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A STUDY OF THE CHARACTERISTIC IMAGE
OF CHEN HONGSHOU'S WOODCUT
"WATER MARGIN" IN THE MING DYNASTY

Summary: The article examines the influence of one
of the most significant artists of the Ming dynasty, Chen
Hongshou (1598-1652), on the development of Chinese
xylography. The artistic and philosophical features of
Chen Hongshou's engravings are analyzed using meth-
ods of historical-cultural, stylistic, semantic, and technical-
technological analysis. The article highlights key aspects of
the master’s works, including innovative execution tech-
niques, symbolism, and emotional depth presented in the

Study of Chen Hongshou's engravings, par-
ticularly his series Water Margin, is essential for
clarifying the trends in the interaction between
traditional methods and new aesthetic princi-
ples in late Ming dynasty Chinese painting. Chen
Hongshou made a significant contribution to the
development of xylography, with his works re-
flecting not only technical innovations but also
profound philosophical ideas that remain rele-
vant for understanding Chinese art. Chen Hong-
shou’s engravings influenced the development
of not only Chinese but also global art. They be-
came an important source for studying new ar-
tistic movements that emerged in the context of
the social and political changes of the time. The
engravings created by Chen Hongshou for the
novel Water Margin (also known as Outlaws of
the Marsh or K%, Shuihu Zhuan) were pro-
duced around 1630, when the artist was about
32 years old. Currently, these works are pre-
served in the Xu Wei Art Museum in Shaoxing
City, Zhejiang Province. From September 28 to
December 20, 2022, they were displayed in the
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illustrations for the novel Water Margin. Studies by oth-
er authors are referenced, including articles on the ar-
tistic style and philosophical context of the artist's work.
The conclusions trace the reflection of social and cultural
changes in Chen Hongshou's engravings, as well as the
interplay of traditional Chinese culture and contempo-
rary artistic trends in the master’s works.

Keywords: Chen Hongshou, engravings, Chinese xy-
lography, Chinese artists, Ming dynasty.

exhibition “High Antiquity and Strange Perfec-
tion: Exhibition of Chen Hongshou's Works” on
the second floor of this museum.

Existing studies on Chen Hongshou emphasize
the high significance of the master's works for the
history of Chinese art. In the article "Painting of the
Song Dynasty (10th-13th Centuries) and Chinese Folk
Nianhua Painting”, Zhou Xing examines Chen Hong-
shou’s work in the context of Chinese folk painting
and xylography, focusing on his influence on the de-
velopment of Ming dynasty Chinese art. The study
highlights the uniqueness of the master’s style, which
combined traditional Chinese artistic techniques with
new aesthetic approaches. However, it insufficient-
ly explores how Chen Hongshou’s works influenced
the development of art beyond China [1]. (Fig. 1)

In the article “Landscape Gardening Art as a Fac-
tor in Transformations of Chinese Landscape Paint-
ing”, Lu Sa examines the influence of Chinese artists
on the development of landscape painting in Chi-
na. The article describes the emotional and aesthetic
aspects of the artist's work but does not give suf-
ficient attention to the philosophical context of his
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Fig. 1. Chen Hongshou. Portrait of Song Jiang. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

works [2]. Wang Yuzhong, in the article “Female Por-
traiture of the Qing Dynasty: Evolution of Portraiture
and Socio-Aesthetic Representations of the Era”, con-
siders works of the period within the context of the
evolution of female portraiture in China. The study
offers many details about the stylistic and aesthet-
ic features of the artist's works but still insufficiently
illuminates their influence on the subsequent devel-
opment of art [3]. Dinara Viktorovna Dubrovskaya, in
the article "Rediscovering Giuseppe Castiglione: Lang
Shining (1688-1766) Returns Home", also mentions
Chen Hongshou in the context of Chinese painting
and his contribution to the development of tradi-
tional Chinese culture. However, the research lacks
an interdisciplinary approach, which limits the abili-
ty to reveal the influence of Chen Hongshou's works
on other cultural traditions [4].
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Fig. 2. Chen Hongshou. Portrait of Lin Chong. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

Chen Hongshou's engravings are distinguished by
complex composition and emotionally, sometimes
dramatically, charged subjects. The main scenes in
his engravings depict individuals in tense or sorrow-
ful moments, including scenes from famous plays or
literary works like Romance of the Western Cham-
ber (FAfEiC), where the artist masterfully conveys
the emotional states of his characters. (Fig. 2)

Chen Hongshou's engraving technique was in-
novative for its time, incorporating elements of tra-
ditional Chinese painting into xylography. The artist
used fine lines to convey details and emotional ex-
pressions, which was uncommon in the painting of
the time, where form and movement played a more
prominent role. Chen Hongshou also actively em-
ployed hatching techniques to create depth and tex-
ture, lending his works exceptional expressiveness
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and vibrancy. The influence of traditional Chinese
painting and xylography is distinctly visible in the
composition of his engravings. At the same time,
he skillfully integrated spatial and perspective ele-
ments characteristic of Chinese art with more con-
temporary narrative visual techniques. These features
underscore Chen Hongshou's innovative approach,
combining traditional techniques with new meth-
ods of his era, creating works that remain valuable
for contemporary artists [5].

One of the most significant elements Chen Hong-
shou incorporated into his engravings is the sym-
bolism of the depicted characters. Each character in
Water Margin is presented not only in accordance
with their role in the novel but also reflecting the
artist's personal sympathies and antipathies. Nota-
bly, Chen elevates characters such as Wu Song, who
symbolizes justice and determination, portraying
him in a more noble light than some other charac-
ters despite his violent actions. Conversely, the art-
ist critically depicts characters whose behavior he
disapproved of, such as LU Junyi and Li Ying, em-
phasizing their lowly origins and weaknesses, there-
by showcasing his perspective on social and moral
norms [6, p. 423].

An essential part of the semantics in Chen Hong-
shou's works is his attention to detail and symbol-
ism in depicting the clothing and accessories of
the characters. Often, he used intricate ornaments
and decorative elements that not only highlight-
ed the characters’ social status but also reflected
the cultural nuances of the era. These elements
are not merely ornamental but serve as symbols
that hint at the inner qualities and destinies of the
characters. For instance, the attire and weapons
of Wu Song allude to his bravery and decisive-
ness, while the simpler, even humiliating elements
in the depiction of other characters like Gongsun
Sheng reveal their secondary importance in the
narrative. (Fig. 3)

Chen Hongshou's philosophical ideas are reflect-
ed in the composition and overall atmosphere of his
engravings. The artist often used nature’s symbol-
ism to underscore the inner states of the characters
or the scene’s mood, aligning with the Daoist views
of his time. Water, mountains, and trees depicted in
the background do not merely create a setting but
serve as metaphors for deeper themes, hinting at
concepts such as the struggle for justice, the inevita-
bility of fate, or the inner conflict of the characters.
In his engravings, Chen Hongshou also emphasiz-
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Fig. 3. Chen Hongshou. Portrait of Lu Zhishen. From the
engraving series “Water Margin”. Circa 1630. Xu Wei Art Museum,
Shaoxing City.

es the theme of change and the fluidity of time, as
seen in the dynamics of the compositions and the
use of lines and spaces [7, p. 88].

Chen Hongshou's works are distinguished by
their unique style, combining fine lines, refined de-
tails, and a particular focus on the expressiveness
of the characters. Chen Hongshou employed the
baimiao (H#4) technique, which involves the ex-
clusive use of lines to create an image without the
application of color. This technique requires great
skill, as the lines alone must convey form, volume,
texture, and even the emotional state of the de-
picted subject. (Fig. 4)

The lines in his engravings are characterized by
their variety: they can be sharp and angular or soft
and fluid. This diversity of lines adds dynamism and
depth to the images, creating a sense of movement

Fig. 4. Chen Hongshou. Portrait of Lu Zhi. From the engraving
series "Water Margin”. Circa 1630. Xu Wei Art Museum, Shaoxing
City.

and life. Each element of the costume is meticu-
lously detailed, emphasizing not only the status and
character of the hero but also enhancing the dec-
orative value of the image. At the same time, Chen
actively used contrast between dense and light ar-
eas, adding volume and texture to his engravings.
Compositionally, his engravings are both inter-
esting and diverse. Chen Hongshou skillfully uti-
lized the sheet's space to create intricate scenes
with numerous characters while maintaining clari-
ty and expressiveness for each. He often employed
the "multi-layered” method, where the foreground
and background merge into a unified composition,
creating an illusion of spatial depth. This technique,
along with the emphasis on the main characters in
a scene, helped create powerful visual images that
capture attention and remain memorable [8].

The artist also applied the “dotted line” method
(A%k), where the lines defining object contours are
interrupted and then resumed, creating an impres-
sion of lightness and transparency in the image. Es-
sentially, this technique not only highlights details
but also renders the image more lively and natural.

The influence of traditional Chinese painting is
evident in Chen Hongshou's works through his at-
tention to symmetry, harmony, and rhythm in com-
position. His engravings reflect the influence of the
classical school of landscape painting, which em-
phasized not only the depiction of nature but also
the conveyance of a person’s inner state, mood,
and thoughts through interaction with the natu-
ral environment.

Compared to other works by the master, such
as his depictions of Buddhist and Daoist deities or
portraits, these engravings exhibit a blend of folk
style and high artistic culture. In these engravings,
Chen Hongshou used more angular and rigid lines,
contrasting with the softer and smoother lines seen
in his Buddhist figures. This contrast underscores
the difference between the world of heroes and the
spiritual realm, to which the master also turned his
attention [9, p. 141].

The compositions of the engravings in Water
Margin are dynamic, corresponding to the turbu-
lent nature of Shuihu Zhuan's narratives, whereas
his other works are often characterized by symme-
try and calmness. The engravings also stand out for
their less saturated color palette and pronounced use
of black-and-white contrasts, distinguishing them
from the more vivid and detailed Buddhist paint-
ings. As an outstanding master of his time, Chen
Hongshou was significantly influenced by various
artistic schools, with the wenrenhua (“literati paint-
ing") school occupying a special place. This school,
which cultivated the ideals of the scholar-aesthete,
shaped his approach to composition, technique, and
subject matter. Under the influence of the wenren-
hua school, Chen Hongshou paid great attention
to the spiritual dimension of his works [10, p. 43].

It can be argued that Chen Hongshou's Water
Margin engravings had a significant impact on both
Chinese and global art, particularly in the field of
xylography. His works marked an important step
in the evolution of engraving techniques, elevating
the level of artistic expression and technical mas-
tery. Chen Hongshou utilized xylography to create
intricate and detailed images which, despite their
small size, possess remarkable depth and expres-

31



siveness. The master’s innovative approach great-
ly influenced subsequent artists both within China
and abroad. His engravings, with their elegant lines
and complex forms, attracted the attention of col-
lectors and art enthusiasts from both Chinese and
Western circles.

In the context of Chinese philosophy, Chen Hong-
shou’s use of characters and their actions reflects
moral lessons and ethical norms rooted in Confu-
cianism. Heroic figures can be interpreted as sym-
bols of justice and virtue, while negative characters
are often depicted with an emphasis on their mor-
al weaknesses.

Later, this style of xylography influenced the de-
velopment of visual arts in China during the late
Ming and early Qing dynasties, setting new stand-
ards for the quality of printed works and artistic so-

phistication. Within China’s cultural heritage, Chen
Hongshou's engravings hold a special place as ex-
amples of the fusion of high culture and popular
art. His works continue to attract the interest of re-
searchers and collectors, underscoring their lasting
impact on the development of Chinese art.

Future research on Chen Hongshou's work in-
cludes a deeper exploration of the influence of his
engravings on art beyond China, as well as the ap-
plication of interdisciplinary approaches to analyze
his works. Subsequent studies are expected to ex-
amine the master's impact on Japanese art and con-
duct a comparative analysis of Chen Hongshou's
engravings with those of other artists of his time.
A more detailed study of his engraving techniques
and their influence on the development of xylog-
raphy in various cultural contexts is also planned.
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OCOBEHHOCTW I'PABHOP YsHb XYHLUQOY
K POMAHY «PEYHbBIE 3ABO4N»

AHHOmMayus: B ctatbe paccmMaTpuBaEeTCs BANAHWE OAHO-
o M3 CaMbIX 3HAUUTENIbHBIX XYAOXHUKOB ANHACTUM MuH,
YsHb XyHwwoy (1598-1652), Ha pa3BUTUE KNTANCKOWN KCWUIO-
rpadun. NpoBoanTCA aHan3 XyAOXKeCTBEHHbIX U dunocod-
CKNX ocobeHHoCTen rpastop YaHb XyHwoy. Vicnonb3syrotcs
MeTOZbl MCTOPUKO-KYNbTYPHOTO, CTUJIEBOTO, CEMaHTUYECKO-
ro 1 TEXHUKO-TEXHONOTMYECKOro aHanmnsa. B ctaTbe Bbige-
NAKOTCA KNtOYEeBble acnekTbl paboT MacTepa, B TOM yncie
MHHOBALMOHHbIE TEXHUKN NCMOJHEHWS, CUMBOAMN3M W 3MO-
LUMoHanbHas rnybuHa, npeacTaBieHHble B UANFOCTPALIMAX

M3yueHue rpaBrop YsHb XyHLwoy, ocobeHHO ero
cepun «PeyHble 3aBOgMN», BaXKHO A1l YTOUHEHWA TEH-
AEeHUMI B3aMMOAENCTBUS TPAAULMOHHBIX METOZLOB
C HOBbIMM 3CTETUYECKMMM MPUHLMMAaMU B NO34HEN
KMTaNCKOW XunBonucu nepunoga MuH. YsHb XyHwwoy
BHEC 3HauUTeNbHbIV BKAaZ B pa3BUTUE KCUaOrpa-
duw, ero paboTbl OTpaXaroT He TOIbKO TEXHUYeCKne
HOBLUECTBa, HO U rnybokune dunocodbckue naewn,
KOTOpble A0 CUX MOP OCTAlOTCA aKTyalbHbIMWU A1
MOHVMaHWA KNTaNCKOro nckycctea. MpaBropbl YaHb
XyHLLIOY NOBAWAAM Ha Pa3BUTME HE TOJIbKO KUTaNCKO-
ro, HO ¥ MMPOBOIO UCKYCCTBA, OHW CTaan BaXHbIM
NCTOYHMKOM A5 U3YUYEHWA HOBbIX XYO0XECTBEH-
HbIX TEUYEHWI, KOTOPbIE Pa3BMBaINCh B KOHTEKCTE
CouManbHbIX U NOANTUYECKMX U3MEHEHWNIA TOTO Bpe-
MeHW. [paBropbl Y3Hb XyHLWOY K poMaHy «PeyHble
3aBoAu» (TakXke M3BECTHOMY Kak «BogHbin npe-
aen» unn «IKE», «lWyixy uxyaHb») 6bIaN CO3-
AaHbl okono 1630 roga, KOraa XyAOXXHUKY 6b110
okono 32 net. B HacTosALLee BpEMSA OHU XPaHATCS
B Xyz0XecTBeHHOM My3ee nmeHu Croi Bai B ropo-
ae WaocunH (npoBuHuma YxauzsaH). C 28 ceHTabps
no 20 aekabps 2022 roga oHW bblLIM NpeacTaBie-

K pomaHy «PeuHble 3aBOAn». YNOMUHaKOTCA UccneaoBa-
HWA APYTr1X aBTOPOB, CPeAW KOTOPbIX CTaTbM, MOCBALLLEH-
Hbl€ XyZ0XEeCTBEHHOMY CTUIO N PUIOCOPCKOMY KOHTEKCTY
TBOPYECTBa XyA0XHWKa. B BbIBOAax NpocaexmvBaeTcs oTpa-
>KeHwue B rpaBopax YsaHb XyHLLIOY coLmManbHbIX U KyAbTyp-
HbIX n3MeHeHnn. OTpaxxeHOo B3aMMoZencTBMe B paboTax
MacTepa TPaANLNOHHOM KUTANCKOW KyAbTypbl N COBpEe-
MEHHbIX eMy XYA0XEeCTBEHHbIX TEHAEHLMN.

Knroyessie cosa. YsHe XyHwioy, epastopsl, kuma’dickas
kcunoepagbus, kumadickue XyOoxHuku, OuHacmus MuH

Hbl Ha BbiCTaBKe «BblCOKas APEeBHOCTb N CTPaHHOEe
coBepLUeHCTBO. BbicTaBka paboT YsHb XyHLWwo» Ha
BTOPOM 3TaxKe 3TOro Myses.

CyliecTByroLme nccaefoBaHms, NOCBALWEHHbIE
Y3Hb XyHLLIOY, rOBOPAT O BbICOKOM 3Ha4eHnn TBOpP-
yecTBa MacTepa A/l UICTOPUM KMTaCKOrO NCKYCCTBa.
B ctatbe «XumBonuck nepuoga CyH (X-XIII Beka) v ku-
TalicKas HapOZHas KapTnHa HAHbxya» Yoy CuH pac-
cMaTpmBaeT TBopUYecTBO Y3Hb XyHLUOY B KOHTEKCTe
KWUTaNCKOM HAPOAHOM XMBOMMCK W Kcunorpaduw, yae-
NAA BHYMaHWE ero BAUAHWIO Ha Pa3BUTME KUTANCKOro
nckycctea nepuoga MuH. B nccnegoBaHnm noguépku-
BaETCs YHWKaNbHOCTb CTUA MacTepa, KOTOpbIi 06b-
eAVHUA TPaAWLIMOHHbBIE KMTaCKME XYAOXECTBEHHbIE
TEXHWKM C HOBbIMMW 3CTeTUYeckumMun nogxogamu. Oa-
HaKO BCe Xe Hef0CTaTOUYHO NOAPOBHO PaCKPbITO, Kak
MMeHHO paboTbl Y3Hb XyHLLOY NOBAMAAW Ha pPa3Bu-
Te nckycctea 3a npegenamu Kutas [1]. (ma. 1)

B cratbe «CafoB0o-NapkoBOe NCKYCCTBO Kak GakTop
N3MeHeHW 06Pa30B KNTANCKOW Ner3aXkHOM XNBOMK-
cn» Jly Ca paccmaTpuBaet BAUSIHWE KUTAACKUX Xy[0XK-
HWKOB Ha pa3BuUTMe Mel3axkHON >xumBonucy B Kutae.
CraTbs ONUCbIBAET 3MOLMOHaNbHBIE U 3CTETUYECKME
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acnekTbl TBOPYECTBA XYAOXKHMKA, HO HEJOCTaTOUYHO
BHMaHNA yaeneHo GnaocodcKkomy KOHTEKCTY ero pa-
60T [2]. BaH FOxxyH B cTaTbe «XKeHCcKuii NOpTPET 3Moxu
AnHacTum LinH: aBositoums nopTpeTa u coumanbHo-
3CTETUYECKMX NPEACTaBAEHNIA 3MOXM» B KOHTEKCTE
3BOJIIOLIMM XKEHCKOro nopTpeTa B Kntae paccmatpu-
BaeT paboTbl 3noxun. B pabote MOXHO y3HaTb MoOXe-
CTBO NMOAPOBHOCTEN O CTUANCTUUECKUX U SCTETUUECKNX
0CoBeHHOCTAX paboTax XyAOXKHMKaE, OfHAKO OHa BCe
e HeAO0CTaTOYHO OCBeLLaeT MX BAMSHME Ha nocie-
Ayroliee pasBuTne nckyccrea [3]. B ctatbe JuHapebl
BukToposHbl ybposckon «ObpeteHne [xy3enne Ka-
ctunboHe: JlaH LWnHnH (1688—1766) Bo3BpalLaeTcs Ha
POAVHY>» Tak>Ke YNOMUHaeTca YaHb XyHLUOY B KOH-
TEKCTE KUTaNCKOW XXMBOMWUCK W €ro BKNaJ, B pa3BuTue
TPaAVLMOHHOM KUTacKoM KynbTypbl. Ho B nccnepo-
BaHWW He UCMONb3YeTCH MEXANCLMMIMHAPHBIN NOA-
XOf, YTO He NO3BOJINAO BbISBUTb BAVAHWA TBOPYECTBA
YsHb XyHLLOY Ha Apyrue KyabTypHble Tpaguumm [4].

IpaBropbl Y3Hb XyHLLIOY OTINYAROTCA CNOXHOMN
KOMMO3MLUMEN N SIMOLMOHANAbHBIMU, NoAYac Apa-
MaTuyeckmmMmu croxxetammn. OCHOBHbIE CLLEHbI €ro
rpaBrOp 3TO U306paXKeHNs NHOAEN B HaMPAXKEHHbIX
WAN NeYanbHbIX MOMEHTax, B TOM YMCae CLEHbI 13
N3BECTHbIX NbEC UAN ANTEPATYPHbIX NPOU3BEAEHWI
TMna «3anagHas KoMHaTa» (FHEIC), rae Xya0XKHMK
MacTepcKku nepesaeTt SMOLMOHA/bHbIE COCTOAHUS
CBOUWX MepcoHaxen. (na. 2)

TexHuka ncnosHeHus rpasrop YaHb XyHLoy oT-
InyaeTca HOBAaTOPCTBOM /1 CBOETO BPEMEHW, Besb
B HEl NPUCYTCTBYET coYeTaHne TPaAULNOHHOM KU-
TaliCKOW XUBOMUCK C 31eMeHTaMu Kcuaorpaduu.
XyBOXKHWK UCNOb3YeT TOHKME NNHUN 414 nepeja-
un AeTanein 1 3MOLMOHANbHOMO BblpaXkeHUs aunL,
yTOo HbINIO HEXapaKTepPHO ANA XXMBOMUCK TOrO Bpe-
MEHW, TAe Ba>XkHOe MecTo 3aHuManv dopma 1 ABu-
XeHue. Y3Hb XyHLLIOY TakXKe akTUBHO MCMOJ/b30Ba
TEXHWUKY LUTPUXOBKW, YTODObI CO3aThb OLLYLLEHWE Ty-
H6UHbI U TEKCTYpPbI, UTO TOXE NpuaaBano ero pabo-
Tam 0Cobyto BbIPa3UTENIbHOCTb U XXMBOCTb. BansHme
TPaAVLMOHHOW KUTaNCKOW XUBOMUCU U KCUorpa-
bVK OTUETANBO NPOCNEXMBAETCA B KOMMNO3NLIUN
ero rpastop. [1py 3TOM OH AOBOJILHO YMESO COeAn-
HAET NPOCTPAHCTBO W MePCNeKTUBY, XapaKTePHble
419 KMTAMCKOro UCKYCCTBa, ¢ Honee coBpeMeHHbI-
MW 3/1eMeHTamMU BM3YyasbHOro NOBECTBOBAHMS. OTU
0COBEHHOCTN NOAUYEPKMBAKOT HOBATOPCKMI NOAXOS,
YsHb XyHLIOY, KOTOPbIV coYeTan TpajuLNOHHbIE
TEXHUKW C HOBbIMW NS TOFO BPEMEHU MpUEMaMMy,
co3gaBas paboTbl, KOTOPbIE OCTAOTCA LIEeHHbIMU
N ANA COBPEMEHHbIX XYAOXHUKOB [5].
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BepoATHO O4HMM M3 CaMbIX 3HAaUNMbIX 31EMEH-
TOB, KOTOPbIA Y3Hb XyHLIOY BAOXWA B CBOU FpaBHo-
pbl, ABASETCA CUMBON3M U306paXXEHHbIX repoes.
Kaxkablh nepcoHax «PeuHblx 3aBogei» npescTasieH
He TONbKO B COOTBETCTBUW C €r0 POJbIO B POMaHe,
HO M C YYETOM NINYHbBIX CUMMATUIA N aHTUMATUR Xy-
AO>XHMKa. B yacTHOCTN MOXXHO 3amMeTuTb, UTo Y3Hb
BO3BbILLAET TaKMX repoes, kak ¥ CyH, KOTOpbI CUM-
BO/N3MPYET CNPaBeANNBOCTb N HEMOKONEOMMOCTb,
npezcTaBnss ero B 6onee 6n1aroposHOM CBETE, YEM
HEeKOTOPbIX APYTUX NEPCOHAXKEW, HECMOTPS Ha ero
XECTOKME NOCTYNKW. B TO Xxe Bpems, Xy[0XKHUK Kpu-
TUYECKM N306paxaeT nepcoHaxer, Ybé noBseseHne
OH ocyxgaan, K npumepy Jltor UskyHb 1 Jin VK, noa-
YEpPKMBas NX HU3KOE MPOUCXOXAEHUE 1 cnabocTy,
TEM CaMbIM MOKa3blBas CBOE OTHOLLEHME K COLM-
aNbHbIM M MOpanbHbIM HOpMaMm [6, c. 423].

Ba>kHOM YaCTbio CEMaHTMKM €ro NpPon3BeAeH N
ABNAETCA BHMMaHWeE Y3Hb XyHLUOY K AeTandM U CUM-
BOJIMKE B M306paXKkeHnn oAexabl N akceccyapoB
nepcoHaen, Besb 3a4acTyo OH UCMOAb30Bas CIO0X-
Hble OpPHaMeHTbI U AeKOpaTUBHbIE 31EMEHTbI, KOTO-
pble He TOJIbKO MNOAYEPKMBaAN COLMANBHbIN CTaTyC
repoes, HO 1 OTpaXaaun KyibTypHble 0COBEHHOCTH
BpemMeHW. B cBOeN CyLLLHOCTU 31eMeHTbI ClyXaT He
NMPOCTO yKpalleHWeM, HO U CMMBOJaMW, KOTOpble
yKa3blBatOT Ha BHYTPEHHMWE KavecTBa 1 CyAbObl nep-
coHaxa. K npumepy, B ogexage n opyxumn Y CyHa
€CTb HaME&KW Ha ero xpabpocTb 1N PeLnTENbHOCTD,
TOrga Kak 6onee CKpOMHbIE U Aaxe YHU3UTeNbHble
3/1EMEHTbI B U306paxxeHnn Apyrux nepcoHaxemn
Tuna lNyHcyHb LL3H, nokas3biBarOT nx BTOPOCTENeH-
HOe 3HauyeHwne B NoBecTBoOBaHUW. (UA. 3)

®dunocodckmne naen YsHb XyHLOy HaxoaaT cBOe
OTpaxkeHue B KOMNO3nLMK 1 obLien atmochepe
rpaBrop. Xy4OXHMK 4acTo MCMOAb30Baa CMMBO-
JNIVKY NpUpoabl, YTobbl NOAYEPKHYTb BHYTPEHHEE
COCTOSIHWE MepCcoHaxelr nuam atMmocdepy CLeHbI,
YTO KCTaTW COOTHOCUTCA C AAaOCUCTKUMW B3rnsja-
MU TOro BpemeHW. Boga, ropbl n aepesbs, n3obpa-
>XEHHble Ha GOHe, He NPOCTO CO3Aat0T aHTypax, HO
n cnyxat metadbopamu ana 6onee rnybokmx Tewm,
HaMmeKatoT Ha Takume Bellu, kak bopbba 3a cnpaBea-
NNBOCTb, HEN3BEXHOCTb CyAbObl NN BHYTPEHHW
KOHGAMKT repoes. B cBounx rpaBtopax YaHb XyHLoy
Tak>Ke NoAYEPKMBAET TeMY NepeMeH 1 TeKyyecTu
BPEMEHMW, UTO OTPaXKeHO B AMHAMUKE KOMMO3MLWIA
N NCMONb30BaHUM NNHUIA U NPOCTPAHCTB [7, . 88].

PaboTbl XyHbLUOY BbIAENAKTCA CBOUM YHUKa/b-
HbIM CTWUJIEM, KOTOPbIN coyeTaeT B cebe TOHKOCTb
JINHWIA, YTOHUYEHHOCTb AeTanel n ocoboe BHMMaHWe

K BblPa3nTeNbHOCTU NepcoHaxen. YsaHb XyHLIoy nc-
Nnonb30Ban TexHUKY 6enol anHum ([F1H), koTopas
npeanoaaraeT UCMob30BaHNE UCKIHUNTENBHO N-
HWIA AN co3aaHns n3obpaxeHus 6e3 NpuMeHeHus
LBeTa. Takas TexHuKa TpebyeT BbICOKOrO MacTepCTBa,
TaK Kak MMEHHO JINHWW JOJIKHbI nepesaTb dopmy,
06beM, TEKCTYPY U AadKe 3MOLMOHaNbHOE COCTOS-
Hue nsobpaxkaemoro obbekTa. (M. 4)

JInHUK B ero rpaBropax OTAMUaAKOTCA Pa3HOO-
6pasvemM: OHN MOryT HbITb Kak OCTPbIMU U PE3KUMMU,
Tak U MATKUMW, NAaBHbIMKU. Takoe pa3Hoobpasue
NVHWI NPUAEET N3006paxeHnAM ANHAMUKY U Tay-
OVHyY, co3zaBas OLLyLLEHNE ABUXKEHUS U XXUIHU.
Kaxablli 3n1eMeHT KoCcTioMa TLaTtesibHo npopabo-
TaH, YTO MO3BOJISIET HE TOJIbKO MOAYEPKHYTH CTa-
TYC W XapakTep repos, HO 1 NpuaaTb N300paxeHnro
[LEeKOPaTMBHYHO LIeHHOCTb. B TO e Bpems, YaHb ak-
TUBHO MCMOJ/Ib30BaN KOHTPACT MEXAY MJIOTHbIMU
1 CBET/IbIMU y4YacTKamu, YTo f06aBAsAIO rpaBropamM
06bEM U TEKCTYPHOCTb.

KoMM031LMOHHO ero rpaBropbl TakxKe MHTEPECHBI
1 pazHoobpazHbl. Y3Hb XYHLLIOY yMeN0 UCNoNb30-
BaJl NPOCTPAHCTBO JINCTa, YTOObI CO3AaTh CIOXKHbIE
CL,EHbI C MHOXECTBOM MEPCOHaXen, HO NMpu 3TOM
COXPaHUTb ACHOCTb U BblPa3nUTebHOCTb KaXaoro
13 HKUX. OH YacTo MNPUMEHAN METOJ, «MHOTFOMIaHO-
BOCTW», FAe NepesHu 1 3a4HUIA NaaHbl 0O6beanHs-
HOTCS B €4MHYH KOMMO3ULMIO, CO3AaBas UANO3UIO
rny6uHbl NpocTpaHcTBa. [laHHas TexHuKa, Hapaay
C aKLEHTOM Ha I/1aBHbIX reposx CLeHbl, MoMora-
Na co3zaTb MOLLHble BU3YyabHble 06pasbl, KOTO-
pble NPVB/EKAOT BHUMaAHWE U OCTatoTCA B NaMsATh
3puTensa [8].

XyAOXHUK TakxKe MPUMEHS METOZ «MyHKTUP-
HOW AnHWUW» (A %k), Koraa AMHWUW, onpegenstoLime
KOHTYpbl 06bEKTOB, NPEPbLIBAtOTCA N BO30OOHOBASA-
tOTCS, CO34aBast BNeyat/ieHme NerkocT 1 npospau-
HOCTN M306paxkeHuns. B cywHocTH, OH He TO/bKO
nojyepKMBaeT JeTaiu, HO U AeslaeT n3obpaxeHue
60s1ee XMBbIM 1 €CTECTBEHHbIM.

BansHMe TpaagMLIMOHHOWN KNTANCKOM XXMBOMUCK
B paboTtax YaHb XyHLIOY NposABASAETCA Yepes ero
BHUMaHWe K CUMMEeTPUK, FapMOHUU U PUTMY KOM-
nosuuwmu. B ero rpaBopax MOXHO 3aMeTUTb BAUAHUNE
KJIaCCMUYECKOW LUKOJIbl MeN3aXKHOM XNBOMUCH, B KO-
TOPOI BaXkHOe 3HauyeHue NpuaaBanocb He TOJbKO
N306paxKEHNIO MPUPOAbI, HO U Nepejaye BHYyTPeH-
Hero COCTOSIHWSA YesIoBeKa, ero HACTPOEHUS U MbiC-
Neli Yyepes B3aUMOAENCTBME C NPUPOAHOW CPeaoin.

B cpaBHEHMM C ApYrUMU NPOM3BEAEHNAMMN Ma-
cTepa, TakMMM Kak ero paboTbl ¢ M306paxeHAMM

BYAAMMCKMX N JA0CCKNX BOXECTB 1AM MOpPTPeTHI,
3TV rpaBopbl JEMOHCTPUPYIOT COYeTaHNe Hapoa-
HOrO CTWAA U BbICOKOIN M300pa3nTeNbHOM KybTypbl.
B Hux YaHb XyHLWOy ncnonb3zosan 6onee yrnoeatble
N XXeCTKNE IMHUN, 4UTO KOHTpacTupyert ¢ bonee MAr-
KUMU 1 NAABHBIMW NNHUAMMW B €ro M306paxxeHmnsx
byaamickmx Guryp, n 3To Kak pa3 nogyepkmsaet
Pa3HMLLy MeXAY MUPOM repoeB 1 AYXOBHbBIM MUPOM,
K KOTOPOMY MacTep Takxe obpatuancs [9, c. 141].

Komnosunuum rpasrop B «PeyHbIx 3aBOAAX» OT-
INYAKOTCH AMHAMUYHOCTBIO, YTO 6€3yCNOBHO COOT-
BeTCTBYeT BypHOMY XapakTepy ctoxeToB «LLyrxy
UXyaHb», B TO BPeMs Kak ero gpyrue pabotbl 4acto
XapaKTepu3yroTC CUMMETPUEN N CMOKOUCTBUEM.
[paBropbl TakXXe BbIAENAOTCA MEHEee HaCbIWEeHHOM
LiBETOBOM MaAUTPOM U aKLleHTUPOBAHHbIM UCMOb-
30BaHMeM YepHo-H6esibix KOHTPACTOB, UTO OTANYaEeT
nx ot Hosee APKUX U AeTaNnn3npoBaHHbIX ByaaniA-
CKMX KapTWH. YaHb XyHLwwoy, 6yayun Bblgatrowmmcs
MacTepOM CBOEro BPeMeHW, NCMbITai 3HaunTeNbHOe
BAVAHWE Pa3ANYHBIX XYAOXECTBEHHbIX LLKOA, Cpe-
41 KOTOpbIX 0COO0€e MeCTO 3aHMMaeT LWKoaa auTe-
paTypHbIX XMBOMUCLEB («B3HBX3HbXya»). IMEHHO
3Ta LWKONA, Ky/bTMBMPOBaBLUAA MAeasbl yYeHOro-
3CTeTa, NOBAUAAA Ha €ro MOAXOA K KOMMNO3NLMK,
TeXHWKe 1 BbIGopy CtoXeToB. [104 BANAHMEM LLUKO-
Nbl «B3HbX3HbXYya» Y3Hb XyHLWOY yaensn 6onbwoe
BHWMaHMWe AyXOBHOW COCTaBAAOLEN CBONX NPOU3-
BegeHun [10, c. 43].

Mo>HO yTBepxAaTb, UTO rpastopbl «PeyHble 3a-
BOAM» Y3Hb XyHLLIOY OKa3anu 3HauuTenbHoe BANA-
HWE Ha KUTaCKoe N MMPOBOE UCKYCCTBO, OCOBEHHO
B 0bnactn kennorpadun. Ero paboTbl CTanm BaxHbIM
LaroM B pa3BUTUM TEXHWKMN FPaBOpbI, MOAHAB YpO-
BEHb XY/,0)KECTBEHHOTO BblpPaXeHWNA N TeXHNYeCKO-
ro MacTepcTsa Ha HOBbIN YPOBEHb. YaHb XyHLIOy
ncnonb3osan Kcuaorpaduio Ans CO3jaHna CNOX-
HbIX U AeTaNn3npOoBaHHbIX N306paxKeHNI, KOTopble,
HeCMOTpPS Ha UX MMHWATIOPHble pa3mepsbl, obnaga-
tOT ryBUHOW 1 Bblpa3nTenbHOCTLI0. HoBaTopcTBO
MacTepa OKa3asio 3HauuTeslbHOe BANSAHME Ha No-
cnefyowmx XyA0XKHUKOB Kak B Knutae, Tak 1 3a ero
npeaenamu. Ero rpasropbl € U3ALWHBIMU AUHUAMMA
N CNOXHBIMW GOpMaMK NPUBAEKAN BHUMaHME Kak
KMTaNCKMX, TaK 1 3anajHblX KOANEKLIMOHEPOB U Lie-
HUTeNel NCKycCcTBa.

B KOHTekcTe KMTackon puaocodmnm MOXxHO
YBUAETb, KaK XYLOXHUK UCMONb3yeT NepcoHaXxen
N UX AeNCTBMA ANA NepeAadn MopasbHbIX YPOKOB
1 3TUYECKNX HOPM, CBONCTBEHHBIX KOHYLIMAHCTBY.
O6pasbl repoeB MOryT BbITb MHTEPNPETUPOBAHDI
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Kak CMMBOJIbl CMPaBeASMBOCTM U AobpoaeTeny,
B TO BPeMSA Kak OoTpuLateNbHble NePCOHaXN MO-
ryT 6bITb M306paXKeHbl C aKLLEHTOM Ha UX MOpaJib-
Hble cnabocTtu.

MNo3gHee NMEHHO 3TOT CTUAb Kcuaorpadum oka-
3a1 BAUSIHWE Ha pa3BUTME M306pa3nTeNbHOro mc-
KyccTBa B KuTae B No3aHWIA nepuoa anHactum MuH
W paHHWI nepuog aAvHactum LMK, yctaHOBMB HO-
Bble CTaHAAPTbl ANS KavecTBa NeYaTHON NPOAYKLIMM
N XYAOXECTBEHHOMN M3blCKAHHOCTU. B KyNbTypHOM
Hacneaumn Kutas rpastopbl YaHb XyHLLOY 3aHMMatOT
0coboe MecTo Kak NpuUMepbl COYETaHUS BbICOKOW
Ky/AIbTYpPbl C MacCOBbIM UCKYCCTBOM. Ero rpastopbl
NPOAOJIKAKOT BbI3blBaTb MHTEPEC Yy UccaesoBaTe-
Nnert N KONNEKLMOHEPOB, YTO CBUAETENbCTBYET 06

WX AONrOBPEMEHHOM BAVAHUN Ha pPa3BUTME KUTa-
CKOrO MCKYCCTBA.

MepcnekTVBbI JaAbHENLINX NCCNeA0BaHWI TBOP-
yectBa YaHb XyHLoy BkAtOYatoT 6osiee rnybokoe
N3yyeHune BAVAHWA ero rpaBrOp Ha UCKYCCTBO 3a
npeaenamu Kutas, a Takxxe npyMeHeHe NHTep-
AVNCUMMANHAPHBIX MOAXOAOB K aHanAu3y ero pabor.
B nocnegyrowmx nccnegoBaHuax npeanonaraer-
€S NPOaHaAN3MpPoBaTb BAVAHME MacTepa Ha AMOH-
CKOe MCKYCCTBO, a TakKe NPOBECTU CPaBHUTENbHbIN
aHanu3 rpastop YaHb XyHLWOY C Npon3BeseHnAMU
APYIUX XYyJOXHUKOB TOro BpemeHu. MnaHnpyetcs
6onee feTanbHbIN aHaAN3 TEXHUKN UCMOHEHUA ero
rpaBrOP M UX BANAHWE Ha pa3BuUTMe Kcuaorpadum
B Pa3/INUHbIX Ky/JIbTYPHbIX KOHTEKCTaX.

BUBNNOTPADUA

1. Yxoy CuH. XKusonucb nepuoga CyH (X=Xl Beka)
W KnTaicKas HapogHas KapTuHa HaHbxya // 13Bectus
PIMY um. A.W.TepueHa. 2008. N2 60. URL: https://
cyberleninka.ru/article/n/zhivopis-perioda-sun-h-hiii-
i-kitayskaya-narodnaya-kartina-nyanhua (gata o6pa-
weHwus: 15.05.2024).

2. Jly Ca. CapoBo-napKkoBOe UCKYCCTBO Kak dakTop nsme-
HeHWU 06pa3oB KUTANCKON Men3axkHo! Xxnsonucu //
®dunocodpunsa n kynbtypa. 2022. N2 10. URL: https://
cyberleninka.ru/article/n/sadovo-parkovoe-iskusstvo-
kak-faktor-izmeneniy-obrazov-kitayskoy-peyzazhnoy-
zhivopisi (gata obpatyenuns: 15.05.2024).

3. Wang, Y. A Sentimental History: Depicting Emotion in
Chinese Art. Library of Congress, 2018. URL: https://
www.loc.gov/item/2021690786/

4. Burkus-Chasson, A. «Chen Hongshou’'s Laments.»
Journal of Chinese Literature and Culture, vol. 6,
no. 1, 2019, pp. 96-136. DOI: https://doi.org/
10.1215/23290048-7496846

36

5. The Huntington Library, Art Collections and Botanical
Gardens. Gardens, Art, and Commerce in Chinese
Woodblock Prints. URL: https://www.huntington.org/
gardens-art-commerce-chinese-woodblock-prints

6. Bacunbes J1.C.KynbTbl penurum tpagmunn B Kutae.
M.: Hayka, 1970.

7. BuHorpagosaH.A.Kutaiickas neizaxkHas XVBOMUCH.
M.: i306pa3utesnbHoe nckyccrso, 1972.

8. Jln OxuaHbaXyHb. Kutainckme HapoAHble KapTUHKM
1 TpaguumoHHas xxumeonuck // C6opHMK yHmBepcTeTa
ropoga TanwaHsb. TalwaHb, 2002.

9. YeHb YyaHblum. YaHb XyHwoy (1598-1652). Xab6eli:
Obpa3soBatenbHoe n3gatenncrso, 2003.

10. lto FOuwaHb. KopoTko 06 3cTeTnke KUTaMCKmX Ha-
POAHbIX HOBOTOAHWX KapTuH // Peakune kuTanckue Ha-
POAHbIe KapTVHbI U3 COBETCKUX U3AaHNI. JIeHVUHIpag;
Aspopa, 1991.



