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Summary. The article analyses the influence of tradi-
tional Chinese calligraphy and painting on the creative
work of the world-famous Chinese artist, Zao Wou-Ki
(1921-2013), a prominent representative of the new Par-
is School. Zao Wou-Ki's works represent the practical
application of the theory of the ancient art of calligra-
phy and painting, the expression of deep feelings and

Zao Wou-Ki (13 February 1921 — 9 April 2013)
was born in Beijing. In 1935, he entered the Hang-
zhou Art School, and in 1948, he went to study paint-
ing in France, where he spent most of his life. In his
paintings, he used the forms of modern Western
painting, interpreting them in the context of tradi-
tional Chinese culture and art. Zao Wou-Ki created
a new pictorial space with changing colours, power-
ful brushstrokes, and a special sense of rhythm and
light [7]. In the context of modern Western lyrical
abstraction, his art made him a prominent repre-
sentative of the new Paris School [3, pp. 64-65]. Hav-
ing worked as an artist in the French gallery all his
life, Zao Wou-Ki became a professor at the Nation-
al School of Decorative Arts in Paris; he was elected
a member of the French Académie des Beaux-Arts
and a Knight of the Legion of Honour. He had more
than 160 solo exhibitions around the world.

Zao Wou-Ki's works are the practical applica-
tion of the theory of the ancient art of calligraphy
and painting, expressing inner feelings through cal-
ligraphy [4]. His works deliberately include ancient
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emotions using techniques characteristic of calligraphy.
His abstract works deliberately include ancient Chinese
artists’ philosophical ideas about the Universe and all
that exists, distinguishing his paintings from Western
abstract painting.

Keywords: Zao Wou-Ki, Chinese calligraphy, Chinese
traditional painting, “oil as water”, new Paris school.

Chinese artists’ philosophical ideas about the uni-
verse and all things.

The writing of a regular person who writes accu-
rately and flawlessly is not calligraphy. Characters
written by regular people are not kept in collec-
tions by libraries or museums; what they want to
preserve is the treasures passed down from gener-
ation to generation. The art of calligraphy is what
is written by a famous calligrapher and has a crea-
tive and unique writing technique. Calligraphic art
can only be given to libraries and museums if it is
of high value.

Calligraphy refers to a method of writing with a
brush that focuses on the movement of the brush,
dot writing, structure, arrangement (of lines, com-
position). For example, brushwork involves hold-
ing the brush with five fingers with “tightly closed
fingers and empty palm” (a manner of holding the
brush in which the thumb, index finger, and mid-
dle finger tightly grasp the handle of the brush; the
ring finger presses the brush from behind, and the
little finger supports the ring finger). Brush guid-
ance involves using a “centred tip” (directing the

brush strictly vertically to the paper); the dots and
strokes should be perfect and thoughtful; the struc-
ture should be horizontal and straight and coor-
dinated in meaning. The arrangement should be
intricate and varied, and the whole work should be
spiritual. The main focus here is on the method of
writing Chinese characters with a brush, which is
described in more detail in Li Shenyang's (813-853)
book, Introduction to Calligraphy: “It is a method
of using a brush to write articles and poems in Chi-
nese characters, turning them into works of art” [6].

As an art form, calligraphy is not only a means
of recording events; it also has rich figurative char-
acteristics. The art of calligraphy and painting both
use line as a means of expression, and there is a
saying that “calligraphy and painting have the same
origin”. Calligraphers make full use of writing tools
such as brushes; they can write works in various
styles, bringing people artistic pleasure and achiev-
ing good artistic effects.

The term “calligraphy” refers to works that have
a certain level of calligraphic artistic skill; they be-
come relics of painting. Often, calligraphic works
are written in the style of KaiShu (regular script),
XingShu (semiregular script), CaoShu (cursive script),
LiShu (official script), and ZhuanShu (small and large
seals). These five styles can be called masterpieces
of calligraphy. They have high artistic and cultural
value, and can be studied and copied by genera-
tions of calligraphers.

The art of calligraphy reached its peak during
the Eastern Jin Dynasty (317-420 AD). Modern cal-
ligraphy art is inherited from the art of ancient cal-
ligraphy; however, many excellent techniques of
ancient calligraphy have been lost. A lot of callig-
raphers strive to inherit the beautiful traditions of
ancient calligraphy. To appreciate the art of callig-
raphy, it is necessary to have an understanding of
its styles and origins.

The traditional types of calligraphy include LiShu,
ZhuanShu, KaiShu, XingShu, and CaoShu. They are
unique in the world and represent the highest lev-
el of oriental art.

LiShu is also known as Han Li (Han LiShu), a for-
mal style commonly found in Chinese writing. It
has a slightly wide and flattened shape, with long
horizontal and short straight strokes, with a “silk-
worm head and goose tail” and “three turns on each
stroke (fancy calligraphy style)” (ill. 1). LiShu origi-
nated in the Qin Dynasty, created by Cheng Miao,
and reached its peak in the Eastern Han Dynasty,

Il 7. LiShu: A fragment of the Cao Quan Stele in the Stele
Forest. Xian, Shaanxi. Eastern Han, 185 A.D.

Ill. 2. CaoShu: «Huaisu chishui». 1Tth or 12th year of the Tang
Dynasty period. Ink on paper. 28.3 x 775. The Palace Museum,
Beijing.

where it greatly influenced subsequent calligraphy.
In calligraphy circles, it is known as “Han LiShu, a
model for the Tang Dynasty”. The steles of the Tem-
ple of Confucius in Qufu, Shandong Province, can
serve as an example. They were engraved in the
LiShu style in the second year of the Han Dynasty
(156). They are 227.2 cm long and 102.4 cm wide.
The “forest” of steles serves as both a remarkable
historical picture and an exhibition of calligraph-
ic and carving art.

KaiShu is also known as zhengkang, zhenshu,
and zhengshu. It developed from LiShu, which was
compiled by Cheng Miao, and became more sim-
plified, with horizontal and vertical lines. KaiShu
means "model, example”, which was first discussed
in Zhang Huaiguan's Shuduan. It was used in the
Six Dynasties, such as in Yang Xin’s Cai, and also in
Wang Senggian'’s Discourse on Calligraphy — Bi-
ography of Wei Tang, which says, “Zhonghuang, a
native of Jingzhao, was proficient in KaiShu".

XingShu originates from LiShu, a style created
to compensate for the slow writing speed of Kai-
Shu and the illegibility of CaoShu. The word “xing”
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Il 3. XingShu: «Manuscript For Sacrifice To My Nephew» by Yan Zhenqing, Tang Dynasty, 758 A.D. First year of the Qian Yuan period.
28,5 x 75,5. National Palace Museum, Taipei.

means “to walk”; thus, it is not as careless as Ca-
oShu, and not as straight as KaiShu. It is essential-
ly a cursiveisation of KaiShu or a regularisation of
CaoShu. XingShu scripts (ill. 3) that lean more to-
ward KaiShu than CaoShu are called xingcai, and
those that lean more toward CaoShu than KaiShu
are called xingcao.

CaoShu is a style of Chinese writing character-
ised by a simple structure and continuous strokes.
It was formed during the Han Dynasty and devel-
oped from LiShu for the convenience of writing.
There is a distinction between Zhangcao (the for-
mal cursive of the Han Dynasty), Jingcao (the cursive
introduced since the Jin and Tang Dynasties), and
Kuangcao (free cursive), which is beautiful in its cha-
os. In Shuowen Jiezi, it is said that "in Han, CaoShu
is used”. CaoShu originated in the early Han Dynas-
ty and is characterised by preserving the outline of
the character, as well as loss of the rules of LiShu,
leniency in writing quickly; due to the meaning of
“cao chuang” (rough draft, initial version; literally,
"making grass”), it is called CaoShu (cursive) (ill. 1).

Chinese painting and calligraphy express the art-
ist's inner emotions through highly abstract brush-
strokes and ink strokes. The use of a calligraphy
brush is also appropriate when creating paintings
[1]. Calligraphy has a deep history in China. The
spirit of Chinese calligraphy is reflected in cursive
script, statuary script, large and small seals, and
the theory that “Chinese calligraphy and painting
have the same origin”, which is a unique expres-
sion of traditional oriental painting. In Zao Wou-
Ki's paintings, we can see the calligraphic use of the
brush: lifting, hooking, pressing, etc. The brushwork
is beautifully reflected in the detailed parts of his
paintings, turning the traditional line technique su-
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perimposed on the fine brushstrokes of oil paint-
ing into thought-provoking strokes.

In Europe, there is a distance between image
and symbol, between reading and viewing, between
abstraction and corporeality, whereas in the tradi-
tional origins of Chinese art, such a division does
not exist. Chinese characters are pictograms, which
means that Chinese characters themselves are im-
ages. These abstract symbols and forms have be-
come a way for literati to express their emotions
and thoughts, an artistic expression of poetry, cal-
ligraphy, and painting with a single basis [2]. Ac-
cording to ancient Chinese theory, what is important
is not the pictorial image itself, but how the artist
uses lines to achieve expressiveness.

Zao Wou-Ki began to study calligraphy at the
age of six. The way he uses his brush, the char-
acteristics of his brushstrokes have qualities char-
acteristic of Eastern calligraphy, they are different
from the brushstroke methods of Western artists.
As Zao Wou-Ki claimed, calligraphy created for him
the foundations of brushwork that are unique to
Eastern artists. The experience of using a brush in
calligraphic practice made his hand more flexible,
and his understanding of calligraphy influenced his
artistic concept. His skilful use of the calligraphic
brush is the main reason why his abstract painting
is different from Western painting [5], and his crea-
tive style is characterised by artistic integrity (ill. 6).

He uses symbolic elements such as oracle bones
and painted stone tiles, combines them with cal-
ligraphic strokes to form a line full of dynamics, and
then, finally, combines the expressive lines into his
own visual elements.

The work 06.05.78 (ill. 4) is a contrast of dark and
light, reminiscent of yin and yang, the confronta-
tion of dense black clots of energy and light, full of

symbolic power and dramatic effects. In 24.10.68
(ill. 9) from 1968, one can trace the artist’s evolu-
tion from the LiShu style to “cursive writing”: the
rough and energetic drawing breaks down into de-
tails, imparting airiness and mobility to the surface
of the canvas. The image seems to come to life, gen-
erating forms filled with tension, dynamics, freely
wandering in space, turning a relatively static two-di-
mensional image into a three-dimensional organ-
ic artistic phenomenon. There is no specific image
here; the viewer is given the opportunity to inter-
pret the artist’s intentions. His paintings are pure
improvisation, based on spontaneity and chance.
This approach testifies to the influence of the an-
cient tradition of the inseparable unity of calligra-
phy and painting on his work.

In addition, the artist uses a variety of tradition-
al Chinese ink painting techniques: lifting, press-
ing, pressing with horizontal stroke, broken stroke,
stretching stroke, straight stroke, crossing stroke,
and sweep; “counting white as black”, black where
there is ink, white where there is no ink, black and
white complement each other and serve as yin and
yang, “five-step ink tone scale” and an ordered struc-
ture of the painting (ill. 7).

Zao Wou-Ki's use of the brush is rich in varia-
tions and power. His use and control of oil (“oil as
water” — dripping ink) is another important charac-
teristic. In his early works, he also experimented with
imitating Chinese ink painting with a lot of water.
In later works, the fluidity of the oil paint and the
blurring of the contours are expressed even more
fully, giving the painting a special poetic character,
reminiscent of the gohua tradition.

In traditional Chinese ink painting, “water man-
agement” is one of its main features, as ink is mixed
with different proportions of water to produce dif-
ferent effects on xuancheng paper, sometimes show-
ing a thickened line, sometimes a blurred line. 1974,
when he returned to ink painting, was an important
turning point in Zao Wou-Ki’s creative biography.
Large white areas of paper, not filled with ink, cre-
ate space for free improvisation.

In Zao Wou-Ki's painting, Landscape Painting
(ill. 8), we do not see specific recognisable objects;
it is a tribute to subjective imagination. With the
flexible movement of the brush in calligraphy, the
master uses gradation of tone to nuance the com-
position and abstract motifs, organising a rhyth-
mically ordered space filled with movement. The
embodiment of the national spirit in the painting

Il 4. Zao Wou-Ki. «06.05.78». 1978. Oil on canvas.
130 x 195 cm.

Il 5. XingShu: «Manuscript For Sacrifice To My Nephew» by
Yan Zhenging, Tang Dynasty, 758 A.D. First year of the Qian Yuan
period. 28,5 x 75,5. National Palace Museum, Taipei.

is conveyed by the sparing colouring and power-
ful expression of the drawing and brush strokes.

In the painting 10.01.91 (ill. 5), the artist explores
the texture of oil paint, its expressive possibilities.
On the one hand, the artist overcomes the limits
of oil painting, diluting the viscous matter, which
turns into a transparent, fluid texture before our
eyes. On the other hand, changing the pressure of
the brush, controlling the intensity of the tone cre-
ate the illusion of clouds against the background
of an orange sunset sky.

Zao Wou-Ki's works fully utilise the “oil as wa-
ter” method (ill. 6), reflecting the deep influence of
traditional Chinese ink painting on his work. This
feature ultimately gives his images a full-fledged
feeling of ink and blur. This characterises his ori-
ental style, giving his abstract vision a sense of im-
pressive power. In a foggy and illusory space, the
final embodiment of the accidental and intention-
al is achieved, an effect different from Western ab-
straction.
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O XYAOXECTBEHHOM CBOEOBPA3I
TPAANLIMOHHOW KUTANCKOW KANNUTPAGNN
N XXNBOMWC B TBOPYECTBE Y>XKAO YLLI3U

AHHomayus. CTaTbsl MOCBALEHa aHan3y BANAHUSA
TPaAVLMOHHOW KNTaNCcKoM Kananrpadmm n Xnsonmcum
Ha TBOPYECTBO M3BECTHOrO BO BCEM MMpPE KUTANCKOro
XyAoxxHuKka Yxao Yusm (1921-2013), apkoro npeacraBu-
Tens Hosow Mapuxckoi wkonbl. MNpounssegeHus Yxao
Yu3mn npeactaBastoT coboi NpakTuveckoe npumMeHeHmne
Teopuu ApeBHero UCKYCccTBa Kaaamrpapum n XmBonucu,
BbIpaXkeHue rnyboKMx YyBCTB 1 IMOLMIA C MOMOLLbIO MPK-

Yxao Yusu (13 ¢pespana 1921-9 anpens 2013)
poguncs B NekuHe. B 1935 rogy oH noctynua B xy-
[OXECTBEHHYHO LKoY XaHuxoy, a B 1948 roay ye-
Xal yumTbCs XXmBonucy Bo ®paHunu, rae n nposen
60/bLLUYIO YaCTb XM3HW. B cBOMX KapTWHax OH mc-
nosab3oBas GOPMbl COBPEMEHHOW 3anajHOM Xu-
BOMMWCK, OCMbICSAS UX B KOHTEKCTE TPaAULIMOHHOM
KUTAMCKON KyNbTypbl 1 UCKYCCTBa. Y>kao Yu3m co3gan
HOBOE >XMBOMWCHOE NPOCTPAHCTBO C MEHAIOLLMMM-
€S LBeTamMu, MOLLHbIMW Ma3kaMu 1 0cobbIM UyB-
CTBOM puTMa 1 cBeTa [7]. Ero nckyccTBo B KOHTEKCTe
COBPEMEHHOW 3aMaZHON IMpUYecKon abcTpakymm
cAienano ero ApK1M npeacTaButesieM HoBow MNapmx-
CKOM WwKoAbl [3, ¢. 64-65]. Bcto xun3Hb paboTtas xy-
8OXHMKOM BO PpaHLy3ckol ranepee, Yxao Yu3u
ctan npodeccopom HauMoHaNbHOW LWIKOAbI AEKO-
paTUBHbIX MCKycCTB B Napuxe, 6bi1 M3bpaH YneHoM
AKaZeMnn n3sLHbIX NcKyccTB PpaHumm 1 pbliua-
pem OpgeHa MNMoyeTHoro JlernoHa. OH nposen 60-
nee 160 nepcoHanbHbIX BbICTABOK MO BCEMY MUPY.

TBOopeHus Yxxao Yu3n npeacTaBasaoT cobom
npakTnyeckoe NpUMeHeHre Teopnn APEBHENO UC-
KyccTBa Kanamrpadum n XMBonucK, BblpaxxeHune
BHYTPEHHWNX YyBCTB C MOMOLLbIO Kaaaurpadum [4].

€MOB, XapaKkTepHbIx Ans Kaanmrpaduun. B ero abctpakT-
Hble TBOPEHUSA CO3HaTeIbHO BK/OUeHbl dpunocodckme
NaeV ApeBHUX KNTANCKNX aesTenel nckyccrea o Beenen-
HOWM 1 BCEM CyLLEM, YTO OT/IMYaeT ero KapTuHbI OT 3a-
nagHoOM abCTPakTHOMN XXMBOMMUCH.

Knroyessle cnosa: Yxao Yy3u, kumalickas kanauzpa-
dus, kumalickas mpaduyUuoHHAs XU8oNUCk, «MacsioMm
kak eodoli», Hosas Mapuxckas wkoAa.

B ero npounsseaeHWs cO3HaTENbHO BK/IOUEHbI HU-
nocodckme NAen ApeBHUX KUTAUCKUX AedTesen uc-
KyccTBa 0 BceneHHoM n BceMm cyLiem.

Kannurpadus — 310 He McbMO 0BbIYHOTO Yeno-
BEKa, KOTOPbIV NULLET NMPaBWIbHO N 6e30WNH0YHO.
BrbanoTekn n Mysen He XpaHAT KOANEKLUN Nepo-
rMMOB, HanMMCaHHbIX OObIYHBIMU NOABMU; TO, UTO
OHW XOTAT COXPaHWUTb, — 3TO COKPOBWLLIA, Nepesa-
oL Mecs 13 NokoNeHns B NokoaeHne. Mbl Hasbl-
BaeM MCKYCCTBOM Kaaiurpapuu 1o, UTo HanmcaHo
N3BECTHbIM Kananrpadom 1 nMeeT TBOPUECKYHO U
HEMNnoOBTOPMMYIO TeXHUKY Nucbma. Kannurpaduue-
CKO€ UCKYCCTBO MOXKET ObITb NepesaHo B brubanoTte-
KW 1 My3eun TOIbKO B TOM Cay4yae, ecin OHO nmeet
BbICOKYHO LIeHHOCTb.

Kannurpadumsa oTHOCMTCA K MeTOAY NUCbMaA Ku-
CTbHO, KOTOPbIV GOKYCMPYETCA Ha BeAEeHUN KUCTY,
HanMcaHve ToYKaMu, CTPYKTYpa, pacnonoxXeHne
(nMHWR, koMno3uuuK). Hanprmep, NCNONHEHWE Kn-
CTblO MOAPa3yMeBaeT cnocob gepXaHWsa KMCTbLO NA-
TbHO NasbLAMW «MJIOTHO NpUaeraroLLme naablbl 1
nycTas naZoHb» (CNOCO6 Aep>KaHUs KUCTK, MPU KO-
TOpPOM BONbLIOW, YKa3aTeabHbIV U CPeAHWUIA Najb-
Lbl MJOTHO 3aXXUMatOT PYYKY KNCTW, 6€3bIMAHHbIN
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Ill. 6. Zao Wou-Ki. <Homage to my friend Henri Michaux, April
1999 - August 2000 - Triptych». 1999-2000. Oil on canvas.

200 x 750 cm.

Il 7. Zao Wou-Ki. «03.01.80». 1980. Oil on canvas.
80 x 92 cm.

nanew, NpuXMMaeT KUCTb C3a4M, @ MU3MHEL, NoJA-
Aep>kmBaeT 6e3bIMSAHHbIN nasew); BeAeHne KUCTH
nozpasymMeBaeT UCMO/b30BaHME «CLLEHTPUPOBaH-
HOrO KOHYMKa» (HanpaB/ieHWe KUCTU CTPOro BepTu-
KasbHO K Bymare); TOUKW W WTPUXN AOMXKHbI ObITh
COBEpLUEHHbIMY ¥ MPOAYMaHHbIMU; CTPYKTYpa LOXK-
Ha OblTb FOPU3OHTAILHOW Y MPAMOM N COYeTaThbCs
MO CMbIC/Y; PACcMONOXeHNE JOMKHO OblTb 3aMbiC-
NoBaTbIM M pa3HOObpa3HbIM, a BCE MPOM3BeLeHNe
BOKHO BbITb OAYXOTBOPEHHbIM. OCHOBHOE BHMMa-
HWe 34ecb YAeNseTca MeToay HanmcaHna KNTamckux
nepornndoB KNCTbHO, KOTOPbIN 6onee NogpobHo
onucaH B kHure Jln WaHbsHa (813 - 853) «Beeae-
Hue B Kananrpaduio»: «3T0 MeTOZ NCMOAb30BaHNA
KUCTW ANS HanWcaHWa cTaTel U CTUXOB KUTaNCKUMM
neporandamu, NpespaLlaoLmii Ux B Npon3Bese-
HWA nckyccTea» [6].

Kak BuA nckycctBa kananrpadpus saeasieTcs He
TOJIbKO CPeACTBOM 3aneyatieHns CoOObITUIA, HO n
obnagaet 6oratbiMn 0H6pa3HbIMU XapakTepPUCTL-
Kamu. VickyccTBO Kanamrpadum un XXMBONnCKU npu-
6eraroT K IMHUM KakK CPeACTBY BblpaXKeHWs, N eCcTb
MOroBOpKa, UTo «Kanamrpadms n >KMBOMUCb MMe-
FOT OZHO U TO Xe NPouncxoxaeHue». Kanaurpadol B
MOJIHOW Mepe MUCMONb3YHT UHCTPYMEHTbI ANS MUCh-
Ma Takue, Kak KMCTW, U MOTyT nucatb paboTbl B pas-
JINYHBIX CTUASX, LOCTaBAAA NHOAAM XYAOXKECTBEHHOE
YA,O0BOABCTBUE U AOCTUTAas XOPOLUUX XYA0XECTBEH-
HbIX 3$deKTOoB.

TepMuH «kanaurpadms» OTHOCUTCS K paboTam,
NMEIOLLMM OnpeaeNeHHbI YpOBeHb Kaaaurpadpu-
YECKOro XyZA0XeCTBEHHOro MCKYCCTBa, KOTOpble
CTaHOBATCA PENIUKBUAMM XMBOMUCK. YacTo kan-
nvrpaduyeckne NponsBeseHNs HanucaHbl B CTuie
Kanwy (HopmMaTUMBHOE yCTaBHOE MUCbMO), CUH-
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wy (nonyycrtaBHoe N1UcbMO), LLaoLly (CKOPOMUCh),
avwy (oduumanbHOe NMCbMO) U YKyaHbLLy (Manas
1 6onbllasg neyatn). 3TN NATb CTUNEN MOXHO Ha-
3BaTb WeaeBpamMu Kananrpadum, OHU UMEOT Bbl-
COKYHO XYZLOXKECTBEHHYO U Ky/bTYPHYH LeHHOCTb
N MOTYT M3y4aTbCs U KOMUPOBATbCA MOKOAEHNAMU
Kananrpados.

WckyccTBo Kananrpadum goCTMrio CBOero nnka
BO BpemeHa anHactum BoctouHas LsuHbe (317-420 rr.
H.3.). CoBpeMeHHOe MCKyCCTBO Kananrpadum yHacne-
[0BaHO OT UCKYCCTBA APeBHEN Kanaurpadum, oaHako
MHOr1e NPeBOCXOAHbIE TEXHUKW APEBHEN Kaaaurpa-
dun Bblan yTepsHbl. MHOrne kanaurpadbl CTpemMsaT-
€A yHacneAoBaTb NpeKpacHble TPaguLMmn ApeBHeN
kanaurpadumm. YTobbl OLEHUTL NCKYCCTBO Kanam-
rpadmuv, HeOBXOANUMO MMETb NPeACTaBlEHNE O ee
CTUAAX N NPONCXOXKAEHUN.

K TpagnumoHHbIM BUAaM Kaaamrpadbum oTHoO-
CATCA: NNLLY, YXKyaHbLUy, KanLly, CUHLLY W LaoLuy,
KOTOpble TakXe ABAAIOTCA YHUKAAbHbIMU B MUPE U
npeacTaBAAtoT cO60M BblCOYaNLLIMIA YPOBEHb BOC-
TOYHOrO UCKYCCTBa.

Jlvwy Takxe m3BecTeH Kak XaHb Jln (xaHbckoe
NNLLY), TOPXKECTBEHHbIV CTUIb, OBbIYHO BCTPEYato-
LLMICA B KNTAWCKOW NMUCbMEHHOCTW, OH UMEET Cier-
Ka LIMPOKYHO 1 yNaoLeHHYo GOopMy, C ANNHHBIMU
FOPU30HTaNbHBbIMW U KOPOTKMMM NMPAMbIMU LUTPU-
XaMW, C «rOJIOBOW LUENKONPSAAA U XBOCTOM Tycs» U
«TpeMsa NoBOPOTaMM Ha KaXAoM LTpuxe (BblYyp-
HbIM CTUAb Kanaurpadum)» (man. 1). Jinwy BO3HUK
BO BpemeHa AunHactum LinHb, Bbin co3gaH YaH Mso
N JOCTUT CBOEro Nuka B 3noxy BocTouHol XaHb,
rAe okasan 3HauyuTesIbHOe BAUSHME Ha NOoCaeayto-
wyto kananrpaduto. B kpyrax kanamrpadoB OH 13-
BECTEH KaK «XaHbCKUI anLy, obpaseL, A5 3noxu
TaH». B kauecTBe nprmMepa MOXHO NPUBECTU CTe-
Nbl xpama KoHdyuums B ropoge Litondy, nposuHLmMM
LWaHbayH. Vx rpaBupoBka caenaHa BO BTOPOW rog,
npasaeHna gnHactum XaHb (156 r.), B ctune anwy,
227,2 cm B gnviHy n 102,4 cm B lWiMpwHy. Jlec cten
CAY>XXUT N 3aMeYaTeslbHOM NCTOPUNYECKOM KapTu-
HOM, 1 BbICTaBKOW Kanamrpabuyeckoro n pesHo-
ro MCKyccTBa.

Karwy Takxxe M3BECTEH MOA Ha3BaHUAMM UKIH-
KaH, YK3HbLY W Wk3aHLWY. OH pa3BuaCsa U3 auuy,
KoTOpbIV Hbln cocTaBneH Y3H Msdo, u cTan bonee
YMPOLLEHHbIM, C TOPU30HTAIbHBIMW W BEPTUKab-
HbIMW nHKAMM. Kallwy nmeeT 3HaueHne «obpasel,
npumep», KOTOPOoe BrepBble HbII0 PaCCMOTPEHO B
«LLy uxyaHb» YxxaH XyanryaHsa. OH Ucnosb3oBa-
ca npu Wectn anHactuax, Hanpumep, B Tekcte AH

CuHs «Llali», a Takxe B KHure BaH CaHusHs «Pac-
CYy>XXAeHUs o Kanaurpadum — buorpadus Ban TaHa»,
rae ropoputca: «4xxyHxyaH, ypoxeHew, LIsnHuxao,
XOPOLLO BAaZEN Kanlly».

CWHLIY NPOUCXOAUT OT ALY, CTUAb OblN CO3-
JaH, UTobbl KOMMNEHCMPOBaTb MeJJ/IEHHYH CKOPOCTb
nMcbma Kanwy n HepasbopumBocTb Laoly. Cno-
BO «CUH» O3HAYaeT «XOAMUTb», MO3TOMY OH He Ta-
KON HeBpPEeXHbIN, Kak LaoLly, N He TakoW NPAMON,
Kak karwy. Mo cyTun, 3T0 KypcuBu3aLms KaLly nam
perynsapusauma yaowwy. Hanucanuma cuHwy (uan. 3),
KOoTOpble 6osee CKAOHAITCA K Kallly, YeM K Lao-
LUy, Ha3blBaKOTCA «CUHKaM», a Te HanucaHus, Ko-
TOpble 6osiee CKNOHAKTCA K LaoLy, Yem K KanlLuy,
Ha3bIBatOTCA «CUHLLA0».

Llaowly — 3To CTWAb KMTAMCKOro NMcbMa, Xapak-
TEPU3YHOLLMIACA NPOCTON CTPYKTYPOW 1N HenmpepbIB-
HbIMW WTpuxamu. OH chopMmMpoBanca BO BpeMeHa
AVMHACTUM XaHb M pa3BUACS U3 ALY Ans ya00CTBa
nucbma. CyLecTByeT pasivumne Mexay YxaHLuao
(yctaBHasa ckoponucb Npu AMHaCcTUK XaHb), L3UH-
Lao (CKOPOMUCh, BBELEHHAas CO BPEMEHU ANHACTUIA
LI3nHb 1 TaH) 1 KyaHuao (BOJbHas CKOPOMMUCH), KO-
TOopas nNpekpacHa B cBoeM xaoce. B «LlloB3Hb L3eL-
3bl» FTOBOPUTCA, UTO «B XaHb MCMOJb3YEeTCA LLaoLLy».
Llaowy 3apogunnack B Hauyane npaBAeHNA JUHACTUN
XaHb ¥ XapakTepun3yeTcs COXpaHeHWeM HayepTa-
HWsA neporanda, yTpaTon npasua AnLLY, CHACXOAM-
TE/IbHOCTBHO K BbICTPOTE HanMCaHWA, 13-3a Haanuna
CMbICNa «Ljao4vyaH» (UepHOBOW OMbIT, HaYaNbHbIN
BapwWaHT; bykBaNbHO, «CO3/aHNe TPaBbl»), Ha3blBa-
eTcqa yaouy (ckoponucbto) (nan. 1).

Kutalickas xmBonuch 1 Kanamrpadpus Bbipaxa-
FOT BHYTPEHHME 3MOLNN XYAOXKHMKA C MOMOLLbHO
BbICOKOAOCTPaKTHbIX Ma3KOB KUCTbIO U TYLLIbIO, MPU
CO3Z@aH1N KapTVH BRageHune Kkananrpaduyeckom Kn-
CTbIO TOXe fiBAAeTca ymecTHbIM [1]. Kanaurpadumsa
nmeet raybokyto nctopuro B Kutae, 1 gyx kmutai-
ckon Kanaurpadum oTpaxxeH B CKOPOMMUCK, yCTaB-
HOM MMCbMe, 6O/IbLLOW U Masoi NeyaTtu, a Takxke B
TEOPUN TOTO, UTO «KUTAMCKas Kanaurpadus n xm-
BOMWUCb UMEIOT OAMH UCTOYHUNK», UTO ABASETCS YHU-
KaslbHbIM BblpaXKeHNeM TPaULMOHHON BOCTOYHOM
xmponucu. B kaptnHax Yxao Yu3um Mbl MOXeM BU-
AeTb Kannurpaduyeckoe NCNoNb3oBaHME KUCTHU:
NoAbeM, KPHOK, HaXunm 1 T.4. PaboTa kuctbto npe-
KPacHO OTpaXkaeTcs B AeTasbHbIX YacTAX ero KapTuH,
npesBpaLLas TPaANLMOHHYIO TEXHUKY INHWUIA, Hano-
SKEHHYH Ha TOHKME Ma3Ku MacasiHOM XXMBOMUCK, B
HaBOAALLME Ha Pa3MblLLUNEHUA WTPUXN.

Il 8. Zao Wou-Ki. «Landscape image». Ink on paper.

L. 9. Zao Wou-Ki. «24.10.68». 1968. Oil on canvas.
114 x 161,5 cm.

Ecnn B EBpone cywiecTtByeT AnCTaHLUA MeXAY
06pa3om 1 CUMBOIOM, MEXAY YTEHVEM U NMPOCMO-
TpOM, Mexay abcTpakuuen n TeNecHOCTbIo, TO B Tpa-
AVNLMOHHbBIX MCTOKaX KMTANCKOro MCKYCCTBa Takoro
pasgeneHuns He cyuecteyet. Kutainckve neporam-
bl — 3TO NUKTOrpamMMbl, TO €CTb CaMu Mo cebe Ku-
Tanckme neporandsl ABaseTcs n3obpaxkeHnem. 3T
abcTpakTHble CMMBOJIBI U GOPMbI CTanW ANS AnTe-
pPaTopoOB CNOCOOOM BbIpaXKeHWs CBOUX 3MOLMIA 1
MbICNEN, XyOXKECTBEHHbIM BblpaXeHeM Mo33uu,
Kanamrpadum n XXMBOMUCK C eANHOK OCHOBOM [2].
CornacHo ApeBHeN KUTaNCKOW TeopUKn, BaKHO He
CaMOo XMBOMWUCHOE U306paxkeHue, a To, Kak XyL0X-
HWK MCMONb3yeT INHUN, YTODbI OCTUYb IKCNpec-
CUBHOCTM BblpaXKeHus.

Yxao Yu3m Havan nlyyatb kaaamrpaduio B BO3-
pacTe wectn neT. To, Kak OH UCMONb3YeT CBOKO KMUCTb,
0COBEHHOCTM ero MaskoB OTANYAIOTCA KayecTBaMy,
XapakTePHbIMUN 4151 BOCTOYHOM Kaaamrpapum, oHun
OTANYAIOTCA OT METOAOB HaHEeCEHMA Ma3KOB 3anag-
HbIMU XyAoXXHUKaMn. Kak yteepxaan Yxxao Yusu,
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Kannavrpadus coszgana Ans HEro OCHOBbI PaboTbl Kn-
CTbIO, ABNAIOLLMECA YHUKANBHBIMU AN BOCTOYHbIX
XyB0XHNKOB. OMbIT MCNONb30BaHMA KUCTU B Kan-
nurpaduryeckon npakTrKe caenan ero pyky bonee
rMOKOMN, a MoOHMMaHWe Kanaurpadum noBaANSAO Ha
€ro XyA0>XeCTBeHHY0 KoHLenuuto. Ero nckycHoe
MCMoAb30BaHWe Kannurpadruyeckom KUCTu saBaseT-
€Sl OCHOBHOW MPUUYNHON OTANYUNSA ero abCcTpaKkTHOM
XMBOMMWCK OT 3anagHown [5], a Ans ero TBOpYECKO-
ro nouyepka xapakTepHa XyA0XeCcTBeHHas LenocT-
HOCTb (UAn. 6).

OH ncnonb3yeT CMMBOANYECKNE 31€MEHTBI, Ta-
Kue KaK rafaibHble KOCTM 1N pacrmncHble KaMeHHble
NANTKKN, cOYeTaeT X CO WTpMxammn Kananrpadun,
4YTO6bI CGOPMUPOBATL NNHUIO, MOJTHYO AUHAMUKM,
a 3aTeM, B NOC/IEAHION oYepesb, OObeANHAET BblI-
pasunTeNbHble JIMHUW B CBON COBCTBEHHbIE BM3Yyalb-
Hble 3IeMEHTbI.

Pabota «06.05.78» (unn. 4) npeactaBaset cobon
KOHTPACT TEMHOTO W CBETN0r0, HaNOMMWHAaOLWUI MHb
N AHb, MPOTMBOHOPCTBO MAOTHbBIX YEPHbIX CIYCTKOB
3Heprum n ceeTa, UCNOJHEHHbIE CUMBOJINYECKOWN
CUAIbl U ApamaTnyecknx sdpdekTos. B «24.10.68» (nan.
9) 1968 roga MOXHO MPOCAeUTb IBOHOLINIO XY-
[OXHMKA OT CTWUAS INLLY K «CKOPOMUCU»: Tpy6bIli 1
3HEPrMYHBIN PUCYHOK pacnajaeTcs Ha JeTanu, coob-
LL,as MOBEPXHOCTM MOJOTHA BO3AYLIHOCTb 1 MNOABUX-
HocTb. Obpa3 byATo OXMBaeT, reHepupys GopMbl,
HarnoNHeHHble HanpsXeHWeM, AUHaMUKORN, CBO6OA-
HO By zatoLLMe B MPOCTPaHCTBe, NpeBpaLLas OTHO-
CUTENBbHO CTaTUYHOE ABYXMEPHOEe n3obpaxkeHne B
TpexMepHOe OpraHnyYeckoe XyA0XeCcTBEHHOe fAB/e-
Hue. KoHKkpeTHbIV 06pa3 34ecb OTCyTCTBYET, OAHAKO
3puTesb NoJlyYaeT BOSMOXHOCTb UHTEPMPETMPOBATh
3ambicen macTtepa. Ero KapTuHbI — YncTas UMNPOBM-
3aLM1s, OCHOBaHHas CMOHTAHHOCTU W CIy4alHOCTU.
Takol noaxon CBUAETENbCTBYET O BAVSHUM Ha €ro
TBOPYECTBO APEBHEN TPaAULMM HEPACTOPXKMMOTO
eVHCTBA Kaianrpadum n >KMBOMNmcCK.

Kpome Toro, XyA0XKHNK Ncrnosib3yeT pasHoobpas-
Hble MPVEMbI TPAAVNLMOHHOW KUTANCKOW XMBOMUCY
TYLIbIO: MOAHATNE, HAaXaTNe, HaXaTne C rOPU30H-
TaJlbHbIM LUTPUXOM, JOMaHbI LUTPUX, TAHYLLMACA
WTPUX, MPAMOW LUTPUX, NepecekaroWwmii WTPUX 1
pasmax; «cumTaTb 6enoe 3a YepHoe», YepHoe TaMm,
rae ectb Tylb, 6enoe Tam, r4e HeT TyLn, YepHoe U
6enoe JOMOAHAIOT APYT ApYra U CAY>aT MHb U fiHb,
«MATUCTYNeHYaTasa TOHOBas LWKaia TyLWm» 1 ynops-
JOYeHHas CTPYKTypa KapTuHbl (uan. 7).

Vicnonb3oBaHue Kncty Yskao Yu3n camo no cebe
6orato BapuaumnsamMm n cunoii. Ewe ogHoOM BaxkHOM

124

€ro XapakTepuCTUKOWN SIBASETCS UCMOJIb30BaHMeE U
KOHTPOJIb HaJ, Mac/oM («Mac/oM Kak BOAOW» — Ka-
naroLLas TyLb). B cBOMX paHHUX Npon3BeseHnax oH
TaKXKe 3KCNepPUMEHTUPOBA, UMUTUPYS PUCYHOK KU-
TANCKOW TyLbHO C 6OAbLINM KOANYECTBOM BOZAbI. B
6osiee No3aHNX paboTax TeKyuecTb MaCiAHOM Kpa-
CKW, pa3MbITOCTb KOHTYPOB BblpaXxKeHbl elle bonee
MOJIHO, UTO COOBLLLAET NMOJIOTHY OCOBbLIN NO3TUYE-
CKWI XapakTep, HaNnoMuHas O TPaAULMK roxya.

«YnpaB/ieHne BoAOW» B TPAAULIMOHHOW KuUTal-
CKOW >KMBOMUCK TYLLIbIO ABASIETCA OLHOW W3 ee rNnaB-
HblX OCOBEHHOCTEN, Tak Kak Tyllb CMeLUMBaEeTCs C
pa3IMUHbIMU NPONOPLMAMU BOAbI A5 MONYUYEHUS
pa3n4YHbIX 3¢ EKTOB Ha CtoaHbY3IHCKOWN bymare,
AEMOHCTPUPYSA TO CTYLLEHHYO, TO Pa3MbITYO NN-
Huto. 1974 rog ctan BaXkKHbIM NOBOPOTHbIM MOMEH-
TOM B TBOpUYeCKon buorpadpum Yxao Yusu, korga
OH BEPHYCA K XXUBOMUCK TyLbto. bonblune b6enble
y4acTkn bymaru, He 3anoJIHEHHbIE TyLbLO, CO3ja-
FOT MPOCTPAHCTBO A5 CBOBOAHON MMMPOBM3aLUN.

B kapTvHe Yxxao Yu3m «/1306paxeHne nensaxa»
(nnn. 8) Mbl He BUANM KOHKPETHbIX y3HaBaeMbIX 06b-
€KTOB, OHa IBNAETCA AaHb CyObeKTMBHOMY BOOO-
paxeHuto. brarogaps rméKkomMy ABUXKEHUIO KNCTW B
Kanaurpadum mMactep MCnonb3yeT rpagaumnto ToHa
N8 HIOAHCMPOBKM KOMMO3ULUMN 1 becnpeameTHbIX
MOTMBOB, OPraHn3ys pUTMUYECKN YNOpPAL0YeHHOe
NPOCTPaHCTBO, HaMONHEHHOE ABUXEHMEM. Bonsio-
LLleHWe HaLMOHaNbHOTO Ayxa B KapTWHe nepesaHo
CKYMbIM KOJIOPUTOM N MOLLHOW 3KCNpeccuen pum-
CyHKa 1 yAapoB KMCTU.

Ha kaptnHe «10.01.91» (nan. 5) aBTop nccnepyet
TEKCTYPY MacNsIHOM Kpacku, ee BblpasuTeNbHble BO3-
MO>XHOCTW. C OZAHOMN CTOPOHBbI, XYAOXHUK Npeosoe-
BaET rpaHuLbl BO3MOXHOCTEN MaCAsiHON XMBOMUCH,
pa3baBnifsa BA3KYH MaTepUIO, Ha rna3ax npespaLtla-
HOLLYHOCA B MPO3payHyto, Tekyuyto Tekctypy. C apy-
roli CTOPOHbI, K3MEHEHWNE HaXXMMa KNCTU, KOHTPOJIb
WMHTEHCMBHOCTW TOHa CO3atoT UANO3MIO 061aKoB
Ha ¢pOHe OpaH>XeBOro 3akaTHOro Heba.

PaboTbl Y>ao YL3u B NOSHON Mepe UCMOb3YHT
MeTOZ, «MacloM Kak BOAOW» (M. 6), oTpaxas rny-
60oKoe BANsHWE TPaANLMOHHOM KMTaCKOW XXMBOMMU-
CW TYLLUBIO Ha ero TBopyecTBo. [laHHas 0cCObeHHOCTb
B UTOre NpuAaeT ero n3obpaxkeHnsM NoaHOMepHoe
oLlyLLeHMe TYLUX 1 pa3MbITUs. DTO XapakTepusyeT
€ro BOCTOYHBIW CTW/Ib, MPUAAET ero abCcTpakTHOMY
BUZAEHMIO OLLYLLEHWNE BHYLLUNTEbHON CUAbI B TymaH-
HOM 1 WAIHO30PHOM MPOCTPAHCTBE AOCTUIAeTCs KO-
HeyHOoe BOMJIOLLEHME CYYaliHOTO N HAMEPEHHOTO,
3bdeKT, OTANMYHBIN OT 3anagHoM abcTpakumm.
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