbIM XXeHLLMHaM HeBoNbLION AepeB-
HU ye3ga KocoH npoBuHLUMKM KaHBOHAO (cerogHa
370 TeppuTopusa Pecnybankn Kopes), koTopble BO
Bpems Kopenckon BonHbl (1950-1953 rr.) cobpa-
N pYC B POAHOM palioHe — TaM, F4e npoxoamnna
NMHUA dpoHTa.

EcTtecTBEHHO, UTO apPXETUMOM >XXEHCKOro Havana
aBAsieTcs obpas matepu. CoumanbHas 1 AyxoBHas
pOJib MaTepw B XXMN3HM AEeTEN aKTUBHO NOAAEP>KMBa-
€TCA YyuXxenckor nponaraHAon, NoOoLpPeHne pox-
[laeMoCTM paccMaTpmMBaeTCs Kak cnocob 3aLuThl
n noaaep>XKn rocygapctea. lNokasaTenbHo, 4YTO
NOMMMO TLWATeNbHO BbICTPOEHHOW UKOHOTrpadum
BOXAEW, XyAOXHUKM TakxKe pa3paboTanv ocobble
noaxoabl Kk nsobpaxeHuto Kan ban Cok, matepwu
Kum UNp CeHa, n ero nepsoi xeHbl Kum Yen Cyk,
matepu Kum Yen Npa. Obe oHW cbirpanu 3Haum-
Myto poJib B GOpPMUpPOBaHUKM obpasa uaeanbHOM Ko-
PENCKOM XEHLLNHbI — NATPUOTKK, XXEHbI U MaTepW.

TeMbl nogpacTatoLLero NoKoAeHUs, Mooge-
XM W CnopTa He ABAAOTCA LieHTPaNbHbIMK, XOTA
YyTBEPXKAaTb, UTO OHM MOJIHOCTbIO BbITECHEHbI Ha
nepuepmo ceBEPOKOPeNCcKoro n3obpasnTesbHo-
ro uckyccraa 6b110 661 HecnpaBeanmeo. Hepeako
B xwusonucn KHAP oHn yTpaunsatoT anieropunko-
POMaHTUYECKMIN OPEO U TATOTEROT K UNCTOMY BbITO-
BOMY >aHpy. TakoBbl KONIEKTUBHbIE CLIeHbl MPUEMOB
B MWOHEPBI, LUKOJIbHbIX 3aHATUIM Ha NaTpuoTMyeckme
TeMbl, COBMECTHbIX MOXOZOB NO MecTaM PEBOOLM-
OHHOI C/aBbl M 06bekTaM, CBA3aHHbIM C XXM3HbH
W AeaTeNbHOCTbIO BOX/IEN, a TakXXe CLieHbl nobes,
W INKOBaHWS CMOPTCMEHOB Ha MEXAYHapPOAHbIX CO-
peBHOBaHWAX. B kauecTBe NnokasaTenbHOro npumepa
npvBesemM paboty mactepa Kum MBaHMuHa (33324)
«Paccka3 0 coNoMeHHbIX 1anTax» (puc. 9), B KoTo-
poI MoJsiogas yumTenbHMLa NPOBOAMUT C AETbMU
NAEO0N0rNyeckoe 3aHATUE, pacckasbliBas UM O XU3-
HW HaTpakos.

MOo>HO yTBEpXAaTb, YTO LUMPOKUA NCTOPUKO-
ObITOBOW >KaHP, BKAHOUYMBLUNIA B cebs pasHOObpasHble

FHLIE
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Puc. 14. MNéH XéuxaH. Ysenudum npouzsodcmeo 3/1ekmposHepauu nymem MoOepHU3AyUU menJsiossix 31ekmpocmaHyuli u yckope-
HUA cmpoumesibcmaad kpynHeix 2udpoanekmpocmanyuli!, 2001. Maakam, 65x 100 cm. Mecmo xpaHeHus He u38ecmHo.

MOTWBbI, ABASIETCA HEOTHEMIEMON YaCTbtO «MAE0/0-
rmyeckom xunsonuncu» KHAP 1 nmeet BbipaxkeHHoe
nponaraHAMCTCKO-NaTpnoTuyeckoe cogepxkaHue. OH
Nprobpen TOpKeCTBEHHO-MOHYMEHTa/IbHbIV XapaK-
Tep B CaMblX, Ka3anocb 6bl, GaHaNbHbIX XUTENCKMX
CHOXKeTax M NMPeBPaTUACS B UCTOUYHWK BU3YaslbHOTO
NMOBECTBOBAaHWSA O CYACT/IMBOM COBPEMEHHOM XMN3-
Hun B CeBepHoli Kopee.

HecomHeHHo, xuBonncb KHAP ocobeHHO noaHo
pacKpblia CBOW XyAOXECTBEHHbIV NOTEHLMaN B Nel-
3axke, KOTOPbIA CTONETUAMW CUMTANCA B TPAAULM-
OHHOM Kopee BbICOKMM XaHPOM, HO 1 OH OKasascs
HecBOOOAHbIM OT BOCMUTATEIbHO-UAE0I0TNYECKOTO
3apaja, peLas noAMTUYECKUI 3aKa3 Yyuxencko-
ro nckyccrtsa 60aee yTOHYEHHO M NOPOK ropaszo
6osee yaauHo. MpekpacHble MANAANYECKUE NaHA-
WwadTbl NOAYOCTPOBA B XXMBOMUCHOM BOMAOLLEHNN
0bpeTatoT CTaTyC CMMBOJIA POAUHBI M HOBOTO Mpo-
rPeccMBHOrO rocysapcrea.

Men3axkHas XMBOMWCH, packpbiBatoLlas nos-
Thnyeckoe 6oraTtCcTBO KOPENCKOM NpUpoabl, nepe-
JaroLLas KpacoTbl POAHOTO Kpas, r4e Noj MyApbIM
PYKOBOACTBOM BOX/AEW XUBET CHACTAUBLIA HApO4,
HECOMHEHHO MOJlyYaeT HaLMOHaIbHOE 3BYyYaHue

1 HeceT MOLLHOEe Meosiornueckoe nociaHve. Cneu-
nounueckne pparmeHTbl MECTHOCTU: NAOAOPOAHbIE
LONMHBI, OKPY>KEHHbIE MATKMMU COMKaMK, BbICOKME
OCTpble TOpHble MUKW, PyYbU U BOAOMaAbI, CYAO-
cTpouTenbHble Bepdu Ha GOHe CMOKONHOM rnaan
BOZbI, MOPCKWE MOPTbI, 3aM0JHEHHbIE KOpabasmu
W Pa3rpy30uHbIMU KpaHaMu, AbIMALLNECS JOMHbI
WAW yCTPeMAEHHbIe BBbICb TPYObl 3aBOA0B Ha HOoHe
paccBETOB M 3aKaTOB, HaMMUCaHHbIe C YANBUTEb-
HOW 3KCMpeccuel, B BblpasnTeNbHOM, MOPOW Aaxe
ApamMaTMyeckon MaHepe, Npu3BaHbl BHYLLINTb 3pu-
TEJI0 UyBCTBO TPEMeTa U ropAocTy, YKPenuTb fto-
60Bb K OTeUecTBy.

M3BeCTHble MacTepa Men3axxHOro >aHpa — Ha-
poaHble aeatenn nckycctea Kum CoHrbiH (343 2,
p. 1945 r.) n YUxee YxaHxo (33, p. 1960 r.). [nae-
HbIM MOTUBOM 3MOLMOHAJILHO HamnpPsXXEeHHOro nein-
3axa Knum CoHrbiHa fBAsitoTCA OyLuytoLie BOHBI.
Camas n3BecTHas pabota Mactepa — «BosiHbI Mop-
ckoro KbimraHa» («3) 2239 1 %») (puc. 10). Ha cumso-
JINYECKOM A3bIKe CEBEPOKOPENCKOMN XKMBOMUCU BOSHBI
ONLLETBOPSIIOT HeccTpallne U PeLMMocTb KOPENcKo-
ro HapoZa B MPeoAoNEHNM TPYAHOCTEN N BCAYECKMX
NpensaTcTBUA. MHOTOUNCIEHHBIMY BEIMYECTBEHHBIMM,
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3axBaTbIBatOLLMMU AyX nen3axamu rop KeiMraHcaH
1 MNaKTycaH, HaLMOHabHOW rOpAOCT BCEX KOPEN-
ueB, n3BecteH YUxse YxaHxo. lNpov3BeseHnsa Xya40X-
HWKa, Takue Kak «O3epo YUxoHaxuM Ha rope [MakTycaH
3uMon» (puc. 11), HUKOrAA He BKAHOYAOT B KOMTMO3W-
uuto ctaddark, OHM OTpaxatoT BesMUMe OKpyXKato-
LLero Mnpa 1 CTaHOBATCA MOLLHBIM UAE0N0TMYECKUM
opy>xxveMm. NponaraHAa NCnoab3yeT Ux Kak CMMBOJIbI
PEBOIOLIN U NAEW YyuXxe, CypOoBas NPUPOJa B HUX —
anneropus CTOMKOro Ayxa KOpeNCKoro Hapoaa.

Ho, noxanyi, rnaBHbIn 06 EeNPU3HaHHbIN Le-
LEeBP Nen3axkHOW XUBOMUCU — KapTuUHaA «Be-
uepHan 3aps Hag KaHcoHoM» («3A Y A X $»)
(puc. 12) [13] kncTn BblgaroOWerocs Macrtepa, LeH-
TpanbHOW Gurypbel TBOpUeckux kpyros KHAP
1960-1990 rr., naypeata npemun Kum Mp CeHa, Ha-
pPOAHOro AeATensa UCKYCCTBa, ABaxabl [epos Tpyaa
Yown EHmana (B 23 2}, 1938-1999 rr.). PaboTe npw-
CyLLM YANBUTENbHO fipKas 3KCMpeccus, ApaMaTiam
N TeaTpanbHOCTb. Hag cTanenntenHblii 3aBO40M Mbl-
naert 3akat. TeMHble Kopnyca, CIMBasCb B eAWHbIN
CUNY3T OFPOMHOrO Kopabisi, byATO MeANEHHO ABU-
XYTCsA MO peke, B KOTOPOW OTpakaroTcs nocnes-
HWe nyumn conHua. Ha Hebecax M Ha NOBEPXHOCTU
BOZbl CIOBHO Obl pPa3vacsa pacniaBieHHbI Me-
Tann. YoH EHMaHy npuHagnexuT oTkpbITUe ans ce-
BEPOKOPENCKON XMBOMUCK CBOHOAHOIO KPacHOro
1 rnyboKoro oxpucToro, 3T LBeTa Bnpesb 6yayt
aKTMBHO MCMO/b30BaTbCA MacTepaMu v B nemnsaxe,
1 B BbITOBBIX cueHax [14, c. 111]. KapTuHa nonyum-
Jla MHOXECTBO HaLMOHabHbIX Harpaj v ctana Bu-
3yasibHbIM JIO3YHIOM WAEO0NOTMM Uyuxe, yTBepxaasn
repovyeckmii nadoc co3naaHuns, ABUXKEHNS, ONTU-
MU3Ma W HajeXAbl Ha CBeT/0e byayliee.

Heobxoa1MMO ynoMsaHYTb 1 O MONYAAPHOM Ha
BCEM TpagnumoHHoM JanbHem BocToke XaHpe «LBe-
Tbl U NTULLbI»; B COBPEMEHHOW XXMBOMUCU Er0 MOXHO
OYeHb YC/IOBHO COOTHECTU C HAaTIOPMOPTOM, BCerga
MOMHS O TOM, YTO UMEHHO «XKMBasf», a He «MepT-
Bas» NpMpoja CTaHOBUIaCb O6BEKTOM BHUMaHUS
CpesfHeBeKOBbIX XyA0XHWKOB [1]. 2T0 Hanpasae-
HuWe B n3obpasntenbHom mckycctee KHAP kpome
COBCTBEHHO 3CTETMYECKOrO COAepXKaHuWs Npu3Ba-
HO NogYepkuBaTb TeMbl N306MIMA, NPOLBETaHNA
n coumanbHoro notpebaeHus. HarnagaHbim npume-
pom fBAseTCA KapTHa MacTepa Po XauxoHa (23 )
«Onatb 6oraTbi ypoxkan» (puc. 13). Kazanocs 6bl,
TakoW He NAEe0N0TM3MPOBAHHBIN B CBOEN CYTU XKaHP
TOXE CTaHOBUTCS PYNOPOM HaLMOHaNbHOW Npo-
naraHabl. Hanpumep, B knaccuyeckmii 6aarono-
>KenaTefbHbIN CHOXKET C XXypaBAsMW U COCHaMMU,
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CYMBOJIM3VPYHOLMMM JOATYHO XM3Hb, MacTepa C Jier-
KOCTbHO BrifieTatoT opxugeto Kumnpcenumto (33 2 4 3
n 6eroHnto Kumuernnpuio (34 o 8}), cneunansHo
BbIBE/JEHHbIE PAaCTEHUSs, HAa3BaHHbIE B YECTb BOXAEW.

Paccyxgaas o natpnoTmyeckoM nadoce n3obpasm-
TesnbHoro uckyccrea KH/AP, BaXXHO cka3aTb HECKOJIbKO
C/IOB 1 O NjakaTte. ITOT BUA rpaduKm, OCHOBaHHbIN
Ha I03YHroBO-1306pa3nTebHON CUMBOANKE, Ore-
PaTMBHBIN 1N JOCTYMHbINA AAS LUMPOKMX HAPOAHbIX
MacC — HEOTbEMJIEMbIV MHCTPYMEHT BecnpepbiB-
HOW NponaraHabl 1 arutaumm B CeBepHoit Kopee.

Bpockuii, KOPOTKMIA, @ MOPOW U LOBOJILHO AJNH-
HbIA TEKCT, ZOMONHAOLLMI U PacKpPbIBarOLLMIA ApKoe
n3obpaxeHue, cogepxkallee NOHATHbIE KaXAOMY
rpaxaaHunHy emkune rpadpunyeckne obpasbl, ner-
KO 3anoMMVHaeTCcs aaxe npu 6bICTPOM NPoCcMOoTpe
W Npu3bIBaeT K HEOBXOAMMOMY FOCyAapCTBY AeW-
cteuto. Kum YeH Vip noguepkmBan, 4to B CO34aHUN
naakata «xXyAoXHUK AOXKEH OblTb YyTKMM K NOAU-
TUKe napTumn, obiagatb OCTpon HabatogaTenbHo-
CTbO B OTHOLUEHUMW NPEAMETOB U ABNEHUI, BEPHO
MX oueHnBeaTtb» [4, c. 219-220].

MnakaT MoxeT TpeboBaTb BECTVN HEMPUMUPUMYHO
60pbby ¢ Bparamu, nogHMaTtb 60eBON Ayx conaart,
nponaraHaMpoBaTb ApYyX6y HapOAOB UKW, HAaNpW-
Mep 06BACHATL BaXXHOCTb YBaXXeHUA K CTapLuemy
nokosieHuto [6]. EcTecTBEHHO, UTO CEBEPOKOpPEN-
CKMIA nnakaT rnyboko NoANTU3MPOBaAH U UAEONO-
TM3MPOBaH, HO B TO XXe BPEMSA aBTOPbI BbIMOJAHAOT
€ro Ha AOCTONHOM XyZOXeCTBEHHOM YPOBHE, BO3-
BeAs B PaHr BbICOKOro uckyccrea. OgHuUM 13 npu-
3HaHHbIX rPadUKOB ABAAETCA 3aCNy>KEHHbIN fesTenb
nckycctea MNéx Xéuxan (W 3}, p. 1958 r.), ubs pa-
60Ta «YBEANUMM NPOU3BOACTBO 31EKTPOIHEPTUU
nyTeM MOJEPHMW3aLMUN TEMIOBBIX 31EKTPOCTaHL NI
N YCKOPEHUA CTPOUTENbCTBA KPYMHbIX TMAPO3NeK-
TpocTaHumi!» («ZF LA F NI R 5331 JF2F
LI ES Y F2H YA} L =3
#}H>») (puc. 14) — nokasaTtenbHbIA NpuMep niaka-
Ta, co3aaHHoro B KHAP [12, c. 104].

OueBNAHO, MOTMB NAaTPUOTM3Ma CTa LieHTPaNb-
HbIM B n306pasmtenbHom mckyccrse KHAP, nmeHHO
OH MOZeNnpyeT BU3yasbHbIA UAean rpaxzaaHunHa,
AN KOTOPOro Nto6oBb K OTEUECTBY ABAAETCA He-
OTbEMIEMOM YacTbio ero bbiTa. FocyaapcTBo 064-
3blBaeT CEBEPOKOPENCKMX MacTepOB NpPeacTaBAsATb
naTpuoTnYeckme naen Kak ycTomumByto, HEM3MEH-
HYH COBOKYMHOCTb T€M, BOCMMUTbIBAIOLLMNX B YesO-
BeKe NpeAaHHOCTb BOXAAM W NapTuK, CTpeMIeHNe
K MOABWIY BO MA POAWHbI, XXenaHne ycepaHo Tpy-
AWTCA Ha H61aro cTpaHbl U CeMbM.

BUBNNOTPADUA:

Bocmpukosa E. A. XaHp xeadxoxea («uBeTbl U NTU-
Ubl») B KOPENCKON TPaAULMNOHHOW XMBOMUCK paH-
Hero u cpesHero nepunogos YocoH (koHel, XIV — ko-
Hey, XVII BB.). lom bypraHosa. MNpocTpaHCTBO Ky b-
Typbl. M.: BYPTAHOB-LIEHTP. 2021. N2 2. C. 72-78.
DOI: 10.36340/2071-6818-2021-17-2-61-78
Fonomwmock V. H. TotanutapHoe nckycctso. M.: la-
napt, 1994.

Kum Up CeH. 3apauv antepaTypbl U UCKYCCTBa B HaLLEN
pesostoumm. MxeHbsH: M13gatenbcTBo antepatypbl Ha
WMHOCTpPaHHbIX f3bikax, 1972.

Kum Yer Vp. O6 n3obpasntenbHoM nckyccrae. 16 ok-
TA6ps 1991 roga. KHAP: Mi3gatenscTBo nntepatypbl Ha
WMHOCTpPaHHbIX fi3bikax, 2023.

Kopewickne nsobpasmntenbHble nckycctea. V13 npows-
BEJEHWU, NpeacTaBieHHbIX Ha BcepecnybankaHckom
BbICTaBKEe M300pa3nTesbHbIX MCKYCCTB, MOCBALLEHHOWN
30-netuto obpazosanua KHAP. MNxeHbsaH: N3gatens-
CTBO NMTEPATYPbl HA MHOCTPaHHbIX A3blkax, 1972.
Mnakatbl, nocesaweHHble Xl ®PBMC. Kopeickuii noa-
rotoButenbHbi komuTeT Xl PBMC. [be3 narmHauun].
Toncmokynakos M. A. Ouepk UCTOPUY KOPENCKON Kyb-
Typbl. Bragneoctok: V3gatenbctBo [lanbHeBOCTOUYHOTO
yHuBepcuteTa, 2002.

TopkyHos A. B., fleHucoe B. U1., Jlu Ba. @. Kopeiickunin no-
NyocTpoB: MeTaMopO3bl NOCNEBOEHHOM UcTOpUK. M.:
OJIMA Meawna l'pynn, 2008.

XypoxectBeHHas ranepes Kopen. — lNxeHbaH: M3ga-
TenbcTBO «Kopes», 1989. [be3 narnHaumm].

10. XygoxecrBeHHas ranepesa Kopewn. — NxeHbaH: N3ga-
TeAbCTBO AINTEPATYPbI Ha MHOCTPaHHbIX A3bikax KHAP,
1985. [be3 narnHauwnm].

11. Yyuxenckoe nckycctBo. [xeHbsH: V3gatenbcTBo aunte-
paTypbl Ha MHOCTPaHHbIX A3bikax KHAP, 1976.

12. Collection of Fine Arts. Mansudae Overseas Project
Group of Companies. Pyongyang: Foreign Languages
Publishing House, 2013.

13. Douglas Gabriel. Smoke on the Water: Jong Yong
Man'’s Evening Glow over Kangsén and the Grounds
for Landscape Painting in North Korea. Art Journal.
London: Taylor & Francis. 2021. 80.2. Pp. 84-100.
DOI: 10.1080/00043249.2021.1872299

14. Munh BG. North Korean Art. The Enigmatic World of
Chosonhwa. Seoul: Seoul Selection, 2019.

15. National Art Museum. — Pyongyang: Foreign
Languages Publishing House, 1964. [be3 narnHaumm].

16.o1¥j o) ¥ d Y 10053 F 30530 «JWV
#d] ok», — 5 ok 8] F-F &4}, 2013. — 120 & (Haumo-
HanbHbIM decTnBanb uckyccts K 100-neTHemy tobuneto
[npe3ngeHTa Kum Np CeHal: «BeuHoe conHue». — MNxe-
HbAH: BeryHmyH uxynbnxaHca, 2013. — 120 c.).

17. 2 25330 655219 v 3. 3 F5° £ <
W) &34, — ok Fabe)3Fa), 2011, — 175 =,
(Xyso>xecTBeHHBbIW anbboMm, NOCBALLEHHbIA 65-1eTnto
ocHoBaHwusa Tpygoson naptumn Kopewn. PectnBanb mc-
KycCTB, LBeTyLWIA B 06BbATbAX NapTnn. — [xeHbaH:
MyHxak ecynb uxynbnxaHca, 2011. — 175 c.).

SNNEKTPOHHbIE PECYPCHI:

ZA 9% (Moptran «Kopeiickoe wuckyc-
ctBo») http://www.korart.sca.kp/index.php/art/
productions?language=korean (accessed: 13.04.2024).

155



