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SCHOOLS AND INNOVATIONS: MONUMENTAL
PAINTING OF CHINA DURING THE PERIOD OF
REFORM AND OPENNESS

Summary: The paper presents notable projects of mon-
umental painting and their authors. Special attention is
given to the history of the creation of the monumental
painting cycle for the Beijing International Airport. The
novelty and significance of the innovative pursuits of
monumental artists are analyzed in the context of artis-
tic and social processes.

The development of monumental painting in
modern China and education in this field gained
significant momentum due to the stable social con-
ditions that emerged in New China. The successful
advancement of monumental painting in contem-
porary China was also facilitated by the spread of
education in this area, as well as by the love and
devotion to this art, passed down from generation
to generation among monumental artists. The old-
er generation of artists preserved a deep emotion-
al connection with monumental painting, and their
years-long careful preservation of the monumen-
tal painting heritage began to reveal their vitality
after the founding of New China.

After the founding of New China, modern Chi-
nese visual art was primarily shaped by two major
artistic directions. "At a general level, in the struc-
ture of modern Chinese art education, two leading
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schools—or rather, two systems of painting—have
always existed, which influenced the development
of contemporary Chinese visual art: one was based
on the Xu Beihong School (#&3k:8), including the
Yan‘an Art School and the traditions of Soviet and
Russian fine arts taught at the Central Academy of
Fine Arts (F R3ERZ5T); the other was the sys-
tem of decorative painting at the Central Academy
of Applied Arts (fr st T2 £ K 2px), developed by
Zhang Guangyu (5K =) and Zhang Ding (5K{T).""
These two directions introduced bold innovations
and experiments in artistic concepts, creative meth-
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Ill. 1. Zhang Ding (3%17), «Nezha Conquers the Sea» (WRIE[F3), 1979, acrylic, 1500 x 340 cm. Beijing Capital International Airport.

ods, and educational models. They had a signifi-
cant impact on monumental art after the period
of Reform and Opening, defining new paths of de-
velopment for Chinese monumental painting. This
development reflects both the cultural and artistic
diversity of China and its capacity for adaptation
and innovation, which is essential for the further
growth and globalization of Chinese art.

The Xu Beihong School at the Central Acade-
my of Fine Arts had a profound influence on the
Chinese painting sphere, thanks to its unique re-
alistic painting style. This school placed great em-
phasis on drawing, considering it the foundation
and starting point of mastery in painting, as well
as the lifeline of realism in painting. “In the autumn
of 1958, in a small courtyard in Modelkou(#&=, A),
in western Beijing, young students of the Central
Academy of Fine Arts sat around one of the profes-
sors, passing to each other his manuscripts made
in the Dunhuang caves—thus began an extraor-
dinary lesson in monumental painting... This pro-
fessor was Dong Xiwen (Z% ), and the students
around him included Zhong Han (§§;%), Li Huaji
(Z71£ %), Dong Fuzhang (Z#&), Xing Lian (7ij3%),
Chen Canxing (FR*I&), Zhang Li (3KFF), and oth-
ers.”? In the same year, Dong Xiwen and Jin Zhilin
(87 = #K) began working in the Department of QOil
Painting at the Central Academy of Fine Arts, spe-
cializing in depicting figures. Through their work,
they combined the traditions of Soviet realism with
the decorative spirit of traditional Chinese paint-
ing, including the vivid colors of Dunhuang mon-
umental painting. Reflecting on the students who
studied in Dong Xiwen's workshop between 1958
and 1964, we can see that figures such as Li Huaji,
Liang Yunging (3iz7&), Yuan Yunsheng (FRiz4),
Liu Bingjiang (XZ&3T), and Zhang Songnan (345

2. Li Huaji. «The Revival of Monumental Painting Thanks to
Dunhuang,» Chinese National Gallery, 2008, No. 1, p. 23. Z&
HE (BENEFANTRE) (FEZRAIE), 2008551
#1, 231

) not only became outstanding educators, teach-
ing at the monumental painting department of the
Central Academy of Fine Arts, but also made sig-
nificant contributions to the development of mon-
umental painting in China in the following years.
Zhang Guangyu (3K J£5F) is known as the “found-
er of modern Chinese decorative art.” He conducted
extensive research on Chinese art and mythology
from different eras and successfully adapted fresh
ideas from modern Western art. “The Bauhaus School
in Germany, Soviet Constructivism, modern-style
Mexican monumental painting, and German Ex-
pressionism had a significant influence on him.”?
When Zhang Ding (3({7) was at the beginning of
his creative journey, Zhang Guangyu, with his keen
eye, discovered his talent and became his artistic
mentor. The painting school of the Central Acade-
my of Applied Arts was oriented towards the aes-
thetics of decorative art, striving in its works to
inherit and revive the spirit of the institute’s deco-
rative art tradition.The artist-educators were able
to express the new spirit of the time in their works
by incorporating elements of graphic art. In addi-
tion, the techniques of traditional and folk paint-
ing were harmoniously combined with methods of
decorative art, complemented by an understanding
of the expressiveness and beauty of stylized ele-
ments.If Zhang Guangyu sowed the seeds of deco-
rative art and founded the school of decorative art,
then Zhang Ding became his successor, continuing
to spread and develop new ideas in art. “In 1957,
a workshop for monumental painting was estab-
lished in the Decoration Department of the Central
Academy of Applied Arts. Zhang Guangyu, Zhang
Ding, Zhu Danian (1. X£E), Yuan Yunpu (ZRizH),
Yan Shangde (& 1&), Zhang Guofan (3K [E %), and

3. Zhen Mingshu, He Jie. “Encounter and Understanding,
Mentor and Friend — Zhang Ding and Zhang Guangyu” [J].
Decoration, 2017(10): 4, pp. 40-43. TLHA4Y, 1a54. (ARIBARAN,
IRBIRA——K(TS5KEF) 1. #14, 2017(10): 4, 40-43T1.
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Il 2. Hou Yimin (f=— &) and Deng Shu (3}3&), «A Hundred
Flowers Bloom» (B #5710, 1980, ceramic, 800 x 500 cm. People’s
Daily Editorial Office, Beijing.

Il 3. Zhang Shiyan GkitE), «The Clear Waters of the Li
River» ((BKiEH]), 1979, lacquer painting, 90 x 180 cm.

others taught there.”* The significance of this school
became evident 20 years later in the famous pro-
ject of monumental painting at Beijing Internation-
al Airport. The Central Academy of Applied Arts is
open and tolerant, capable of transcending tempo-
ral boundaries, synthesizing Chinese and Western
art by integrating Chinese traditional folk art, ce-
ramic art, Chinese and Western monumental paint-
ing, as well as easel painting into a comprehensive
educational process, which defines the path for the
development of modern art.

The most notable event in the field of monu-
mental painting in China in 1979 was, undoubtedly,
the completion of a cycle of monumental paintings
for the waiting hall of Beijing International Airport.
The project began with a proposal from the Civ-
il Aviation Administration of China, which was ap-
proved by the leadership of the State Council of
China. Under the leadership of Zhang Ding (517),
dean of the Central Academy of Applied Arts, art-
ists created monumental paintings for the airport,
laying the foundation for modern Chinese monu-
mental painting. Zhang Ding himself also complet-
ed a work in the glue painting technique, “Nezha

4. Zhang Shiyan. Chronicle of Contemporary Monumental
Painting in China. <A Hundred Years of Monumental Painting
in China» [M]. China Architecture and Building Press, 2004, p.
598 stttz (PENRLEMAZEER). (FELSEK
LEBFE) M. FEERI W Rt 2004, 5981.
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Conquers the Dragon” ( {BBFEFE)Y ) (ill.1). As the
chief director of the monumental painting project
at the airport, Zhang Ding was an art historian with
extensive knowledge and skills. His creative expe-
rience spanned comics, wood carvings, New Year
paintings, propaganda posters, Chinese painting,
monumental painting, dry brush techniques in Chi-
nese landscape painting, state image design, post-
age stamp design, decorative signage, exhibition
design, calligraphy, and more. "During the Great
Production Movement in Yan'an, Zhang Ding and
others organized an exhibition in the military hall,
which was visited by American military observers
and foreign journalists. They highly praised the ex-
hibition, stating that they had not seen anything
like it in Chongqging. Later, Mao Zedong gave the
exhibition the slogan ‘Be better, progress.” Thanks
to his artistic taste, Zhang Ding eventually gained
recognition and support in Yan'an.”® During the war
years, he was the chief designer of exhibition events
in Yan'an, promoted the idea of ‘street art,” and par-
ticipated in designing the decoration of the city for
the main parade at Tiananmen Square. Thus, with
his extensive knowledge and practical experience
in the fields of art and design, as well as being the
dean of the Central Academy of Applied Arts, Zhang
Ding possessed management and coordination tal-
ent. Thanks to his vast experience, he was able to
complete the grand monumental painting project
in just nine months, achieving outstanding results.

The profound social impact of the monumental
paintings at Beijing International Airport is largely
explained by the fact that their artistic form tran-
scended the traditional boundaries of the time, of-
fering people a completely new visual experience.
This innovative approach not only demonstrated
the value and place of monumental painting but
also embodied in artistic form the ideals and per-
ceptions of Chinese authors about national identity.
They skillfully combined traditional Chinese culture
and folk art with other artistic forms, presenting the
monumental paintings of the airport to the world,
which created an opportunity to promote Chinese
culture globally. The creation of the painting cycle
for Beijing International Airport became a symbol
of the “revival” of monumental painting. Their influ-
ence also stems from the progressiveness of artis-

5. Zhu Qianfu. «Zhang Ding: The Recovery of Lost Territories»
[J]. Chinese People’s Political Consultative Conference, 2005,
(Issue 8), pp. 54-55. sk F K. (kAT B k) ). HEEBH,
2005, (5£81), 54-55T1.

tic concepts and the encouragement of innovations
in other forms of painting, both conceptually and
formally. The leading creators of the monumental
paintings at the airport, such as Zhang Ding (5&1T),
Zhu Danian (#fiX4E), Yuan Yunpu (GRi=H), Yuan
Yunsheng (Riz4), and others, possess profound
academic knowledge and practical experience in
creating projects in both thematic and expressive
aspects. It is especially worth noting that since its
founding in 1956, the Central Academy of Applied
Arts has attached great importance to the study of
decorative art. Due to its emphasis on decorative-
ness, special attention was given to the compo-
nents of form and beauty, as well as to the pursuit
of understanding the laws of art.

At the end of the 1970s, another significant event
occurred in the field of monumental painting. In
1978, Hou Yimin (f#—R) from the Central Acad-
emy of Fine Arts, with the support of the Ministry
of Culture and the academy itself, formed a group
of seven people in the Oil Painting Department to
work in the field of monumental painting. The group
was led by Hou Yimin, and its members included
Zhou Lingzhao (&4 4l), Deng Shu (X3&), Li Huaji
(F{£E), Liang Yunging (iz75), Su Gaoli (&L,
and Zhang Shiyan (3t /Z). Later, they were joined
by Zhang Shicun (3K #%), Yuan Yunsheng (Riz
4), Wang Ximin (EEER), Wang Wenbin (E3X#H#),
Qin Ling (Z&1%), Gao Zongyin (5% 2&), and others.
In 1980, Zhang Songnan (5K %iRg), Lou Jiaben (%
% AK), Sun Jingbo (M gK), and Hua Qimin (f£H
#Y0) joined the teaching staff. In the following years,
other students such as Dai Shihe (1), Cao Li (& /7),
Ma Lu (&), Li Linzhuo (Z2#£3), Han Jinbao (4%
=), Chen Renyu (B A£E), Tang Mingyue (FENS &),
Zhao Songgqing (&%), and others studied there.
They completed monumental projects for the ed-
itorial office of Dingmin Ribao ( {(REHIR) ), the
Cancer Institute of the Chinese Academy of Medi-
cal Sciences, the Huadu Hotel, and others, including
works such as “A Hundred Flowers Bloom” ( { &1¢
FFLY ) (il.2) by Hou Yimin and Deng Shu (1979),
“The Clear Waters of the Li River” ( GE/KZFHE) )
(ill.3) by Zhang Shiyan (1979), “Song of Mountains
and Rivers” ( {W3F4) ) (ill.4) by Wang Wenbin
(1980), “The Rivalry of Magnificent Peaks of Huang-
shan” ( {ELLZFIESFE) ) (ill.5) by Liang Yunging
(1979), and "Flower Mountain” ( {F£ &) ) (ill.6)
by Qin Ling and Gao Zongyin (1980). These works
were created based on observations and sketches
made on location, providing a solid foundation and

Ill. 4. Wang Wenbin (E3X#), «Song of Mountains and Rivers»
(LA, 1982, acrylic, 2400 x 560 cm. Huadu Hotel, Beijing.

IL5. Li Hongyin (Z=3BE[), «The Rivalry of the Magnificent
Peaks of Huangshan» (% LI Z71&4%35), 1980, mosaic, 362 x 1960
cm. Chinese Academy of Medical Sciences, Beijing.

confidence in the execution process, giving the im-
ages in the paintings authenticity and depth. This
underscores the strict adherence to the traditions
of realism upheld by the Central Academy of Fine
Arts and the serious attitude towards art. Hou Yimin,
who at that time headed the Department of Mon-
umental Painting at the Central Academy of Fine
Arts, was also a versatile artist embodying a wide
range of artistic skills and knowledge.

Hou Yimin (f&—E), born in 1930 in Hebei Prov-
ince, began his artistic journey by studying Chinese
painting under Chen Xiaoxi ([/]\;&), a disciple of
Qi Baishi (383 7). In 1946, he entered the National
Academy of Arts in Beiping (B4t % %), where
he studied under such masters as Xu Beihong (&
AR318) and Wu Zuoren (2{£.A), turning his focus to
Western painting. This period of study enabled him
to deeply understand and master Western painting
techniques. From 1954 to 1957, Hou Yimin studied
oil painting at the Central Academy of Fine Arts un-
der the guidance of Maksimov, which further re-
fined his skills in oil painting. In 1958, he became
the deputy director of the Oil Painting Department
at the Central Academy of Fine Arts. Hou Yimin
worked in many areas of art and was a master of oil
painting, monumental painting, Chinese painting,
ceramics, sculpture, and archaeological expertise.
He strove to synthesize Chinese and Western art,
and his works are extraordinarily realistic. He was
also one of the designers of the third and fourth
series of Chinese yuan banknotes. In recent dec-
ades, Hou Yimin actively engaged in ceramics, pos-
sessing deep knowledge in this field and the ability
to select glazes independently. He was one of the
first to apply high-temperature colored glaze in
sculpture and painting, which allowed him to easily
complete his first glazed work, “A Hundred Flowers
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L 6. Qin Lin and Gao Zongyin (&l% SR%), «Flower
Mountain» (#81l), 1980, mosaic, 500 x 3000 cm. Huadu
Hotel,Beijing.

IlL7. Hou Yimin ({&—[&), «The Great Wall of Flesh and Blood»
(M A, 71989, ceramic, 1900 x 450 cm. National Museum of
China.

Bloom" ( {E R ) (ill.2), in 1979. His work is
characterized by rich and vibrant colors, demonstrat-
ing the excellent prospects of using colored glaze
in monumental painting. The painting "Blood and
Flesh — Our Great Wall” ( {1fn 43K ) (ill.7), cre-
ated by him for the Museum of the Revolution, has
a contemporary theme and exerts a positive influ-
ence on the public, reflecting the artist’s social re-
sponsibility. His wife, Deng Shu (XB3&), who came
to Beijing from the old liberated areas, became fa-
mous throughout the country thanks to her New
Year painting "Defending Peace” ( {2 FIF) ). In
1955, she studied oil painting at the I. E. Repin Len-
ingrad Institute of Painting, Sculpture, and Archi-
tecture. After completing her studies in 1961, she
returned to China and continued working at the
Central Academy of Fine Arts as a teacher, leading
courses in oil painting and artistic ceramics. Her cre-
ative work was dedicated to serving the state and
the people, reflecting the spirit of the era through
realism. Deng Shu'’s collaborative works with Hou
Yimin, such as the monumental paintings "A Hun-
dred Flowers Bloom"” and “Song of the Great Chi-
na" ( {#£E>3) ), showcase her mastery in the
“art of color management.”

In fact, it has always been rare to find artists ex-
clusively engaged in monumental painting without
being involved in other forms of art. Even masters
such as Wu Daozi (Ri&F), revered by monumental
painters as the founder of the genre, possessed skills
in figure painting, landscapes, and scrolls. Michelan-
gelo gained fame not only as a sculptor and archi-
tect but also as a master of monumental painting.
Some Western European masters, such as Matisse,
Picasso, and Miro, created individual works in the
genre of monumental painting, although they are
not considered classical monumentalists. “Among
contemporary Chinese monumental painters, a sim-
ilar trend is observed. From the older generation,
Zhang Ding (5k1T) was a master of Chinese painting
and applied arts; Wu Zuoren (£{£.A) was known as
a master of oil painting and Chinese painting; Zhu
Danian (¥ K£E) was a master of ceramics; Zhou
Lingzhao (J&44l)) excelled as a decorative artist.
Among middle-aged and younger artists, many have
achieved significant success in oil painting, Chinese
painting, sculpture, and applied arts. The diversi-
ty in monumental painting, like ‘a hundred flowers
blooming simultaneously,’ is inseparable from this
phenomenon of integration and synthesis, which is
an important driving factor.”® In the 1980s, many
influential monumental artists emerged in China.
Their creativity in monumental painting was full of
inspiration and continued without interruption. At
the same time, they actively contributed to the de-
velopment of monumental painting by engaging
in the planning and organization of work at vari-
ous levels and stages. Thus, they became true ac-
tivists in the field of monumental painting of their
generation.

6. Committee on Modern Chinese Art. “The Complete Collection
of Modern Chinese Art. Monumental Painting” [M]. Liaoning
Fine Arts Press, 1997, p. 20. FEIIREREEZRS. (F
ERRERLE LSBALE) M] T TEALE AR, 1997,
20T1.
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LLIKOJ1bl N UHHOBAUW: MOHYMEHTAJIBHAA
XKMBOTNCb KNTAA NMEPNOAA
PEOOPM 1 OTKPBITOCTW

AHHomayus: NMpepcTaBaeHbl U3BECTHbIE MPOEKTbI MO-
HYMEHTa/bHOW XMBOMUCK 1 UX aBTopbl. Ocoboe BHU-
MaHue yeseHO UCTOPUN CO34aHMNs MOHYMEHTaIbHOMO
LUMKNa KapTUH 415 TTeKMHCKOro MeXAyHapOAHOro aspo-
nopta. AHaNN3MpPYOTCS HOBM3HA Y 3HAUNMOCTb HOBaTOP-
CKUX MOWCKOB Xy,0XXHUKOB MOHYMEHTaNbHOrO NCKYCCTBa
B KOHTEKCTE XYAOXECTBEHHbIX U COLMaNbHbIX MPOLECCOoB.

Pa3BUTME MOHYMEHTANbHOM XXUBOMUCK B CO-
BpemeHHoM KunTae n obpasoBaHue B 370 obna-
CTU MOAYYMAN 3HAUNUTENIbHBIA UMNY/IbC Baarogaps
CTabunbHbIM OBLLECTBEHHbBIM YCNOBUAM, CIOXUNB-
wumcsa B Hoeom Kntae. CoBpeMeHHOe pa3Butme
MOHYMeHTabHOW XunBonucu B Kntae Takxe ycnewu-
HO Bnarogaps pacnpocTpaHeHnto ob6pa3oBaHms
B 06/1aCTV MOHYMEHTaIbHOM XMBOMUCK, @ TakXKe
OoT Nt06BU 1M NPeAaHHOCTN 3TOMY UCKYCCTBY, Mne-
pesaBaemMol U3 MOKONAEHWUS B MOKONEHNE MOHY-
MeHTaNbHbIX XyA0XHWKOB. CTapluee nokoaeHue
XYAO0XHUKOB COXpaHMAo rnybokme sMoLnoHaNb-
Hble CBA3U C MOHYMEHTAIbHOM XWUBOMWUCHIO, U 3TN

Knroqeseie cosa: MoHymeHmaneHas xusonuce, Peghop-
mbl U Omkpsimocme, Llkona Cro balixyHa, Lkona YxaH
Tyaretoll, LleHmpaneHas akademus U3AWHbIX UCKYccms,
LleHmpaneHsIli uHCMumym npukaadHo20 UCKyccmaa,
WHHosayuu e uckyccmeae, [NekUuHckul Mex0yHapooHsiIl
asponopm, KynemypHas udeHmu4Hocme, [nobanuzayus
uckyccmea.

rozbl 6epexxHOro OTHOLEHUA K Hacieanto B cde-
pe MOHYMEHTaNbHOM XMBOMUCK Havaan NPosB-
NATb CBOKO XM3HEHHYHO CMJY NOC/Ae OCHOBaAHMA
Hosoro Kuras.

[Mocne ocHoBaHuAa Hosoro Kutas coBpemeH-
HOe KuTaickoe n306pasnTenbHOe UCKYCCTBO B OC-
HOBHOM 6b1210 CGOPMUPOBAHO ABYMS BaXKHbIMU
Xy[,0XeCTBEHHbIMM HanpasaeHuamMu. "Ha obuem
YPOBHE, B CTPYKTYpe COBPEMEHHOIO KUTaMCKO-
ro XyZ0>XeCcTBeHHOro obpasoBaHua Bcerga cy-
LLlecTBOBaAM ABe BeAyliMe WKOAbl NN, TOUHEE,
fBe CUCTeMbI XXMBOMUCHK, OKa3asLUMe BAMAHME Ha
pa3BMTME COBPEMEHHOIO KMTaAMCKOro n3obpasu-
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Te/IbHOTrO UCKYCCTBA: OAHa OCHOBaHa Ha wkose Cro
BanxyHa ({RIE8), BKAOUAs Xy40KECTBEHHYHO LIKO-
Ny fiHbaHb U TPAAULMM COBETCKOM N POCCUICKOWN
WKOAbl n306pa3nTenbHOro uckyccrea LieHTpanb-
HOW aKaZeMum U3ALLHbIX nckyccTs (F 35 R 2 F5);
Apyras — 370 cMcTeMa AeKopPaTUBHOW XMUBOMUCH
LleHTpanbHOro MHCTUTYTa NPUKNAZHOTO UCKYCCTBA
(R T2 EARFBR), paspabotaHHas YxaH MyaHbtoi
(5K FE=F) v Yxan AuH (5K1T7)."" 21 gBa HanpaBae-
HWUS COBEPLUNAN CMENble MHHOBALMW U MOMbITKN B
XyH,0XKECTBEHHbIX KOHLENLMAX, METOAaX TBOpYECTBa
1 obpazoBaTesibHbIX Mogensx. OHW OKasanu 3Ha-
unTesbHOE BAUSHWE HAa MOHYMEHTa/lbHOE UCKYC-
cTBO nocne nepunoaa Pedopm n OTkpbiToCTM KnTas,
OnpeAesvav HOBbIe MyTV Pa3BUTUS A5 KUTANCKO-
r0 MOHYMEHTaNbHOIO MCKYCCTBa. ITO pPa3BUTME
roka3blBaeT, Kak KyJbTYPHOE M XyJ0XeCTBEHHOE
pa3sHoobpa3une Kutas, Tak n ero cnocobHoOCTb K
afjanTauumn 1 MHHOBALMAM, YTO BaXHO ANS Aab-
HeWLero pa3BuTUa U rnobanmsaunm KMTamcko-
ro UCKycCTBa.

LWkona Cro balixyHa LleHTpanbHOW akageMuu
M3SLLHbIX NCKYCCTB OKa3ana rnybokoe BAUsHME Ha
KWUTaMCKyHo XXMBOMUCHYO chepy, Baarogaps yHU-
KaJlbHON peanucTUUYHOM XMBOMUCKU. DTa LIKO/A
npuAaBana OrpOMHOE 3HaueHre PUCYHKY, paccMa-
TpWBas ero Kak OCHOBY M Hayaso MacTepcTBa B
KMBOMUCK, @ TakKe CUUTast ero XXM3HEHHOM! Nun-
HWen xmBonucn peannsma. “OceHbto 1958 roaa
B MaseHbkoM gBope B Mogankoy(# 83 ), Ha 3a-
nage lMeknHa, Monogble cTyaeHTbl LleHTpanbHO
aKaZemMmmn N3SALLHbIX NCKYCCTB CUAEAN BOKPYT Of-
Horo 13 npodeccopos, nepesasas Apyr ApYry ero
pyKoOMnucK, caenaHHble B newepax AyHbxyaHa, 1
TakK Hayaacs HeobbIYHbIN YPOK MOHYMEHTaNbHOWN
XNBOMUCK... ITUM npodeccopom 6bin yH CnB3Hb
(E# ), a CTYAeHTbl BOKPYT Hero BkAYanm YxyH
XaHb ($0), Jn Xyausm (F{LF), QyH OyuxaH (B
18E), Cun Nadb (IBHE), Ysanb UanbcnH (fRALE)
n YxaH Jln (5KFF) v gpyrve.”? B Tom e rogy Ha
OTAENEHUN MACASHOW XuBonucu LieHTpanbHon
aKajeMum U3sLLHbIX UCKYCCTB Hauyaau paboTatb
AyH CueaHb 1 L3nHb Yxunnmue (87 Z#K), koTo-

1. Jlto CuHb . Cnctema feKopaTMBHON XKMBOMUCK B UCTOPUN UC-
kycctBa Kntas XX Beka — XyZ0XXeCTBEHHBbIN KOHTEKCT 1 Tpa-
AnLmmM yuebbl LieHTpanbHOM akageMum NpukaagHoro nekyc-
crBa[J]. «[ekopauwnsa», 2014, (Bbinyck 9), cTp.44-46. 00.2000
HEEALFHNRBLEFR—PRTZERFERNZAX
BRFNZE S 2 55[)]. 15,2014, (5 94) 44-46 T

2. Jln Xyausu . «Bo3poxaeHne MOHyMeHTaNbHOW >KMBOMUCK
6narogapsa [yHbxyaHy», «Kutalickas HauMoHaabHas rane-
pes», 2008, N1, cTp. 23. = H (BEMEHENTHE),

(FREZEATE) 2008F 5 15,2311
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pble cneunann3npoBaanck Ha n3obpaxeHun eu-
rTyp v cBOMMM paboTamu o6besUHUAN TpagNLLIUK
peannsma B nckyccrese Cosetckoro Cotosa ¢ feko-
pPaTUBHbLIM LyXOM KNTaNCKOW TPaAULLMOHHOM XW-
BOMWUCHK, BKItOYas ApKMe LBETa MOHYMEHTANbHOM
xnsonuecn [lyHbxyaHa. BcmomuHas yuyeHnKoB, KoTo-
pble yunance B Mactepckor [lyH CuaHa ¢ 1958 no
1964 rog, MOXHO yBUAETb, UTO Takme Gurypbl, Kak
v Xyauaw, N1an FOHbUMH (BRi57E), F0aHb FOHbLSH
(FRIz4), Jlto BuHusaH (X53T) n YxaH CyHHaHb
(5K M Eg), He TONIbKO CTanu 3aMeyvaTesbHbIMUN Me-
Jaroramu, npenozaBatensiMn OTAeNEHNS MOHY-
MeHTaNbHON XunBonucu LleHTpanbHOM akagemMuu
N3ALLHBIX NCKYCCTB, HO WU BHEC/IN 3HAUNTE/IbHbIN
BKJ/1aZ, B Pa3BUTNE MOHYMEHTalbHOM XUBOMUCK
Kutas B nocneaytoLine rogsbi.

UskaH MyaHbtol (5K JE5F) M3BeCTeH Kak "oCcHOBa-
Te/lb COBPEMEHHOIO KMTANCKOro AEKOPaTUBHOIO
nckycctea”. OH NpoBén obLMpHbIE UcCneoBa-
HWS KMTAWCKOTO UCKYCCTBA U MUDONOTUN pPa3HbIX
3MOX M YCMeLWHOo ajanTnpoBasa CBEXNE NAen 13
COBPEMEHHOro 3anasHoro nckyccrea. “Lkona ba-
yxayca B [epMaHUKN, COBETCKMIA KOHCTPYKTUBM3M,
MeKCUKaHCKas MOHYMeHTa/lbHas XXMBOMUCb B CO-
BPEMEHHOM CTUE U HEMELKUI 3KCMPECCUOHM3M
OKasaan Ha Hero 3HauuTenbHoe BanaHue" > Korga
UkaH AunH (5K17T) 6bIn B Hauane cBoero TBopue-
ckoro nyTu, YxkaH l'yaHbtoi, obnagatoLmii NPOHMU-
LatesbHbIM B3rNA40M, OTKPbIN €ro TasaHT 1 cTan
€ro XyJ0>XecTBeHHbIM HacTaBHUKOM. LLikona xwu-
BOMNUCK LleHTpanbHOro MHCTUTYTa NPUKNAAHOIO
nckycctBa bbl1a OpMeHTUPOBaHa Ha 3CTETUKY Je-
KOpPaTMBHOIO MCKYCCTBA, CTPEMSACH B CBOMX pabo-
Tax Hac/eAoBaTb M OXUBAATL AyX AEKOPATUBHOIO
NCKyCCTBa MHCTUTYTa. Neaarorn Xyf0XXKHUKN CMOTAN
BbIPa3nTb B CBOEM TBOPYECTBE HOBBIN AyX Bpeme-
HW, obpaLLasch K anemeHTam rpadukmn. Kpome toro,
npuemMbl TPagULIMOHHON M HAPOAHOM XUBOMUCK
OpraHW4YyHO COYETANINCh C METOZAMM AEKOPATUBHO-
ro MCKYCCTBA, ONOJIHEHHbIE MOHUMaHWEM Bblpasu-
TENIbHOCTN W KPacoTbl CTUN30BaHHbIX 3/1IEMEHTOB.
Ecnm YkaH lyaHbloW nocean ceMeHa aekopaTumB-
HOTO MCKYCCTBa M OCHOBAJ LUKOY AeKOPaTUBHOrO
ncKyccTBa, To YUxaH [JMH ctan ero HacheaHMKOM,
nocaeaoBaTesieM B PacipoCTPaHEHUN U Pa3BUTUN
HOBbIX MAel B uckyccrae. “B 1957 roay B otaene-
HWUK gekopaunin LleHTpanbHOro MHCTUTYTa Npu-

3. YxaH MuHwy, X3 Li3e . BcTpeya n no3HaHWe, HacTaBHUK
n apyr — YxaH [luH n Yxan lyaHbron[J]. «[ekopaums»,
2017(10): 4, cTp.40-43. T ARET E ARIBARAN, IR IF IR R ——
KT 53K EF].415,2017(10):4, 40-43T1.

KnafsHoOro uckyccrea 6biia cossaHa MacTepckas
MOHYMEHTaNbHON XKMBOMWCK. B Hell npenogaBa-
nn YxaH MyaHbtol, YxaH AuH, Yy JaHbsHb (17
AIE), FOaHb HOHbNoOY (FRIZH), AHb WaHas (=4
&), YxaH FodaHb (GKEE) n apyrue”.* 3HaueHne
3TOW WKO/bl NPOABMAOCE Yepe3 20 fieT B 3HAMEHH-
TOM MpPOeKTe MOHYMEHTaNbHOM XUBONUCK [eKnH-
CKOro MeXAyHapoAHOro aspornopTa. LleHTpanbHbIi
MHCTUTYT NPUKNAZHOTO UCKYCCTBA OTKPbIT U TONe-
paHTeH, cnocobeH nepecekaTb rpaHNLLbl BPEMEHMY,
CUHTEe3MpPOBaTb KMTaCKOe 1 3arnajHoe UCKYCCTBO,
00beUHAA KUTANCKOE TPAAULMOHHOE HapOAHOe
NCKYCCTBO, TOHYApPHOE UCKYCCTBO, KUTAMCKYH ©
3anazHyr0 MOHYMEHTANbHYHO XMWBOMWCh, a TakXe
CTaHKOBYO XMBOMMWCb B NpoLecce KOMMIeKCHO-
ro oby4yeHus, 4to onpesensier nyTb PasBUTUSA CO-
BPEeMEeHHOro MCKyCCTBa.

CaMbIM 3aMeTHbIM cobbITMEeM B chepe MOHY-
MeHTasbHOM xusonucu Kutas B 1979 roay, Heco-
MHEHHO, CTaso 3aBeplueHne paboT Haj LMKAOM
MOHYMEHTa/IbHbIX KapTUH ANs 3an1a oxugaHus MNe-
KMHCKOro MeXJaAyHapogHoro asponopTta. [poekT
Hauancsa ¢ npeanoxeHus paxkaaHCcKom aBrauum
Kvtas, kotopoe 6b110 0f06peHo pykoBoACTBOM [0-
cysapcTBeHHoro coseta Kutas. Mog pykoBoACTBOM
UskaH AvHa (3K1T7), AekaHa LleHTpanbHOro nHCTMTyTa
NPUKAAZHOrO UCKYCCTBA, XYAOXHUKM CO34anu MO-
HYMEHTa/IbHble KapTUHbI AN a3pONopTa, 3a/10K1B
OCHOBY COBPEMEHHOW KNTANCKOW MOHYMEHTaIbHOM
xmBonucn. Cam YxkaH AunH Takxke ncnoaHua pabo-
Ty B TEXHUKE KJIENKOBON xmBonucy “Hauxa 6opet-
cs ¢ apakoHoM” ( {BRRE[FE)Y ) (nnn.1). B kayectse
rNaBHOrO PYKOBOAUTENA NPOEKTa MOHYMEHTaNbHOW
KMBOMUCK B a3ponopTy, YxaH [AunH 6bin nctopu-
KOM WMCKYCCTBA C LWWMPOKNUMU 3HAHUAMU N YMEHW-
AmK. Ero TBOpUECKMiA OMbIT OXBaTbIBaA KOMUKCbI,
fepeBsiHHblE pe3Hble paboTbl, HOBOrOAHME KapTu-
Hbl, MpOMaraHAMCTCKME NaakaTbl, KUTANCKYH XKUBO-
MNCb, MOHYMEHTa/IbHYHO XXMBOMMWCh, CyXOW LUTPUX B
KMTaNCKOW Men3aXKHOW XXMBOMUCK, TOCYAapCTBEH-
HbIN UMUIXK-AM3alH, AM3aliH NOYTOBbLIX MapokK, je-
KOpaTVBHble 3HaKW, A13alH BbICTaBOK, Kanaurpapumio
1 Tak fanee. "Bo Bpems Bennmkoro npomsBoaCTBEH-
HOro ABuXeHunsa B AHbaHe YxaH [vH v gpyrue op-
raHM30BaiAW BbICTaBKYy B BOEHHOM 3a/e, KOTOpYHO
MOCeTUAN aMmepuUKaHCKMe BOEHHbIe HabaoaaTenu un

4. YxaH LWnsaH. XpoHnka coBpeMeHHOW MOHYMEHTaNbHOM XU~
Bonuncy Kutas. «CTo n1eT MOHyMeHTa bHOM xmBonucu B Ku-
Tae»[M]. 3gatenbctBo Knutanckowm apxutekTypHOU 1 CTpou-
TeNIbHOV NpOMbILWIEHHOCTH, 2004, cTp.598. Sk tt . I E KK
gemisEfRk PELSERSEEEMLPERAT
H hR#t,2004.598T71.

MHOCTPaHHble XYPHAANCTbl. OHM BbICOKO OLLeHUAN
BbICTaBKY, 3afBWB, UTO He BUAENN HNYero nojo6Ho-
ro B YyHuuHe. lMo3gHee Mao LI33ayH fan BbicTaBke
no3yHr ‘byapTe nydue, nporpeccupyiite’. braroga-
pA CBOEMY XyAO>XeCTBEHHOMY BKycy YxxaH [uH B
nTore 3aBoeBas NpU3HaHWe U Noaaep>XKy AHba-
HA."®> B rofbl BOMHbI OH BbIN FNaBHbIM AM3alHEpPOM
BbICTABOYHbIX MeponpuATUlA B AHbaHe, Npogsuran
naer "yanyHoro nckyccrea” v yyactBoBas B AN-
3aiiHe yKpalleHna ropoga AN raBHOro napaja Ha
naowaam TaHbaHbM3Hb. TakM obpa3om, obiasas
OBLNPHBIMU 3HAHUAMMW W NPAKTUYECKMM OMbITOM B
06,1aCTN NCKyCCTBa U An3aiiHa, a Takke byayun ae-
KaHOM LleHTpanbHOro MHCTUTyTa NPUKAALHOTO 1C-
KyccTBa, YxaH [uH obnagan TanaHTOM yrnpasieHus
n KoopauHauun. bnarogapa 60abLLIOMY OMbITY, OH
CMOT 3aBEPLUMTb FPaHANO3HbIA MPOEKT MOHYMEH-
Ta/IbHOW >KMBOMWUCK BCETO 3a AEBATb MECALEB, 0~
OUBLUNCH BbIJAOLLIMXCA Pe3yNbTaToB.

Fnybokoe coumanbHOE BO3LENCTBUE MOHYMEH-
TaNbHbIX KapTUH MNMeKMHCKOro MeXayHapoaHOro
aspornopTta BO MHOTOM O6bACHAETCA TEM, UTO WX
XyAo>ecTBeHHasa dopma npeogonena TPaAnLMNOH-
Hble PaMKW TOrO BPEMEHW, NMPEeLOCTaBAAA NHOAAM
COBepLUEHHO HOBbIV BM3yasbHbIM OMbIT. 3TOT HOBa-
TOPCKWIA MOAXOZ, HE TOIbKO NoKasa LEeHHOCTb 1 Me-
CTO MOHYMEHTa/NIbHOW XMBOMWUCK, HO U BOMIOTWA B
XYZ0XeCTBeHHON GopMe naeasnbl U NpeAcTaBaeHNs
KUTaMCKMX aBTOPOB O HAaLlMOHaNbHOM MAEHTUUYHOCTH.
OHW TanaHTAMBO COYeTanun TPagNLMOHHYIO KUTal-
CKYHO KYNbTYPY W HapOAHOe UCKYCCTBO C APYrUMu
XyAOXeCTBEHHbIMU GOpMaMK, MPeACTaBAAS MOHY-
MEHTa/IbHYH0 XXWBOMWCb a3pornopTa MUpy, 4YTo OT-
KPbIJIO BO3MOXHOCTb A1 MPOABUXEHUA KYNbTYpbl
Kutanckoro Hapoga. Co3gaHve uukaa KapTuH Ans
MeXayHapoAHoro asponopTa [ekrHa cTano cumBo-
JIOM «BO3POXAEHNA» MOHYMEHTA/IbHON XNBOMMUCH.
VIx BvsAHME Takxke NponcTekaeT U3 NPOrpeccMBHO-
CTW B XyZ,0XKECTBEHHbIX KOHLLENLMAX YU CTUMYANPO-
BaHMA MHHOBALMI B APYrnx popMax XM1BOMUCH Kak
B KOHL,ENTyaNbHOM, Tak 1 B GOpManbHOM OTHOLLEe-
HuK. Begyline cossateny MOHYMeEHTabHbIX Kap-
TUH a3ponopTa, Takme Kak YxaH AuH (5K1T), YUxy
JanbaHb (1 K1), FOaHb FOHbNoy (FRI=H), HOaHb
FOHbLW3H (FRIZ4A) 1 Apyrue umeroT rnybokve aka-
AemMmnyeckme 3HaHMA 1 obaagatoT NpPakTUYeckKumM
OMbITOM CO3/j@aHMA NPOEKTOB Kak B TEMaTUYeCKOM,

5. Yxy UsaHbdy . YxaH [uH: Bo3spallieHre NoTepsaHHbIX 3e-
menb[J]. «<Kutalickuii MOANTKOHCYNbTaTUBHbIN coBeT», 2005,
(Bbinyck 8), cTp.54-55. KFKIKAT: WEKM].FEIK
17,2005, (55 84f).54-55T1.
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Tak 1 B Bblpa3nTenbHOM acnekTax. OcobeHHo cTo-
UT OTMETUTb, UTO C MOMEHTA CBOEro OCHOBAHWSA B
1956 roay LleHTpanbHbIA MHCTUTYT NPUKAALHOTO
NCKyCCTBa NpuaaBan 60/bLIOe 3HaYeHMe UCCNeso-
BaHWIO AEKOPATMBHOIO MUCKycCTBa. /13-3a akueHTa
Ha AeKopaTMBHOCTM 0coboe BHYMaHWe yaensnoch
COCTaBAAOLWMM GOPMbI KPacoTbl U CTPEMAEHUIO K
MOHUMAaHUIO XyA0XXECTBEHHbIX 3aKOHOB.

B koHue 1970-x rogoB B 061aCTV MOHYMEHTab-
HOW XKMBOMMCK NMPOU3OLLIO ELLEe OAHO 3HAUNTENb-
Hoe cobbiTve. B 1978 rogy Xoy NmuHb (fFf—R) 13
LleHTpasbHON akafeMum U3SILLHbIX UCKYCCTB C MOA-
Aep>XKo MUHUCTEPCTBA KyAbTypbl U CAaMOW aka-
AEeMUU co3jan B OTAENEHUN MACASIHOM XUBOMNCK
rpynny n3 ceMu YesioBek A/ paboTbl B chepe Mo-
HYMeHTaNbHOW Xueonucu. Fpynnoi pykosoaun Xoy
NMuHb, a eé uneHamu 6biam Yoy JinHuxao (&4
1)), O3n LWy (RB3E), Jn Xyausn (4L ), NlaH FOHb-
unH (Fi1z75), Cy Naonm (FHE%L), YxaH WnbsaHb
Bk E). 3aTeM K HUM npucoeanHmancs Yxan LWn-
LyHb (5K1d4%), FOaHb HOHbWAH (RIE4), Ban Cu-
MuHb (FEER), BaH BaHbbuHb (£ 3XH#S), UmHb JInH
(&%), Tao 3yHbUH (5 =%) n apyrve. B 1980 roay
B npenojaBaHue Bkatoumamnch Yxan CyHHaHb (5i
MiFg), Jloy Li3a63Hb (#£35K A), CyHb L3nHb0 (Fihve
JK), Xya Linbmunb (F£EH). B nocneaytowime roabl
3aeck yunauck Jan Wwxa (+F0), Llao /i (B 1),
Ma Ny (B§&), Jn NIunbuxyo (Z=RREK), XaHb LI3nHb-
6ao (F54 =), YsaHb Panbiont (FRAEE), TaH MuHbBIO3
(BB &), Yxao CyHumH (X & F) v apyrue. Ncnon-
HWa MOHYMEHTalbHble NPOEKTbl AJA pejakLun
“OnHMUHBL XXnbao”, MHctutyTa oHkonorum Kntan-
CKOW aKkaeMumn MeguLMHCKIX HayK, oTens Xyady 1
Apyrux, Bkaroyas npoussegexunsa “CTo LBeToB pac-
usetatot” ( { EHITHY ) Man.2) Xoy UMuHsa n [3H
LLly (1979), "UncTbie Boabl pekn Jn" ( GEKEE) )
(nnn.3) Yxan Wubana (1979), “TecHb o ropax u
pekax” ( {LLUSTMY ) (Man.4) Ban BaHbbuHa (1980),
“ConepHNYeCcTBO BEIMKONEMHBIX MMKOB XyaHLaHa"
((ELFIESEEY ) Man5) Nad FOHbumHa (1979),
"LiseTouHas ropa” ( {(FERLWY ) Mnn.6) LUunHb JInHs
1 Mao 3yHburHa (1980). 3T paboTbl HbiAK CO34aHbI
Ha OCHOBE HabAtOAEeHWI U 3CKM30B Ha MECTHOCTH,
yTo 0becneumnso AOCTaTOUHYH OCHOBY U YBEPEH-
HOCTb B MPOLLeCcCe UX UCMOJHEHWS, MPUAAaB M306pa-
XEHWSAM B KapTUHE AOCTOBEPHOCTb U IyOMHY. 310
MoAYEpPKMBAET cTporoe cobaroserme LieHTpanbHoM
aKaseMuii U3SILLHBIX NCKYCCTB TPAAULMIA XMNBOMU-
1 peannsma 1 cepbE3Hoe OTHOLLEHME K UCKYCCTBY.
Xoy VIMunHb, BO3rnaBsBLLUMI B TO BpeMs Kadeapy
MOHYMeHTabHOW XuBonucn LieHTpanbHoM akage-
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MWW U3SLLHBIX UCKYCCTB, TakoKe Obln YHUBEPCaNbHbIM
XYZOXHMKOM, ONNLLETBOPSHOLLMM LUMPOKMIA CNEKTP
XYAO0XECTBEHHbIX HAaBbIKOB W 3HaHWN.

Xoy ImuHb (fE—R), poavswniics B 1930 rogy
B NMPOBUHLMN X363/, OH HaYyan CBOW Xy0XKeCTBEH-
HbIV NYyTb, N3y4as KUTANCKYHO XMBOMUCh Yy Y3Hb Cso-
an (BR/INVE), yueHnka Un Banwm (5FE ). B 1946
rogy oH noctynua B HaumoHanbHYH akagemMuio
nckyccts MNekvHa (E2JEF 2 %), rae obyvanca y
Takux MacTepos, kak Cto BanxyH (fRIEI8) n Y Lizy-
op3Hb (R{EAN), 06paTUBLLNCL K M3y4UeHUtO 3anag-
HOW >XXMBOMUCK. ITOT Nepunos 0byyeHns NO3BOAN
emMy rnyboko MOHATb U OBAaZEeTb 3aMaZHOM XU-
Bonucero. C 1954 no 1957 rog Xoy IMuHb yunn-
CA B KJlacCce MacasiHOM xuBonucu LleHTpanbHOM
aKaZeMuu U3ALLHBIX UCKYCCTB MO PYKOBOACTBOM
MakcnmoBa, UTo yraybuno ero HaBblkv B 061acTu
MacnsHou xueonucun. B 1958 roagy oH ctan 3ame-
cTUTENEeM aupekTopa kadeapbl MacAsHOM XMBO-
nucu LleHTpanbHOM akageMunm n3sLLHbIX NCKYCCTB.
Xoy NMuHb paboTan BO MHOrmMx obaactsix nckyc-
CTBa ¥ 6blN MacTepPOM MacCASHOWN XMBOMUCK, MO-
HYMEHTa/IbHOM XXUBOMUCK, KUTANCKOM XKMBOMUCH,
KepaMmKK, CKyAbNTypbl N apXeOoN0orn4eckom 3KC-
neptnsbl. OH CTPEMUACS K CUHTE3Yy KMUTalCKOro U
3anajHoro UCKyccTBa, U ero paboTbl HeObbIYaMHO
peanncTnyHbl. OH Takxe 6bla OAHVMM U3 AM3alHepPOB
TPeTbero 1 YeTBEPTOro KOMMIEKTOB KMTANCKMX toa-
Hei. B nocnegnve gecatunetus Xoy VIMMHb akTUBHO
3aHMMancs kepamukon, obnagas rnybokumm 3Ha-
HUAMM B 3TOK 06NaCTV U YMEHUEM CaMOCTOSATENb-
Ho noabupatb rnasypb. OH OblN OAHUM U3 NEPBBIX,
KTO MPUMEHWA BbICOKOTEMMEPATYPHYHO LBETHYHO
rnasypb B CKY/JbATYPE U XXMBOMUCK, UTO MO3BOIUIIO
emMy B 1979 roay nerko 3aBepLumTb CBOKO MEPBYHO
rnasypoBaHHyto paboty “Cto uBeToB pacLeTatoT”
( (BT ) Man.2). Ero pabota otanvaertcs 60o-
raTbiIMV 1 APKUMU LiBETaMW, eMOHCTPUPYA npe-
KpacHble NepcrnekTBbl MCNOb30BaHNA LBETHOM
rnasypu B MOHYMeHTanbHOW xunsonucu. CospaH-
Haa um ans My3sesa pesoatoumm kapTrHa “KpoBb u
naoTh - Hawa Benvkas crena” ( {MREHEHE) ) Man7)
MMeeT COBPEMEHHYHO TEMATWNKY U OKa3blBaeT MoJo-
XUNTeNbHOe BANAHME Ha ObLLEeCTBEHHOCTb, YTO OT-
paxkaeT coLManbHy0 OTBETCTBEHHOCTb XYA0XHMKa.
Ero xxeHa [JaH LWy (XB3&), npuexaBwas B MNeknH 13
CTapbIX OCBOHOXAEHHbIX PalOHOB, CTasla NU3BeCT-
HOW BO BCel CTpaHe, 6aarofaps HOBOrOAHEW Kap-
TvHe “3awmTa mupa” ( (RIEFIFE)Y ). B 1955 roay
OHa yunnacb B JIEHUHTPaACKOM XyJ0XECTBEHHOM
nHctutyte umenn W. E. PennHa no cneumnanbHOCTH

MacasiHOM xuBonucu. Nocne oKoOHYaHMs y4ébbl B
1961 rosy oHa BepHyiacb B Kutad n npogonaxuna
paboTatb B LleHTpasbHOM akaZeMmnm n3siiHbIX NC-
KyCCTB, Kak negaror — Hanuvcatb [3H LUy Bena kypc
MaC/ISIHOM XXMBOMUCK U XYAOXKECTBEHHOW KepaMu-
kun. E€ TBOpUecTBO HbINO HanpaBAeHO Ha Cayxe-
HWe rocyfapcTBYy M HapoAy, OTpaxkas >M3Hb 3MOXM
B Ayxe peann3ma. CoBMecTHble paboTbl [3H Ly ¢
Xoy VIMnHeM, Takne Kak MOHYMeHTalbHble KapTu-
Hbl “CTO LBeTOB pacuyBeTatoT” 1 “MecHb 0 Besnkom
Kvutae” ( {fLE = k) ), ABNAtOTCA NPOABAEHNEM €&
MacTepcTBa B «yMpaBJeHNN» LIBETOM.
dakTnyecku, Bcerga 6u110 PeAKOCTbH MOXHO
BCTPETUTb XYOXHUKOB, 3aHVMarOLLNXCA UCKAHO-
YNTENbHO MOHYMEHTa/IbHOW >XMBOMUCHIO, HE BOB-
Nlekanacb B Apyrue Buabl nckycctea. [axe Takme
macTtepa, kak ¥ Jaoussl (Ri&¥), koToporo pabo-
yme MOHYMEHTaIbHOM XXMBOMUCK MOYNTAOT KakK po-
JOHaYanbHYKa, BAajenn HaBblkamun XXMBOMUCK MO
nepcoHaxam, nensaxam n ceutkaM. Mukenanaxxeno
NPOCNABUACA HE TONbKO Kak CKY/IbMTOP, apXUTEKTOP,
HO 1 KaK MacTep MOHYMeHTabHON XunBonucu. He-
KOTOpble 3anaZHOEBPONeNCcKMe MacTepa, Takme Kak
Martucc, lNukacco n Mupo, co3gaBanu otaesbHble
Npoun3BeseHUs B XXaHpe MOHYMeHTaIbHOW XM1BO-
MNCK, XOTA OHM HE CUMTAIOTCA KAACCMUYeCcKUMM MO-
HyMeHTanmcTamu. “Cpeam KUTahckmx COBPEMEHHbIX
aBTOPOB MOHYMEHTa/lbHOM XUBOMWCU TOXe TaKas
TeHAeHumMA. VI3 cTtapliero nokoneHnsa Yxan AunH (

ZK{T) 6611 MacTepOM KUTACKOM XMBOMUCK U NpU-
KnagHoro nckycctea; Y Lisyopatb (R{EAN) nssecreH
KaK XyAOXXHWUK Mac/lI iHOW U KUTaMCKOM XXNBOMU-
cn; Yy JaHbsaHb (LK E) - Kak MacTep KepaMmuky;
Uskoy JTnHuxao (4 £l) - kak Xya0XHWK Aekopa-
TUBHOTO MckyccTBa. Cpean XyZOXKHUKOB CPesHEero
M MAajLiero Bo3pacta MHoOrMe AoCTUrAN 3Hauun-
Te/IbHbIX YCMEXOB B 06/1aCTV MacASHON XXUBOMUCH,
KWUTaMCKOM XXMBOMUCK, CKYAbMTYpPbl, MPUKIAZHO-
ro nckycctsa. PasHoobpasnie B MOHYMeHTaNbHOM
>KMBOMUCK, Kak 'CTO LIBETOB, pacLBeTatoLLMX O4HO-
BPEMEHHO', HEOTAEANMO OT 3TOr0 PeHOMEHA NH-
Terpaumm 1 CUHTE3a, KOTOPbIA ABAAETCA BaXHbIM
cTUMyAnpyoWwmnmM daktopom.” & B 1980-e roabl B
CTpaHe MNosIBUANCh MHOTVE BVSTE/IbHBIE MOHYMEH-
TaNbHble XYJOXHMKMW. VX TBOpYECTBO B MOHYMEH-
TaJIbHOW XXMBOMUCK BbINO NMOJHO BAOXHOBEHMUSA U
NPOAO/IXKANOCh HEMPEPLIBHO, B TO XXe BPEMS OHU
aKTMBHO CMOCOBCTBOBANN PA3BUTUIO MOHYMEHTa/Ib-
HOW >XXMBOMWNCK, 3aHUMAsACh NJaHUPOBaHKEM, Opra-
HM3auuern paboT Ha Pas3/IMYHbIX YPOBHAX U 3Tanax.
Taknum 06pa3om, OHW CTanW HacTOAWMUMUN aKTUBHK-
cTaMu B chepe MOHYMeHTabHOW XXMBOMWCK CBO-
€ro NoKoseHus.

6. KomwuteT no coBpemeHHoMy uckycctsy Kutas. «MonHoe co-
6paHune coBpemeHHoro uckyccrsa Kutas. MoHymeHTanbHas
xmeonucb»[M]. M3gatenbctBo JIAOHUHCKOrO XyA0XeCcTBEeH-
Horo, 1997, c1p.20. FEMNREAREEZR L FERRERS
K a2HA%E ML TEARE AR+, 1997.20TT.
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