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THE ORIGINS OF WESTERN STYLE
IN 18™-CENTURY SUZHOU PRINTS

Summary: The article explores the beginnings of West-
ern style as depicted in 18"-century Suzhou prints. It out-
lines three primary pathways through which Western art
made its way into China. By conducting a visual analysis
of pieces like Virgin Mary with a Basket of Flowers and
Western Theatre, the article demonstrates how Chinese

In the 18" century, Suzhou prints developed dis-
tinctly Western traits, leading to their designation
as Western-style Gusu prints (X 75hR). Pres-
ently, there are two predominant scholarly per-
spectives concerning the origins of this Western
influence: the first associates it with the endeav-
ours of the Jesuits during the late Ming dynasty,
while the second attributes it to the court artists
of the Qing dynasty.

In the early 17* century, the Jiangnan region
emerged as a significant stronghold for the Jesuit
mission in inland China. As missionary efforts esca-
lated, the number of Christian converts in the area
surged, surpassing 100,000, which represented ap-
proximately two-thirds of the total Catholic popu-
lation in China at that time.

Under Matteo Ricci's leadership, the Jesuits prior-
itised establishing connections with Chinese scholars
and officials, enhancing these relationships through
the provision of Western cultural artefacts, includ-
ing artistic works. In his research, Wang Qingyu
highlights, "During his journey to Beijing, Ricci en-
countered Liu Dongxing (XIZ=£), the Governor-
General of the Grand Canal, in Linging. The latter
requested the artist to produce a replica of an im-
age of the Virgin Mary. Ricci was concerned that
the replica would be inaccurate and ultimately of-
fered him a reproduction created by a young pa-

artists adopted and reinterpreted European artistic con-
ventions. This research enhances our comprehension of
the intricate dynamics and complexities involved in the
artistic exchange between China and the West during
the 18™ century.

Keywords: Western art, 18%-century Suzhou prints.

rishioner from a Nanjing church, likely made under
Ricci's supervision” . [1]

Additionally, there is further evidence indicating
that the Jesuits engaged with artists from the Jiang-
nan region, who were acquiring European painting
techniques. Some accounts even suggest amicable
relationships between them, which aligned perfect-
ly with the aesthetic of “seeking the unusual” that
was prevalent among the intelligentsia and urban
dwellers of the late Ming era.

Some Jesuits discovered that illustrated books
enjoyed greater popularity in China. On October
18, 1598, Niccold Longobardo communicated with
Claudio Acquaviva, the Superior General of the or-
der, stating, “If books could be accompanied by il-
lustrations of doctrines, commandments, original
sin, and the mysteries, it would have a significant
impact... These images would be regarded by the
Chinese as works of skill and high artistic value, and
they would be embraced” 2. [2]

Matteo Ricci also noted the profound interest
of the Chinese in illustrated books. In a letter to Fa-
ther Acquaviva dated 1608, he remarked, “We are

1. Wang Qingyu. "A Study of Objects Brought by Matteo Ricci".
1985. Collection on Sino-Western Relations, issue 1, p. 153.
FRRABEHEME[A]PIRRICMAE—E.1985:153.

2. Michael Sullivan. The Encounter of Eastern and Western Art.
Shanghai People’s Publishing House, 2014:51. 3552 /R- 7575
X AREHBZARHRAM]. LB AR T MRE.2014:51.
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Il 1. "Annunciation,” from Song nianzhu guicheng 823K F12
(Rules for Reciting the Rosary, 1619), Jodo da Rocha (1565-1623).
Courtesy of Getty Research Institute, Los Angeles (2928-787).

being invited from all directions: some engrave our
works, others reprint our books, others write about
European customs, and others reference our opin-
ions in their writings” 3. [3]

To address the needs of the Chinese and sup-
port missionary efforts, the Jesuits engaged local
workshops to create “biblical stories” and “memo-
rial sheets” (£2725K) for the faithful to use in prayer,
including Rules for Reciting the Rosary (1B :&Ix A1,
1619) (ill. 1) and The Record of the Words and Deeds
of the Nativity of God (RERESTTIERE, 1637) (ill. 2).
All of these Jesuit publications in China were pro-
duced using woodblock printing rather than cop-
perplate, as the latter technology had not yet been
introduced to China at that time.

The church schools established by the Jesuits
across China also offered painting courses, specifi-
cally aimed at training Chinese novices in the creation

3. Matteo Ricci. Collection of Letters of Matteo Ricci. 1986.
Guangji Publishing House. Taiwan, p. 369. F3I3% FIPEH
BEIM].EB}E HAR$t.1986: 369.
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Ill. 2 The Annunciation, plate from Giulio Aleni’s Tianzhu
Jjiangsheng zhuxiang jingjie (An lllustrated History of the Lord
of Heaven Who Became Incarnate in the Flesh), Jinjiang Church,
Fujian Province, China, 1637.

of works on religious themes, such as icon painting,
engraving, and fresco. As previously mentioned, the
reproduction of the icon of Liu Dongxing (X7~ £) was
executed by a Chinese monk, Yu Wenhui (532 #%).

Some Jesuits also authored treatises on fine art
theory. In his publication, Answers and Questions
on Painting (B2, 1629), Francisco Sambiasi elab-
orated on the history of European art and painting
methods. He is recognised as the first individual to
release a treatise on Western artistic theory in China.

Up until the onset of the Qing dynasty, the Jes-
uits maintained considerable influence in the Jiang-
nan area. Jesuit Francois de Rougemont engaged
in missionary activities in Suzhou. His surviving ac-
count books from 1674 to 1676 indicate that a sub-
stantial part of his expenditures was allocated to
the creation and printing of icons, which were gen-
erally commissioned by artists named Qian and Li;
these icons were meant as gifts for fellow believers.
Besides icons, Rougemont also refers to presenting
perspective paintings to officials and literary figures.

; [n i
L=

Il 3. “The Palace with the Lotus Pond” (Tei#8 E3EE). Ding Yuntai (T 52%%). Monochrome woodcut, ink on paper, 36.4x58.3 cm.
China, Qing Dynasty, Kangxi Era. Staatliche Kunstsammlungen, Dresden.

Il 4. "Garden Idyll” (BAEKE). Ding Yuntai (T 763). Monochrome woodcut, ink on paper, 36.4x58.3 cm. China, Qing Dynasty,
Kangxi Era. Staatliche Kunstsammlungen, Dresden.

Consequently, the Western style observable in
Xiuzhu prints can be largely attributed to the en-
deavours of the Jesuits. Certain artists and pro-
prietors of printmaking studios, including Ding
Yongtai (J #8%%), Ding Liangxian (T 7tZ5), and
Guan Xinde (T 72%), were adherents of Catholi-
cism. Ding Yongtai (T 78%%) was active during the
reign of the Kangxi Emperor and oversaw the Din-
glaixuan (T 3E%T) printmaking workshop. He was
also a prominent figure within Jesuit circles. His
creations reflect a deep understanding of West-
ern artistic techniques. The Dresden State Art Col-
lections (Staatliche Kunstsammlungen Dresden)
possess his works, Palace with a Lotus Pond (71
=E5eE) (ill. 3) and Garden Idyll (HERE) (ill. 4).
The former features the Latin signature: “Che Ham
Cien Tam Liu ngan Tim Xi Pi" GHiEEELZ T K
%), which is also present on Foreign Merchants
(7B AE) (ill. 5) and Foreigner Leading a Horse
(BEAZESE) (ill. 6). The latter is signed "by Yong-
tai Albatross Tim Paulo” (fE X3k 2% Tim Pau-
lo), along with the publisher’s signature: “Printed

plate from the Dinglaixuan collection in Gusu” (3
75 ] REFFHR). The name “Tim Paulo” is the name
given at his baptism.

Another artist sharing the surname Ding, Ding
Liangxian (] 525%), was active within the Jesuit com-
munity in Suzhou during the 1740s and 1750s. After
the Chinese Rites controversy, he became involved
in the cases of Antdénio José Henriques (1747) and
Joseph de Araujo (1754), leading to his arrest in
1754. In his testimony, Ding Liangxian (T 525%) de-
clared, "I am a native of Changzhou County (),
approximately 69 years old, and an old defendant
in the Antonio José Henriques case. | engage in the
trade of Western paintings” “. [4]

The testimony suggests that he was involved in
the sale of “Western paintings” (%EI), which may
have included either imported European prints or
local imitations styled after European art. However,

4. Tang Kaijian. Collection of archival documents on Macau
issues during the Ming and Qing periods (Part 1). 1999. Beijing
People’s Publishing House, p. 294. ;77T 3. BRE AT AR 8]
HEXBULIR(—)[CLAERAR LR - 1999: 294.
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Il 5. “Foreign Merchants” (7137 AB), Ding Yuntai (T 582%). Monochrome woodcut, ink on paper, 30x30 cm. China, Qing Dynasty,

Kangxi Era. Collection of Christer von der Burg.

considering that the majority of his works are tra-
ditional floral and bird paintings ({653 @), it is pre-
sumed that by "Western paintings”, he was referring
to imported prints.

The Antdnio José Henriques case of 1747 also in-
cluded Guan Xinde (E151E), who noted in his testi-
mony that he owned a Western painting workshop
(FEJE) in Suzhou: "I am a native of Changzhou
County (M), 30 years old, and | own a Western
painting workshop (GEE|JE)" 5. [5] His Western Paint-
ing Workshop (BEIJE) was actually named the Xinde
Firm (f57&5), and the print titled Visit to the Mission-
ary FEIEZE L) (ill. 7) produced by his workshop
further illustrates his association with the Jesuits.

A similarly pronounced religious theme is pres-
ent in the Suzhou print, Holy Family with a Basket
of Flowers (Z2BFI55E) (ill. 8). This print portrays
Catholic saints, with the faces of the characters de-
liberately shaded, akin to Western paintings. Howev-

5. Wu Min, Han Qi. Collection of Catholic documents from
the Yongzheng and Qianlong eras stored in Europe. 2008.
Shanghai People’s Publishing House, p. 219. R 2 #3%. KUM
PRl gE I8z PR IR FBCUCSR[Cl. LB AR Hihk1t.2008:219.
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er, during that period, such images were interpreted
by the Chinese as "yin-yang faces” (FBFEAL). The
term "yin-yang face” literally refers to "the con-
trast of light and shadow on the face”; however, it
also connotes hypocrisy. The figures depicted in the
print are easily linked to the Virgin Mary and Christ,
with Saint Dorothy regarded as their prototype. In
Europe, Saint Dorothy was frequently portrayed,
similar to the Holy Family with a Basket of Flow-
ers, holding a basket of flowers in her hands while
grasping a boy's hand — a representation of mercy.
The religious connections of these three men
enabled them to easily engage with Western paint-
ing (¥H)). Furthermore, as each of them possessed
their own printmaking workshop, they were able to
distribute the prints created there to Europe, lever-
aging their status as members of the Jesuit order.
This illustrates that religious and commercial ave-
nues are not inherently contradictory. In fact, it was
their collaborative efforts that promoted the exten-
sive spread of Western art in China and allowed the
Suzhou printmaking workshops to gain from glob-
al trade, which was largely dominated by Europe.

Il 6. “Foreigner Leading a Horse” (R AZ25 &), Ding Yuntai (T 782). Monochrome woodcut, ink on paper, 30x30 cm. China, Qing

Dynasty, Kangxi Era. Collection of Christer von der Burg.

At the onset of the 18™ century, a considera-
ble number of missionary painters were present
at the imperial court. Under the leadership of Gi-
useppe Castiglione, these artists brought Western
artistic styles into court painting during the peak of
the Qing dynasty. In this context, it has been pro-
posed that the Western characteristics observable
in Suzhou prints during their prime may have been
shaped by court art. This perspective is supported
by two arguments.

Firstly, there was a profound admiration for court
art among the general populace, particularly in the
Jiangnan (JL®) region. Court art was disseminat-
ed to this area through the Imperial Court (N5 1)
and its subordinate departments. The Imperial Court
(RZ5HF) managed official printing operations in Ji-
angnan (;LF) and sent court engravers to the re-
gion to engage in book production.

Court engraver Zhu Gui (% =£), who originated
from Suzhou (F3M), played a crucial role in this en-
deavour. He possessed experience in working with
Western court art. In 1696, Zhu Gui (4R =), in part-
nership with Mei Yufen (1844 X), created engraved

plates for The Gengzhi Tu (#43&, Illustrations of
Tilling and Weaving).

Moreover, he returned to Jiangnan during his
tenure at the Imperial Court. In 1705, he was dis-
patched to Yangzhou (#M) to engage in the en-
graving of the imperial poetry collection, Gaominsii
Shi (O000), which was organised by the Nanjing
Weaving Manufactory (FARZRIE]):

“Also honoured with the publication of the Po-
ems of the Gaomin Temple (8 2351%5), Zhu Gui (K =£)
is currently engraving and will present the work to
the court upon completion. October 22, 44t year
of the reign of Emperor Kangxi (1705).” ¢ [6]

The presence of court artisans in the Jiangnan
region facilitated the imitation of court style. The
incorporation of Western elements in the gardens
of Suzhou and Yangzhou further reflects the inter-
est of local affluent individuals in court aesthetics.

6. Ming and Qing Archives Department of the Imperial Palace.
Historical materials about the archive of the Cao family —
weavers from Jiangning. 1975. Zhonghua Publishing House,
p.35. M EEYIRIAEMEB AT ITREEREELR[M]
th{EH/E.1975:35.
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Il 7. "Visit to the Missionary” (FEDL&#X). Monochrome woodcut, ink on paper, 27x27 cm. China, Qing Dynasty. Collection of

Christer von der Burg.

Moreover, the return of former court artists from
the Jiangnan region to their native areas was sig-
nificant. The print Footprints on a Snowy Mountain
Road (#%3&3 ) (ill. 10) features a seal inscribed
with “former court painter” (BINIEH#Z), indicat-
ing that the artist Yunru (=%) had served at the
court. Likewise, in the Complete Illustrated Edition
of the Play Xixiangzi (ZZAFaEICE) (ill. 11), creat-
ed by Molanzi (Z2)RF), there is a seal that reads
“poet from the imperial palace” (KNIEE).

It is important to note that Qing dynasty laws
strictly forbade the forgery or unauthorised use of
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official seals. The Code of Laws of the Great Qing
(RBEEH) states:

“Whoever creates a fake official seal will face
a punishment of 100 lashes and three years of exile;
for reporting such an act, a reward of 30 liang of sil-
ver will be given; accomplices and users will receive
a one-grade reduction in their punishment.” 7 [7]

Consequently, it is improbable that Yunzhu (=)
and Molanzi (Z2)RF) engaged in seal counterfeiting.

7. "The Criminal Code of the Great Qing"” — a section on fraud —

falsification. (XBEEHI) FIE-VELR.

Ill. 8. “Holy Family with a Basket of Flowers” (ZF1E%E).
Colored woodcut, ink and paint on paper, 82,8x50,2 cm. China,
Qing Dynasty. Collection of the Department of Graphic Arts,
Staatliche Kunstsammlungen, Dresden.

These artists excelled in both the court academ-
ic style and the southern Chinese literati painting
(XA B) tradition, navigating seamlessly between
the two styles, although distinguishing between
them could sometimes be challenging. Nonetheless,
scholars have typically noted stylistic links between
court painting and Suzhou printmaking.

The introduction of perspective in Suzhou prints
may be associated with Nian Xiyao's (£ % 5%) trea-
tise, The Study of Vision (f1=). This publication,
released in 1735, comprises 132 pages filled with
numerous illustrations created using linear perspec-
tive. One of the prints, illustrating a “view from be-
low of a roof” (IFLETN) (ill. 12), displays vertically
intersecting hatching lines. This suggests that tech-
niques such as crosshatching, parallel hatching, and
chiaroscuro had already emerged in Chinese print-
making by the 1730s.

During his tenure at the Ministry of Public Works
in Beijing, Nian Xiyao encountered Giuseppe Castigli-
one and studied geometry, perspective, and Western
painting under his guidance. In the preface to his

Il 9. "Saint Dorothy”, Germany, 1440-60. Hand-colored
woodcut. National Gallery of Art, Washington, DC.

treatise, The Study of Vision (Y1), he states, “Since
my youth, | have been fascinated by the doctrine
of vision and have made numerous attempts and
reflections, yet | have struggled to comprehend its
essence. It was only through my fortunate conver-
sations with Western scholar Lang that | could ap-
ply Western techniques to Chinese painting” 8. [8]

He became familiar with Andrea Pozzo's Rules
and Examples of Perspective Proper for Painters and
Architects, Etc through Giuseppe Castiglione. Per-
sonally intrigued by the concept of perspective, he
dedicated a significant amount of time to study-
ing it, ultimately compiling his insights into The Es-
sence of the Study of Vision (flZ#5%8), which was
initially published in 1727. In 1734, he returned to
Beijing with a revised manuscript, and the subse-
quent year, 1735, saw the publication of the final
edition of The Study of Vision ({1%).

8. Nian Xiyao. The Study of Vision. 1995. Shanghai Ancient
Literature Publishing House, p. 1. £&% = MF[M]. L85
HAR#E.1995:1.
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ill. 70. Footprints on a Snowy Mountain Road (1XEILE),

Yunru (z=#0), China, 1748. Monochrome woodcut, ink on paper,  (EZAFIRICE]), Molanzi (2£5RF), China, Qing Dynasty. Hand-

93,1x47,4 cm. Umi-Mori Art Museum, Hiroshima

Art Museum, Hiroshima.
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Il 12. lllustrations from the book “The Study of Vision” (f=), p. 130, Nian Xiyao, China, 1735. Monochrome woodcut, ink on paper,

32x21 cm. Bodleian Library, University of Oxford.
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Il 17. “Complete Illustrated Edition of the Play Xixiangzi"

colored woodcut, ink and paint on paper, 912x527 cm. Umi-Mori

IlL.13 “Beauty Playing Chess” (N3 AE). China, late 17th
century. Colored woodcut, ink and paint on paper, 27.1x45 cm.
Private collection, Japan.

Giuseppe Castiglione worked alongside Nian
Xiyao (£ 5€) mainly for educational purposes: in
addition to his role at the imperial court, he was
tasked with instructing Chinese court artists in the
principles of perspective. From 1727 onwards, Cas-
tiglione likely utilised The Essence of the Study of
Vision ({5 1528) as a textbook on perspective. It
is highly probable that court artists systematically
acquired Western perspective techniques from this
text. Some of these artists may have later conveyed
these acquired visual methods to Suzhou, thus im-
pacting the style of Suzhou prints.

In addition to the influence of the Jesuits and
court artists, the presence of Western elements in
Suzhou prints was also associated with international
trade. By the late Ming period, Western art had al-
ready permeated the populace of Suzhou, and inter-
actions with foreign merchants further contributed
to the diversification of Suzhou printmaking styles.

Xu Wengqing (R Z) observes that certain Su-
zhou “Noble Ladies” (% &) prints exhibit a clear
influence from French fashion plates. These French

e e Quealits Heviderntt aaee Solrlepsres

Ill. 4. "French Noblewoman Playing the Game of Solitaire”,
1698. She sits at a table on a terrace in front of a garden with a
fountain. After an engraving published by Antoine Trouvain “Dame
de Qualite jouant au Solitaire, costume de ville". Lithograph from
Henry Rene dAllemagne’s Recreations et Passe-Temps, Games and
Pastimes, Hachette, Paris, 1906.

fashion plates were brought to China in the late
17t century °. [9] As a result of this influence, Su-
zhou “Noble Ladies” prints generally portray more
robust figures in a Baroque style, contrasting with
the sloping-shouldered, slender-waisted women
that were favoured in Chinese painting during that
period. The engraving titled Beauty Playing Chess
= AN THEE) (ill. 13) is recognised as being derived
from Antoine Trouvain's etching, French Noblewom-
an Playing the Game of Solitaire (1698) (ill. 14).

Recent studies have indicated that the Qian-
long-era painting, View of a Western Theatre (F%
R E) (ill. 15), incorporated elements from Cana-
letto's Piazza San Marco, Looking toward San Gem-
iniano (1737) (ill. 16).

It is important to highlight that, in contrast to
Western painting that was introduced to China by
the Jesuits for religious purposes and predominant-

9. Xu Wengin. “A study of the dating of engravings ‘Noble
Ladies’ and large floral and bird images in Suzhou in the 18t
century” // 2018. Journal of Culture, No. 102, pp. 130-156. {&
XE A N\ELHMRE L ZE A RAETES ERIN[].XE
Z+75.2018(102):130-156.
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Il 15. «View of a Western Theatre» (Fa;¥ R E). China, Qing
Dynasty. Colored woodcut, ink and paint on paper, 92,8x56 cm.
Liaoning Provincial Museum, Shenyang.

ly featured religious themes, the arrival of secular
paintings in China was a purely commercial endeav-
our. Their distribution was likely facilitated by the
East India Companies (Westindische Compagnie)
from various European nations.

Several Bogu Tu ({5 &, paintings with antiques)
(ill. 17) produced in Suzhou have survived in Eu-
rope. These Bogu Tu (855 El) were created with
Western aesthetic preferences in mind and did not
follow the traditional flat composition (as, for ex-
ample, the Bogu Tu in the Chinese Cabinet of the
Menshikov Palace in St. Petersburg). Instead, the
still lifes were placed in bookcases designed using
perspective, giving the images volume and resem-
bling European trompe-I'oeil paintings.

At the 2016 Bukowski auction, three such prints
from the Skenas Manor in Vingakers were on offer.
The original owners were likely Johan Gyllenborg
or his son Jacob Johan Gyllenborg. Their relative
Fredrik Gyllenborg was a shareholder in the Swed-
ish East India Company (SEIC) at the time, through
which these prints most likely came to Sweden.
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Il 17. Bogu Tu (85 E&). China, Qing Dynasty. Colored wood-
cut, ink and paint on paper, 91x47 cm. Bukowski 2016.

Based on this, it can be assumed that by the
early Qianlong (8zF&) reign, Suzhou artists had di-
rect access to European oil paintings, engravings,
and watercolours and possibly even received im-
age samples from European clients for use in their
work. Influenced by commercial interests, Suzhou
artists independently mastered European techniques
to meet market demand.

Consequently, the development of the West-
ern style in 18™-century Suzhou prints transpired
through various channels of influence entering Su-
zhou — at the convergence of Jesuit endeavours,
the imperial court, and global commerce. Shaped
by the spread of religious ideas, a fascination with
courtly aesthetics, and economic motivations, West-
ern art slowly integrated into the creations of Su-
zhou printmakers. Notably, Suzhou artists did not
merely replicate Western visuals; instead, they ab-
sorbed and innovatively transformed them within
the local framework, resulting in unique region-
al prints.

Ill. 76. "Piazza San Marco, Looking toward San Geminiano”, Canaletto, ca. 1735. Oil on canvas, 93,5x68,5 cm. National Gallery of
Ancient Art, Palazzo Corsini, Rome.
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NCTOKW 3AMAAHOIO CTUA B CYUXOYCKOU
[[PABHOPE XVIII BEKA

AHHOmayusA: Hactoswasa ctatba NoceBalLleHa nccneso-
BaHWHO MPOUCXOXAEHMS «3aMaZHOro CTUS» B CYUYXKOYCKOM
rpasrope XVIII Beka. B Heli BbIAeAOTCA TPU OCHOBHbIX
nyTX NOCTyNAeHUs 3anagHoro nckycctsa B Kutai. Yepes
BW3yaNbHbIl aHaIN3 TakmX NPOU3BeaeHNI, Kak «/[leBa Ma-
puVs C KOP3MHOW LBETOB» N «3anajHblii TeaTp», CTaTbs
packpbIBaeT, KaKMM 06pa3oM KUTaNCKMe XYAOXKHUKN 3a-

B XVIII Beke cyaxoyckas rpastopa npuobpena
APKO BbIpa>XKeHHble 3anajHble YepTbl U MOTOMY MO-
Nyunna obo3HaueHve «rpaBropbl [ycy B 3anagHoM
ctmne» (GEMEEFRAR). B HacToAwee BpeMs B Hayu-
HOW cpeje CyLLeCTBYHOT AiBE OCHOBHbIE TOYKM 3pe-
HWA OTHOCUTE/IbHO NCTOYHWMKOB 3anaAHOoro BAVAHUA:
nepBsas CBA3bIBAET €ro C AeATeNbHOCTbIO NE3YNTOB
B KOHLe 3noxn MuH, BTopas — C MPUABOPHbBIMU
XYyAOXHMKaMW AnHacTMm LinH.

B Hauane XVII Beka pernoH Li3aHHaHb cTtan oa-
HWUM M3 BaXKHEMLUNX OMOPHbIX MYHKTOB Me3yUTCKOM
MUnccmm BO BHyTpeHHeM Kutae. C poCTOM MHTEHCUB-
HOCTW MUCCMOHEPCKOW AeATeNIbHOCTU Yncao obpa-
LWEHHbIX XPUCTMAH B 3TOM palioHe CTPEMUTENbHO
yBEJIMUNBANOCDH, MPEBLICUB CTO ThICAY YeNO0BEK, UYTO
COCTaBASNIO OKOJIO ABYX TPeTeN OT 0b6LLero Kom-
yecTBa katoamkos B Kntae Toro BpemeHw.

Mog pykosoactBoM Matteo Pnuun (Matteo Ricci)
ne3ymntbl NpeanoYnTanm BCTynaTb B KOHTaKTbl C KA~
TaCKUMM YYEHBIMW M YNHOBHWKAMW, YKPENAAS OTHO-
LUEHWs NMOCPEACTBOM apeHus NpesMeTOB 3amnajHow
KY/AbTYpbl, BKJHOYasa NPOV3BEAEHMSA NCKYCCTBA.
BaH LinHbIOM B CBOMX MCCNEf0BaHUAX YKa3blBaET:
«Bo Bpems nytewectsua B [NeknH Pnyum nosHako-
muacs B JIMHbLMHe C reHepan-rybepHaTtopom Be-
avkoro kaHana /o yHcHom (XZRE). Mocnearuin
noxenan, Utobbl XyA0XHMK CO34an KONuto n3obpa-
XeHunsa boromatepun. Puyumn onacancs, 4to konusa
6yAeT HETOUHON, N B UTOTe NMOAAPWA eMy penpo-
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MMCTBOBaAW U NepPeoCMbICINBaNV eBponenckue xyaoxe-
CTBeHHble TpaauLuu. [laHHoe ncciefoBaHme cnocobereyer
60nee rny6oKkoMy MOHUMaHWIO AUHAMUKNA N COXKHOCTH
XyA0>XecTBeHHOro obmeHa mexay Kutaem n 3anagom
B XVIII ctonetum.

Kntodessle cnosa: 3anadHelli cmusie UCKYccmea, cy-
uxoyckas epasropa XVIII geka.

AYKLMIO, HaMMCaHHY MOJIOABLIM NMPUXOXKaHWHOM
M3 HAHKMHCKOW LLepKBW, CO3/aHHYH0, BEPOSTHO, NMOJ,
PYyKOBOACTBOM camoro Puyum» ".[1]

NmetoTcs Takke apyrue cBUAETENBCTBA TOTO, UTO
Me3ynTbl B3aMMOZENCTBOBAN C XYLOXHUKaMM pe-
rmoHa Li3sHHaHb, ocBavBaBLUUMW EBPOMNENCKMNE XN-
BOMUCHbIE TEXHMKM. HEKOTOpble NCTOUYHUKN Aaxke
YKa3bIBalOT Ha HaiMume Mexay HUMU APY>KeCKNxX
CBfi3el, UTO BMOJIHE COOTBETCTBOBAJIO CTETUKE «TO-
ncka HeobbIUHOrO», MOMYASAPHOW CPeamn NHTeNNN-
reHLMUN 1 TopoxaH no3gHero MuUHcKoro nepuoga.

HekoTopble nesymntbl 06HapY>KnK, YTO UANKOCTPU-
POBaHHble KHWUIM Nosb30Bannch B Kutae 6osbLuei
nonyaspHocTbio. B nncbMe Hukkono JloHrobapam
(Niccolo Longobardi) ot 18 oktsabps 1598 roga K reHe-
pany opaeHa Knasamo Aksasuse (Claudio Acquaviva)
roBopwuTcst: «<Ecam Bbl yaanocb Npuciate KHUTM C U30-
HpakeHUs MU LOKTPUH, 3arnoBeseil, NepBOPOAHOro
rpexa v TaliH, 3TO OKa3aso 6bl 3HaUMTENbHOE BANSA-
HKe... 9T n30H6paxxeHns KUTanLbl BOCPUHAIN Obl
Kak MCKYCHO BbIMOJIHEHHbIE U 0bnajaroLLme BbICO-
KOWN XyZOXXEeCTBEHHOWN LIeHHOCTbH NPOU3BEAEHNS,
N OHW BblAN Bbl UMW NPUBETCTBYEMbI» %.[2]

1. Ban UuHblon. UccnegoBaHne npeameTos, npuBe3éHHbIx Mat-
Teo Puyum // C60OpHUK MO KMTaMCKO-3anagHbiIM OTHOLLEHU-
am.— 1985.— Boinyck 1.— C. 153. ERR FBZEME[A]L
PRI M E—15.1985:153.

2. Maiikn CannmsaH. Bctpeya BOCTOUHOrO 1 3anmagHOro NckyccTea
[M].— LUaHxaickoe HapogHoe n3gatenbctso, 2014.— C. 51.

IFIR I R ZARNRM]. DB A B HARTE.2014:51.

MaTTeo Pruuun Takxxe ynOMMUHa, UTO KUTaMLbI
rNyboKO UHTEPECYHOTCA KHUTaMM C UANKCTPaLmns-
mu. B nuceme 1608 roga k otuy AkBaBMBE OH NMcan:
«Hac npuraalwaroT Co BCEX CTOPOH: OAHU FPaBUpPYHOT
HallM COUMHEHWS, APYrve NepeneyaTbiBatoT HalK
KHWIW, TPETbU NULYT O HpaBax EBponbl, ueTBEpThIe
CCbIIAkOTCA Ha HalIM MHEHUs B CBOUX TpyZdax» 3.[3]

C uenbto YAOBNETBOPEHMWS HYX/ KUTaNLLEB 1 ANs
obseryeHns MUCCMOHEPCKOM AeATEeNbHOCTM Ne3ymn-
Tbl MOPYYasu MECTHbIM MacTePCKUM U3roTaB/MBaTh
«BUbencKne NCTOPUM» N «MaMATHbIE INCTbI» (40
=5K) A8 MOAWTB Bepytowmx, Takme Kak «Mpasu-
na yteHus Posapusa» (IBZIKXAIE, 1619) (Puc. 1)
1 «3anuck cnoB u aen Poxaenus bora» (KEFESE
S1T1ICH, 1637) (Puc. 2). Bce 311 n3gaHHble B Kutae
Ne3yNTCKNe KHUTU Bblan OTneyaTaHbl C 4ePEBSAHHbIX
Kcunorpapryecknx 40COK, a He Ha Meau, MOCKOb-
Ky B TO BPEMS TEXHOJIOTUS TPaBIOPbI Ha Meau eLLé
He 6blna BBeseHa B Kutae.

B LLepKOBHbIX LWKOJ/aX, OCHOBAHHbIX Ne3yuTa-
MK no Bcemy Kutaro, Takxxe npenogaBanmcb Kyp-
Cbl XXMBOMWCK, CNeuunanbHO NpeHasHavyeHHble A5
06yYEHMNS KNTAUCKNX MOCTYLLIHUKOB CO34aHMI0 NpPo-
N3BEAEHWI Ha PENNTMO3HbIE TEMbl — TaKMX Kak UKO-
HoMuCcb, rpaBropa v dpecka. Kak yxxe ynoMmmHanocb
BbllLe, PENPOAYKLMIO MKOHBI JTto AyHcnHa (X R E)
BbIMOJHWA KnTalickuin MoHax KO BaHbxyait (7 STHE).

HekoTopble nesyuntbl Takxe Nucann TpakraThbl
no Teopuu n3obpasuntensHoro nckyccrea. PpaHum-
cko Cambbscu (Francisco Sambiasi) B cBoéM Tpyae
«OTBeTbI 0 XunBonucw» (B, 1629) noapobHO 13-
JOXWA UCTOPUIO eBPOMENCKOTO UCKYCCTBA U XXUBO-
MUCHble TexHUKWU. OH CUNTAETCS NepBbIM aBTOPOM,
onybavkoBaswunM B Knutae Tpaktat no 3anajHow
XYAOXECTBEHHOWN TEOPUN.

[o Havana gnHactum LInH nesymntobl coxpaHanm
3HauunTeNIbHOE BAUSIHWE B pernoHe Li3sHHaHb. Vesy-
nt ®paHcya ae PyxxmoH (Frangois de Rougemont)
BEJ1 MUCCMOHepPCKyYHo geAatenbHocTb B Cyuxoy. Co-
FNacHO ero COXPaHUBLUMMCA ByXraaTepckMM KHUram
3a 1674-1676 rr., 3HaUMTENbHYIO YaCTb €ro pacxo-
J,0B COCTaB/IANN 3aTpaThl HA U3rOTOBJIEHME U NeYaTb
MKOH, KOTOpble, Kak NpaBuIo, M1caan no ero 3aka-
3y XyA0XHUKM no damuamm UaHb un Jln; 3Tn nko-
Hbl NpeAHa3HaYaNnCh ANA JapPeHNs eANHOBEPLIAM.
MoMMMO MKOH, PYy>XKMOH Takxe ynoMWHaeT o npe-
NOAHECEHMN YNHOBHMKAM U InTepaTopam nepcrek-
TUBHbIX M300paxxeHUN.

3. Martreo Puyum. C6opHuk nucem Matteo Pruuun.— TaiBaHb:
W3patenbctso NyaHaxu, 1986.— C. 369. FIBZE FIBEHBE
£[M].EBHE HART.1986: 369.

TaknMM 0bpa3om, 3anasHblil CTUAb, 3aMETHbIN
B CHOXKOYCKOW FpaBlOpe, B 3HAUUTEIbHOW CTerne-
HY 0BYC/IOBNIEH MMEHHO JeATeNbHOCTLIO Ne3yWTOB.
HekoTopble XyA0XXHUKN 1 BAajeNblibl MacTepCKMX
rpaBtopHbl, Takve Kak nH FOHbTan (J 782R), AuH
Nancanb (T 782) u Nyanb CuHbas (T 502E), 6bim
katonmkamu.[vH KOuTai (] S32%) 6610 akTVBEH B ne-
puvog npasieHns umnepatopa KaHcu n ynpasasn
MacTepcKoii rpastop «/uHnalictoanb» (J REF). On
TakxKe 6bl1 BAMATENbHON GUIYPOI B KPYTY Ne3yUTOB.
Ero pabotbl cBMAETENLCTBYHOT O r1yHOKOM M3yye-
HWW 3aMagHbIX XyA0XECTBEHHbIX TeXHWK. B Tocyaap-
CTBEHHOW XyZAOXeCTBeHHON Koanekumm [pe3geHa
(Staatliche Kunstsammlungen Dresden) xpaHsTcs ero
npounssefeHusa «/lsopew, € TOTOCOBbLIM MPYyAOM» (
=B E%E) (Puc. 3) n «Cagosas nguanna» (HAE &K
&) (Puc. 4). Ha nepBOM CTOUT NOANMUCL Ha JATbIHU:
«Che Ham Cien Tam Liu ngan Tim Xi Pi» (it & & &
%] EG5E), Takas e Nognuchk BCTpedaeTcs Ha «Top-
rosubl-nHo3eMUbl» (FIHE AE) (Puc. 5) u «MHo-
cTpaHeL, Begywmii nowaab» (FAZEZE) (Puc. 6).
Ha BTOpOM cTOWT noanuce «npouseegeHve HOH-
Tas AnbbaTpoc Tim Paulo» (IR RE T ZE Tim
Paulo), a Takxxe noanuncek nsgatens — «neyatHas
dopma 13 cobpanus [uHnaictoarb B Nycy» (S5
TRE#ER). Wma «Tim Paulo» aensetcs ero kpe-
LLEHCKUM UMEHEM.

Apyron xyaoxHuk ¢ amuvavein AuH — v Nax-
caHb (J 525E) — 6bin akTmBeH B 1740-1750-x roaax
B Kpyry nesymtos B Cyusxoy. [Mocie cnopoB BOKpyr
«Kutarickux obpsgos» (Chinese Rites controversy)
OH Obln BOBNEUEH B Aenia AHTOHMO XKo3e DHpu-
kewa (Antonio José Henriques, 1747) n [xo3ed
ne Apayxo (Joseph de Araujo, 1754), n B 1754 roay
6bl1 apectoBaH. B nokasanusax AuH JlaHcanb (1 5
4%) ykazan: «f — ypoxeHel, yezaa Yanuxoy (M),
MHe oKoJ0 69 neT, cTapblii 06BUHAEMbIV MO Aeny
AHTOHMO XKo3e SHpukelwa. A Topryro 3anagHbiMu
KapTuHamu.» 4[4]

M3 nokasaHuii BUAHO, YTO OH 3aHMMaCSA NpPo-
Aaxel «3anagHbIMu kapTuHamu» (GEE), koTopble
MOT/N BbITb Kak MMMOPTHBIMW €BPOMNENCKUMU
rpaBrOpamu, Tak U MeCTHbIMW NoApaXKaHUAaAMMN
B eBponenckom ctune. OfHaKo, yunTbiBas, Yto 60b-
LUMHCTBO €ro paboT — TPaguLMOHHbIE LIBETOUHbIE
¥ NTMUbM n3obpaxeHns (TS El), npeanonaraercs,

4. TaH KanuzsaHb. COOPHUK apXMBHbIX JOKYMEHTOB MO BOMpPO-
cam Makao B nepuog MuH 1 LnH (4. 1).— lNeknHckoe Ha-
poaHoe usaatenbcteo, 1999.— C. 294. ;7 2 AR B IY HIRI ]
B ZE N ECC AR (—)[CLAER AR HARL - 1999: 294.
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UTO NMOJ «3anajHbIMU KapTUHaMU» OH MeN B BUJY
MMEHHO MUMMOPTHbIE TPABHOPBI.

B nesno AHTOHMO XKo3e JHpukelwa (Antdnio José
Henriques) 1747 roga Tak>e 6bin BoBAEYEH [yaHb
CvHbad (B151E), koTopblii B CBOEM NOKa3aHUmM yro-
MsIHYJ1, UTO OH Baagen B Cyusoy «MacTepckol 3a-
naAHbix KapTuH» (EEIE): «f — ypoxeHel ye3sa
Yanuxoy (£M), mHe 30 net, Brageto mactepckoi
3anagHbix KapTvH (GEEE).» 5[5] Ero «mactepckas
3anagHbix KapTvH» (FEIJE) Ha caMoMm aene Hasbl-
Bancs «pupma CuHbgs» (f51E5), a BbinyLieHHan
B €ro MacTepckoW rpaetopa «Busnt k MuccroHepy»
(FERIEH L) (Puc. 7) ewé 6onee HarnAAHO AeMOH-
CTPUPYET €ro CBA3b C Ne3ynTamu.

Mopo6HOW SABHOW PeNNrMO3HOM TeMaTUKe Npu-
HaJNexuUT Cyaxoyckas rpaBtopa «CBATOe CEMENCTBO
c Kop3uHoi usetos» (X FIEHEE) (Puc. 8). ITa
rpaBtopa U306paxaeT KaToAMUECKUX CBATBIX, Ha LA
nepcoHaxen nepcoHaxa HaMepeHHO Co3/aHa TeHb,
Kak ¥ B 3anaZHON XMBOMUCK, HO B TO BPeMs BOC-
MPUHMMANOCh B BOCMIPUATUMN KUTANLLEB Takune 130-
BpaxkeHns CUMTAINC KakK «1nLO MHb-sH» (FAPEARL).
BbipaxkeHune «ML0 UHb-H» ByKBaNbHO O3HavaeT
«KOHTPACT CBETA U TEHW Ha IMLE», HO TakXe MOA-
pasymeBaeT auuemepue. O6pasbl Ha rpaBtope Jer-
Ko accouunmpytotcs ¢ esori Mapuein n Xpuctowm,
X NPOTOTUMNMOM cumTaeTcs cesaTaa JlopoTtum (Saint
Dorothy). B EBpone cBaTyto lopoTn Yacto nsobpa-
Xanu, kak n «CBATOM ceMeicTBe C KOP3UHON LiBe-
TOB», C KOP3VHOW LIBETOB B pyKax U C Maab4yMKOM
3a pyKy — CMMBOJIOM MUJIOCEPAUS.

PenurnosHas npuHaanexXHoOCTb 3TUX TPEX ye-
JIOBeK MO3BOJIANA MM C NErKOCTbIO COMPUKAcaTbes
C «3anagHoi kapTuHoi» (¥El). bonee Toro, no-
CKONbKY Y KaXA0ro 13 HUx bbina cobCcTBeHHas rpa-
BHOPHas MacTepckas, 3TO 03HaYao, YTO OHU MOTK
pacnpoCTpaHATb NPOU3BEAEHHbIE B HEN rpaBopbI
B EBpony, Nonb3yscb CBOVMM MOJOXEHNEM UYNEHOB
OpAeHa Me3ynToB. DTO A0Ka3bIBaeT, UTO PEAUrn-
O3Hble M KOMMepUeckme KaHasbl He 0bsA3aTeNbHO
npoTnBOpeyat Apyr Apyry. Ha camom gene nmeHHo
X COBMECTHbIE YCUAUNS CNOCOBCTBOBANM LLIMPOKO-
My pacnpocTpaHeHnto 3anagHoro mnckycctea B Ku-
Tae 1 No3BONUAM MacTepcknm rpastop B Cyuxkoy
MONYyUNTb BbITOAY OT MUPOBOW TOPrOBAW, ZOMUHM-
pyemoi B EBpone.

5. Y MuHb, XaHb Lin. COOpHUK KaTONMYECKMX OKYMEHTOB 3MOX
FOHWX3H m LsHbayH, xpaHswmxcs B EBpone.— LLanxaiickoe
HapoAHOe n3aatenbcTso, 2008.— C. 219. R 2 &5 5. RUM i
ZE FRz PR AR EH UL R(Cl. LB AR HR#L.2008:219.
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B Hauane XVIII Beka npu nmnepaTopckom ABo-
pe HaxoAMI0Ch 3HAUNTEIbHOE KONNYECTBO XMBO-
nucLieB-M1UCcCcMoHepoB. Bosrnasnsemble [xxysenne
KactunboHe (Giuseppe Castiglione), 3T1 Xya0XHW-
KW BHEAPWAN 3anajHbli XyA0XKeCTBEHHbIN CTUIIb
B MPUZABOPHYH XMBOMWCL 3MOXM pacLiBeTa nmMmne-
pun LiMH. B cBA3M C 3TMM BbICKa3blBaeTCs TOUKa
3peHus, CornacHoO KOTOPOM 3anazHble YepTbl, MPo-
ABASIIOLLMECS B CY4YXKOYCKOW rpaBlope nepuoga eé
pacuBeTa, MOMV MPOUCXOAUTb OT BAUSHUA MPU-
[BOPHOIO NCKYCCTBa. JTa TOUKa 3PEHMNA OCHOBbI-
BAeTCs Ha JBYX apryMeHTax:

Bo-nepBbIx, CyLLeCTBOBAAO CUAbHOE MpeKIoHe-
Hue nepes NPUABOPHbLIM UCKYCCTBOM CO CTOPOHBI
LUIMPOKOM Ny6mKK, 0cobeHHO B pahoHax Li3aHHaHK
("Lm). MpuasopHOE UCKYCCTBO PacnpoCTpaHsAIoCh
B PervoH nocpeactsoM Vimnepatopckoro asopa (
M5 HT) v noaBeAOMCTBEHHbIX eMy BeAoMCTB. VM-
nepatopckuii asop (R3S ) Began oduumansHom
nonvrpadmnyeckon AesTeNbHOCTbH Ha TEPPUTO-
puu LizsaHHany (1) v Hanpaeasaa npuABOPHbIX
rpaBepoB B 3TOT PETrMOH A5 y4acTus B NPOU3BOA-
CTBE KHW.

3HauMMyto POJib B 3TOM MpOLLecce cbirpan npu-
ABOPHbIN rpasep Yxy Iyt (R ZE), pogom n3 Cyuxoy
(F3M). OH uMen onbIT paboTbl € 3aNaAHLIMU NPOU3-
BeAeHMAMM NPUABOPHOro nckyccrea. B 1696 rogy
Uxy Myt (ARZ=) B coTpyAHUUecTBe ¢ M3t FOdpaHem
(1818 X)) n3rotoBmn rpaBUpPOBaHHbIE AOCKM ANs «[3H-
wkn Ty» (FHRE, nntoctpaumn semneaenvs v wen-
KOBOACTBA).

Kpome TOro, Bo Bpems cay>6bbl npu Vimnepa-
TOopckoM aBope () oH Bo3Bpawanca B LisaHHaHW.
B 1705 roay oH 6bin HanpaseH B AHuxoy (FAM)
A/19 y4acTus B rpaBypPOBKe MMMNepaTopcKoro cbop-
HUKa cTMXx0B «[aoOMUHbCHI WK» (B2 F1F), opra-
HW30BaHHOW TKaLKOW MaHydakTypon B HaHKkMHe
(FAREARE):

«Takxe yfoCToeH Yectn usgasatb «CTuxm xpa-
Ma FaoMuHb» (BE5F1), Yy Ny (5RZE) B AaHHbIN
MOMEHT BbIMONHAET rPaBUPOBKY, NOC/e 3aBepLue-
HWA NpeacTaBuT paboTy KO ABOpPY. 22 oKTA6PsA 44-i
roz npasneHus nmnepatopa Kancum (1705 r.).» °[6]

MpucyTcTBME NPUABOPHBIX PEMECIEHHNKOB
B palioHax Li3siHHaHW cnocobCcTBOBaNO Nojpaka-
HWIO NPUABOPHOMY CTUAKO. PacnpocTpaHeHue 3a-
najHblX 31EMEHTOB B CaZl0BO-MapKOBOM UCKYCCTBE

6. Ortgen apxvBoB MuH v LK Mimnepatopckoro gsopua. Mc-
Topuueckme mMaTtepuanbsl 06 apxmse cembyu Llao — Tkauew
3 LizaHHuHa. — W3gatenbctso YxyHxya, 1975.— C. 35. i
EBRYRHEERB AT ITREERHERR[M].PES
[5.1975:35.

Cyuxoy 1 AHUXKOY Takxe CBUAETENbCTBYET O BHU-
MaHMM MECTHbIX borayen K NpuABOPHOM 3CTETUKE.

Bo-BTOpbIX, BaXHYH POJib Cbirpas BO3BpaT B poj-
Hble Kpas ObIBLUNX MPUABOPHbIX XYAOXHNKOB U3 pe-
rmoHa LizaHHaHw. IpaBtopa «Ciefbl Ha 3aCHEXEHHOM
ropHom nyTu» (t£EIME) (Puc. 10) coaepxmT oT-
TUCK C HAAMWCbIO «ObIBLUNIM NPUABOPHbLIA XUBO-
nuceu» (BINIEMHZE), uto cBnaeTenbcTByeT 0 TOM,
uto aBTop HOHbXY (W) cryxmn npwm geope. Mo-
[06HBIM 0bpa3om, B «[ToNHOe UANOCTPUPOBaH-
Hoe n3gaHue nbecbl «CUcAHL3M»>» (EARFFEICE)
(Puc. 11), cozaaHHoM MonaHusbl (2858 F), BcTpe-
YaeTca nevatb C HaAMUCbIO «MO3T U3 UMMepaTop-
ckoro asopua» (ANIEE).

YuuTbiBas, 4To 3aKOHbI guHacTum LlnH ctporo
3anpeLany noaAenky Uin He3akoHHOe UCMOo/b30-
BaHWe opuLmanbHbIX NedaTen. B «CBoge 3aKOHOB
Beaukon Unn» (KiBEEH) ckasaHo:

«KT0 n3rotoBuT danblumeyro oduLMaNnbHYO Mne-
yaTb — HakasbiBaetca 100 yaapamu v Tpems roga-
MW CCbINKW; 3@ JOHOC — Harpaga B 30 nsH cepebpa;
COYYaCTHUKM 1 NOAb30BaTeNN — C oberyeHnem
Ha OAHY CTyneHb» ".[7]

CnepoBatesibHO, ManoBEPOSTHO, UTo KOHBXY (=
40) u MonaHussl (28)RF) nogaenbiBanu neyatu.

DTU XYAOXHUKMN BRajenn Kak npuaBopHbIM
aKaZeMUYeckKUM CTUNEM, TaK U HOXXHOKUTANCKOM
XVMBOMUCh XYAOXHUKOB-AnUTepaTopos ( S AHE )
Tpaauumen, n cBO6OAHO Nepexoanan oT O4HOro
CTUAA K APYTrOMY, XOTA NOPON HbIN0 TPYAHO UYETKO
pa3rpaHMUnTb 3TN ABa CTUASA. TeM He MeHee, y4éHble
B LLle/IOM NPOCAeANAN CTUANCTUYECKNE B3aUMOCBS-
31 MeXay NPVABOPHOMN XMBOMUCHHO U CYUYXKOYCKOM
rpaBrOpON.

MosiBNeHNe NepCneKTUBbI B CyUXKOYCKUX rpaBHo-
pax, BO3MOXHO, CBsA3aHO ¢ TpakTaTtoM HsHb Cusio
(A %) «YueHue o 3peHumn» (fI5). ITa kHura Gbina
n3gaHa B 1735 roay n coctomt n3 132 ctpaHuu, co-
fepKallmx MHOXECTBO WIIFOCTPALUIA, BbIMOJHEH-
HbIX C MCMOJIb30BaHNEM JIMHENHOW NepCneKkTUBbI.
Ha oaHOW 13 rpaBtop, M30b6paxkaroLent «BUg CH3Y
Ha kpbiwy» (MFLETN) (Puc. 12), MOXHO 3amMeTUTb
BEPTMKAIbHO NepecekaroLLmecs LWTPUXOBbIE NNHUM.
JTO CBUAETENbCTBYET O TOM, UTO y>Xe B 1730-x rogax
B KWTalCKOW rpaBrope NosBUANCL Takne 31eMEeH-
Thl, KaK NEPEKPECTHbIE N NapasfeNbHble LUTPUXN,
a TaKkXKe NPUEMbl CBETOTEHN.

Bo Bpems cBoen cnyx6bl B MUHMCTEpCTBE 06LLe-
CTBEHHbIX paboT B MNeknHe HaHb C1sio No3HaKOMWA-

7. «YronoBHbI kogekc Bennkon LUnH» — pazgen o MoLleHHK-

uectse — danscndukaumn. (KBERE) FIE-TER.

ca ¢ xysenne KactuaboHe (Giuseppe Castiglione)
1 0byyancs y Hero reoMeTpun, nepcrnekTuee 1 3a-
najHoW >XuBonucu. B npegncnoBum K Tpaktaty
«YueHue o 3peHun» (1F) o nuwert: «C oHOCTH
A MHTEPECOBAJICS YUYEHNEM O 3PEHUM, HE pa3 Npu-
naran ycuams 1 pasmMblLLs, HO He MOT MOCTUYb ero
cyTu. JIMwb Korga MHe NocYacTIMBUIOCh HEOLHO-
KpaTHO 6ecefioBaTh C 3anaAHbIM YYéHbIM JlaHOM,
s CMOT MPUMEHATb 3anajHble MeTOAbl B KUTACKOW
XUBOMUCK.» 8[8]

OH no3Hakomuaca yepes [xkysenne Kactmabo-
He (Giuseppe Castiglione) c Tpygom AHgpea MNou-
uo (Andrea Pozzo) «[epcnektuBa A5 XMBOMUCLEB
W apXMTEKTOPOB», By Y4 INYHO YBAEUEH Nepcriek-
TUBOW, MOC/e Neproja NHTEHCUBHOTO N3yUeHus
cobpan cBou HapaboTkn B counHeHunn «CyTb yye-
HUS O 3peHnn» (FIFHE2ZR), KoTopoe 6biN0 BrepBble
ony6ankoBaHo B 1727 roay. B 1734 rony oH Bep-
Hyncs B [eKnH ¢ ZOMONHEHHOW PYKOMUCHIO, U yXKe
B cneayrowem, 1735 rogy, ysnaen cBetT okoHYaTesb-
HbIl BapyaHT TpakTaTa «YueHue o 3peHnmn» ().

[Jxxy3enne KactunsoHe (Giuseppe Castiglione) co-
TpyaHWYan ¢ Havb Cuso (FF755%) npenmyLyecTeeH-
HO B 06pa3oBaTesibHbIX LIefX: HapsAy CO Cny>Kbou
npv UMNepPaTopcKoM ABOPE, OH Takxe bbln 0653aH
obyyaTb KMTANCKUX MPUABOPHBIX XYAOXKHNKOB 3a-
koHam nepcrniektusbl. C 1727 roaa, «CyTb yyeHus
0 3peHun» (FlF1EZ8), BEpOATHO, NCMONb30BaACH
KactunboHe B KauecTBe yuebHMKa MO NepcnekTu-
Be. Bbicoka BEPOSATHOCTbL TOrO, YTO MPUABOPHbIE
XYZOXHUKWN CUCTEMATUUECKN OCBaMBaaN 3amnaiHyto
nepcrnekTyBy MMEHHO MO 3TOMY TpyAy. HekoTopble
13 HUX MOT/IV BMOCIEACTBMMN MEPEHECTN YCBOEHHbIE
BM3yasbHble Npuémbl B Cyuskoy, TeM caMbIM MOB/N-
fIB Ha CTWUJIb CY4Y>KOYCKOW rpaBropbl.

MOMUMO BANSHUA NE3YUTOB N MPUABOPHBIX XY-
[OXHWKOB, 3anajHble YepTbl B CyUXKOYCKOM rpaBope
TaKkXKe 6blN CBA3aHbI C MEXAYHAPOAHON TOProBAEN.
Ewé B no3gHuii nepmnog MuH 3anagHoe McKyccTBO
y>Ke pacnpocTpaHmunock cpeamn Hapoga B Cyuxoy,
a KOHTaKTbl C MHOCTPaHHbIMU TOProBLE@MKM CMOCOB-
CTBOBa/V JaibHenleMy pa3HOObpa3nto xysoxe-
CTBEHHbIX CTUIEN CyUdKOYCKOW FpaBopbl.

Croli BanbumnH (FRXZ) oTMeuaeT, UTo HekoTo-
pble Cyukoyckue rpaBtopbl «bnaropogHbie gambl»
(£ % &) aBHO HaxoAUAWCh NOA BAUAHMEM paH-
Ly3CKnX «MogHbIx rpaBtop» (French fashion plates).
«MogHble rpaBtopbi» (French fashion plates) 6bian

8. HsHb Cuso. YueHue o 3peHnn.— LLlaHxaiickoe n3aatenbcTso
apesHeln autepatypbl, 1995.— C. 1. EHFFZMF[M]. LEH
$EHAR$1.1995:1.
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3aBe3eHbl B KuTali B koHLe XVII Beka °.[9] MNoa BO3-
AENCTBMEM 3TOTO BAMAHUS CYUYXKOYCKME rpaBOpbI
«bnaropogHble gambl», Kak NPaBMAO, AEMOHCTPU-
pytoT 6oslee MacCuMBHbIe U Kpernkne obpasbl B fyxe
6apOoKKO, B OTANUME OT 06pa3a XEeHLLNH C NoKa-
TbIMUW NAeYaMn U TOHKOWM Tanmewn, NonyasapHOro
TOrZa B KMTaMCKOM xusonucu. N3BecTHo, Uto rpa-
Blopa «Kpacasuua, urparouas B waxmatbi» (EA T
) (Puc. 13) BocxoamT K opopTy AHTyaHa Tpyse-
Ha (Antoine Trouvain) «®paHLy3ckas 3HaTHaa gama
urpaet B nacbaHCc» (French noblewoman playing the
game of solitaire, 1698) (Puic. 14).

HezaBHee nccnesoBaHWe Nokasano, UTO KapTvHa
anoxu LisHbayHa «Bua 3anagHoeBponenckoro Tea-
Tpa» (A FEIIAE) (Puc. 15) 3aMmcTBOBaNa MOTUBSI
¢ npovwsBeaeHus KaHanetto (Canaletto) — «Mnowaap
CaH-Mapko ¢ B1aom Ha uepkoBb CaH-[XeMUHbAHO»
(Piazza San Marco, Looking toward San Geminiano;
1737) (Puc. 16) 0. [10]

CTOWT OTMETUTb, UTO B OTINYME OT 3aMagHOMN Xun-
BOMWCK, BBEAEHHOWN nesyntamm B Kutae no peaunru-
03HbIM MOTMBAM U MNPENMYLLECTBEHHO PENUTMO3HON
TEMaTWKM, MOTOK CBETCKOM XXMBOMMUCH, NOCTYMNaBLLEN
B Knutai, ABASACA YNCTO KOMMEPYECKUM SIBJIEHUEM.
Vx pacnpoctpaHeHue, ckopee BCErO, OCYLLECTBAS-
nock yepes Oct-NHackme komnaHum (Westindische
Compagnie) pa3sin4HbIX €BPOMEeNCKUX CTPaH.

B EBpone coxpaHuaock Heckonbko «bory Ty» (18
5 &, kapT1Ha ¢ aHTUKBapHbIMM Bewwamu) (Puc. 17),
npow3sseaéHHbix B Cywxoy. ITn «Bory Ty» (B E)
6bINN CO34aHbl C YYETOM 3anafHblX 3CTETUUYECKUX
NPeANnOYTEHUI U He CNefoBaan TPAAULLMOHHOM
NNOCKOCTHOM KOMMO3uMLumK (Kak, Hanpumep, «bory
Ty» B KnuTarickoin kabuHete MeHLwunKoBa ABopLia

9. Cio¥t BaHbUWHb. ViccnepoBaHue gatuposku rpastop «baaro-
pPOAHbIe faMbl» U KPYMHbIX LIBETOYHBIX M NTUL, N306paxe-
Hui B Cyuxoy XVIII Beka // XKypHan kynbtypbl.— 2018.—
N2 102.— C. 130-156. FRXZ.+ \E LT INRE T 2 EH
RAREBIEEEHRIN[]. X E5+7.2018(102):130-156.

10. ®aH lNyaHHaHb. HanoxeHune obpasos: «Bug 3anagHoespo-
nerickoro Teatpa» anoxu KaHcn // Teatp.— 2023.— N2 2. —
C1M-121. FEBAGEERZNAHN (FFRIHE) ).
YE.2023(2):111-121.
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B CaHkT-lNeTepbypre). BMecTo 3TOro HaTHOpMOPThI
6b111 NOMeLLEeHbl B KHUXKHbIE LWKadbl, BbINOJHEH-
Hble C UCMONb30BaHNEM MePCrneKTUBbI, YTO Npu-
faBano n3obpaxeHnto 06BEM 1 Npnbamnxano ero
K EBPOMENCKMM TPOMMAEAM KapTuHaM (trompe-I'ceil).

Ha aykumnoHe bykoscku (Bukowski) 2016 roaa
OblNW BbICTaB/lEHbl TPW Takue rpaBropbl, NPo-
nexoasume n3 nmenus Ckensac (Skenas Manor)
B BuHrakepce (Vingakers). NepBoHayaabHbIMUW BAia-
Aenblamu, BepoaTHO, 6biin MoxaH Tmanen6opr
(Johan Gyllenborg) nan ero cbiH ko6 WMoxaH Tvn-
nenbopr (Jacob Johan Gyllenborg). Vix poactBeHHmK
®peapuk M'manenbopr (Fredrik Gyllenborg) B T0 Bpe-
Ms 6bla akumoHepom LLeeackon OcT-UHACKOM KOM-
naHuu (SEIC), yepe3 KOTOpPYHO 3T rpaBrOPbI, CKOopee
Bcero, nonanu B LLseyuto.

Vicxoasa 13 3Toro, MOXHO MpeamnoaoXuTb, YTo
y>Xe K paHHeMy rnepviogy npasneHus LaHbayHa (82
FZ) cyuskoyckme xyAOXKHUKN UMean NpsMoii 4oCTyn
K eBPOMENCKON MacisiHOM XXMBOMMKCK, FpaBlopam
1 aKkBapesn, a BO3MOXHO, 1 NojlyYanu obpasLibl 13o-
BpaxkeHnii OT eBPOMNENCKUX 3aKa3UmnKOB A/ UCMOb-
30BaHuA B paborTe. [Mog BAMAHMEM KOMMepYeCcKnx
WNHTEPECOB CY4YXKOYCKME XYAOXHUKM CaMOCTOATENb-
HO OCBamBan €BPOMNENCKMNE TEXHUKM, UTOObI COOT-
BETCTBOBATb PbIHOYHOMY CMpPOCY.

TakvM obpa3zoM, opMrpoBaHme 3anagHoro CTu-
Na B cyuxoyckux rpasropax XVIII Beka npounsoLno
yepes MHOXEeCTBEHHbIe MyTW NPOHWKHOBeHWS B Cy-
UXKOY — Ha CTbIKe AeATEeNbHOCTN Me3ynTOoB, Npu-
ABOPHOW CUCTEMbBI U MEXAYHapPOAHOW TOProBan.
Moy BO3AENCTBMEM PENUTMO3HOMO pacnpocTpaHe-
HWS, BOCXMLLEHWA NPUABOPHON MOJOW Y KOMMEP-
YeCcKMxX CTUMYNOB 3anajHoe UCKYCCTBO MOCTEMNeHHO
NPOHMKaN0 B TBOPYECTBO CYU1>KOYCKMX rPaBEpPOB.
YTO eLLé BaxKHee, CyUXKOYyCcKMe XyJOXKHUKN He Npo-
CTO MexaHWYeckn KonupoBaau 3anajHbole obpa-
3bl, @ yCBavBanAu 1 TBOpYECKN nepepabaTtbiBanv nx
B MECTHOM KOHTeKcTe, GopMUpys TeM CaMbIM Opu-
rMHasIbHblE PerMoHasbHble rpaBlopbl.
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