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THE WORKS OF LUO ZHONGLI AND THE BIRTH OF
HYPERREALISM IN PAINTING IN NEW CHINA

Summary: The article examines the unique aspects
of hyperrealism development in Chinese art, with a focus
on the contribution of artist Luo Zhongli (% /1 37), who is
considered the founder of this movement. The work em-
phasises that hyperrealism in China did not only appear
as a borrowed phenomenon but developed on the basis of
traditional Chinese aesthetic principles, such as “similar-
ity of form” and “similarity of spirit”. The authors consid-
er the key features of Chinese hyperrealism, distinguished
by extreme naturalism and meticulous execution, com-

As an artistic movement, hyperrealism is based
on the theoretical research and theses of French
philosopher Jean Baudrillard (1929-2007), according
to whom “simulacra never exist in reality” [3, p. 32].
This viewpoint defines the unique aesthetic paradigm
and serves as a conceptual cornerstone of a whole
visual arts movement, defining its special aesthetic
paradigm.

The creation of a dialectic of “false reality”
through the total simulation of visual experience, due
to which the effect of generating a hyperreal space
with subsequent destabilisation of perception is
achieved, is the main artistic strategy of hyperrealism.
Thus, the boundaries between objective reality,
artistic fiction, and media representation are erased.

124

bined with national motifs. Luo Zhongli’s painting Father
serves as a clear example of this. This work has become
a symbol of the Newest Time, showing the ways of inter-
action between the traditions of Western modernism and
the Chinese cultural code. Thus, the groundwork for the
development of the school of Chinese hyperrealism, dis-
tinguished by great originality, was established.

Keywords: hyperrealism, Chinese painting, artist Luo
Zhongli, New China, realistic painting.

The history of the emergence of this artistic
movement in China differs greatly from the natural
evolution of hyperrealism in Western countries. By
the Chinese cultural tradition, the phenomenon
is viewed as borrowing, lacking the philosophical
foundations that distinguish Western art. Meanwhile,
over the centuries, traditional Chinese painting has
developed its own unique artistic concepts, such as
“similarity of form”, “similarity of spirit”, “realism”,
and “free expression” [4, p. 78].

It is important to note that all these traditional
aesthetic principles determined the special
development path of hyperrealism in Chinese art,
which we propose to consider in this work.

The issues related to hyperrealism in Chinese
painting were addressed by such researchers, art

Il 1. Luo Zhongli. Father. China, 1980 (considered the
first hyperrealist painting in China), oil on canvas. 216 cm x
152 cm. Stored in the National Art Museum of China (Beijing).
T F), FE, 1980 F (WHAATFEE KESSE
TIChEER) | MEME, 216 cm x 152 cm, Wi TR ERE
ARE.  (JER)
historians, and art critics as Lu Peng (§3%), Feng
Yihan (& —&), Zhu Qi ()kH), Yuan Min (80,
and others. We consider it necessary to continue
the study of this artistic phenomenon and to shed

Il 2. Luo Zhongli. Fragments of the painting, Father.
Tz gEfEm (33%) BE.

more light on individual aspects of hyperrealism
in Chinese artistic culture. While working on the
topic, we carefully examined the publications of
foreign scientists.

It is well known that the term "hyperrealism”
was first introduced into artistic discourse in 1973
during the work on an exhibition in a Brussels
gallery organised by Belgian art dealer Isy Brachot.
The scandalous exhibition, entitled Hyperrealism,
displayed works by American artists representing
such a movement as photorealism. The event
served as a starting point for the terminology
formation and launched the evolution of subsequent
artistic practices, which developed in line with the
photorealistic tradition [3, p. 44].

It should be noted that the institutionalisation of
hyperrealism as an independent artistic movement
occurred much later — at the beginning of the 21st
century. In the art historical perspective, hyperrealism
is a logical development of the photorealistic
method, which has overcome the boundaries of
easel painting and included such media as sculpture,
installation, and other types of contemporary art
in its arsenal.

The creation of works with an effect of total
simulation of reality, achieved through virtuoso
sculpting of form, precise rendering of optical effects,
and the use of technological innovations in artistic
practice, is a distinctive feature of hyperrealism [3,
p. 76].

The painting technique of hyperrealism involves
systematic work with photographic sources,

Lo
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including analysis, deconstruction, and subsequent
reconstruction of the image. In addition, much
attention is paid to microscopically precise colour
correction, achieving maximum resolution, using
airbrushing techniques, specialised pigments and
binders, and projection equipment [3, p. 80].

Before we look at the origins of realistic painting
development, let us take a quick look back at how
Western oil painting made its way into China.

As is known, oil painting appeared in China at
the end of the 16th century owing to European
missionaries, among whom ltalian Jesuit Matteo
Ricci (1573-1620), a contemporary of the founder
of naturalism, Caravaggio (1571-1610), stood out.
Moreover, it is known that owing to the activities
of Italian missionaries from the Jesuit congregation,
Chinese teenage boys arrived in Naples for training,
immersing themselves in the rich atmosphere of
[talian culture, one of the recognised centres of which
was the city at the foot of Vesuvius. Owing to direct
interaction with Italy, oil painting organically entered
the national artistic tradition over four centuries.
The early period of Chinese oil painting includes
four bust portraits of aristocrats and statesmen of
the 18th century from the collection of the Pushkin
State Museum of Fine Arts in Moscow.

Later, at the turn of the 20th century, that is,
in the last decades of the Qing Dynasty, Western
oil painting, together with its pedagogical system,
was quickly adapted and developed in China.
Outstanding artists, including Feng Gangbai (05
§WA), Li Tiefu (¥ X), and Xu Beihong (R i58),
underwent systematic training in the principles and
techniques of academic realism in European (mainly
French) art schools, thereby laying the foundations
of the Chinese school of realistic oil painting [2, p.
61]. The passion for oil painting, owing to European
and Russian influence, continued during the period
of the Republic of China (1912-1949).

However, oil painting did not gain prominence
in Chinese fine art until 1949, when the People’s
Republic of China was established. Interaction with
the Soviet Union and its art institutions was the
cause. As a result, the socialist realism method was
established. It is important to note that the Chinese
realism development was greatly influenced by the
traditions of the Itinerants of the second half of
the 19th — early 20th centuries, the Association
of Artists of Revolutionary Russia (AKhRR, 1922-
1932), and artists of the Russian emigration (1920-
1930s). Among them, a special role was played by
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Il 3. Luo Zhongli. Fragments of the painting, Father.
T gEER (X3%) BE.

the graduate of the Imperial Stroganov School, M.
Kichigin (1883-1968), as well as one of the most
prominent representatives of Soviet academicism,
K. Maksimov (1913-1994), who worked for a long
time in Beijing in the 1950s.

Il 4. Luo Zhongli, final sketch from the Father series,
graphite pencil on paper, 685 cm x 435 cm, 1980.
Courtesy of Contemporary Tang Art Centre (Beijing).
T (R3E) FIFRELER, AR, 685 cm x 435
cm, 1980%F, HKREBAZAPOHE, (HER)

®

Il 5. Luo Zhongli a sketch from the series Father,
paper, colour graphics, 275 cm x 26 cm, 1980.
Courtesy of Contemporary Tang Art Centre (Beijing).
T (R3FE) RFFRE, &KAF L, 275 cm x 26 cm, 1980
F, BREAZARFOHEE, (ER)

With the onset of the Reform and Opening-
up period (1978-present), the New Wave ‘85 (J\
F#7HR) artistic movement made a tectonic shift in
Chinese art. It transformed the monolithic system
of "revolutionary realism” into a multi-level research
platform aimed at simultaneously rethinking
traditional heritage and mastering contemporary
international artistic practices.

This turning point (1985-1990), which experienced
a particular intensification of artistic debate, was
characterised by a “cultural revolution from above”,
when official ideological barriers were removed,
and international cultural exchange received not
only state but also institutional support. All these
events were accompanied by a spontaneous creative
explosion, growth of artistic life, a free art market,
mass penetration of Western artistic theories, and
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M. 6. Luo Zhongli a sketch for the work
Father -  “Every grain is given with labour”

Fh (R3%) Tz GuEFE) .

the formation of new intellectual centres, academic
groups, and informal associations [4, p. 50].

For Chinese artists, Western and Soviet
hyperrealism did not represent a conflict. It was
only a method of extremely detailed, naturalistic
depiction — a kind of improved realism. Although
the works of Chinese artists outwardly resembled
photographs, they strove to achieve a truth that
surpassed photographic accuracy.

It is noteworthy that, unlike Western hyperrealism,
Chinese artists showed greater respect for the
traditions of European, Russian, and Soviet realism
in fine art.

In the 1980s and 1990s, French artists Abraham
Pincas (professor of painting at the National Higher
School of Fine Arts in Paris) and Claude Yvel brought
new techniques and methods in oil painting to China.
From October to November 1987, a seminar on
the technique of painting materials was held at the
Central Academy of Fine Arts. It was attended by
more than 30 teachers from all over the country.
After it, French artists organised training courses on
oil painting technique based on the traditions of
realism and hyperrealism. Fantastic illusionism and
naturalism, as presented by French teachers, changed
the traditional practice of the “one-session” painting
technique (alla prima), significantly enriching the
creative method of Chinese oil painting [7, p. 55].

With the renewal of Chinese artists’ creative
concepts, the oil painting technique in China has
undergone a transformation, developing from
uniformity to diversity, from simple copying and
imitation of foreign samples to the search for a
unique national language. Thus, research into oil
painting materials, the production of unusual tools,
special brushes, bases and primers, vegetable oils and
paint solvents have increased significantly, forming
a large segment of the art materials market. It is
this creative search that has become the foundation
that not only strengthened the achievements of
hyperrealism after its appearance in the PRC but
also contributed to the development of innovation
and cultural identity of national fine art.

In 2005, an important art association, the Chinese
School of Realistic Painting, was founded. The event
marked the revival of classical traditions, a return to
high craftsmanship, and orientation towards a wide
audience. Following the academic realism principles,
the artists of the school creatively rethought the
European painting tradition, enriching it with deep
national meaning. Ai Xuan (¥#f), Yang Feiyun (¥
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k=), Wang Yidong (E£3F %) and, of course, Luo
Zhongli (% #137), whose creative work has occupied
a special place in the history of Chinese art, are
among the leading representatives of this movement.

Luo Zhongli (born 1948) is considered the founder
of Chinese hyperrealism, and his work Father (3 3g),
created in 1980, is recognised as the first painting
of this movement in China.

Since the 1970s, works by world-famous
hyperrealist artists, such as American Chuck Close
(1940-2021) and German Gerhard Richter (b. 1932),
began to appear in China. Their incredibly detailed
painting techniques, which created an effect of
extreme illusionism, shocked young Chinese artists
of the time. Inspired by Chuck Close’s works, Luo
Zhongli created his famous painting Father (1980),
which later won first prize at the Second National
Young Artists Exhibition in Beijing (FE$ _ @& %
ERERE, ER).

The portrait, Father, was created by the artist in
his student years, during his studies at the Sichuan
Academy of Fine Arts. Executed in the spirit of
hyperrealism, the painting amazes not only with
the photographic accuracy of details, extreme
lifelikeness, documentary nature, verismo, and
amazing authenticity of the motif, but also with
the depth of the psychological image.

Father (ill. 1) is an image of an old man with
a withered, dark face covered with deep wrinkles.
A "birthmark of destiny” (a sign of a hard lot) is
noticeable near his nose, sunken cheeks, cracked
lips, and only one tooth remains in his mouth. The
peculiarity of the hero's image is the absence of
a shoulder girdle, which is compensated by the
expressive gesture of wounded hands, fingers
exhausted by hard work with unevenly cut nails,
carefully supporting an old porcelain bowl.
Carnations, texture, and structure of various materials
enrich the image of Father with incredible contrasts,
creating the effect of presence in the tactile sensuality
of the image, causing empathy in the viewer. The
hero's penetrating gaze, which seems to sum up
his life, makes a special impression.

The image of the peasant’s emaciated face, with
its deep wrinkles, furrows, scars and cracks in the
tanned skin, has become a symbol of an entire
era, reflecting the hard lot of the Chinese people
who have gone through the crucible of historical
trials. The image of Father embodies the spirit of
national history, the fate of the heroic generations
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Ill. 7. Luo Zhongli, sketch Brigadier from the series Father.

Fhsr (R3E) Flez (PR .
who created the phenomenon of the prosperous
New China.

Thus, the painting Father has become an
exceptional artistic manifesto of modern times,
a bridge that connects tradition and modernity,
the motifs of Western modernism and national
spirituality [1, p. 23].

Ill. 8. Luo Zhongli. Herder, oil on canvas, 76.5 cm x 96.7 cm,
1992. Art Museum of the Sichuan Academy of Fine Arts (Chongqing).
By, (KD A) |, BEGHE, 765 cm x 96.7 cm, 19924, I
T I EARZRIEYIE. (ER)

Il 9. Luo Zhongli. Liangshan People, oil on canvas,
60 cm x 50 cm, 1990. Art Museum of the Sichuan Academy
of Fine Arts (Chongging). %z OgUIA) , HEME,
60cm x 50 cm, 1990%FF . W THIEARFEEMIE, (EKX)

It was this painting that marked the birth of a new
direction in Chinese art, which would find further life,
become incredibly popular and undergo changes
in our days.

Of course, the master who created this work is a
true innovator, owing to the unprecedented role of
naturalistic drawing, capturing the porous skin and
cracks on the lips, swollen veins of the hands and
other details; he turned the painting into a document
that evokes a piercing experience. Moreover, we
should note the monumental composition of the
portrait. It includes an expressive gesture of the
hands, which is unthinkable for the old European
and Chinese tradition, when a portrait was rather
chamber in nature (like the Chinese portraits of the
18th century from the collection of the Pushkin State
Museum of Fine Arts). The monumental grandeur
of the image is emphasised by the huge format of
the canvas (216 cm x 152 cm), creating the effect
of a visual clash, a contrast of scales.

A

Il 170. Luo Zhongli Yi People from Liangshan
Mountain, oil on canvas, 80 cm x 65 cm, 1989
Art Museum of the Sichuan Academy of Fine Arts (Chongqing).
Frhsz (FEEAN) |, EGHE, 80 cm x 65 cm, 1989%F, I
BT IEARSEDE. (ER)

The painting caused a stormy social resonance
and discussions in artistic circles about the
admissibility of such an interpretation of the “image
of a typical hero”; it broke the tradition of narration
that accompanied Chinese realism for many decades.
Here, for the first time, the image of a simple peasant
is among the founders of history, creators of the
future, and is likened to a sculptural monument
[7, p. 78].

Recognised as one of the most prestigious works
of modern Chinese art, Luo Zhongli's painting was
included in dozens of exhibitions and hundreds of
publications in different parts of the world, receiving
the highest praise. The portrait has become a symbol
of the fine arts of the new era, paving the way for
hyperrealism to successfully spread in New China
painting, marking a milestone in the history of
national art.

REFERENCES

1. Luo Zhongli. 2005. “The Origin of My Work Father”,
China Development Review, pp. 15-25. & # 37 F A9
) MARRED HFEARNE.

2. LU Peng. 2010. History of Chinese Modern Art, Fiction
Publishing House, Hunan, China, p. 223. &% (HEM
REARL) R A LR

3. Feng Yihan. 2003. Hyperrealism, People’s Fine Arts
Publishing House, Beijing, China, p. 200. #f— & B4
SRFEYMLIER: AREARBRRA.

4. Zhu Qi. 2005. History of Modern Chinese Art: 1985-
2000, People’s Literature Publishing House, Shanghai,
China, p. 180. %k H. (PEHARZARSE: 1985-2000) ,
LB ARERRA

129



5. Yuan Min. 2001. "My View on Chinese 'Hyperrealism",
Studies of Fine Art, no. 2, pp. 14-21. R (BT EK"
BRELEN) . (EARHIR) 2001F5245.

6. Yan Lan. 2022. “Zhao Jun'’s Philosophical Reflections
and the Practice of Neo-Eastern Classicism in Painting”,
Bulletin of the Tianjin Academy of Fine Arts, no. 1, pp.
76-82. HK. (BN ZARERESHATERINLE
SKER) . (RBREARZRFAR) |, 2022 511,

130

7. YangJuanjuan. 2021. "Hyperrealism: Craftsmanship and
Skill", Guangming Daily, June 24, issue 13, pp. 53-60. 1%
B (BAEXEX. E]RSELY . (KBAR) |
2021£E06 B 248 13hk.

Knpunn Hukonaesuu laspunanH
KaHngunaat nckycctsosegeHms, npodeccop,

3aBegytoLnii kadegpor NCTOPYN NCKYCCTBA U TyMaHWUTapHbIX Hayk

DOI: 10.36340/2071-6818-2025-21-4-124-135

PIXMY wvm. C.T. CtporaHoBa.

YneH-koppecnoHAeHT Poccmiickon akajeMmm XyL0XeCTB

e-mail: gavrilin_strog@mail.ru
Mocksa, Poccus

UrkaH by

OcHoBartenb u aupekTop LLKoAbl AONOAHUTENBHOTO
XyZA0>XKECTBEHHOro o6pazoBaHms Linnmy, MeknH (JEIR)
e-mail: bu.chzhan@mail.ru

MekuH, Kntan

TBOPYECTBO JIO YUXYHJIN N1 POXAEHWE
[MIMEPPEAJIN3MA B XNBOTMMMNCKM HOBOTO KNTAA

AnHomayus: Cmames ucciedyem YHUKA/IbHble achek-
Mol CMaHo8/1eHUs 2uneppeanu3ma 8 KUmatickom UcKyc-
cmee, akyeHmupys sHUMaHue Ha skaade xy0oxHuka Jlo
UxyHau (% H37), komopelli cHumaemcs 0CHO80NOMOXHU-
KoM amozo HanpasaeHus. Paboma noduyepkusaem, 4mo
2uneppeasnusm e Kumae 803HUK He MOJIbKO KAK 3aUM-
CMeo8aHHoe As/ieHuUe, HO Pa3eusascs Ha 0CHo8e mpadu-
YUOHHbIX KUMaticKux 3cmemuy4eckux NpUHyunNos, makux
Kak «cxo0cmeo hopmebi» U «cxodcmao dyxa». Aemopel
paccmMampusarom KJ/r4essie xapakmepucmuku kumad-
CK020 2uneppeanu3md, om/au4arowe2ocs KpaliHum Hamy-
paau3MoM U mujamesioHoIM UCNOJIHEHUEM, 8 CoYemaHuu ¢

'MneppeanvsM Kak XyAOXeCTBEHHOE Harnpas-
NeHne onupaeTcs Ha TeopeTUYeckme N3blCKaHns 1
Te3unchbl ppaHuysckoro punocoda XaHa bogpwnin-
Apa (1929-2007), cornacHo koTopomy «Cnumynsakp
HWKOrAa He CyllecTByeT B peaabHOCTU» [3, c. 32].
[aHHoe nonoxeHne GpopMUpyeT KOHLLENTYa bHbIN
byHAaMeHT Lenoro HanpasaeHus B n3obpasntesb-
HOM WCKYCCTBE, Onpeenss ero 0cobyto acteTuye-
CKYHO Mapaaurmy.

OcCHOBHas Xy 0XeCTBeHHas cTpaTervsa runep-
peanv3ma 3ak/ir4aeTca B CO34aHUN AMaNneKTUKK
«JIOXKHOW peanbHOCTW», YUepes TOTalbHYH CUMYNS-
L0 BU3yanbHOro OnbiTa, baarogaps YeMy JOCTU-
raetca apdekT reHepnpoOBaHMA rmneppeanbHOro
MPOCTPAHCTBa, C NocaeaytoLel gectabunmnsaymnen
BOCnpuATUA. TakuM 06pa3omM, NPONCXOAUT CTUPa-

HAUUOHAbHBIMU MOMUBAMU, YMO HA2AA0HO UAIOCMpuU-
pyem kapmuHa Jlo YxyHau «Omey». 3mo npou3sgedeHue
cmano cumeosiom Hoeeliwezo spemeHu, nokasas nymu
e3aumodelicmeua mpaduyuli 3anadHo20 ModepHU3Ma U
kumatickoeo KysnemypHozo koda. Takum obpazom bblau
30/10)KeHbl OpU2UHA/IbHbIE OCHOBbI 01 pa3guMUs WKO-
/bl Kumatickozo euneppeasnusma, omauyarowyelica 60s16-
wum ceoeobpasuem.

Knrouesele cosa: cuneppeanusm, Kumadlickas Xugo-
nuce, xydoxHuk Jlo YxyHau, Hoseili Kumad, peaaucmu-
Yeckas Xueonuce.

HWe rpaHuL, Mexay O6beKTMBHOW peanbHOCTbIO,
XYAO0XEeCTBEHHON QUKLMENn N MeanIiHOW penpe-
3eHTaumen.

VcTopus 3aposkaeHns 3TOro XyA0XECTBEHHOMO
Hanpas/ieHus B Knutae NpuHLMNNaAbHO OTAMYaETCS
OT eCTeCTBEHHOW 3BO/IOLUY FMneppeanvsmMa B CTpa-
Hax 3anaga. nsa KWTackon KyabTypHOWN TpaauLmm
3TO fIBJIEHWE BOCMPUHMMAETCA KakK 3anMCTBOBaHME,
JNNWEHHOE TON PUI0COPCKON OCHOBLI, KOTOPas Xa-
pakTepHa AJ/is 3anafHOro NcKyccTea. Mexay Tewm,
KuTarckas TpaAnLNOHHAs XXMBOMUCH Ha NPOTAXe-
HWW BEKOB pa3BMBaia COOCTBEHHbIE YHMKaNbHbIE
XYZL,OXKECTBEHHbIE KOHLIEMLUWM, TakKUe KaK: «CXOACTBO
bOpMbI», «CXOACTBO AyXa», «peann3m» U «CBO6oA-
Hoe BblpaxkeHue» [4, c. 78].
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Ba>xHO OTMeTUTb, UTO BCE 3TW TPAAULMOHHbIE
3CTETMYECKME MPUHLMMBI 06YCI0BMAN OCOObIV NyTb
Pa3BUTUS TUNeppeasvaMa B KUTAaNCKOM UCKYCCTBE,
KOTOPbIN Mbl NpeaiaraemMm paccCMoOTpeTb B AaHHOM
pabore.

K Bonpocam, cBsizaHHbIM C TEMOW runeppeanms-
Ma B KMTaNCKOW XMBOMUCK, 06paLLannch Takme nc-
cnefoBaTenv, UCTOPUKM UCKYCCTBA U apT-KPUTUKMY,
kak Jltori MaH (§7%), ®aH UxaHb (Ef— ), YUxy Limn
(2 H), FOaHb MuHb (3RE) v a4p. Cuntaem Heobxo-
AUMbBIM MPOJOIXKUTE M3YUEHUE AaHHOTO Xy 0Xe-
CTBEHHOrO fIBNeHNA 1 Bonee NogpobHO OCBETUTH
OTAe/IbHble FPaHN rMneppeanmsama B KUTaNCKOM Xy-
DOXECTBEHHOM KynbType. PaboTas Hag TeMoOR, Mbl
BHUMaTENbHO paccmMoTpenu nybamkaumm sapybex-
HbIX YUYEHbIX.

XOPOLLO M3BECTHO, YTO TEPMUH «rUNeppeanaM»
611 BNEPBbIE BBEAEH B XY0XECTBEHHbIN JUCKYPC
B 1973 rogy B npouiecce paboTbl Haj BbICTaBKOW B
6proccenbCcKon rasepee, OpraHM3oBaHHOM 6enb-
TMIACKMM apT-aunepom WM3m bpawo. CkaHaanbHas
BbICTaBKa NoJ Ha3BaHveM «[uneppeannam» AeMOH-
CTpUpOBasa NPOV3BEAEHNS aMePUKaHCKUX XYL0XK-
HWKOB, MPeACTaBAsABLIMX TaKoe HarmpaBJeHne Kak
¢doTtopeanmsm. [laHHOe CcobbITUE NOCAYXKUAO OTMNPaB-
HOW TOUKOW A5 GOPMUPOBAHUS TEPMUHOIOTUN U
3anycTW/I0 3BOJTFOLMIO MOCIEAYHOLLIMX XYAOXKECTBEH-
HbIX NPaKTMK, pa3BMBaBLUMXCA B pycie doTopeanm-
CTMUECKOW Tpaauumm [3, c. 44].

Cnepyet OTMETUTb, UTO UHCTUTYLIMOHaNM3aLms
rmneppeannama Kak CaMoCTOATENIbHOIO XyA0Xe-
CTBEHHOTO HanpasJ/IeHNA NPON30LLIA 3HAYNTENBHO
nosgHee — B Havane XXI| Beka. B nckyccrsosegue-
CKOW MepcneKkTUBe rmneppeanvsmM npeacTaBaseT co-
6oi nornyeckoe pasBuTre GOTOPEANNCTUYECKOTO
MeToZa, MPeo0NEBLIErO rPaHnLbl CTAHKOBOW XN-
BOMWUCMK U BKJHOUMBLLErO B CBOM apCeHan Takme me-
AMa KaK CKy/bMTypa, UHCTaNAALNA U ApyTrie BUabl
COBPEMEHHOIO MCKYCCTBa.

OTAnUNTENbHOM OCOBEHHOCTBIO TMNeppeanms-
Ma SIBASETCA CO3jaHue NpounsBeieHunin, obnagato-
WX 3PPEeKTOM TOTaNIbHON CUMYAALUM PeaNbHOCTH,
AOCTMraeMom 3a CUYET BUPTYO3HOW nenkn Gopmbl,
TOYHOW Nepegaym onTmyeckmx 3ddeKToB, NCMOb-
30BaHUA TEXHOIOTMUYECKUX NHHOBALUIA B Xy 0Xe-
CTBEHHOW npakTuke [3, c. 76].

B >XMBOMNUCHOW TeXHMKe runeppeanvsM npes-
nosiaraeT cuctemMaTuyeckyto paboty ¢ poTorpa-
bUUYECKMMN UCTOYHUKAMU, BKAHOUAIOLLYHO aHaaus,
AEKOHCTPYKLMIO Y NOCAEAYHOLLYIO PEKOHCTPYKLMIO
n3obpaxeHus. MomMnuMo Toro, 60abLLIOE BHUMaHMeE
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yaensieTcss MMKPOCKOMMYECKU TOYHON LIBETOKOP-
peKLnK, JOCTUXKEHNIO MaKCMMaAbHOrO pa3peLua-
towtero spdekTa, NpMMeHeHUIo asporpaduryeckomn
TEXHUKMW, CMONb30BaHUIO CreLmanm3npoBaHHbIX
MUIMEHTOB M CBA3YHOLLMX BELLEeCTB, @ TakxXe npo-
eKLMoHHoro obopyaosaHua [3, c. 80].

BcnoMHMM KpaTKyr UCTOPUHO MPOHUKHOBEHUS
3anajHon MacisHOW xmBonucy B Kutan n obpatnum-
€A K UICTOKaM Pa3BUTUS PeasNCTUYECKOWN XXMBOMUCH.

Kak n3BecTHO, MacasiHas XXMBOMWCb MOsIBUIACh
B Kntae B koHLe XVI Beka 61arogaps eBponenckmm
MUCCUMOHEpPaM, Cpean KOTOPbIX 0COBEHHO BblAeNs-
€A UTanbsIHCKMIA ne3ynt Matteo Puuunm (1573-1620),
COBPEMEHHUK OCHOBOMOJIOXKHUKA HaTypaan3ma Ka-
paBagxo (1571-1610). bonee TOro, N3BECTHO, UTO
6narosapsa feATeNbHOCTU UTANbAHCKUX MUCCUOHE-
POB M3 KOHrperauun nesyntos B Heanonb ans oby-
yeHWs NpUbbIBaNN KMTaCKNe MasbUNKMN-NOAPOCTKH,
KOTOpble Morpy>xanunce B 6boratyto atmochepy uta-
NbAHCKON KY/NbTYPbl, O4HUM N3 MPU3HAHHbIX LiEeH-
TPOB KOTOpPOU 6bIN ropos y NogHOXNUs Besysus.
Bnarogapsa npamomy B3ammogencteumio ¢ Vtanm-
eli MacnsiHas XXMBOMUCh 3a YeTbIpe CTONIeTUs opra-
HWYHO BOLLAA B HALMOHANbHYIO XYJ0XXECTBEHHYIO
Tpaguumto. K paHHeMy nepuogy KMTanckom Mac-
NAHOW XMBOMWUCK OTHOCATCS YeTbipe MOrpyAHbIX
nopTpeTa apucToKpaToB 1 rocyAapCTBEHHbIX Aesi-
Tenen XVIII Beka n3 cobpaHus FocyaapcTBEHHOrO
My3es n3obpasntesnbHbix MckyccTB M. A.C. MNyww-
KnHa B Mockse.

Mo3xe, Ha pybexe XIX-XX BekoB, TO eCTb B MNo-
CnefHve fecaTuneTna npasaeHusa anHactum Luh,
3anajHas MacasHas X1BOMNWUCb BMeCTe C eé negaro-
rMYeckom cnuctemMoi bbina HbICTPO aganTMpoBaHa 1
nonyumna passutune B Kutae. Bolgarowmnecs macrepa,
BktoUasn OaH MaHbas ((BENHE), Jin Tedy (ZEEKK) n
Croli BarixyHa (#3K8), npolin cuctemaTmyeckoe
obyueHue NpuHUMNaM 1 TeXHUKe akajemMmnyecko-
ro peaansma B eBpoOnenckmx (MpevmMyLLecTBeHHO
bpaHLy3CKMX) XyAOXKECTBEHHbIX LLIKOAAX, 3a/105K1B
TeM CaMblM OCHOBbI KMTaCKOM LLIKOJbl PeaancTm-
yeckom MacasHom xumsonucu [2, c. 61]. YBneueHune
MacasHOW XMBOMWCLIO Barogaps eBponenckomy 1
PYCCKOMY BAVAHMIO, MPOAOIKNIOCH TakKe U B ne-
puwoga Kutarickor Pecnybanku (1912-1949).

OgzHako, ToNbKO NNLWb nocne obpaszoBaHus Kun-
Tanckon HapogHown Pecnybanku B 1949 rogy, 61a-
rogaps B3anmogenctento ¢ Coeetcknum Coro30M 1
€ro XyZ0XeCTBEHHbIMU UHCTUTYLIMAMM, MacasHas
XMBOMWUCb NONyYaeT NPUOPUTET B KMTANCKOM U30-
6pa3nTesbHOM MCKYCCTBE, CMOCOBCTBYA yTBEPXKAe-

HWIO METOAa COLMaAUCTUYECKOro peaansmMa. BaxHo
OTMETUTb, UTO Ha Pa3BUTME KUTACKOTO peann3mMa
OTPOMHOE B/IMSHME OKa3anun TPaaMLMN PyCCKUX Xy-
DLOXHUKOB-MEPeABNKHUKOB BTOPOI NOA0BUHBI XIX
— Hauana XX Beka, Accoumanmnm XyA0XXHWUKOB peBo-
noumoHHom Poccnm (AXPP, 1922-1932), xya0XHK-
KoB pycckon amurpagmm (1920-1930-x rr.), cpean
KOTOPbIX OCOBEHHYHO pOJib Cbirpas BbIMyCKHUK VM-
nepatopckoro CtporaHosckoro yunamwa M.A. Kn-
unruH (1883-1968), a Tak>ke OANH U3 CaMbIX APKMX
npeacTaBUTeNer COBETCKOro akagemmama K.M. Mak-
cumoB (1913-1994), ponroe BpemMs paboTaBLINiA B
MeknHe B 1950-e roabi.

C Havanom nepuroga Moantukmn pedopm 1 oTKpbI-
ToCcTh (1978 — HacTofALLee Bpems) XyAOXKeCTBEHHOE
aBuxeHve «HoBas BonHa-85» («/\ FL#T#») coBep-
LIMNO TEKTOHUYECKUI CABUT B KUTAWUCKOM MUCKYC-
CTBe, TPaHCHOPMMPOBAB MOHOJIUTHYHO CUCTEMY
«PEeBONOLNOHHOIO peannsma» B MHOTOYypPOBHe-
BYHO MCCNeA0BaTeNbCKYHO NAaTGOpPMy, ObpaLleHHYHO
OZAHOBPEMEHHO K NMepeoCMbIC/IEHNIO TPAAULIMOHHO-
ro HacaeAMs N OCBOEHWNIO COBPEMEHHbIX MeXAyHa-
POAHbBIX XyAOXKECTBEHHbIX MPaKTUK.

3TOT NnepesoMHbIv nepuog (1985-1990-e), nepe-
XUWBaBLUNN 0coboe 060CTpeEHME XYAOXKECTBEHHbIX
ANCKYCCUIA, XapaKTepu30Bacs «KyabTypPHOW peBo-
noumen ceepxy», korga oduumnanbHble MAE0NOTU-
yeckune bapbepbl HbIAN CHATLI, @ MEXAYHAPOAHbIN
Ky/JIbTYPHbIA OBMEH MoAyUns He TONbKO rocyaap-
CTBEHHY}O, HO Y MHCTUTYLMOHANbHYIO NOAAEPKKY.
Bce 3T cobbITsA CONPOBOXAANNCH CTUXUIAHBIM TBOP-
YeCKMM B3PbIBOM, POCTOM XYJ0XKECTBEHHOM XMW3HM,
CcBOHOAHOrO apT-pbIHKA, MacCOBLIM NMPOHMKHOBE-
HWeM 3anaAHblX XyAOXeCTBEHHbIX TeOpUiA 1 dop-
MUPOBaHNEM HOBbIX NHTENNEKTYabHbIX LLIEHTPOB,
aKaZeMuyeckmx rpynn n HepopmanbHbIx 06beaun-
HeHu [4, c. 50].

Ans KNTanckmx xya0o>XKHMKOB 3anajHblii U co-
BETCKMI rvneppeanm3mMm He NpeacTaBasam cobon
KOHGANKTA, a ABASANCH VWb METOAOM Mpeaeb-
HO AeTa/M3NPOBAHHOrO, HaTypPaaNCTUYHOIO M130-
6paxkeHnsa — CBOero poja yCoOBepLUEHCTBOBAHHbIM
peannsmom. XoTsi BHeLlHe paboTbl KUTaNCKUX Ma-
CTepoB HanomuHann doTtorpadumum, OHN CTPEMUANCH
K JOCTMXXEHWUIO UCTUHBI, MpeBOoCxoadALLel doTorpa-
buryeckyro TOUHOCTb.

MprMeyaTenbHO, YTO B OT/IMYME OT 3anafHoro
rmneppeannsma, KuTanckme XyL0oXHUKN NPoABASAN
60/bllee yBaXeHMe K TpajaMLMaAM eBPONencKoro,
PYCCKOrO 1 COBETCKOro peannsma B u3obpasutens-
HOM MCKyCCTBe.

B nepuog 1980-1990-x rogos dpaHuy3ckue xy-
AOXHUKN ABbpaam lMnHkac (npodeccop xnsonucu
HaLoHanbHOWM BbICLLEN LUKObI U3ALLHbIX NCKYCCTB
B Mapuxe) n Knog Meenb npuHecan B Kutaii 06-
HOBJIEHVE NPUEMOB U TEXHWK B MaCIsHOWN XMBOMU-
cn. B oktsibpe-Hosbpe 1987 roga B LieHTpanbHOM
aKaeMmmM N3SLLHBIX UCKYCCTB Dbl MPOBeAEH CeMu-
Hap MO TEXHWUKE XMBOMWUCHbIX MaTEPMaNOB, B KOTO-
pom npuHaAn yyactne 6onee 30 npenogasartenen
CO BCel CTpaHbl, Nocae yero ppaHLy3ckme Xya0x-
HWUKM OpraHun3oBanu yyebHble KypCbl NO TEXHUKE
MaCASHOWN XMBOMWUCK, OCHOBAHHOM Ha Tpaauumnsax
peanusma v runeppeannsma. aHtactmyeckuii ui-
NFO3MOHM3M, HaTypaan3m — B nogaye dpaHLy3CKnx
HaCTaBHWKOB — U3MEHWUAN TPAANLMNOHHYHO NPaKTm-
Ky «OJHOCEaHCOBOW» TeXHUKUN nNucbMa (alla prima),
3HaUUTENbHO 06OraTMB TBOPYECKUIN METOZ, KMTa-
CKOW MacnaHoM xusonucu [7, c. 55].

C 06HOBAEHNEM TBOPUECKMNX KOHLLENLUIA KUTal-
CKNX XYAOXHWUKOB TEXHMKA MaCAsHOM >XXMBOMNCK
B KHP npetepnena tpaHchopmaunto, pa3smBanch
OT eANHOO06pa3nsa K MHOroobpasuo, OT NPOCTOro
KOMWUPOBaHUA N NOAPaXaHWs MHO3eMHbIM 06pas3-
LaM K NOUCKY YHWKaNbHOIO HaLMOHaNIbHOTO f3bl-
ka. Takum obpasom, nccnesoBaHus MaTepmanos
Mac/isHOM XXWBOMUCK, NPOU3BOACTBO HEOOBIYHbIX
MHCTPYMEHTOB, OCOBEHHbIX KMCTEN, a Takxke OCHOB
W FPYHTOB, PacTUTENbHbIX Macen u pacTsoputenel
418 KPacoK — 3HaYMTeIbHO MOBbICUANCE, CHOPMU-
poBaB 60/IbLLON CErMEHT PblHKa XY0XXEeCTBEHHbIX
MaTepuanoB. VIMEHHO 3TV TBOpUECcKMEe NOUCKN CTa-
I GyHAAMEHTOM, KOTOPbIV He TOIbKO YKPenua Ao-
CTUXKEHUA rMneppeann3mMa nocse ero NosBAEHUA B
KHP, Ho 1 cnocobctBOBan pasBUTUIO MHHOBALWIA
N KyNbTYpHOro cBoeobpasms HaLMOHaNbHOTO N30-
6pa3nTeNnbHOro NCKycCTBa.

B 2005 rogy 6b110 OCHOBAHO BaXXHOE XyA0>Xe-
CTBeHHOe 0bbeanHeHNe — «KuTaiickas Wwkona peanu-
CTNYECKOW XMBOMUCU». ITO COBLITUE O3HAMEHOBANO
BO3POXJAEHME KNacCuueckmnx Tpaagnumii, Bo3spa-
LLleHVe K BbICOKOMY MacTepCTBY M OPUEHTALMIO Ha
LUIMPOKYHO 3PUTENIbCKYHO ayauTOPULO. XYAOXKHUKM
LUKOAbI, Ceays NPUHLMMNaM akageMn4eckoro pe-
anv3ma, TBOPUYECKU NEPEOCMBICINAN EBPOMENCKYHO
>KMBOMUCHYIO Tpaauuuto, oboratne eé rnybokmm
HaLMOHaNbHbIM cMbicioM. Cpean BeAyLnX Npes-
CTaBUTesel 3TOro HanpaeneHus — Ain CtoaHb (%),
An DaittoHb (15 % =), Ban WayH (E37%R) 1, koHeu-
HO, Jlo YxxyHau (& HI37), Ub€ TBOPUYECTBO 3aHANO
ocoboe MecTo B UCTOPUN KMTANCKOrO UCKYCCTBa.
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JTo YxyHam (p.1948) cumtaeTca OCHOBOMOAOXK-
HWKOM KWUTaNCKOro runeppeanvsma, a ero paborta
«Oteuy ( {3E) ), co3gaHHas B 1980 rogy, npw3sHa-
&Tcs NepBOW KapPTUHOW 3TOro HanpasieHus B Kutae.

C 1970-x ropoB nponsBeseHNs BCEMUPHO 13-
BECTHbIX MacTepOB rMneppeannsmMa, Takmx kak ame-
pukaHel, Yak Knoys (1940-2021) n Hemew, l'epxapa
Puxtep (p.1932), Hauanu npoHukaTtb B Kutai. Nx He-
BEPOATHO AeTaNn3MPOBaHHas TEXHUKA MCMONHEHWS,
co3gaBaBLlas 3PpdeKkT KpanHero UANK3MOHN3MA,
noTpscaa MONOABLIX KUTAUCKMX XYAOXHUKOB TOrO
BpemeHuW. BaoxHoBmBwKNCE paboTtamm Yaka Knoy-
3a, Jlo YxxyHau co3gan CBOKO 3HaMEHUTYIO KapTUHY
«Oteuy» ( {AFE)Y ) (1980 r.), kOTOpas nosgHee no-
Nlydnna nepByto NpemMuto Ha «BTopown HaumoHanb-
HOW BbICTaBKE MOJIOAbIX XyAOXHUKOB (MekuH) (H
EE_RmEEFEEAERR, ER).

MopTtpeTHoe nonoTHo «OTel» 6bIIO CO34aHO
MacTepoM B CTyAeHYeCKMe rofbl, B nepnog obyue-
HWsA B CbluyaHbCKOW akaZieMnn U3SILLHbIX NCKYCCTB.
KapTvHa, BbINONHEHHAs B Ayxe runeppeanvsma, no-
paXkaeT He TONbKO PpoTorpadmueckolrt TOUHOCTbIO
AeTanen, KpamHuM Xn3Henogo06mem, JoKyMeHTaN b-
HOCTb}O, BEPU3MOM, YANBUTENBHOW JOCTOBEPHOCTLIO
MOTMBAa, HO 1 F1YBUHON NCUXonornyeckoro obpasa.

O6pa3 «Otua» (Un. 1) npeacraBnseT ornasoe
n3obpaxxeHne cTapmka ¢ MCCOXLUUM, TEMHBIM N-
LOM, NMOKPbITbIM F1yOOKMMUK MOpLLMHaAMK. Y HOca
3aMeTHa «POAMNHKa CyabObl» (3HaK TAXE 0N 40u),
Bnasible LLeKu, NoTpeckaBLumecs rybol, BO pTy ocTan-
€A Wb oguMH 3y6. OCOBEHHOCTBIO N306paXxeHns
obpa3sa repos ABNAETCA OTCYTCTBME NAEYEBOTO MO-
ICa, UTO KOMMEHCMPYETCA BbIPa3nTeNbHbIM XXECTOM
N3paHEeHHbIX PYK, M3MOXAEHHbIX TAXENbIM TPYAO0M
nanbLeB C HEPOBHO OTCTPUXXEHHbIMU HOITAMM, He-
PEXHO NoaAep>XXuneBaroLmnx ctapyro dapdoposyto
yawy. KapHauus, paktypa v TeKCTypa pasinuHbIX
MaTepuanos, oboralarot obpas «OTua» yanBUTENb-
HbIMW KOHTpacTamu, co3garowmmm spbekT npu-
CyTCTBMA B OCA3aTebHOW YyBCTBEHHOCTW 06pa3a,
BbI3bIBas conepexveaHune 3putens. OcobeHHoe Bne-
yaT/ieHMe NPOV3BOAMUT NPOHMLATENbHbIN B3NS re-
pos, KOTOPbIV BYATO 6bl MOABOANT UTOT MPOXKUTOMY.

M306paxkeHne n3MoXXAEHHOTO ML KPeCTbAHN-
Ha, € ero rnyboknMu MopLiHamMu-6opo3gamy, LWwpa-
MaMW 1 TpeLLMHaAMM UCNeNeNeHHON 3arapom Koxu,
NpeBpaTnIOCh B CUMBOJI LLEION 3MOXK, OTPa3nB Ts-
KENYHO AONH0 KUTANCKOro Hapogaa, npoLlesLlero
yepes ropHUNO UCTOPUUECKUX NchbiTaHui. Obpas
«OTua» BOMAOLWAET AyX HaLMOHaNbHON ncTopun,
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CyAbbbl reponyeckmx NOKOAEHWH, CO34aBLINX dpe-
HOMeH npoupeTatowero Hosoro Kurtas.

Taknm obpazom, kapTuHa «OTeL» npeBpaTnaach
B UCKJHOUUTENbHBIN XYA0XKECTBEHHbIM MaHUbecT
HOBeMLLEero BpeMeHw, CTaB MOCTOM, COEAVHUBLLNM
TPaANLMIO N COBPEMEHHOCTb, MOTMBbI 3aMaZHOro
MOZEpPHM3Ma M HaLMOHaNbHOM AyxoBHOCTM [1, c. 23].

IMEHHO 3TO MOAOTHO O3HAMEHOBANO POXKAEHMeE
HOBOrO HanpaB/eHUsA B KMTANCKOM UCKYCCTBE, KO-
TOpoe obpeTeT AasbHENLLYIO XU3Hb U CTaHET He-
BEPOATHO NMOMYASPHbLIM U NPETEPMNT U3MEHEHMA
B HalUW AHW.

Be3ycn0BHO, MacTep, CO3AaBLUNIA 3TO NPOU3BE-
JleHue, BbICTynaeT UCTUHHBbIM HOBaToOpoMm, baaro-
Japa becrnpeueHAEHTHON POAN HaTypPaANCTUYHOTO
PUCYHKa, GUKCUPYIOLLEFO MOPUCTYHO KOXY U Tpe-
WWHKW Ha rybax, B3yBLUMECS BEHbl KNCTEN PYK U
npouue getanun, NnpespaLliatoLLne KapTuHy B JOKY-
MEHT, Bbl3bIBatOLLMIA MPOH3UTEbHOE NEPEXMBaHME.
OTMeTUM Tak>Ke MOHYMEHTa/lbHYH0 KOMMO3MLUIO
OrnaBOro NopTpeTa, BKAKOUMBLLIErO BblpasnTeb-
HbIl XECT PYyK, UTO HEMBICIMMO AJ/151 CTapoli eBPO-
NencKon U KMTaNCKOM TpaauLLIMK, KOTAa OraBbli
NOPTPET HOCWUA CKOpee KaMepHbI xapakTep (Kak Ku-
Tanickme noptpetbl XVIII Beka 13 konnexkuymm rTMAN
nm. A.C. MNywkurHa). MoHyMeHTabHOe Bennumne 06-
pa3a Noj4YepKHYTO OrPOMHbIM GOPMaTOM MOAOT-
Ha (216x152 cm), co3gatoLero addekT BU3yanbHOro
CTONKHOBEHMA, KOHTpacTa MacluTabos.

KapTuHa Bbi3Bana 6ypHbIv coLmanbHbIN pe3oHaHC
N BNCKYCCUUN B XYAOXECTBEHHbIX Kpyrax 0 JonycTu-
MOCTW TaKoW TPaKTOBKM «0bpasa TUMUUYHOTO repos»,
OHa c/iomMana TpajuLnio NOBECTBOBaHWS, CONpPO-
BOX/aBLUYH KUTANCKNI peann3M Ha NPOTAXEHUN
MHOTVX AeCATUNETUN. 34eCh BNepBble 06pa3 NpocTo-
ro KpecTbiHMHa BKIKOUYEH B PS4 TBOPLLOB UCTOPUM,
cosnaatenei byayuiero n ynogobneH ckynbntyp-
HOMY MOHYMeHTYy [7, c. 78].

KapTtuHa JSlo YXXyHan, npusHaHHaa OAHUM U3
CaMbIX CTaTyCHbIX NPOU3BEAEHUIN COBPEMEHHOIO
KMTaCKOro McKyccTBa, bblaa BKAOUEHa B COCTaB
[leCATKOB BbICTaBOK M COTeH nybankaumin B pas-
HbIX YaCTsAX CBETa, MOJYUMNB BbICOUANLLYHO OLLEHKY.
JTOT MOPTPET CTaN CUMBOJIOM U306pa3nTeNbHOro
WCKYCCTBa HOBOM 3MOXM, OTKPbIB NMYTb YCMELWHOMY
pacrnpoCTpaHeHUIO rMneppeannsmMa B XXMBOMUCK
Hosoro Kutas, oTMeTuB Bexy B MCTOPUU HaLMO-
HabHOIO UCKYCCTBa.
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