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ARTISTIC AND SEMANTIC FEATURES
OF ZHU DA'S ANIMALISTIC PAINTINGS

Summary: The article examines the distinctive fea-
tures of animalistic compositions by the outstanding
Chinese artist, Zhu Da (Bada Shanren, 1626-1705). The
characteristic plots and painting techniques of the art-
ist, who belonged to the wenren, independent literati
of China, are revealed. The semantics and hidden sym-
bolism of the images and characters are analysed in Zhu
Da’'s paintings; moreover, the originality of his painting
techniques in depicting animals and birds is revealed.
Zhu Da's works in the Huaniaohua genre, as well as his
animalistic plots, are quite mysterious and have various
interpretations. He depicted objects and living creatures
of the real world; however, he did this with great ex-

Zhu Da, also known by his pen name Bada Shan-
ren (1626—1705), was one of the most outstanding
individualist artists of Qing Dynasty China. In his
animalistic paintings, he was particularly success-
ful in telling the tragic circumstances of his life in
a symbolic form and expressive manner. It can be
said that his work reflected the “aesthetic resist-
ance” to the Qing regime.

Zhu Da was born in Nanchang (Jiangxi Province)
to an aristocratic family that belonged to a sepa-
rate branch of the Ming Dynasty. His parents had
lived in Nanchang for several generations, and un-
der the new foreign rulers, they lost everything. In
his youth, Zhu Da studied with his father, who was
a highly educated man and calligrapher. The boy
was exceptionally gifted — at the age of eight he was
already writing poetry, and at eleven, painting. He
received a classical education; however, he did not
have the chance to pass keju, the state examina-
tions, as there was a change of power in the coun-
try; the Ming dynasty fell and the Manchus came
to power. Tragic events in the state and person-
al drama (the death of close relatives) had a fatal
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pression, striving to capture and convey rather the “im-
age” of a bird, a fish, or an animal. At the same time,
plants, stones, flowers, and birds depicted by Zhu Da,
with all their fantastic nature, are the result of his ob-
servations of living nature, which he transformed ac-
cording to his subjective artist’'s will. Zhu Da's impact
on subsequent painting differs from the influence of his
predecessors, since he managed to create his own, live-
ly and unique style of animalism, which does not lose
its relevance in our time.

Keywords: Chinese classical painting, Chinese art, an-
imalistic genre, depiction of animals, animalistic paint-
ing, Zhu Da, Bada Shanren.

effect on the psyche of the young aristocrat-art-
ist. He was forced to hide and became withdrawn
and eccentric. Sometimes, Zhu Da pretended to be
deaf, he even “forgot” his name to avoid persecu-
tion. In his early twenties, he became a monk in a
Buddhist monastery, where he found shelter and
had the opportunity to engage in art. In painting,
he was a follower of the artistic tradition founded
by the Yuan artists, Ni Zan and Mugi. The simplic-
ity of the composition, free style of drawing, and
exaggerated forms make his painting related to Xu
Wei and Liang Kai [5, pp. 34-35].

Zhu Da'’s biographical details are quite scarce. Es-
tablishing the facts of his biography is difficult due
to the fact that he had several names and signed
his paintings differently. In his later years, he was
known as Bada Shanren (Mountain Man of the Eight
Greats or Crazy Hermit from the Mountains). Dis-
cussions about this, his second name, continue to
this day (some believe that he came up with it in
1685; others believe that it is the name he was
called in childhood) [2, pp. 51-52; 4, pp. 590]. The
artist explained it this way: "Ba is the eight direc-

tions of the world, Da is great; Shanren is a hermit.
Therefore, | am a great hermit, known to the whole
world” [3, p. 100].

Zhu Da's works in the Huaniaohua genre, like
his animalistic plots, are rather mysterious and have
various interpretations. He depicted objects and liv-
ing creatures of the real world; however, he did it
with great expression, trying to capture and con-
vey rather the “image” of a bird, a fish, or an an-
imal. His characters are endowed with emotions,
they have different personality traits, and at the
same time, they have much in common. His shape-
less birds balance uncertainly on one leg, fish rush
to the bottom or questioningly, with bulging eyes,
look from the depths at the sky; stones, and plants
seem to hang over everything “from the sky”, and
fruits look like round stone boulders. In Zhu Da's
paintings, there is a lot of questioning emptiness
and many riddles. It is believed that the artist con-
tained hidden political subtexts in them, expressed
his "aesthetic resistance” and oppositional views. All
his paintings are distinguished by a deeply individ-
ual brush style, and his main style of work, sei, with
splashes of ink, calligraphic strokes, and seeming
carelessness, further enhances the emotional com-
ponent of his painting.

Zhu Da's characteristic play on the image of a
lonely little bird or a defenseless chicken, which
seem to be “drowning” in the emptiness of a huge
unfriendly space, invariably evokes sympathy and
an emotional response from the viewer. His birds
often sit, ruffled, or stand uncertainly (balancing)
on one crooked leg, with arrogantly half-closed or
bulging with horror pupils turned to the sky. Such
are his paintings, Quails, Chicken, from the album
Mountains and Waters, Flowers and Birds, dating
back to 1679 (National Shanghai Museum); a sheet
“untitled” from the album Flowers and Birds, Fish
and Insects, as well as individual compositions: Lone-
ly Bird (National Museum of China, Beijing), Ruf-
fled Bird (National Chinese Museum, Nanjing), etc.

Zhu Da's works not only have a unique artistic
charm, but also a sense of loneliness and alienation.
A large amount of empty space has a strong visual
impact and carries a huge semantic load. Zhu Da'’s
works are paradoxical: what did he want to empha-
sise more, his melancholy from loneliness or his en-
joyment of solitude? After all, the latter is not only
isolation from the crowd, but also spiritual freedom.
This, of course, reflects Zhu Da’s commitment to the
Chan teachings, which assert that the mind is not
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Il 1. Zhu Da. Fish Swimming Down. A spread from the

album, Flowers and Birds, Fish and Insects. Freer Gallery of Art,
Washington.
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limited by anything and is detached from everything.
The artist uses this “freedom” to involve the viewer
in his art, immersing them in his thoughts, causing
a response in the soul and sympathy.

Zhu Da's art was focused on simplifying the tra-
ditional Huaniaohua composition. We can notice
one of his main artistic techniques — the expression
of a complex and large idea in a small and simple
plot. Regardless of whether he painted flowers and
grass, fish and insects, the artist conveyed their im-
ages with just a few lines and spots, invested deep
meanings in them. This simplicity has its own beau-
ty and aesthetics.

Many of Zhu Da'’s paintings with images of birds
do not have exact names. It can be sometimes dif-
ficult to determine the ornithological affiliation of
the birds, since this was not so important for the
artist — he thought in “images”. When looking at
his compositions, many analogies from early Chi-
nese painting come to mind. For example, when
comparing a “without a title” sheet with a bird from
the album Flowers and Birds, Fish and Insects (Fre-
er Gallery of Art, Washington) with Mugqi’s painting
Mynah Bird on an Old Pine. The images of birds,
compositional techniques for creating paintings are
very similar, nevertheless, at the same time, they are
completely different. Zhu Da almost completely re-
fuses the entourage and additional details, all his
birds almost always “live” in emptiness. Here we
again encounter hidden symbolism, inaccessible
to the understanding of the uninitiated, which was
quite consistent with the aesthetic theory of litera-
ti, formulated back in the 11th century. It consisted
in the fact that painting should express the inner
world, ideas, and experiences of the creator, and
not just skilfully reproduce the superficial “shell” of
the depicted object.

Zhu Da was never interested in ornithological ac-
curacy, he depicted very strange and unusual birds
that do not exist in reality. It is noted that in his
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Il 2. Zhu Da. Cat and Stone. National Palace Museum of
China, Beijing.

works, the birds are located in the most danger-
ous places — dry branches, cliffs, rocks — as in the
painting Two Birds (Kanichi Sumitomo Collection,
Kyoto), or on a white background, in “emptiness”.
Every detail in his works, the expression of the eyes,
the poses of his characters convey a feeling of de-
pression, grief, and despair. It is the artist's silent
“cry” about his lost Homeland.

Throughout his life, Zhu Da painted a lot of birds.
In terms of his animalistic heritage, they might be the
largest group. As we have already noted above, the
artist used images of birds to depict himself or to
express dissatisfaction with the Qing government in
a sarcastic form. His Huaniaohua painting is charac-
terised by an individual style, unusual composition,
and expressive manner of execution. As the Qing
rule became more and more stable, the artist's hope
for the overthrow of the government and a return
to the old times faded, and his mood became in-
creasingly calm and gloomy. His late works include
the composition Two Eagles (1698, National Palace
Museum of China). It is very similar to Lin Liang's
painting Two Hawks (1485, Metropolitan Museum,
New York). However, instead of the thick branches
of a tall tree, as in Lin Liang’s work, Zhu Da "low-
ers” majestic birds of prey down to the ground, de-
picting them on roadside stones, which definitely
carries its own symbolism; it can be expressed by
the well-known idiom: “to descend from heaven to
earth”. It is noticeable that Zhu Da’s painting style
became more restrained during this period. In his
later compositions, such as Song of the Deer (sec-
ond half of the 17th century, Hunan Provincial Mu-
seum), some “pretty” features sometimes appear.
They seem to express the artist’'s desire to adhere
to the usual principles of Huaniaohua.

Images of fish are very characteristic of Zhu
Da’s animalistic art. Their images go back to Tao-
ist, Confucian, and Buddhist imagery; moreover,
their popularity is associated with the peculiarities
of pronunciation of the word “fish” in Chinese. The
hieroglyph yu is a homophone of the concept of
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“excess, surplus” and in traditional Chinese culture
is a wish for prosperity, well-being “in abundance”.
Among the Taoist metaphorical images, a fish, or
a school of small fish frolicking in the water, sym-
bolises the naturalness of nature and the hermit-
ic solitude of a person who has chosen the path
of spiritual perfection. In Taoist literature, fishing
is directly associated with the process of compre-
hending the Tao, and the fisherman is the embod-
iment of a Taoist sage. However, in Zhu Da’s works,
the images of fish acquire independent and diverse
symbolism. As with birds, the artist places great em-
phasis on their eyes, which, in Zhu Da's interpre-
tation, symbolise endless unrealisable dreams of
real life and the insignificance of human efforts to
achieve happiness. The artist was attracted by the
tranquil and free existence of fish; however, judging
by the dissatisfied expression of their eyes, looking
angrily upwards, the master expressed his dissat-
isfaction with reality, resentment, and unfair treat-
ment of himself in the language of their images. In
the manner and expressiveness of the brushstrokes,
his Fish Swimming Down on the spread of the al-
bum Flowers and Birds, Fish and Insects (Freer Gal-
lery of Art, Washington. Ill. 1) is very reminiscent of
Xu Wei's sheet Fish.

However, Zhu Da does not have detachment, and
often does not have admiration for nature, which
we feel in Xu Wei's works (his fish even “smiles”
while swimming down). Zhu Da uses fish as a met-
aphor to express his patriotic feelings, his hatred,
and powerlessness in the face of the impossibility
of changing the political situation. He could do this
only by means of art, for example, in his paintings
Ruff, Fish, Fish and Stone (1689, National Museum
of China, Beijing). On the last sheet, it is especial-
ly noticeable that the lonely fish and the isolated
stone symbolise unbearable melancholy and the
impossibility of changing anything.

Zhu Da enjoyed painting pets, as in his paintings
Cat and Stone (National Palace Museum, Beijing. Ill.
2), Drowsy Cat, Cat, which are very reminiscent of
the sheet Cat from Shen Zhou's album. It is noticea-
ble how much Zhu Da simplifies the image and the
composition as a whole, reducing the filling of the
sheet to a minimum, which, however, further enhanc-
es the expressiveness of his drawing. Nevertheless,
the two artists have much in common: their favour-
ite formats were not large scrolls, but small chamber
albums. Shen Zhou has an album called Observa-
tions on the Vital Force of Things (National Palace

Museum, Taipei), while Zhu Da has albums called
Flowers and Birds, Fishes and Insects (Freer Gallery
of Art, Washington), Mountains and Waters, Flowers
and Birds (Shanghai National Museum). Both art-
ists fill the sheets not only with drawings, but also
with calligraphic inscriptions and stamps. Their al-
bums are books of stunning beauty and meaning
that have a completely modern look.

Depicted in Zhu Da’s works of the Huaniaohua
genre, plants, stones, flowers, and birds with all their
fantastic nature are the result of his observations

of living nature, which he transformed according
to his subjective artist’s will.

Zhu Da'’s impact on subsequent painting differs
from his predecessors’ influence, since he managed
to create his own, lively and unique style of animal-
ism, which does not lose its relevance in our time.
Sometimes, it is difficult to believe that his paintings
were created in the 17th century. His works of art
are very reminiscent of modern art. His techniques
and work on the artistic image were far ahead of
their time.
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XY/IOXECTBEHHbIE I CEMAHTUYECKUE
OCOBEHHOCTU AHUMAJIMCTUYECKMX KAPTUH
UXy A

AHHOmayus: B ctaTbe paccMaTpuBaroTca cneyuduye-
CKWe 0COBEHHOCTM aHUMaNUCTUYECKUX KOMMO3WLMIA Bblja-
FOLLLerocs KMTamckoro xyaosxHuka Yy Ja (baga LLaHbX3Hb;
1626-1705). BoiaBnaroTca xapakTepHble CHOXXETbI 1 TEXHN-
Yeckume NpremMbl X1BOMMUCK MacTepa, NpHaAaexaBLULero
K BIHBX3HAM — HE3aBUCUMbIM XyAOXHMKaM-InTepatopam
KnTas. AHanmsmpyroTcs ceMaHTuKa U CKpbiTas CUMBOMKA
06pa30B 1 nepcoHaxel kapTH Yxy [la, BbIABASETCA CBO-
eobpasvie ero XX1BOMUCHbIX MPUEMOB B M306PaXKeHNM XU~
BOTHbIX 1 NTuL. [pounsseseHuna Yxy [la B xaHpe xyaHso,
KaK ¥ ero aHMMaancTmyeckme CroXeTbl, JOBOJIbHO 3arafou-
Hbl U UMEIOT pa3NnyHble UHTepnpeTauuu. OH nsobpaxan
npeaMeTbl 1 XU1BbIX CYLLLECTB peaabHOro Mm1pa, Ho Aenan
3TO C BONBLUOW IKCMPECCUEN, CTPEMSACH YIOBUTL U Nepe-

UYxy [la, no npo3suiy baga LLaHb>x3aHb (1626—
1705) — oaAnH M3 caMbiX BblAAOLWLMXCA XY[0XK-
HUKOB-nHaMBMAyannctos Kutas sanoxu LnH. B
aHVMaNNCTUYECKUX KapTUHaxX eMy B OCOBEeHHOCTH
yAanocb B CUMBOANYECKON HOpPMeE U 3KCNpeccmB-
HOW MaHepe pacckasblBaTb O TParm4yeckmnx obcTos-
Te/IbCTBAX CBOEW XM3HN. MOXHO cKasaTb, UTO B €ro
TBOPYECTBE OTPa3mIOCh «3CTETUYECKOE COMPOTUB-
NEeHNE» LMHCKOMY Pexunmy.

Yy fla poannca HaHb4aHe (Npos. Li3aHcK) B
apuCTOKpaTMUeCcKOn ceMbe, KOTopas NMpUHaaaexana
nobouHol BeTBM MUHCKON gnHacTmu. Ero poante-
NN Xnav B HaHbYaHe Ha NPOTAXEHUN HECKObKNX
MOKOJ/IEHWUIA, N MPY HOBbIX MHO3EMHbBIX MPaBUTENsAX
OHW BCe noTepanun. B toHble rogpl Yxxy [a yunnca y
CBOEro 0TLa, KOTOPbIA Obl BbICOKOOOPA30BaHHbIM
YesioBeKOM U Kanaurpadom. Manbumk 6bia NCKLO-
UNTENBHO OZlapeH — B BOCEMb JIET YXKe NMuncan CTUxXK,
a B OAMHHagLaTh KapTuHbl. OH NOAy4YMA Knaccuye-
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AaTb cKkopee «0bpas» NTULLbI, PbIObl MW XUBOTHOrO. B TO
e BpPeMs, pacTeHWs, KaMHW, LiBETbI U NTHLbI, M306paxKeH-
Hble Yy [la, npu Bceli cBoel paHTaCTUUHOCTH, ABAAIOT-
€5l pe3ynbTaToM ero HabAtAEHWUI 3a XMBOW NPUPOAON,
KOTOpYHO OH NpeobpakaeT CornacHo CBOeW CybbeKTMB-
HO BOJle XyAOXHMKa. BanaHue Yy [a Ha nocneaytoLyto
XVMBOMWUCb OTAMYAETCA OT BAUAHWUA €ro npejLecTBeHHU-
KOB, MOCKO/IbKY eMy YAan0Ch CO34aTb CBOW, XVBOW U He-
MOBTOPUMBbIN CTWU/Ib @HUMANUCTUKK, KOTOPbLIN He TepseT
CBOeW aKTyaNbHOCTM B Hallle Bpems.

Kntouessle cosa: kumatlickas Kaaccu4eckas Xusonuce,
uckyccmeo Kumas, aHumaaucmuyeckuti XaHp, uzobpaxe-
HUe XUBOMHbIX, GHUMAAUCMUYeCcKas xusonuce, Yxy Ja,
bada LllaHex3HS.

ckoe obpazoBaHue, HO CAaTb rOCYAAaPCTBEHHbIE K-
3aMeHbl K3L3t0M eMy He J0BeNOCh, TaK KaK B CTpaHe
npousoLlia CMeHa BAacCTW, AnHactua MuH nana u
BOLLAPMANCb MaHbUXypbl. Tparnyeckne cobbiTus
B rocyzapctBe v n4yHas gpama (CMepTb 6aU3KMX
POACTBEHHMKOB) OKa3ann GatajibHOe BO34eNCTBME
Ha NCUXMKY MOJOA0rO apucTokpaTa-xyAoxHmka. OH
6blN1 BbIHYXAEH CKPbIBATbCSA, @ €ro XxapakTep cTan
3aMKHYTbIM U 3KCLEHTPUYHbIM. Yy [la mor npw-
TBOPATHCA FNYXOHEMbIM, OH Aaxe «no3abbli» cBOe
nms, UTobbI N36EXaTb NpeciesoBaHus. B ABaguatb
C HeBObLUMM NET OH CTaj/l MOHaXoOM BYAAMACKOrO
MOHaCTbIPA, TAe Hallen MPUIT U MMeN BO3MOXHOCTb
3aHMMaTbCs UCKYCCTBOM. B XxmBonucu oH 6bia no-
cnefoBaTesieM XyA0XKeCTBEHHON TPaAWLIMK, OCHO-
BaHHOW F0aHbCKNMM XyZOXHWKamu Hu LizaHem n My
Lin. YnpoLeHHOCTb KOMMO3MLMK, CBOBOAHbIN CTUb
pUCOBaHMA 1 NpeyBeanveHHble GOPMbl POAHAT €ro
xuBonuck ¢ Ctort Baem n JlaHn Kaewm [5, c. 34-35].

Bruorpadpuueckue ceegermsa o Uy [la 40BOb-
HO CKYAHbIl, ycTaHOBAeHWe $akToB ero buorpadpum
BbI3bIBAET 3aTPYAHEHMA B CBA3M C TEM, YTO OH HO-
CUJ1 HECKOJ/IbKO MMEH, MO-pa3HOMY MOAMMUChIBa
CBOW KapTuHbI. Ha cknoHe nieT oH 6bln 13BecTeH
kak baga lLlaHbX3Hb («4enoBek BOCbMU BEAUNKUX
rop» uan «besymMHbI oTwensHUK ¢ rop»). Jlo ce-
FOAHALIHEro AHA He YTUXarT JMCKYCcCMmM 06 3ToMm,
€ro BTOPOM UMEHM (O4HWN CUMTAIOT, UTO OH NPUAY-
Man ero cebe B 1685 rogy, Apyrve — 4to 370 UM4,
KOTOpPbIM €ro Ha3blBanu B aetctee) [2, ¢. 51-52; 4,
c. 590]. CaM xyfOXHUK 06BACHAN ero Tak: «ba — 310
BOCEMb CTOPOH Mupa, [la — Beankunid, LaHbX3Hb —
OTLUENbHUK, MO3TOMY i — BEINKUIA OTLLIENbHUK, U3-
BECTHbI Bcemy mupy» [3, c. 100].

MpownsseseHunsa Yxxy [la B XxaHpe XyaHA0, KaK 1
€ro aHMMannCTUYecKme CHoXeTbl, JOBOJIbHO 3ara-
JAOYHbI U MMEIDT pasfinyHble nHTepnpeTaumnn. OH
n3obpaxan NpeamMeTbl U XUBbIX CyLLECTB peab-
HOro MMpa, HO Jesian 3TO C BOAbLLON IKCNpPeccu-
eli, CTPeMACh YNOBUTb U NepesaTb ckopee «obpas»
NTULbI, PbIBbl UAN XXMBOTHOTO. Ero nepcoHaxwu Ha-
AeNeHbl SMOLMAMMU, Y HUX pa3Hble xapakTepbl, 1 B
TO Xe BpeMs MeXAy HUMK MHoro obuero. Ero 6ec-
bOopMeHHble NTULbI HeyBEPEHHO BanaHCUPYHOT Ha
OZHOW HOTe, PbIObl YCTPEMASAIOTCA KO AHY UAN BO-
NPOCUTENbHO, BbIKaTWB r/1a3a, CMOTPAT U3 rNyOuH
Ha Hebo, KaMHW 1 pacTeHNsa Kak bbl HaBUCAOT Haj0
BCEM «C Hebec», a QPyKTbl MOXOXW Ha Kpyrable Ka-
MeHHble BasyHbl. B kapTnHax Yy [la MHoro sonpo-
LIaroLLei NycToTbl U MHOTO 3aragok. CunTaeTcs, uto
B HUX XYA0XHWK 3aKAr04Uan CKpbITble MOAUTUYECKME
MOATEKCTbI, BblpaXkan CBOe «3CTETUYECKoe COnpo-
TUBJIEHME» 1 OMMNO3MLUMOHHbIE B3rnaabl. Bce ero
KapTWHbI OTAnYaeT rnyboko MHAMBKAYanbHasa Ma-
Hepa KUCTK, @ er0 OCHOBHOW CTU/Ib PaboTbl — cew, C
6pbi3ramu Ty, Kaaamrpaduueckumm WTpmuxamu n
KaXkyLencs HeEBPeXXHOCTbIO elle bosiee ycuamBaeT
3MOLMOHA/IbHYHO COCTaBASIOLLYIO €ro XUBOMUCK.

XapakTepHoe obbirpbiBaHne Yxxy [la obpa3sa
OAVHOKOM MaNeHbKOW MUYYrn nan 6e33alnTHo-
ro UblMaeHka, KoTopble Kak 6bl «TOHYT» B MyCTO-
Te OrPOMHOIO HeApPY>KeNtoH6HOro NPOCTPaHCTBa,
BbI3bIBAtOT HEM3MEHHOE COYYBCTBME N 3MOLNO-
HaNbHbIA OTKAVK Y 3puTens. Ero nTnukmn Hepesko
CUAAT, HAXOXIMBLUUCH UN HeyBEPEHHO cToAT (ba-
NaHCMPYHOT) Ha OAHOW KPWBOM fanke, C HAAMEHHO
MOy3aKpPbITBIMU MW BbIMyYeHHbIMM OT y>aca, 06-
palleHHbIMU K Heby 3paykamu. TakoBbl ero KapTu-
Hbl 13 anbboma «lopbl 1 BOAbI, LBETbI U NTULLbI»,
oTHocAwmeca K 1679 rogy — «lMepenenkn», «Llpi-

naeHok» (FocyaapcTBeHHbIn LLanxalickmuii mysen);
JINCT «be3 Ha3BaHMa» U3 anbboMma «LBeTbl n NTnLbI,
pbIbbl M HAaCEKOMbIe», a TakXXe OTAeNbHble KOMMO-
3nummn «OamHokas ntmua» (HaumoHanbHbIN My3eit
Kutas, MNeknH), «Haxoxnmewasnca ntmua» (focyaap-
CTBEHHbIV KMTAWCKWIA My3el, HaHKWH) 1 ap.

Pabotbl Yy [la o6nasatoT He TONbKO HEMOBTO-
PUMbBIM XYZ,0XKECTBEHHbIM LLAPMOM, HO U OlLyLle-
HMWEM OAMHOYECTBa U OTUYXAEHHOCTW. boabLioe
KONIMYeCTBO MyCTOro NPOCTPaHCTBa OKa3blBaeT CUJIb-
HOe BM3yaslbHOe BO3JENCTBME M HECET OFPOMHYH
CMbICNOBYIO Harpysky. [ponssegerHnsa Yxxy [a na-
pajoKcasbHbl: UTO B HOJIbLLEN CTEMEHN OH XOTen
NoAYepPKHYTb, CBOKO TOCKY OT OfMHOYecTBa UK
CBOe HacnaxzeHune yeanHeHnem? Begb nocnea-
Hee, 3TO He TOJIbKO M30/1ALMA OT TOMbI, HO U Ay-
XOBHas cBoboga. B 3Tom, 6e3ycnoBHO, oTpaxkaeTcs
npuBepxXeHHoCTb Yy [a yyeHunto HaHb, B KOTO-
POM YyTBEpPXAaeTcs, YTO YM HUYEM He OrpaHuyeH
M OTCTPaHEeH OT BCero. XyA0XHWK UCMOb3yeT 3Ty
«cBO6OAY» AN BOBNEYEHUS B CBOE UCKYCCTBO 3pW-
Tensa, norpyxas ero B CBOV pa3gyMmbs, Bbi3biBas OT-
KJVIK B AyLle 1 COYyBCTBME.

WckycctBo YUy [la 66110 OpreHTUPOBaHO Ha
ynpoLleHue TpaguLMOHHOMW KOMMO3ULUN XyaHA0-
xya. MOXHO 3aMeTUTb OAWH M3 OCHOBHBIX €ro Xy-
[0XXECTBEHHbIX MPUEMOB — BblpaXKeHWe CIOXKHOW U
60/1bLION Naen B MaJloM 1 NMPOCTOM ctoxeTe. Heza-
BMCMMO OT TOrO, MMCaN NN OH LiBETbI U TPaBbl, Pbli6
N HaCceKOMbIX, XyAOXHWK nepegaBan nx obpasbl ¢
MOMOLLbHO BCEFO HECKONbKNX NMHUIA U NATEH, BKAa-
AblBaN B HUX rNy6OKMe CMbIC/bI, U B 3TOW €ro npo-
CTOTe CBOA KpacoTa M 3CTeTunka.

Y MHormx kapTH Yy [a c nsobpaxkeHmamu ntu,
HeT TOYHbIX Ha3BaHWI, ObiBaeT HEMPOCTO onpeje-
JINTb N OPHUTONOTMYECKYHO MPUHAANEXHOCTb NepHa-
ThIX, BeAb A5 XyA0XKHMKa 3TO HbIIO He r1aBHbIM, OH
MblCanA «obpasamu». Mpu B3rnsage Ha ero KoMmno-
3ULMN HanpaLMBaEeTCa MHOMO aHaNor1A U3 paHHEN
KUTaMCKOM XMBOMUCK, K MPUMEPY, MPU CPaBHEHUM
JIUCTa € NTULen «be3 Ha3BaHua» U3 anbboma «LlBe-
Tbl M NTULbI, PbiBbl 1 HaCEKOMbIE» (XyA0XKeCTBEeH-
Has ranepes ®pupa, BawmHrroH) co centkom My
Ln «Mtnua 6ar3 Ha ctapolt cocHe». Obpa3bl nepHa-
TbIX, KOMMO3WLIMOHHbIE MPUEMbI PELLEHNS KapTUH
OYeHb CXOXMW, U B TO XK€ BPeMS, OHN COBepLUEH-
HO pa3Hble. Yxy [la nouTn coBCEM OTKa3lbiBaeTCs
OT aHTypaxka 1 AOMNONHUTENbHBIX AeTalel, BCe ero
nepHaTtble MOYTW BCErga «>KMBYT» B NycToTe. 34echb
Mbl BHOBb BCTPEYAEMCS CO CKPbITON CUMBOJNKOM,
HeAOCTYMHOM NOHUMAHMNIO HEMOCBALLEHHbIX, KOTO-
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pas BroJiHe COOTBETCTBOBAaA 3CTETUYECKOM TeEOPUH
XYAOXKHUKOB-NHTENNEKTYaN0B, CHOPMYIMPOBAHHO
eule B X| Beke. OHa 3akato4anacb B TOM, UTO XWU-
BOMWUCb J0/IKHA BblpaxkaTb BHYTPEHHUI MUP, UAeN
N NepexvBaHnAa TBOPLA, @ He NPOCTO YMeno BOC-
NPOV3BOANTb MOBEPXHOCTHYH «0B0I0UKY» N30-
H6paxkaemoro obbekTa.

UYxy [la HMKoraa He MHTepecoBana OPHUTONOTU-
yeckas TOYHOCTb, OH M306paxkan OUeHb CTPaHHbIX
N HEOObIUHbIX, HE CYLLEeCTBYIOLLNX B pealbHOCTU
nepHaTbIX. 3aMeYeHo, 4YTo B ero pabotax NTULbI
pacnofararoTCs Ha caMblX OMacHbIX MeCTax — CyXmx
BeTKax, 0bpbIBax, CKasax, — Kak Ha KapTuHe «/le
nTuub>» (Koanekuma KaHnwn Cymmutomo, Knoto),
nmbo Ha 6enom doHe, B «nycToTe». Kaxaas fetanb
B ero pabortax, BblpaxeHue rnas, nosbl ero nepco-
HaXel nepeaaroT YyBCTBO MOAABAEHHOCTM, TOps U
OTUasHWA, 3TO 6E€3MONIBHbIN «KPUK» XYJ0XHMKa 06
ero ytpavyeHHon PoguHe.

UY>xy [la 3a BCtO CBOKO XKM3Hb HaMMcan MHOXEeCTBO
KapTWH C NTMuamun. B ero aHMManncTmyeckom Ha-
CNeAiN OHW COCTaBASAOT, MOXKayM, Camyro 60NbLLYHO
rpynny. Kak Mbl y>ke oTMeuanu Bbille, XyAOXHNK
ncnonb3osan 0bpasbl NepHaTblX, YTO6bI M306pa-
3UTb Cebs AW BbIPa3nTb HELOBOJILCTBO LIMHCKOW
BJIAaCTbHO B CapKacTuyeckon popme. Ero xxmeonmcb
XyaHs0Xya XapakTepu3yeTca MHAVBUAYa bHbIM CTU-
NeM, HeO6bIYHOM KOMMO3ULMEN N 3KCMPECCUBHOWN
MaHepoW ncrnoaHeHus. Mo Mepe Toro, Kak npasJe-
Hve LlnH cTaHoBMAOCH BCe Bonee yCTONUMBBIM, Ha-
AeX/a Ha CBepxeHue npaBuTesbCTBa M BO3BpPAT K
NpeXHUM BpeMeHaM Yy XyAOo>XHWKa yracana, a ero
HacTpoeHne CTaHOBMWIOCh BCe 6osiee CMOKOMHbIM
n MpadHbiM. K ero no3gHmum paboTtam oTHOCKTCS
komno3nuna «/ea opna» (1698 r. locypapcTBeH-
HbI KUTaUckniA my3ei yryH). OHa oueHb Moxo-
Xa Ha KapTuHy JInHb flaHa «/[Ba Actpeba» (1485 .
Myszeit MeTtponoauteH, Hbto-Mopk). OgHako Bme-
CTO ryCTbIX BETBEWM BbICOKOro AepeBa, KakK y JInHb
Nana, Yxxy [la «cnyckaeT» BENMUYECTBEHHbIX XML -
HbIX NTUL, BHWU3, K 3eMe, n3obpaxkasa nx Ha npu-
JOPOXHbBIX KAMHSX, UTO ONpeAeNeHHO HeceT CBOO
CUMBOJINKY, KOTOPYH MOXHO Bblpa3uTb N3BECTHOM
MANOMOW «CNyCTUTBCA C HebeC Ha 3emto». 3ameT-
HO, UTO MaHepa xusonucn Yxxy [la B 3TOT Nepu-
o4 cTaHOBUTCS Bonee caepxkaHHoN. VHoraa B ero
MO34HNX KOMMO3NLMAX, Takux Kak «[TecHA oneHa»
(Btop. noa. XVII B. My3ein npoBUHLMN XyHaHb), NO-
ABASIOTCSA HEKME <MUNOBUAHbBIE» YEPTbl, OHW CNOB-
HO BbIpaXkatoT CTPEMJIEHNE XYAOXKHMKA COBArOCTM
NPWBbIYHbIE CXEMbI XyaHAOXya.

54

O6pa3bl pbl6 04YeHb XapaKTepHbl A4NS aHUMa-
anctukm Yy [a. Vix nsobpaxeHns BOCxoasT K
[la0CCKOW, KOHbYLIMAHCKON 1 Byaaninckon obpas-
HOCTW, a TakXe MX MOMyAfPHOCTb CBA3aHa C 0COo-
HEHHOCTAMM MNPOM3HOLLEHNSA Ha KMTalCKOM C/l0Ba
«pblba». Nleporand ton asnsetcs oModoHOM no-
HATUSA «M30bITOK, OCTATOK, U3ULIEK» U B TPaAULLU-
OHHOW KMUTaWCKOM Ky/NbType ABASETCA MOXeNaHNeM
npouseTaHus, 6aarononyumns «B n3bbitke». B unc-
Ne paocckunx obpaszos-meTadop pbiba nan cTaika
pe3BALLMXCA B BOAE MeKMX PblIBOK CMMBOAN3MpPYET
€CTeCTBEHHOCTb NPUPOAbI N OTLENbHMYECKOE Ye-
AVHEHWe YenoBeka, BbibpaBLUero nyTb AyXOBHOIO
coBepLlueHcTBa. JIoBnsa pbibbl NPAMO accoumnmnpy-
eTca B 4a0CCKON inTepaType € NpoLeccoM NocTu-
XeHus [lao, a caM pbibak ABASETCA BOMIOLLEHNEM
Jaocckoro myapeua. Ho B pabotax Yxy [a obpa-
3bl pbIb6 NPUOBpPETAOT CaMOCTOATENbHYIO U pas3-
HOOGpa3Hyto CUMBOAMKY. Kak 1y NTUL, XYAOXKHUK
Aenaet 60AbLION akLEHT Ha X r1asax, KoTopble B
nHTepnpeTaunmn Yxy [la cmmBoan3npytoT 6ecko-
HeYHble HECObITOUHbIE MEYTbI O PeanbHOMN XU3HU
N HNYTOXKHOCTb YE0BEYECKUX YCUINIA B AOCTUXKE-
HUW cyacTbs. XyJ0XKHMKa npuBaekano 6e33abot-
Hoe 1 cBobogHOe cyLlecTBOBaHMe pbIb, HO cyas
MO HeJOBOJIbHOMY BbIPaXEHWUIO WX r1a3, CMOTPA-
LLMX 37100HO BBEPX, MacTep Bblpasw f3bIKOM NX 06-
pa3oB CBOO HEYOBAETBOPEHHOCTb peasbHOCTbIO,
obuay v HecnpaBeA/MBOe OTHOLEHMe K cebe. Ero
«PbIba, NbIBYLL@sA BHU3» Ha pa3BopoTe asbboma
«LlBeTbl U NTULbI, PbIObI N HacekoMble» (Xyaoxe-
cTBeHHas ranepes ®pupa, BawwnHrroH. Puc. 1) no
MaHepe N 3KCMpeccnn Maska ouYeHb HarnoMuHaeT
nunct Croi Bas «Pbiba».

Ho y Yy [la HeT OTCTpaHEeHHOCTK, a 3a4aTyto u
NtoboBaHMA, BOCXULLEHWSA NPUPOAOW, KOTOPYHO Mbl
yysctByeM y Cioli Bas (ero peiba gaxe «ynbibaert-
Cs», Hblpss BHM3). Yy [a ncnonb3yet pblb Kak me-
Tadopy, UTobbI BbIPa3nTb CBOW NaTpuoTuyeckme
YyBCTBa, CBOIO HEHABWCTb M Beccuive nepes HeBo3-
MOXHOCTbIO M3MEHWUTb MOJNTUYECKYO OBCTaHOBKY.
OH Mor czenatb 3TO TONbKO CPesCTBaMu XMBOMMU-
M, B CBOWX KapTUHaX, Takmnx Kak: «Epuu», «PbibKa»,
«Pblba 1 kaMeHb» (1689 r. HauMoHanbHbIN My3ei
Kutas, MNekunH). Ha nocnegHem nncrte ocobeHHo 3a-
METHO, UTO OAMHOKAas pblba U CTOALLNA OTAENBHO
KaMeHb CMMBOIN3NPYIOT HEBLIHOCUMYHO TOCKY U
HEBO3MOXHOCTb HNUErOo U3MEHWTD.

Uy [la ¢ yA0BONbCTBMEM MUCA AOMALUHUX NK-
TOMUEB, KaK Ha ero KkapTnHax «KoT n kameHb» ([o-
CYBapCTBEHHbIV KUTAUCKNI My3en TyryH, MNekunH.

Puc. 2), «Apemntownin kot», «KoT», KOTOpble OYEHb
HanomuHarT Aanct «Kot» 13 anbboma LLsHb Yxkoy.
3amMeTHO, Hackoabko Yxxy [la ynpolaeT pelleHne
obpasa 1 KOMMNO3ULMM B LLEJIOM, CBOAS 3anoHe-
HWe IMcTa K MUHMMYMY, 4TO OZHaKo elle 6obLie
YCUANBAET BbIPa3nTENbHOCTb €70 PUCYHKa. Tem He
MEHee, y BYX Xy OXHUKOB MHOTO OBLLEro: nx Nto-
61UMbIMU PopMaTamMm BblIN He KPYMHble CBUTKW, a
KamepHble Hebonblne anbbomebl. Y LWaHb Yxxoy
— 3TO anbboM «HabaogeHnsa 3a XXMU3HEHHOWN CU-
non Bewer» (HaunoHanbHbIN fBOpeEL,-My3el, Tan-
631), y YUxy [a — anbbombl «LIBeTbl 1 NTULbI, PbibbI
N HacekoMmble» (XyaoxecTBeHHas ranepes Opupa,
BawunHrToH), «fopbl 1 BOAbI, LBeTbl U NTULbI» ([O-
cysapctBeHHbln LaHxanckunin mysei). Oba xyAox-
HWKa 3aNOJIHAT ANCTbl HE TONIbKO PUCYHKaMK, HO
N KannamrpaduyeckMMm HaannucamK, CTaBaTt neva-
V. NIx anbboMbl — 3TO NOTPSCAtOLLEN KPACOTbI W

CMbICN1a KHUTW, KOTOPbIE MMET COBEPLUEHHO CO-
BPEMEHHbIN BUA,

PacteHus, KamHW, LBETbI U NTULLbI, N300pa>keH-
Hble B paboTax >XaHpa xyaHsio YUxy [la, npw Bcel
cBOel GaHTaCTUUHOCTM, ABAAIOTCSA Pe3ylbTaToM
ero HabtoAeHWI 3a XXMBOW NPUPOAON, KOTOPYHO
OH NpeobpaxkaeT cornacHo CBOen CybbeKTUBHOWM
BOJIE XYAOXHVKA.

Bananne Yxxy [la Ha nocneaytoLLytO XXUBOMUCH
OT/IMYAEeTCS OT BAUSHWSA ero npeaLecTBeHHNKOB, Mo-
CKO/IbKY eMy YAanocb CO34aTb CBOM, XXMBOM U Hermo-
BTOPVIMbIN CTUAb @HUMANNCTUKK, KOTOPbIV He TepseT
CBOEM aKTyaNbHOCTM B Halle Bpewms. VIHoraa bbiBaet
TPYAHO MOBEPUTb, UTO ero KapTuHbl Hbln CO3AaHbl
B XVII ctonetun. Ero xygoxecrseHHble npounsseje-
HWUS1 OYeHb HaNMOMMWHAT COBPEMEHHOE UCKYCCTBO,
ero npuembl N paboTa Haj XyA0XXeCTBEHHbIM 06-
pa3oM HaMHOrO onepesuan CBOe BPEMS.
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