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ZHANG LIPING. MASTER OF FREEHAND BRUSH
WORK

Summary: Zhang Liping's creative work represents
the newest Chinese painting, which favours magnificent
landscapes and natural imagery created while travelling.
It is important to note that the artist’s creative work, a
continuation of the great masters of Chinese painting
and European modernism, fills it with discoveries, ex-
panding the boundaries of modern landscape painting.

The painting school formed at the intersection of
traditional ink painting and the latest Western and
Russian influences has become one of the most in-
dicative and at the same time difficult to understand
phenomena of modern Chinese art. Zhang Liping,
the Rector of the Art Institute of Xiamen University,
is its outstanding representative. His personal ex-
hibition, The Art of Sunlight, dedicated to the 75th
anniversary of the establishment of diplomatic re-
lations between China and Russia, was held in the
halls of the Russian Academy of Arts in 2024, un-
der the curatorship of Guo Xiaobin, the honorary
foreign member of the Russian Academy of Arts.

Zhang Liping is a distinctive example of a na-
tional artist. His individual style, as a result of tire-
less professional searches, diverse experiments with
plastic form and openness to new creative trends,
has acquired a universal character. It reveals the cur-
rent trends in the development of Chinese paint-

We can see the profound national roots of his talent in
his vibrant colour sense and the uniqueness of his live-
ly, quick drawing.

Keywords: Zhang Liping, Xiamen University, Russian
Academy of Arts, modern Chinese painting, freehand brush
work.

ing to a wide audience as well as a narrow circle
of specialists.

Even the first acquaintance with Zhang Liping's
paintings gives a clear understanding of his powerful
colouristic gift. Preferring to work in the landscape
genre, the artist seems to pass the centuries-old
history of landscape painting through his sensi-
tive brush, encyclopedically covering almost all of
its significant manifestations — from the Chinese
Mountains and Waters genre to parallels with Peter
Doig, from impressionism to the tachisme of the late
Nicolas de Staél and André Lanskoy. In the Russian
perspective of painting perception, we could easily
imagine Zhang Liping as an interlocutor and even a
co-exhibitor with a number of artists from different
eras — Konstantin Korovin with his programmat-
ic etudism, strict and lapidary Georgy Nissky, the
masters of the Vladimir school of landscape with
their extreme chromatic tension and even explo-
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Il 7. Zhang Liping. Boats and Nets, 2016. Oil on canvas {fE5M) (400 cm x 150 cm) 20T6FF£ D1

sive nonconformist Anatoly Zverev, who does not
recognise clear stylistic boundaries. At the same
time, it should be noted that Zhang Liping is by no
means an eclectic, he is not a combiner of random
heterogeneous stylistic elements. He is a complete,
deep, and serious artist. Each time, he approach-
es the canvas fully armed with world painting ex-
perience, using it to create innovative examples of
modern landscape art.

Today, Zhang Liping'’s creative work is seen as
one of the most striking breakthroughs of pure pic-
torial element, liberated by a bold gesture of a vir-
tuoso brush. At the same time, he is also an artist
of a synthetic type, following the example of one
of the founders of modern Chinese art, Xu Beihong,
in bringing together the tradition of Chinese ink
painting with the landscape vision of the Russian
school and the formal discoveries of Western art.

The material fabric of his paintings is like a seeth-
ing colourful stream, transformed by the pow-
erful energy of a brushstroke — viscous, dense,
colour-bearing. At times, it seems uncontrollable,
even chaotic, somewhat reminiscent of the ges-
tural plasticity of De Kooning's or early Diebenko-
rn's paintings. In some works, it achieves an almost
self-valuable improvisational arbitrariness, and at
times, it acquires an impeccable, almost calligraph-
ic precision of touch. The surface of Zhang Liping’s
canvases claims self-sufficient artistic value — a
viewer, looking at them from a close distance, can
forget for a moment that a landscape painted from
life is before them, and not an example of action
painting or a tachisme opus.

Professor Liping is indeed a landscape painter,
and, remaining faithful to his favourite genre, he
subordinates his entire life to it. Here, the ability to
create works of art is associated with a voluntary
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choice of a painter-traveller's fate. Striving to com-
prehend the sublime embodied in nature at risk to
himself, the romantic image of a wandering artist,
who disappeared from the world art scene as if long
ago, is resurrected in his person. The long years of
Zhang Liping's creative life are also literally “years
of wandering”. During that time, he explored many
cities and villages of China, the mountainous re-
gions of the country, and its coastal territories with
a sketchbox easel on his back. In the end, he be-
gan to create works that go far beyond the sketch
form — both in terms of format (some pieces are
more than three meters on the long side) and in
terms of general spatial direction, owing to which
the plein air motif acquires a strict rhythm and ex-
pressive completeness of composition each time.

Here, for example, is Gulangyu Island and Te-
gan Terraces (both 2022), striking the eye with the
intense contrast of cadmium and carmine tones
with vast plains of Turkish blue and emerald green.
What a decisive, almost Fauvist in its audacity, col-
our opposition... And how can one not recall here
Matisse's famous call to look for a solution to all
problems in a box of paints? However, the experience
of European colourism is interpreted here through
a special culture of brushwork, the boldness, and
confidence of which is visible in every plan, every
form, every touch. It is difficult not to admire this
inspired dance of the brush — it repeatedly chang-
es direction and pressure in the same stroke, the
elegant ease of movement meets the brutal force
of a large spot. And — no, not the artist’'s random
successes, not sudden happy finds are before us,
but a plastic framework of the composition care-
fully organised in a sequence of gestures. We find
a similar structure-forming role of gesture in the
large-format canvases Boats and Nets (2016) and

Dazuo Bay (2023), where the chosen motif is so
subordinated to the intrinsic plastic expressiveness
of the brush rhythm that it acquires an abstract-hi-
eroglyphic character. In other works, such as the
wide panoramic view of Jagan or Peach Blossoms
on the Outskirts of Shangian Village (both — 2022),
the objective character of the image, on the con-
trary, increases due to its graphic sharpening and
intense highlighting of spatial plans. The careful at-
titude to brushwork and the fundamental value of
the brushstroke are invariably preserved.

It is worth emphasising that the pictorial tenden-
cy, within the framework of which realistic elements
are combined with technical methods borrowed
from the arsenal of non-objective art, is quite no-
ticeable today and is represented by major artists,
including Scottish artist Jenny Saville, Frenchman
Georges Rouault, Russians Vitaly Pushnitsky and
Vladimir Migachev. In professional terminology, the
term "abstract realism” has even become estab-
lished, which is difficult to reconcile with, being in
the territory of scientific discussion, but which is a
striking example of artistic slang, promptly record-
ing the phenomenon in the form of an oxymoron.

In essence, we are talking about gestural realistic
painting, which, however, differs from the pictorial
realism of the early 20th century in the spirit of J.
Sorolla or V. Serov, with their characteristic breadth
of execution. Abstract realism is a trend within re-
alism, emerging at the junction of its traditional
and later (for example, photorealism and hyperre-
alism) forms and some tendencies of non-objective
art (primarily action painting and its formal discov-
eries). Based on the external similarity of individual
techniques of applying paint (the gestural nature
of painting, the gravitation towards a large format),
there is reason to classify Zhang Liping as belong-
ing to this influential international trend. Howev-
er, it would be a serious mistake. No matter how
close the Chinese artist is to the work of his foreign
colleagues in certain aspects of his work, his think-
ing and his creative method, reflected in the very
structure of each individual painting, regardless of
size, time of creation, and formal merits, are funda-
mentally different. To understand them correctly, it
makes sense to turn to the theoretical foundations
of Chinese painting.

Speaking about the uniqueness of the profes-
sional thinking of a Chinese painter, it is necessary
to emphasise the special influence exerted on him
by the traditional art of ink painting, gué hua. Its

Ill. 2. Zhang Liping. Boats and Nets, 2016. Oil on canvas
(A5 (400 cm x 150 cm) 20T64E#£

Il 3. Zhang Liping. Early Morning, 2019. Oil on canvas
¢2fh) (700 cm x 80 cm) 20194 $£

theory has developed and become more complex
over many centuries, gradually taking shape in a
number of treatises. It is worth mentioning the six
principles of Chinese painting, Notes on the Cate-
gories of Ancient Painting by Xie He (4797-5027?),
Notes on the Methods of the Brush by Jing Hao (c.
855-915), On Painting with a Fly Swatter in Hand
(1650) by Shen Hao (1586-1661), which gained par-
ticular fame for its high literary form, Manual of the
Mustard Seed Garden (1689) by Wang Gai and She
Xin Yu, as well as the generalising Brief Notes on Na-
tional Painting (1750) by Zhang Geng (1685-1760).

When faced with the theoretical provisions of
Chinese painting, one cannot help but notice the
extensive use of anatomical terms in the profession-
al language of artists. Of course, we are not talk-
ing about the area of specialised knowledge that
has become established as “"plastic anatomy” as an
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Ill. 4. Zhang Liping. Gulangyu Island, 2022. Oil on canvas {FERUSY (360 cm x 120 cm) 20224 N

auxiliary discipline. Chinese painters have remained
indifferent to this issue for centuries. It would be
more correct to speak of a kind of anatomy of pic-
torial space, built, however, by analogy with the hu-
man body. And the traditional Chinese artist clearly
understands the role of their main tool, the brush,
and their main, and sometimes only material, ink,
in the formation of each of the “organs”. Ink and
brush work in an inseparable unity; however, their
areas of responsibility are separated.

The brush outlines the “veins” and shapes the
“bones”, while ink is understood as a kind of life-giv-
ing substance that gives the image "blood” and
“muscles”. In this case, the level of "veins” is asso-
ciated with the plastic rhythm of the brush move-
ment, “bones” — with the external manifestation
of internal strength (a kind of architectonics of the
image if we try to translate this into European ter-
minology); “muscles” are perceived as an external
plastic form; “blood” directs the internal vital force.
In addition, in one or another artist's work, individual
levels can be expressed to a greater extent — rea-
soning about artists who hide bones in muscles, or,
on the contrary, allow bones to be outlined under
muscles, distantly recalls the opposition of “drafts-
men” to “colourists” in European schools of paint-
ing. Here, the link between the tectonic structure
of the image and its gestural structure is of funda-
mental interest. The wrist gesture was understood
as a basic element of pictorial space in European
painting rather late, only from the second half of
the 19th century; whereas for the Chinese artist, it
has been an organic part of the integral image for
many centuries.

Having chosen the technique of oil painting,
Zhang Liping masters it, comprehending all the
diverse wealth accumulated by the French impres-
sionists and postimpressionists, masters of Russian
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landscape, painters of action and tachisme. How-
ever, this matter, seemingly alien to the Chinese
visual space, lies on a foundation that strictly cor-
responds to the traditional anatomy of the paint-
ing. Professor Zhang Liping literally infuses fresh
blood and gives a fully developed musculature to
the body, the skeleton and interweaving veins of
which are pictured in full agreement with the clas-
sical painting theory dating back to Xie He and Jing
Hao. Hence, the rare sense of harmony for a mod-
ern artist, the unity of space, the elastic rhythm of
the brush gestures (the level of “veins”), devoid of
any chance. The fundamental pictorial structures
created by generations of gud hua masters were
inherited, carefully preserved, and developed by
Zhang Liping at a new stage in the historical de-
velopment of art.

Understanding the structure of the space of Chi-
nese pictorial images, as we see, is directly related
to issues of technical execution. It is no coincidence
that already at the basic level, we speak of the spe-
cial role of gesture. The role of the movement of
the brush, its trajectory, the force of contact, the
tilt, and the nature of the splitting are conceptual-
ised here. The expressed interest in the nuances of
performance skills is determined to a large extent
by the method of studying painting on scrolls that
has taken root in Chinese culture. In it, in contrast
to the European examination from the general to
the particular in motion from a distance, the work
was assessed from a close distance — to exam-
ine all the features of the artist’s individual manner
in detail. This concerned both the scrolls painted
with a “careful brush” in the gongbi technique (pre-
dominant until the 12th century), and the works of
the “"rough brush” or “freehand brush” technique
of shenbi, which entered into competition with it.
The latter is of particular interest to us as a prac-

tice that embodies the principle of xie yi (“paint-
ing an idea”) as opposed to the gongbi principle of
xie sheng ("painting nature”). An artist who strives
to implement the xie yi principle in their work sets
the unusually complex technical task of combining
“ten thousand strokes” in one stroke, which requires
tireless self-improvement and inner spiritual work.

Continuing the legacy of the great xie masters of
the 20th century, Qi Baishi and Xu Beihong, Zhang
Liping fills it with discoveries in the field of modern

landscape painting. With a few precise strokes, he
establishes an entire mountain range on the plane of
the canvas; with a quick scattering of black strokes,
he brings to life a fishing village, and in the glow-
ing clots of paint, he conveys to the viewer the aro-
ma of freshly cut grass caressed by the setting sun.
Here, technical virtuosity serves a deep poetic feel-
ing, and the traditional shenbi principles receive a
new life, transferred by Zhang Liping to the modern
artistic process, becoming a full-fledged part of it.
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Y>XXAH JINNWH, MACTEP CBOBOAHOW KNCTWU

AHHomayus: TeopyectBo YxaH JlunuHa npescrasnn-
€T HoBelLWYto Xunsonuco Kutas, npegnounTaroLLyto Be-
NINYECTBEHHBIN Nen3ax, 0bpasbl MPUPOAbI, POXAEHHbIE B
nyTewwecTBusx. BaXkHo OTMETUTb, UTO TBOPUECTBO XYAO0X-
HWKa, MPOAO0AXKANA MMHMIO BENUKNX MacTEPOB KUTakCKOM
>KMBOMWUCK 1 EBPOMENCKOrO MOAEPHM3MA, HaMOJHsET eé
OTKPbITUAMM, PaCLUNPAS FPaHULLbI COBPEMEHHOW Me3ax-
HOW KapTUHbI. MOLLHBIV KONOPUCTUYECKUI fap U CBO-
eobpasne 3HeprnyHoro, BbICTPOro pMcyHka — BblAatoT

OgHnM 13 Hanbonee NokasaTesibHbIX Y BMeCTe C
TeM CNOXHbIX AN8 MOHWUMaHWSA ABAEHNA COBPEMEH-
HOrO KMTaMCKOro MCKyccTBa cTana chopmMmnpoBas-
LIasca Ha NepeceyeHnn TPagnULMOHHON TyLLEBOM
KMBOMWCK 1 HOBENLLNX 3amnajHblX, a Tak)Ke PoCCuin-
CKUX BANSHUI XWBOMUCHAasA LLIKOAA, BblAAOLLMMCA
npeAcTaBUTENEM KOTOPOMU BbICTYMaeT pekTop Xy-
[,0XXECTBEHHOTO MHCTUTYTa CAMBIHBCKOTO YHUBEP-
cuteta YxxaH JinnuH. Ero nepcoHanbHasa BbiCTaBKa
«ckyccTBO CONHEYHOrO CBEeTa», MPUypPOUYeHHas K
75-neTnto yCTaHOBAEHNA AUMJIOMaTUYECKNX OTHO-
weHnn mexay Kutaem n Poccumeld, bbina passep-
HyTa B 3anax Poccuinckon akageMmm XyLoXecTs B
2024 roay, nog KypaTopCcTBOM NMOYETHOrO 3apybex-
Horo uneHa PAX o CaobuHs.

YskaH JIMNWH — ApKWIA NpUMep HauMoHaNbHO-
ro XyZLOXHMWKa, aBTOPCKNIM A3bIK KOTOPOTO B pe-
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Ham rnybokue HauMoHaNbHble KOPHM ero MacTepcTBa.
OtgaBas flaHb COBPEMEHHOM Xy0XKEeCTBEHHOW Ky/bTy-
pe, MacTep HepexxHO XPaHUT TPaANLMM KUTANCKOW TyLle-
BOW xwuBonucy. CBOMCTBEHHAs roxya cBoboaa KMCTEBOTO
XecTa HaXOAUT HEeOXMAAHHYO MHTeprpeTaLmnto B Mac-
NSHON TeXHUKe.

Knroueseie cnosa: Yxar /lunuH, CameiHeckull yHUBEP-
cumem, Poccutickas akademus xydoxecms, cospemMeHHas
kumatickas xusonuce, c8060OHAA KUCMb

3y/bTaTe HeyCTaHHbIX MPOPEeCCMOHaNbHbIX MONCKOB,
MHOr000pa3sHbIX 3KCMEPUMEHTOB C MAACTNUYECKOM
$OPMOW 1 OTKPBLITOCTU K HOBbIM TBOPYECKMM Besi-
HWAM, Nprobpen yHUBepPCaNbHbIV XxapakTep, OTKpPbI-
Bas Kak LUMPOKOMY 3pUTeNto, Tak 1 Y3KOMY Kpyry
CNeunanmcToB akTyadbHble TEHAEHLMW Pa3BUTKA
xxmponucy Kutas.

Y>xe nepBoe 3HaKOMCTBO C KapTUHaMu Y>kaH
JlnnvHa paet AcHOe NOHWMaHMe O ero MOLLHOM
KonopucTnyeckom gape. MNpegnoyunTarowmian pabo-
TaTb B Nelr3aXKHOM XaHpe, MacTep byATo nponycka-
€T CKBO3b YYTKYH KMCTb MHOFOBEKOBYH UCTOPULIO
Nen3aXKHoM XXMBOMUCK, SHLIMKNOMNEANUYECKM OXBATbI-
Bas e/Ba /N He BCe ee 3HaYMMble NPOsABIEHNsA — OT
KWTaMCKOro XaHpa «ropbl v BOAbI» A0 napanienei
Mutepy JoMnry, oT UMNpPeccMoHn3ma 4o Talmsma
nosaHero Hukonsa age Crana n AHgpe JlaHckoro. B

POCCUINCKOW NepCrnekTMBe BOCMPUATAS XXUBOMUCHOMO
MCKYCCTBA Mbl MOT/I Obl C JIETKOCTBHO MPeACTaBUTb
UxkaH JlIunnHa cobeceHMKOM 1 faxke CO3KCMOHEH-
TOM LLeIOro psifia XyAOXHUKOB pa3HbIX 3rox — KoH-
CTaHTUHa KopoBWHa ¢ ero NporpaMMHbIM 3THOAM3MOM,
cTpororo v nanugapHoro eoprua Hucckoro, ma-
CTEPOB BAAANMMPCKON LLIKOAbI Mer3axa C ux npe-
JEe/IbHBIM XPOMATUUYECKMM HaMpPsi>KEHVEM U Jaxe
B3PbIBHOIO 1 HE MPU3HAOLWEro YeTKMX CTUNEBbIX
rpaHuL, HOHKOHbOopMUCcTa AHaTonuns 3Bepesa. Mpu
3TOM, HY>KHO 3aMeTuTb, YaH JIMNnH — OTHIOAb He
3KNEKTUK, HE KOMBUMHATOP CyYalHbIX Pa3HOPOAHbIX
CTUNEBbIX 3/IEMEHTOB, HO LIe/IbHbIN, TyOOKUI U ce-
PbE3HbIN XYJOXHUK, BCAKUM pa3 MOAXOAALLMIA K XON-
CTy BO BCEOPY>KMN MUPOBOTO XMNBOMUCHOTO OMbITa
N MOBUNN3YIOLLNIA €ro AN CO34aHUsA HOBAaTOPCKMX
06pa3sLLOB COBPEMEHHOIO MeM3aXXHOro NCKYCCTBa.

CeroaHs TBOpUECTBO Y>kaH JSInnnHa BUANTCA O4-
HUM 13 Hanbonee APKMX NPOPLIBOB UNCTOM XUBO-
MUCHOW CTUXUU, OCBOBOXAEHHOW CMEJbIM XXECTOM
BUPTYO3HOW KMCTW. BMecTe ¢ TeM, OH TakxKe 1 Xy0X-
HUK CUHTETUYECKOTO TUMa, CeAYHOLLA NPUMEPY OA-
HOrO U3 POZAOHAYaIbHUKOB HOBEWLLIErO KUTANCKOrO
nckyccrsa Cron baixyHa B 06besuHEHUN TpaanLmnm
KWUTaMCKOM TYLLEBOW XMBOMUCK C MNeN3aXKHbIM BU-
AEHVEM PYCCKOM WKObI U GOpMasbHbIMUK OTKPbI-
TUAMW NCKyCCTBa 3anaga.

L
Ill. 5. Zhang Liping. Tianquan Lake, 2023. Oil on canvas {iAEXKREY (180 cm x 120 cm) 20234 #£I1

MaTtepuanbHas TkaHb ero KapTuH nogobHa 6yp-
NALEeMy Kpaco4yHOMY MOTOKY, Npeobpasyrowemy-
€ MOTy4Yel 3Hepruer Maska — Taryyero, nioTHOrO,
LBETOHOCHOTO. [Togyac oH KaXeTcs Heynpasase-
MbIM, AlaXKe XaoTUUYeCKUM, YEM-TO HaNoOMUHas >e-
CTOBYHO n1acTuky nonoteH [le KyHunHra nam paHHero
AnbeHKopHa, N B OTAENbHbIX MOAOTHAX AOCTUTas
efiBa 1 He CaMOLLeHHOro MMMPOBU3aLMOHHOTO
npoun3Boa, nogyac xe obpertaet 6€3yKOpuU3HeEH-
HYIO, MOYTK Kanamrpaduyeckyto TOYHOCTb KaCcaHWs.
[ToBepxHOCTb Xx0nCTOB YXaH JInnnHa npeteHayet
Ha CaMOJOCTaTOUHYH XYZOXECTBEHHYH LLeHHOCTb
— TaK YTo, paccMaTpvBatoLLmMIA UX C BAN3KOro pac-
CTOSIHWSA 3pUTENb MOXET Ha MUT 3abbITh, UTO Nepes,
HWUM Nen3ax, HanncaHHbIA C HaTypbl, a He obpa-
3eL, XUBOMUCKU AeNCTBUA UK XKe TaLIMCTCKUIA OnyC.

Mpodeccop JINNVH, AeACTBUTENBLHO, NMEN3aXKICT,
W, XpaHs BEPHOCTb M3NHOHAEHHOMY >XXaHPY, OH MOA-
YMHAET eMy 1 BCHO OPraHmn3aLmio CBOeRn Xun3Hu. Bos-
MOXXHOCTb CO3/iaBaTb NPOV3BEAEHNsA NCKYCCTBA 34€eCh
conpsxeHa ¢ 406pOBOJ/IbHbIM BbIGOPOM CyabbbI
XMUBOMUCL-NyTeLlecTBeHHMKa. B ero anue Bockpe-
caet byaTo 6bl JABHO YyXKe cowealmnii C MUPOBON
XYZLOXXECTBEHHOW CLLeHbl pOMaHTUYecknii obpas
CTPaHCTBYIOLLEro XyAOXHMKA, C PUCKOM AN cebs,
B NMPeOAO/IEHNM HEB3IOZ 1N UCMbITaHWI CTpemsLLe-
rocsi K MOCTUXKEHUWIO BOMJIOLLEHHOrO B Npupoje

33



llL 6.. Zhang Liping. Noon, 2020. Oil on canvas {BE4-) (120 cm x 80 cm) 20204F $£ I

BO3BbILEHHOrO. [lonrne rofbl TBOPYECKON XMN3HN
YkaH JIunmHa — 370 TakXe 1 B 6yKBaJIbHOM CMbIC-
Jle «roAbl CTPAHCTBMI», 33 BPEMS KOTOPbIX C 3THOA-
HWKOM 3a CMUHOW MM BbINN NCCNef0BaHbl MHOTHE
ropoga v ceneHuns Kutas, ropHble panoHbl CTpaHbl
1 ee NpubpexHble TeppuTopUN. Mpn 3TOM B UTO-
re OH NpuLlen K Co3AaHuio NPOU3BeAEHWI, BbIXO-
AALLMX JaneKo 3a PaMKu 3THOAHON GOopMbl — Kak B
nnaHe dopmata (HekoTopble BeLn bonee Tpex me-
TPOB NO H60/bLUEN CTOPOHE), TaK U C TOUKN 3peHus
0bLLe NPOCTPaHCTBEHHOM pexnccypsl, baarogaps
KOTOPOW NAEH3PHbIA MOTUB BCAKUIA pa3 obpeTaeT
CTPOTNIN PUTM M Bblpa3nTENbHYHO 3aBEPLUIEHHOCTb
KOMMO3nLMN.

Bort, k npumepy, «Octpos ynaHbron» 1 «Teppac-
cbl TeraH» (06e 2022), nopaxkaroLnin rna3 Hanps-
>KEHHbIM KOHTPACTOM KaZMWEBbIX N KAPMUHOBbIX
TOHOB C OBLWMPHBIMW MNONAMU TYPELKOWN ronybor n
n3ympysHow 3eneHon. Kakoe pelmTenbHoe, moytu
doBMCTKOE NO AeP30CTU CBOEN LiBETOBOE NPOTH-
BOTMOCTaBAEHMeE... VI KaKk He BCMOMHUTb 34eChb 3Ha-
MEHWTBIA MaTUCCOBCKMI MPU3bIB UCKaTb peLleHne
BCex NpobseM B ALimKe ¢ Kpackamn? OgHako onbIT
€BPOMencKoro KoJopm3mMa TpakTyeTcsa 34echb ve-
pe3 0cobyto KyabTypy KMCTEBOW paboTbl, CMeNOCTb
N yBEPEHHOCTb KOTOPOW BUAHA B KaXXA0M MNjiaHe,
Kaxgor Gopme, Kaxa0M KacaHUW. STUM BAOXHO-
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BEHHbIM TaHLEM KUCTU CNOXHO He 3antoboBaTtbea
— OHa MHOTOKPaTHO MEeHSET HamnpaBieHNe U cuay
HaXkuMma B pakax OJHOro Ma3ka, 3/leraHTHas ser-
KOCTb BUXEHWS BCTPeYaeTcs C bpyTanbHOMN cuiom
KPYMHO MOJOXEHHOrO NATHa. U — HeT, nepes Hamu
He c/lydaliHble yAaun, He BHe3arnHble cYacTaMBble
HaxOAKM XMBOMUCL, HO TLLAaTeIbHO OPraHN30BaH-
HbIA B NOC/e0BaTeIbHOCTM XeCTOB NAacTUYecknin
Kapkac komnosunuun. NMogo6Hyo xe CTPyKTYpoo6-
pa3ytoLLyr POk XecTa Mbl 0bHapy>XvBaeM B Kpyn-
HodopMaTHbIX MoNoTHax «Jlogku n cetn» (2016) 1
«byxTa [Jauzo» (2023), rae n3bpaHHbIN MOTMB Ha-
CTO/IbKO MOAUYMHAETCA CAMOLIEHHOM NAacTUYeCKOoM
BbIPa3nTENbHOCTM KMCTEBOTO PUTMa, YTO Npunob-
peTtaeT abcTpakTHO-NEPOTrAINPUUECKUIN XapaKTep.
B apyrux Belax — Takux, Kak LUMPOKMUA NaHOpam-
Hblli BUA «/[>KaraHa» nau «LBeTywmii nepcrk Ha
okpaunHe pepeBHu LWaHbuaHb» (06e — 2022 T1.) -
npeaMeTHbIN xapakTep n3obpaxkxeHus, HanpoTmB.,
BO3pacTaerT 3a CYeT ero rpaduyeckoro 3aoCTpeHus
N PEe3KOro BbieNeHNs NMPOCTPaHCTBEHHbIX MIaHOB.
BHuMaTeNbHOE XXe OTHOLLEHME K KMCTEBOW pabo-
Te U NPUHLUMNMaAbHas LLEeHHOCTb Ma3ka HEV3MEH-
HO coxpaHseTcs.

CTOUT NOAYEPKHYTb, YTO XMBOMUCHANA TEHAEH-
Lus, B pamkax KOTOPOU peanncTmyeckme 31emMeHTbl
06BEeANHAIOTCA C TEXHUYECKMMM MprYeMamy, nosa-

MMCTBOBAHHbLIMM 13 apceHana 6ecnpesmMeTHOro mc-
KyCCTBa, Ha CEroAHALIHUIA feHb BeCbMa 3aMeTHa u
npescTaB/ieHa KpynHbIMU MacTepamu, cpesm Ko-
TOPbIX LWOTAAHACKAA XyAoXHMUa [xxeHHn Casnan,
dpaHuy3 Xopx Pyo, pycckne Butannii MywHMuKnin
n Bnagumunp Muraues. B npodeccnoHanbHom Tep-
MUHONOTUW faxKe 3aKpenuacsa TepMUH «abcTpakT-
HbIA peann3mM», C KOTOPbIM CNOXHO NMPUMUPUTLCS,
HaXoAACb Ha TePPUTOPUM HayUHOW AMCKYCCUU, HO
KOTOpbIV fBASET CO6OM ApKMiA obpaseL, Xyaoxe-
CTBEHHOrO CJIeHra, CBOeBpPeMEHHO GUKCUpyroLLe-
ro saeneHve B opme OKCHOMOPOHa.

B cyLlHOCTM peub ngeT 0 XXecToBON peannctu-
YeCKOW XMBOMUCHK, OAHAKO >XKe, OTNNUYHOW OT XNn-
BOMUCHOTO peasm3ma Hadana XX Beka B gyxe X.
Coposbn nnn B. CepoBa, € xapakTepHON ANd HUX
LUIMPOTOW NCMONHEHNA. «ABCTPaKTHbIN peannsm» -
3TO HanpaB/eHWe BHYTPW peannsmMa, BO3HMKaroLee
Ha CTbiKe ero TPaAWLMOHHBIX 1 NO3aHeNLWmnX (Ha-
npumep, dotopeanmsma n runeppeannma) Gopm
N HEKOTOPbIX TEHAEHUMNA HecnpesMeTHOro NcKyc-
cTBa (Mpexzae BCero «>KMBOMUCK AEUCTBUA» N ee
dbopManbHbIX HaxoA0K). Ha OCHOBaHWM BHeLLHe-
ro CXOACTBa OTAE/IbHbIX MPUEMOB HaHECEHMA Kpa-
CKW — XKeCTOBOro XapakTepa XWBOMWUCK, TATOTEHUA
K KpynHoMy dopmaTy — eCTb OCHOBaHMA OTHECTU
YxaH JSlununHa K 3TOMy BAVATENbHOMY UHTEPHAaLLMO-
HasbHOMY TpeHay. Ho 3To ByAeT cepbe3HOn owmnb-
KoW. Kak 6bl HM cbanxkanca B OTAENbHbIX acreKTax
cBOelr paboTbl KUTANCKMIA XMBOMMCEL, C TBOpYE-
CTBOM 3apybe>XKHbIX KOANET, ero MbIlWAEHWE N ero
TBOPYECKNI METOJ, OTPaXKeHHbI B CaMOM CTPYK-
Type KaXJol OTAeNbHOW KapTUHbI — HE3aBUCUMO
OT BE/IYMNHBI, BPEMEHWN HanmncaHna 1 GopmManbHbIX
AOCTOVHCTB — GyHAAMeHTanbHO oTanyaroTca. Ana
NX BEPHOTO NOHWMaHWSA MMEET CMbIC 06paTUTLCA K
TEOpPEeTNYECKUM OCHOBAHMAM KUTANCKOW XXMBOMMUCH.

FfoBops o0 cBoeobpasnm NnpodeccnoHasbHOro
MbILLIEHNSA KNTaNCKOro XMBOMMCLLA, HY>XXHO Moj-
YepKHYTb 0cob0oe BANAHME, OKa3blBaeMOE Ha Hero
TPaAULMOHHBIM UCKYCCTBOM TYLLEBOW >XMBOMUCH
roxya. Eé Teopua pasBmBanacb 1 yCnoxHsaAacb Ha
MPOTSXKEHUM MHOTUX CTONETUI, NOCTENEHHO odop-
MWBLLNCb B PAAeE TPAKTaTOB, N3 KOTOPbIX CTOUT YMO-
MAHYTb COZep>Kalline LecTb OCHOBHbIX 3aKOHOB
KUTaNCKOM XXMBOMUCK «3aMeTKM O KaTeropmax cra-
PUHHON xwnsonucn» Ce X3 (479?-5027), «3anucku
0 meTogax knctm» LiamH Xao (ok. 855-915), «O »xu-
BOMWCK C MyXOroHKoM B pykax» (1650) LLsHb Xao
(1586-1661), nprobpeTLIee 0COBEHHYO CaBy CBO-
el BbICOKON nuTepaTypHor dopmoit «CnoBo 0O Xu-

Ill. 7. Zhang Liping. Evening, 2015. Oil on canvas
CGNEY (190 cm x 180 cm) 20154

BOMMCK U3 cada C ropunyHoe 3epHo» (1689) BaH
las n W> CuHb HO, a Takxe obobuatowme «Kpar-
KVe 3aMeTKM O HauMoHanbHOW xuBonuncu» (1750)
UskaH Ha (1685-1760).

CTONIKHYBLUWCb C TEOPETUYECKUMU MOSNOXKEHM-
AMU KUTAMCKOM XXMBOMUCK, HENb3s HEe 06paTUThb
BHMMaHWe Ha obMpHOE NpUMeEHeHMe B Npodec-
CMOHa/NIbHOM fA3bIKE XYAOXXHWKOB aHAaTOMMUYECKUNX
TEPMUHOB. Peub, KOHEYHO, He nAeT O Tol obaactu
CneLmanbHOro 3HaHWs, KOTOPoe 3akKpennaoch Kak
«MNacTnyeckas aHaToMus» B KauecTBe BCMOMOra-
TeAbHON AncuMnAnHbI. K 3TON npobiemaTnke Xu-
BonucLbl Kutas BekaMu COXpaHsatOT paBHOAYLLME.
MpaBuWibHee ByAeT rOBOPUTb O CBOEro poja aHaTo-
MWW XMBOMUCHOTO MPOCTPAHCTBA, BbICTPOEHHOTO,
O HaKo, MO aHaN0rMK C YeNoBEeYECKUM OpraHms-
MOM. VI TpagULMOHHbIN KUTANCKUIA XYAOXHUK AICHO
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Ill. 8. Zhang Liping. Gathering Nets, 2021. Oil on canvas
(Y (100 cm x 80 cm) 20214 1
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Ill. 9. Zhang Liping. Guide, 2022. Oil on canvas {R1E) (150 cm x 90 cm) 20224 #£0

NMOHWUMaeT POJib €r0 OCHOBHOIO MHCTPYMEHTA, KM-
CTW, N €r0 OCHOBHOTO, U MHOTAa U eMHCTBEHHO-
ro mMatepuana, Tywu, B 06pa3oBaHNN Kaxkaoro uns
«opraHoB». Tylb U KUCTb paboTaroT B Hepa3pbIB-
HOM € MHCTBE, OZlHaKO 30Hbl UX OTBETCTBEHHOCTU
OKa3blBaOTCS Pa3BeAEHbI.

Knctb HameuaeT «kunbi» 1 0GOpPMAAET «KOCTU»,
TOrja Kak Tyllb OCMbIC/NIMBAETCA Kak CBOero poja
XU3HETBOPHasn cybcTaHuma, fatolas n3obpaxkeHunto
«KPOBb» 1 «MbILULbl» [pKY 3TOM YPOBEHb «XKWUA» ac-
COLMNPYETCA C CBA3aHbl C MNAACTUYECKUM PUTMOM
KWNCTEBOTO ABMXKEHUS, «KOCTEN» — C BHELUHUM NPO-
fIBJIEHVEM BHYTPEHHeW Cubl (CBOEro posa apXuTek-
TOHWKa N306pakeHWs, eCan NonbITaTbCsA NepeBecTu
3TO B €BPOMNENCKYH TEPMUHONOTUIO); «MblLULLbI»
BOCMPUHMMAOTCS B Ka4eCTBe BHELUHeN naactuye-
CKOV GOpPMbI; «KPOBb» HanpaB/seT BHYTPEHHIOO
KN3HEHHYHO cuay». Kpome TOro, y TOro nam MHoro
MacTepa oTAeNbHble YPOBHM MOTYT ObITb Bblpaxe-
Hbl B B0bLLIEN Mepe — OTAANIEHHO PacCy>XAeHUs O
XYZAOXHUKaX, KOTOPblE CKPbIBAIOT KOCTW B MbILLLLAX,
WA XKe, HAaNPOTMB, AatOT KOCTAM 0603HAUUTLCA NOZ
MbILILLAMY, HaNOMWHAKT NPOTMBOMOCTaBAEHNE «PU-
COBA/IbLLMKOB» «KOJIOPUCTaM» B €BPOMENCKNX LLIKO-
nax >xxveonucu. MpuHUMNUanbHbIN MHTepec 34ecb
NpeAcTaBAseT yBsA3Ka TEKTOHUYECKOW CTPYKTYpbl
N306paxKeHUs C ee XXeCTOBOW CTPYKTYpoi. Kuctesoi
KECT OCMbICNMBAETCs Kak 6a30BbIi 3/1eMEHT XMBO-
MUCHOTO MPOCTPAHCTBA B €BPOMENCKON XMNBOMUN-
CW AOBOJIbHO MO3AHO, NLb CO BTOPOM MONOBUHbI
XIX Beka, TOraa Kak Ans KNTaCcKoro XyA0XHMKa Ha
NPOTAXEHUN MHOTVX BEKOB Obll OPraHNUUYHOWN Ya-
CTbHO LLe/IOCTHOTO N306paXkeHns.

N36paBlumnii ana ceba TeXHUKY MacasHOM Xu-
Bonucy YxxaH JinunvH, ocBanBaert ee, NocTuras Bce
MHOroobpasHoe 60raTcTBo, HakonaeHHoe dpaHLLy3-
CKMMMW MMMPECCUOHMCTaMMU U MOCTMMMNPECCUOHUCTa-
MU, MacTepaMu PyccKoro rnersaxa, XnBonmcuamm
AencTBmA 1 Tawmctamun. Ho 3Ta, kasanoch 6bl, vyxaas
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KNTaCKOMY BU3yalbHOMY NPOCTPaHCTBY MaTepus,
NOXMTCS Ha OCHOBaHWE, CTPOro COOTBETCTBYHOLLEE
TPaAULMOHHOW aHaTOMUN KapTuHbl. Mpodeccop
YskaH JInnnH 6ykBanbHO BAMBAET CBEXYH KPOBb
W JlaeT COBEPLUEHHO Pa3BUTYHD MyCKyaaTypy Teny,
OCTOB VM CMJIETEHUS XXWUJI KOTOPOTO BbICTPOEHbI B
MOJIHOM COrAacuM C KNacCUUEeCKOMN XKMBOMUCHOM
Teopuen, Bocxogsauen kK Ce X3 u LIsnH Xao. Otcto-
[la peZKoe ANsi COBPEMEHHOTO Xy 0XHMKa YyBCTBO
rapMOHWK, eANHCTBO NPOCTPAHCTBA, YNPYruii puT™M
KMCTEBbIX XXECTOB (YPOBEHb «XKWJ»), INLIEHHbIX Ka-
KOV 6bl TO HY Bbl10 cyyaiHOCTU. DyHAaMeHTaNbHbIE
>KMBOMWCHbIE CTPYKTYPbl, CO3aBaBLUMECS NMOKOJIe-
HMWAMW MacTepoB roxya, bbin yHacne0BaHbI, be-
PEeXHO CcoXpaHeHbl U pa3BuTbl YxkaH JIMNMHOM Ha
HOBOM BUTKE MCTOPUYECKOTrO Pa3BUTUS UCKYCCTBA.

MoHVMMaHWe CTPYKTYpbl MPOCTPAHCTBA KUTANCKOro
XVBOMWUCHOTO N306pakeHus, Kak Mbl BUAWUM, Hanps-
MYHO CBfi3aHa C BOMpOCaMu TEXHWUYECKOro UCMOI-
HeHus. He cayyaiiHO yxe Ha 6a30BOM ypOBHE Mbl
roBopuM 06 0coboi posu xecta. Posib ABMXKEHNS
KUCTK, ee TPaeKToOPuK, CUbl KaCcaHWsl, Hak/loHa 1 xa-
paKkTepa pacLieneHns 34ecb KOHLENTyann3mpyeTcs.
BbipaskeHHbI MHTEPEC K HI0@HCaM UCMONHUTENbCKO-
ro MacTepcTBa ONpeAenseTcs B 3HaunTeNbHOW Mepe
YKOPEHUBLUMMCS B KUTANCKOW KyAbType Cnocobom
N3YYEeHMs XMBOMUCU Ha CBUTKAX, MPU KOTOPOM, B
NPOTUBOMONOXHOCTb EBPOMENCKOMY OCMOTPY OT
06LLero K YaCTHOMY B ABUWXEHWUW C AasbHEro pac-
CTOSIHUSA, MPOV3BEAEHMNE OLLEHNBAIOCh C BAMXKHE-
ro pPaccTosiHMA — Tak, YTobbI feTaNbHO PacCMOTPETb
BCE OCOBEHHOCTU MHAMBKAYaANbHON MaHepbl aBTo-
pa. 370 Kacanocb Kak CBUTKOB, HAaMMCaHHbIX «TLa-
Te/IbHOM KNCTbIO» B TEXHWKA IyHbOWU (Npeobnasana
ao Xl Beka), Tak U NPON3BEAEHUNA BCTYNMUBLLEN C
Hel B KOHKYPEHLMIO TEXHUKE «Tpybor KNCTU» UK
«CBOBOAHOM KMUCTU» ceHbbU. MocneaHsaa ocobeH-
HO MHTEpeCyeT Hac Kak npakTvKa, Bomn/oLatoLias
NPUHLNMN ce N («AncaTb NAer») B MPOTUBOMOI0X-

HOCTb YCTAaHOBKE r'yHbbW Ce W3H («nucaTb HaTypy»).
XYAOXKHWK, CTPEMALLNNCS peann3oBaTb B CBOEM
TBOPYECTBE NMPUHLMM CE 1, CTaBUT Nepes cobon He-
06bI4aliHO CNOXHYIO TeXHWYeCKYHo 3agady obbesu-
HEeHWS B OJHOM LUTPUXE «AECATU ThICAY LUITPUXOB>,
yTO TPEbyeT HEeYCTaHHOTO CaMOCOBEPLLIEHCTBOBA-
HWA W BHYTPEHHeN AyXOBHOM paboThl.
[Mpogonxasa NMHUIO BEANKMX MacTepoB ce n XX
Beka, Lin baniwwn n Cron balixyHa, YxxaH JIunuH Ha-
NONIHAET ee OTKPbITUAMU B 061aCTN COBPEMEHHOW
nen3aXkHOW KapTuHbl. HECKObKMMU TOUHBIMU Ma3-

KamMu OH yTBep>KaeT Ha MJOCKOCTU XOCTa Leblii
FOPHbIN MaccuB, BEroM POCChINbI YEPHbIX WTPU-
XOB BbI3bIBaET K XM3HU PbliOaLIKYO AepeBYLIKY, a B
PAEHOLWMNX CrycTKax Kpacku 4OHOCUT 3pUTeNto apo-
MaT CBEXXECKOLLEHHOW TPaBbl, JaCKaeMOM 3aKaTHbIM
conHueM. TexHnyeckas BUPTYO3HOCTb 34eChb CTYXMWT
rNy6oKOMY MO3TUYECKOMY UYBCTBY, @ TPAAULMOH-
Hble YCTaHOBKM CEHbOW MOyYatoT HOBYHO XXM3Hb,
nepeHeceHHble Y>xaH JIMMMHOM B COBPEMEHHbIN
XYZAOXECTBEHHbIN MPOLLeCC M CTaBLUNE MOJHOLEH-
HOW ero 4acTbto.
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