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WU GUANZHONG'S ARTISTIC LEGACY: IDEOLOGICAL
FOUNDATIONS AND ARTISTIC PRACTICES

Summary: The prevalent interpretations regarding the
creative transformations of the artistic heritage of an
outstanding 20%"-century Chinese artist, Wu Guanzhong,
often focus on external political, ideological, and every-
day factors. The article aims to investigate the internal
motivations behind his artistic development. It is ground-
ed in Wu Guanzhong's ethical framework, as he adopted
the character 2= (tu, meaning «bitter») as his pen name,
thereby associating his principles with those of the Chi-
nese writer, translator, and patriot, Lu Xun, as well as his
«brother», Russian proletarian writer Maxim Gorky. The

The remarkable legacy of the distinguished Chi-
nese artist, Wu Guanzhong (1919-2010), has been
thoroughly and deeply examined in contemporary
studies. Art historians, who have meticulously traced
the details of his personal life and the progres-
sion of his artistic endeavours, collectively regard
Wu Guanzhong as a daring and persuasive innova-
tor of traditional Chinese painting. In various cat-
alogues of his global exhibitions, as well as in the
academic articles, monographs, and dissertations
that followed, significant milestones in his artistic
journey have been recognised: the shift from figura-
tive art and depictions of natural forms to abstrac-
tion; a transformation from an interest in Western
oil painting to a profound appreciation for tradi-
tional Chinese ink painting; a move from engaging
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aesthetic and theoretical contemplation of Wu Guan-
zhong's ethical framework was encapsulated in his the-
ory of abstraction, described as «unbroken kite string»,
which posits a novel understanding of «beauty» as the
outcome of abstracting artistic form from the objects of
the external world, reflecting the artist's unique emotion-
al response to a reality beyond themself.

Keywords: Chinese painting of the 20" century, Wu
Guanzhong, Lu Xun, Maxim Gorky, artistic tradition, West-
ern painting, ethical programme, artistic evolution, ab-
straction, «multiple perspectives», «unbroken kite string».

in a diverse array of figurative genres to focusing
predominantly on landscape painting; a departure
from the allure of contemporary Western art move-
ments and a concurrent distancing from realistic art
in general, particularly from socialist realism [Nos. 3;
5, 7;10; 11; 12-16; 18-20; 22].

These important observations were derived,
among other factors, from the examination of Wu
Guanzhong's theoretical assertions; however, nu-
merous aspects of Wu Guanzhong's artistic biog-
raphy continue to provoke enquiries. The reality
is that the aforementioned transformations in Wu
Guanzhong's artistic journey are typically interpret-
ed by scholars in relation to the external political
and ideological contexts of the artist’s existence or
depend on his theoretical assertions, neglecting the

internal logic of his artistic evolution and the value
system of his work in their analyses. For instance,
the rationale behind the master’s transition to land-
scape painting is often attributed to the criticism
of his portrait and figurative works faced from the
party, which labelled him a «poisonous» «bourgeois
formalist» [17; 18], or to the party’s ideological di-
rection of «learning from the people» [12; 18]. Wu
Guanzhong's fascination with ink can be attributed
to practical reasons: ink painting was more afforda-
ble than oil painting, and rice paper, in contrast to
canvas, did not necessitate a large area for paint-
ing, which was significant given the limited space
of Wu Guanzhong's studio [18]. In this regard, it is
reasonable to seek a more profound explanation
for the artist’s creative development. For instance, in
the work [22], the claim made in [16] is challenged,
suggesting that upon his return to Beijing in 1972,
Wu Guanzhong «realised that nearly all other art-
ists were utilising Chinese ink on paper instead of
oil, prompting him to adopt the traditional style as
well». Therefore, as one examines the creative trans-
formations of Wu Guanzhong, it becomes essential
to provide a more thorough justification for why
the integration of Western modernist artistic ap-
proaches and traditional Chinese ink painting ulti-
mately prevailed in Wu Guanzhong's artistic journey.

These issues are increasingly relevant due to
the fact that current analyses of Wu Guanzhong's
artistic biography highlight several omissions, in-
consistencies, and accepted contradictions that ne-
cessitate further understanding and clarification. For
instance, the artist noted his admiration for the al-
lure of Western paintings, which he encountered
at the Hangzhou National Academy of Arts dur-
ing the early stages of his career. It appears crucial
to explore what inspired this emerging artist’s ap-
preciation; how did young Wu Guanzhong inter-
pret this beauty? It may seem that while studying
at the academy, the future artist focused more on
Lin Fengmian’s Western art course than on the tra-
ditional Chinese arts instructed by Pan Tianshou, as
he expressed scepticism towards assignments that
involved replicating the works of ancient Chinese
masters and rejected the incorporation of inscrip-
tions on paintings, a significant characteristic of the
traditional Chinese painting school [7; 22]. His spe-
cific interest in the works of older Chinese literary
figures and intellectuals is widely recognised, as he
favours them over artisans and professionals. How
does his scepticism in one instance contrast with

Il 1. Wu Guanzhong’s seal is his pen name in the form of the
character %= (2)

his favourable evaluations in another? These and
other facts require commentary, as they reveal the
underlying motivations for the artist's forthcom-
ing creative journey. Naturally, delving into his in-
ternal growth does not diminish the importance of
the external factors influencing his life: his artistic
endeavours took place during a period marked by
social turmoil, ideological constraints, violence, and
artistic limitations; he faced ideological oppression,
a prohibition on his profession, and was compelled
to destroy the majority of his early creations while
distributing others to friends for survival. Never-
theless, it is essential to remember that these years
served as a crucial period for Wu Guanzhong to re-
fine the artistic principles and preferences he had
developed in his youth, which laid the groundwork

Ill. 2. The cover of Wu Guanzhong’s collected works (2013),
which bears his personal signature and the master’s red seal — %=
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for his creative pursuits and the eventual emergence
of his distinctive artistic style.

It is known that Wu Guanzhong was raised in
a very impoverished peasant family [3], yet his de-
termination for a better life remained steadfast de-
spite the hardships. It is important to highlight that
following the collapse of the empire in 1912, Chi-
na began to increasingly acknowledge the indus-
trial and scientific advancements occurring in the
West. Consequently, the aspiration for a better life
became closely linked to education and scholarship.
Wu Guanzhong's father, by exemplifying this value
for his children, succeeded in becoming a village
teacher. He instilled in his son the importance of
education and an openness to the unfamiliar, the
new, and the progressive: by the age of 15, even
before he enrolled in the Academy of Arts in Hang-
zhou, Wu Guanzhong, despite living in semi-star-
vation, managed to gain admission to the electrical
engineering department of the provincial vocation-
al school associated with Zhejiang University, pur-
suing a field that promised future prosperity. It is
essential to remember that during those years, Chi-
na was immersed in the ideas of national renewal
and the modernisation of all aspects of public life
[4], and Wu Guanzhong's decision to pursue a tech-
nical speciality aligned not only with his personal
interests but also with the collective aspiration of
the Chinese intelligentsia to thoroughly rejuvenate
their homeland, integrating its traditional culture
with the discoveries and achievements of the pre-
viously distant West.

These patriotic feelings were vividly expressed
in the works of Lu Xun (1881-1936), the found-
er of modern Chinese literature, who was an older
contemporary and compatriot of Wu Guanzhong.
Even during his school years, Wu Guanzhong cul-
tivated a profound admiration and respect for the
writings of this enlightenment writer and public fig-
ure, who opposed social injustice, aimed to remedy
societal ailments, and subtly mocked human bias-
es and flaws. Conversely, Lu Xun regarded Russian
writer Maxim Gorky as a paradigm for the evolu-
tion of national literature. It is not by chance that
Lu Xun was affectionately referred to as the 'Chi-
nese Gorky": «<He was a pioneer who transformed
literature, departing from traditional art and pav-
ing the way for realism. From Gorky, he embraced
a yearning for simplicity, a bond with folk traditions,
proverbs, and colloquial language. Following the tri-
umph of the revolution and the establishment of
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the People’s Republic, China elevated Gorky as its
foremost and most cherished writer. The distribu-
tion of Gorky's works and translations surged sig-
nificantly, and he became a profound mentor and
educator to the populace» (1). Lu Xun was among
those who familiarised Chinese readers with the mas-
terpieces of global literature, including works from
Russian authors. He personally translated pieces by
Gogol, Chekhov, and Gorky into Chinese. Young Wu
Guanzhong even aspired to be a writer like his idol
for a period. He later admitted his spiritual connec-
tion to Lu Xun, stating, «There are three most sig-
nificant individuals in my life: Lu Xun, Vincent van
Gogh, and my wife. Lu Xun provided me with di-
rection and spirit (note from the author: italics are
mine), Van Gogh instilled character and unique-
ness in me, and my wife represents the dream of
my entire life; she is ordinary, kind, and beautiful»
[17]. In this light, the choice of a pseudonym by the
emerging artist, which he would carry throughout
his life, appears to be no mere coincidence: during
his second year at the Hangzhou Academy, he be-
gan to sign his works with the character 2% («Tu»),
which translates to «bitter wild plant — a type of
weed, sow thistle, or thistle». The significance of
this pseudonym in understanding the core of Wu
Guanzhong's artistic legacy is indirectly supported
by the fact that the seal featuring this pseudonym
is extensively utilised by publishers on the covers
of collections of his works released after the artist's
passing, and it serves as a logo for various institu-
tions dedicated to studying the artist’s contribu-
tions (ill. 1-3).

This decision can be interpreted as both an hom-
age to the esteemed Russian author, whose writ-
ings were valued by Lu Xun, and as an allusion to
Lu Xun’s own anthology of short stories, Wild Grass
(ill. 4), which poetically honours the cleansing pain of
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Il 3. Website of the Wu Guanzhong Creativity Research
Centre at Tsinghua University — the logo of the Centre uses the
character for the artist’s pseudonym, 3

Wild Grass Chinese Edition
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Il 4. Cover of Lu Xun'’s collection of short stories, Wild Grass. 2016

existence. Regardless, Wu Guanzhong's self-identifi-
cation proved to be prophetic: it not only represent-
ed the struggles and adversities already faced by the
emerging artist but also predicted further purifying
challenges that would foster personal development.

This reflects a significant element of Wu Guan-
zhong's self-perception — a willingness to make
personal sacrifices for the sake of life’s renewal.
These experiences — the connection between uni-
versal human advancement and suffering, the re-
linquishment of personal desires that tether one to
the past — echo in the prose poem Wild Grass by
Wu Guanzhong's cherished Lu Xun:

«The past life has perished. | welcome this demise,
for it has made me aware that life once existed. The
life that has passed has deteriorated. | embrace this
deterioration, for it has shown me that life was not
devoid of meaning. <...> In the name of myself, in
the name of friends and adversaries, humans and
animals, in the name of those | love and those | do
not, | envision that the wild grasses will perish and
decay so that fire may arrive as swiftly as possible.
Should this not occur, it would be as though | nev-
er existed, and that would be a far greater tragedy
than death and decay» [1, pp. 310-311].

These reflections motivated Wu Guanzhong, who
manifested them in his artwork honouring the mem-
ory of Lu Xun (ill. 5):

The tragic irony of history is that Lu Xun, who
was immensely popular among China’s progres-
sive intelligentsia in the 1920s, received recognition
from the Communist Party of China shortly before
his passing. Similar to Maxim Gorky, who emerged
as the first proletarian writer in the 1930s and pro-
duced the initial masterpieces of socialist realism,
he was labelled «a true friend and even a warrior of
the proletariat and the working masses». Lu Xun'’s
elevation occurred in 1937, when Mao referred to
him as «a saint of new China», akin to how Confu-
cius was termed «a saint of feudal China», and Lu
Xun was accorded the title of <commander-in-chief
of the Cultural Revolution in China in the 1910s».
This all culminated in the Great Proletarian Cultural
Revolution (1966—1976), during which the renown
of the long-deceased Lu Xun reached its peak. This
transpired during a period when cultural figures,
China's creative intelligentsia, and Wu Guanzhong
himself faced severe repression [13].

It is also important to highlight that the symbol-
ism behind Wu Guanzhong's pen name (5, «Tu»)
strengthens connections to the emotional depth as-
sociated with Gorky, whom Lu Xun greatly admired.
Gorky was as fervent an advocate for the moderni-
sation of Russia as Lu Xun was for China, and, sim-
ilar to Lu Xun, he harboured a sense of foreboding
regarding «unprecedented rebellions». It implies
that Alexei Peshkov's pen name might have inspired
Wu Guanzhong's self-chosen designation. Addition-
al evidence for this theory can be found in Lu Xun's
short story «Venerable Gao», which the young Wu
Guanzhong may have encountered.

The protagonist of this narrative, educator Lao
Han (i.e., «Venerable Gao»), adopts Gorky's name,
which translates to Gao Er-gi in Chinese, as his pen
name. Throughout the story, this new identity is
validated twice — once by the narrator and once
by a character — as a demonstration of the teach-
er's admiration for Gorky:

«Who is this? You? Have you changed your
name?» Huang-San promptly enquired after fin-
ishing the reading.

«The esteemed Gao laughed with a hint of dis-
dain. Naturally, he had altered his name. After all,
Huang San is solely adept at playing cards. He has
never shown any interest in either modern science
or contemporary art. He is even unaware of the
existence of the most celebrated Russian author,
Gorky — Gao Er-gi. How could he grasp the deep
significance behind a name change?» [2, p. 100].
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Ill. 5. Wu Guanzhong. Wild Grass (25), 2008, oil on canvas.
61x97cm

Furthermore,

«Yao Bu extracted a sheet of paper from his am-
ple pocket, unfolded it, and, glancing between the
paper and the students, proclaimed:

‘Before you, stands the esteemed teacher Gao.
Gao-Er-Chu is a distinguished scholar. His article,
On the Responsibilities of Every Citizen of the Chi-
nese Republic Concerning the Organisation of Na-
tional History, is recognised by all. The newspaper
states: 'Esteemed Gao, out of reverence for the il-
lustrious Russian writer, Mr Gorky, has changed his
name to Er-Chu, thus expressing his admiration for
Gorky."» [2, p. 106] (3).

Wu Guanzhong's profound inner bond with the
works of Lu Xun is further demonstrated by the art-
ist's many pilgrimages, which occurred many years
later, to their common small homeland — Jiangsu
Province, where he created nostalgic landscapes of
his native regions (ill. 6=7):

Wu Guanzhong'’s move to the Hangzhou Acad-
emy of Art and the subsequent «shift in his life's
path» appear to be quite logical considering the
young man's spiritual decision: «Had | not received
an invitation there, or had | attended the Xu Bei-
hong (1895-1953) exhibition or the Soviet Union
exhibition, | doubt | would have altered my career
at all» [22, p. 43]. This transformation originated
from the Hangzhou Academy’s receptiveness to
new ideas, and many years later, Wu Guanzhong
reflected on his emotions, largely due to Lin Feng-
mian (1900-1991).

Lin Fengmian, who led the Hangzhou Academy,
posited that the deterioration of modern Chinese
painting was a result of an uncritical adherence to
historical traditions, which stifled the artist’s crea-
tive essence, and he sought methods to rejuvenate
it through Western art. In contrast, Xu Beihong, who
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was affiliated with the Central University of China
during the same era, firmly opposed Western art.
Nevertheless, both Lin Fengmian and Xu Beihong,
who had advanced their artistic training in France,
recognised the necessity of discovering ways to sal-
vage Chinese painting from its decline; both pro-
moted reform and investigated the possibilities of
Western oil painting. Wu Guanzhong's aesthetic in-
clinations aligned with those of Lin Fengmian (5)
[22, p. 37], primarily due to his rejection of an arti-
sanal approach to painting, viewing beauty as mere
imitation. This perspective also shaped Wu Guan-
zhong's stance on socialist realism, which empha-
sised external appearances over essential conceptual
similarities (6) [22, p. 124] of the subject matter,
and contributed to his disapproval of the tradition-
al practice of replicating the works of old masters,
which aimed at mastering the technical aspects of
painting. Wu Guanzhong's aesthetic philosophy was
linked to a thorough examination of the works of
ancient Chinese literary artists, particularly their in-
nate ability to convey «genuine emotions» (7) [22,
p. 29]. In 1986, the artist articulated the essence
of the concept of «genuine emotion» as a pictori-
al representation of the author’s «I», arising from
positioning the artist’s character (perspective) at
the core of artistic practice (8) [22, p. 80]. There-
fore, according to Wu Guanzhong, the essence of
the artistic image is not merely a representation
but an expression intended not to elicit in viewers
the feelings they might experience while travers-
ing the mountains but rather to unveil something
novel from their intellectual and emotional expe-
riences [22, p. 82].

Wu Guanzhong's internship in Paris from 1947
to 1950, which occurred shortly after he completed
his studies at the academy, was a fitting opportuni-
ty for him, as he was in constant pursuit of new cre-
ative inspirations: «I longed for colour. Ultimately,
| left behind Chinese painting and travelled to Par-
is to learn about Western painting!» [22, p. 33].
This phase of Wu Guanzhong's artistic evolution is
widely recognised. We will highlight a significant
aspect essential for comprehending the founda-
tional elements of his growth: during this time, he
also embraced Professor Souverbie's concept that
in painting, one must differentiate between «beau-
ty» (beau) and «pretty» (joli). According to Souver-
bie, the art of «pretty» brings pleasure to viewers,
whereas the art of «beauty» resonates with them
on a deeper level. Therefore, for Wu Guanzhong,

Il 6. Wu Guanzhong. Lu Xun's Hometown, 1977, pen and ink
on paper, 13.2 x 18.5 cm

the conveyance of emotion takes precedence in
landscape painting: «If it merely serves as a visual
depiction of objects and natural scenes, regardless
of how realistic and beautiful it may be, the paint-
ing can only provide entertainment but will never
be vibrant and impactful» [22, p. 61].

It would not be inaccurate to suggest that Wu
Guanzhong's return to his homeland after three
years of studying in Paris represented a significant
existential decision: «In China, there is no future for
pursuing art as a profession. The authorities there
are so insular that they regard Western contempo-
rary art as a plague» [22, p. 39]. Upon returning to
China, Wu Guanzhong aspired to further his explo-
ration of a synthesis between Western and Chinese
art; however, the party and government prioritised
propaganda art.

The challenges that Wu Guanzhong encountered
in his homeland, as he found himself on the pe-
riphery of contemporary artistic progress, are well
documented. It is crucial to highlight, though, that
when political and ideological conditions allowed
him to engage in the xiesheng (B4, «life draw-
ing») movement, which began to gain prominence
in artistic circles due to the new artistic policy, Wu
Guanzhong uncovered the potential for a fruitful ar-
tistic synthesis between traditional Chinese paint-
ing and modernist movements in Western art. His
creative revelation during those years was the tech-
nique of «multiple perspectives» in landscape paint-
ing. It is widely recognised that the perception of
an object shifts as it moves, and Wu Guanzhong
contemplated whether it was feasible to arrange
an image in such a way that its effect on the view-
er would be enhanced by this variety of beauty. It
was a pivotal moment when Wu Guanzhong artic-

Il 7. Wu Guanzhong. Lu Xun's Hometown, 1985, oil on
canvas, 46 x 53 cm

ulated his discontent with the static viewpoint em-
ployed in Western landscapes, notwithstanding his
recognised enthusiasm for Western modernist art:
«Typically, Western oil painters select a single fixed
angle to portray a landscape, a practice referred to
as ‘finding a view'. This approach is overly restric-
tive <...> Impressionism was innovative in its ap-
plication of colour. However, it was Impressionism
that confined landscape painting to a limited per-
spective» [22, p. 60].

This study captured Wu Guanzhong's interest in
the distinctive features of Chinese ink landscapes,
which he believed should also be incorporated into
oil paintings: «Chinese landscape artists typical-
ly commenced their work after exploring the en-
tire mountain and documenting their experiences,
subsequently organising the painting by recalling
images from memory. | firmly believe that this meth-
od is a valuable aspect of our traditional Chinese
painting» [22, p. 60].

One of the earliest successful instances of this
technique is the landscape The Monastery of Zhashi-
lungbu, created by Wu Guanzhong in 1961 (ill. 8).

The actual configuration of the mountains, the
monastery, and the surrounding trees was differ-
ent from what was illustrated in the painting. The
artist represented the subject from various angles,
rather than from a singular viewpoint:

«| frequently experimented with different per-
spectives in my artwork, merging various views
together or rearranging them... The Monastery of
Zhashilungbu, was a result of this technique. | free-
ly modified the layout of the mountain, monastery,
trees, and lamas, akin to grafting trees. | aimed for
creative liberty in composition while simultaneous-
ly striving to uphold authenticity in the representa-
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L. 8. Wu Guanzhong. The Monastery of Zhashilungbu, 1961, oil on wood, 46 x 124 cm

tion of real objects. Consequently, | referred to my
approach to landscape painting as ‘painting from
nature with multiple perspectives'.» [22, p. 59].

The method of ‘'multiple perspectives’ diverged
from simpilistic realism and provided the opportu-
nity to develop a profoundly personalised interpre-
tation of natural space, shaped and structured by
the artist’s perspective and emotions.

The artist’s later development — his abandon-
ment of oil paint in favour of traditional Chinese
ink painting — appears to be a rational choice. This
shift arose from his discontent with the thick tex-
ture of oil paint, which he felt constrained his abil-
ity to convey spontaneous emotion: «Ink painting
resembles calligraphy. It allows you the freedom
to manipulate the brush as you desire» [22, p. 68].

Consequently, Wu Guanzhong moved towards
abstraction, yet his artistic growth remained deep-
ly anchored in national tradition, to which he was
drawn. Within this framework, he searched for and
discovered solutions to his enquiries, utilising his
own artistic knowledge and experiences.

Wu Guanzhong departs from Western abstract art
theory concerning the connection between specu-
lation and reality: «| stress the autonomy of artistic
form and aspire to explore it to its fullest extent, and
| cannot concur with the notion that ‘content dic-
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tates form’.» However, | personally disfavour forms
devoid of an artistic concept. | do not consider form
alone to be the ultimate objective» [22, p. 125].
Stopping at the edge of «complete» abstraction
and the severance of any visible link to reality, Wu
articulated his ideal using the phrase «unbroken kite
string» (MZERUTZ, fengzheng bu duanxian). This
theory, encapsulated in such a rich image-term, per-
haps most vividly illustrates the origins of his work,
which is intricately tied to the cultural and historical
context of China during the early 20t century and
to his personal quest for a synthesis between Chi-
nese national culture and Western thought along
with its discoveries. His own value system, charac-
terised by the symbolism of his pseudonym «bit-
ter», embodied the notion of contributing to the
new not for personal gain, but for the benefit of the
future of his homeland. Wu Guanzhong's theory of
abstraction, the «unbroken kite string», served as
an aesthetic and theoretical reflection of his ethi-
cal framework. Within this theory, artistic contem-
plation retains a connection to the earth as the
foundation of this contemplation and to life as the
driving force behind thought and emotion. The sym-
bolic evolution of the term «unbroken kite string»
further reinforces the fundamental link between
Western modernist painting and classical Chinese

painting, both of which emphasise abstract forms
propelled by artistic expression. Consequently, Wu
Guanzhong's notion of abstraction theorises a new
interpretation of the concept of «beauty» as the out-
come of abstracting artistic form from the objects
of the external world. In contrast, Wu Guanzhong
identified the concept of art as a «unbroken kite
string» (#i%k X5, duanxian fengzheng) as the an-
tithesis of this type of abstraction, a path he nev-
er intended to pursue: «<Pure abstract art> severs
the vital connection to life, to people’'s emotions...
Artistic creation must not detach itself from hu-
manity. | favour a kite on a string, anchored to the
ground» [22, p. 137].

Consequently, Wu Guanzhong discovered his
direction: not merely composition, but rather syn-
cretism; not solely abstraction, but the extraction
of beauty from the variety of figurative beauty; not

a mindless replication of tradition or foreign cul-
tural paradigms, but the enhancement of national
accomplishments through global cultural insights.
These characteristics, as we have attempted to il-
lustrate, were a result of the «genetic code» em-
bedded within Wu Guanzhong from the time of
his birth into a peasant family in an ancient Chi-
nese province at the dawn of the 20t century, in
a nation aspiring for industrial advancement. They
were shaped by the intrinsic ethical framework of
Wu Guanzhong, the offspring of a rural educator,
who regarded Chinese intellectual Lu Xun as his ex-
emplar and shared the patriotic fervour of Russian
writer Maxim Gorky. All of this, combined with Wu
Guanzhong's inherent talent and creative fervour,
elevated him to the status of an exceptional art-
ist, a luminary of contemporary Chinese painting.

NOTES

—_

M. Gorky — 150. IMLI — the Centre of World Gorky

Studies. 2019. Moscow: Gorky Institute of World

Literature, Russian Academy of Sciences, p. 440, p. 244.

2. Source: https://hk.art. museum/documents/Exhibitions/
WGZ—-Sketching-from-Nature/WGZ_|learning_kit_
English.pdf

3. 3. Note from the translator of the story «Venerable
Gao»: «In Chinese transcription, M. Gorky is Gao-
Er-Qi, with the last syllable being a word meaning
‘foundation’. By changing his name to Gao-Er-Chu,
the last syllable-word of which means the same thing,
the hero demonstrated his passion for the Russian
writer, i.e., it is approximately similar to calling himself
‘Gorkov'».

4. In a 2007 interview, Wu Guanzhong directly criticised

Xu Beihong's realistic art as lacking «beauty».

5. «'Verisality’ almost becomes the highest standard for
a work of art! I'm not entirely opposed to the demand
for verisimilitude, but it can in no way be the exclusive
or highest standard of artistic creation... The value of
art lies in its creativity» (22, p. 124).

6. «If it weren't for the works of Shi Tao and Bada, which
expressed their genuine emotions, | wouldn't have
wanted to study Chinese landscape painting at all.»

7. «A literati artist is both a poet and a painter who
emphasises the expression of his emotions in painting.
Thus, the expression of the ‘I' stands at the centre of
his artistic practice... Ultimately, painting should be an
expression of the artist's character, and in this sense,
literati painting has achieved significant success.»
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XYAOXECTBEHHOE HACNIEANE Y TYAHBYXYHA:
MAEVHBIE OCHOBbI U XYAOXECTBEHHbIE
[MPAKTUKW

AHHoTauma: Hanbonee pacnpoctpaHeHHbIMU 06b-
ACHEHUAMWN TBOPUYECKMX MeTaMOopPdO3 XyAOXKeCTBEH-
HOro HacneAMs BblAalOLLEroCs KUTaCKOro XyAoXHMKa
XX B. Y l'yaHbUXXyHa ABAAKOTCA, KaK NpaBuo, CCbINKN
Ha BHeLUHWe NOJNTUKO-Ugeonornyeckme n 6oiToBble 06-
CTOATE/IbCTBA €ro XW3HW. 3aja4ein JaHHOM cTaTbu Hb110
nccnefgoBaHme BHYTPEHHUX NMPUYMH ero XyA0XKeCTBeH-
HOI 3BONtOLMN. B KauecTBe ee OCHOBaHMA paccMaTpuBa-
eTcs 3TMYeckas nporpamma Y NyaHbuxyHa, n3bpasLuero
cebe nceBgOHNMOM meporaud 35 («Ty» — AOCA. «ropb-
KWii») N TeM CBA3aBLUEro CBOW LIEHHOCTHbIE OPUEHTUPbI
Kak C KUTaiCKUM nucaTenemM 1 nepeBojunKoM, naTpmno-
ToM Jly CHeM, Tak 1 C ero «bpaTtomM» — JIMYHOCTbIO
pyccKoro nposaetapckoro nucarens Makcuma lopbkoro.

TBOpUeckoe Hacneave BblAAtOLLErocs KUTancKoro
XyAoxHuka Y lyaHbuxyHa (1919-2010) cerogHa ns-
y4YeHO A0CTaTOYHO MOAHO W rnyboko. MckyccTBoBe-
Abl, npocneamnsLuve GakTbl ero AMUHON rorpadun
1 3BONIOLMIO €r0 TBOPYECTBA, €4MHOAYLLIHO Onpese-
naroT Y MyaHbuXyHa Kak cMesioro n ybeamtenbHoro
pedopmaTopa TPaaULLMOHHON KUTAMCKOM XXMBOMMUCK.
B MHOrouMcaeHHbIX KaTaaorax K ero MexayHapoaHbIM
BbICTaBKaM, B MOABUBLUNXCA BCIES 3@ HUMU HayUHbIX
CTaTbsiX, MOHOrpaduax n anccepTtaumax bolan Boiseae-
Hbl MOBOPOTHbIE MOMEHTbI €70 TBOPYECKON 3BONHOLMN:

JCTETUYECKUM N TEOPETUYECKUM OTPAXKEHUEM ITUYECKOM
nporpammbl ¥ N'yaHbuXyHa cTasa ero Teopus abcrpak-
LW «BO3AYLUHbIN 3MeN Ha HUTKE», r4e TeopeTnsnpyercs
HOBOE MOHATME «KPacoTbl» KakK pe3ynbTaTa abcTparnpo-
BaHWA XyAOXeCTBEHHON GOpPMbl U3 NPeAMETOB BHeELU-
Hero Mupa, BOM/OLatoLLIEero MHANBUAYaNN3NPOBAHHbIV
3MOLMOHA/bHBIN OTKAMK XYAOXHMKA Ha BHEMOIOXHYHO
eMy peasibHOCTb.

KnroueBble cnoBa: kumalickas xusonuce XX eeka,

Y l'yaHeuxyH, /Ty CuHe, Makcum [opekud, xydoxe-
cmeeHHas mpaouyus, 3anadHas Xusonucs, 3Mu4yeckas
npozpamma, xydoxecmeeHHas 380/104us, abcmpaxkyus,
«MHOXeCmBeHHble Nepcnekmuesl», «8o30yuwiHbIl 3mell
Ha HUMKe».

nepexog, o1 GUrypaTMBHOMN XMBOMUCK U XUBOMUCK
MPUPOAHBIX GOPM K abCTpakLMK; CMeHa YBIeUYEHHO-
CTW 3anaZHON MacAHOW XXMBOMUCHIO YraybAeHHbIM
NHTEPECOM K TPAANLMNOHHON KUTANCKOWN XXMBOMM-
CY TYLUbHO; MEepexos OT paboTbl B LUMPOKOM CMEKTPe
dUrypaTmBHbIX XaHPOB K paboTe NperMyLLEecTBEHHO
B MEN3aXHOW XMBOMWUCK; OTKa3 OT YBJeUYEHUs COBpe-
MEeHHbIMM 3anajHbIMU TEUEHMAMW B UCKYCCTBE U Of-
HOBPEMEHHOE AUCTaHLMPOBaHKE OT PeaNNCTUUECKOoi
>KMBOTNCK, B LIENIOM, 1 OT XMBOMUCK COLPeanm3ma,
B uyacTtHocTm [NeNQ 3; 5; 7; 10; 11; 12-16; 18-20; 22].
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ST cyllecTBeHHble HabAOAEHNA ONMUpPanKCh,
B TOM UMCAe, Ha aHaln3 TeopeTNYEeCKMX BblCKa3bl-
BaHMI Y 'yaHbuUXyHa, 1 TeM He MeHee MHorne 06-
CTOATENbCTBA TBOPYeCKOW buorpadum Y NyaHbuwKyHa
4,0 CMX NOP BbI3bIBAtOT BONPOCHI. [leno B TOM, UTo
yKa3saHHble Bbille MeTaMopdO3bl TBOPUYECKOTO NyTH
Y l'yaHbuXXyHa 06bACHAIOTCA UCCNeAOBaTENAMM, KaK
NpaBu/IO, BHELLHNMW MNOAUTUKO-NAE0N0rNYECKMMM
06CTOATENBCTBAMM XU3HM XYAOXKHMKA AW onupa-
FOTCA Ha ero TeopeTnyeckme BbliCKa3blBaHWSA, OCTaB-
NAsA 3a npejenamMu aHanv3a BHYTPEHHIOO JIOTUKY
€ro XyZ,0)XeCTBEHHOI0 Pa3BUTUA, akCMONOTUIO ero
TBOpuYecTBa. Hanpvmep, npnymnHa Toro, 4to Mactep
nepeLlen K ner3axKHom XNBonmcm obbacHAeTCs
TeM, YTO ero NopTpeTHasa U NpeAMeTHas XUBOMUCb
6blna NoABepPrHyTa NapTUNHON KPUTUKeE, Ha3BaB-
e ero «A40BUTbIM» «Byp>Kya3HbIM GOpManncTom»
[17; 18], nan NapTUIAHO-NAEONOTNYECKNM KYPCOM
«yumnTbcs y Hapoga» [12; 18]. «bbiToBON» OKa3bI-
BaeTCA NpuumHa nHTepeca Y NyaHbUXXyHa K TyLwwu:
>XMBOMWUCH TYLWbIO Bblna AeLleBae XUBOMUCK Mac-
NAHBIMK Kpackamu, a pucosas bymara, B oTanumne
oT paboTbl MO X0ACTy, He TpeboBana ANs pucosa-
HMA 60/IbLLIOrO NPOCTPAHCTBA, YTO BbIIO BaXHO,
NocKoAbKYy MacTepckas ¥ lNyaHbuxXyHa 6bina He-
6onbLuoi [18]. B 3ToM KOHTEKCTE 3aKOHOMEPHO, UTO
BO3HMKaeT noTtpebHocTb B 60onee rnybokom oboc-
HOBaHUM TBOPYECKOW 3BONIOLMIN XY[OXKHMKaA. Tak,
Hanpumep, B paboTe [(22] nosBepraeTcd COMHEHNHO
BbIABWHYTOE B [16] yTBEPXAEHWE, UTO, BEPHYBLUNCD
B MekuH B 1972 rogy, ¥ N'yaHbuXyH «0BHapyxwun,
4YTO MOYTW BCE OCTalibHble XYAOXHWKM paboTanu
KUTaMCKOW TyLbtO Ha Bymare, a He Mac/ioM, U No-
3TOMY OH TOXe Hayasn paboTaTb B TPaAULIMOHHOM
ctune». Tak, MO Mepe NOCTUXKEHUA TBOPYECKMNX MeTa-
mMopdo3 Y MNyaHbuKyHa popmumpyeTca NoTpebHOCTb
B 60s1ee r1y60koM 060CHOBaHMM MPUYMH TOTO, UTO
B XyAOXECTBEHHOW 3BOAOLMM Y TyaHbUXyHa BOC-
TOP>KECTBOBa/l B KOHLLE KOHLLOB CMHTE3 3anajHoro
MOZEPHMNCTCKOro TMna TBOPYECTBa U TPaAWLIMOH-
HOW KMTAMCKOW XXMBOMUCK TYLLbHO.

OTv BONpOChl TeM 60/1€e YMECTHBbI, UTO B MMEt0-
LUMXCA NCCReA0BaHMAX TBopYeckol buorpadun Y ly-
aHbuYXyHa 0bHapy>XXM1BaeTCA MHOXECTBO HEAOrOBO-
PEeHHOCTEN, HEeZLOMO/IBOK, anpUOPHO NMPUHUMAEMbIX
NpOTUBOPEUMBbIX PaKTOB, TPEOYHOLLMX OCMbICIEHMA
N 0bbACHeHUs. Tak, cam XyLOXHUK nNuncan o6 ncnbl-
TaHHOM MM B Ha4aJsie TBOPUYECKOro MyTw yBeye-
HUW OTKPbIBLUENCA eMy B HaLoHanbHOM akagemum
MCKYCCTB XaHUXOY KpPacoTo 3anagHbIX XMBOMUC-
HbIX paboT. MpeacTaBAseTCA BaXHbIM NOHATb, YEM

68

6bl1 BbI3BaH BOCTOPI HauMHaKOLWEro XyA0XHMKa,
KaKVWMW riasamu BuAen 3Ty KpacoTy toHowa Y ly-
aHbuXyH? MoxeT nokasaTbcs, 4YTO BO Bpems 06-
yuyeHusa B akagemMunmn 6yaywmnin xyaoXKHK 6oabLue
BHUMaHWA yaenan kypcy JinH PeHMAHS, NOCBALLEH-
HOMY 3anafHOMY UCKYCCTBY, HEXENN TPaAnLNOH-
HbIM KMTaNCKMM MCKYCCTBaM, KOTOpble NpenojaBa
MaHb TAHBLLIOY, NOCKOALKY OH CKENTUYECKN OTHO-
CUNICA K 3aZ,aHUAM MO KOMMpPOBaHMIO paboT cTapbix
KWTaMCKMX MacTEPOB U HE NPUHUMAaN BaXXHOTrO AJisl
TPaANLNOHHON HaLMOHaNbHOW LUKOJIbl XXMBOMUCHK
MCNOIb30BaHMA HaAMUCEN K XXMBOMUCHbIM pabo-
TaMm [7; 22]. Ho npu 3TOM 13BeCTeH Tak>Ke ero oco-
61 MHTEpeC K paboTam CTapbIX KUTANCKUX XY0XK-
HUKOB-UTEPATOPOB, MHTENNEKTYaN0B, KOTOPbIX OH
npeanounTan XyAoXHnKaM-pemMecieHHnKaMm, Npo-
deccnoHanam. Kak COOTHOCATCA ero CKencuc B O4-
HOM C/lyyae v NONOXMTE/bHbIE OLLEHKMN B APYrom?
3TN 1 Apyrue GakTbl HY>Aat0TC B KOMMEHTUPO-
BaHWW, TaK KakK B HUX KOPEHATCH BHYTPEHHWE NUM-
nyabCbl K ByayLeMy TBOPHECKOMY CTaHOBAEHWIO
N pa3BUTUIO XyAOXHMKa. PasymeeTcs, nccnegoBa-
HVEe BHYTPEHHEN 3BOJIOLMN HE OTMEHSET 3HAUMMO-
CTW BHELLHWX OB6CTOATENBCTB XU3HU XyA0XKHMKA: €ro
TBOPYECTBO NPULLAOCH Ha FOAbl, MOAHbIE COLMab-
HbIX NMOTPACEHWUN, NAEONOrMYECKOro ANKTaTa, Hacu-
NA Y TBOPYECKOWN HECBOBOAbI; XYAOXHWUK NEPEXU
naeonornyeckme npopaboTtky, 3anpet Ha npodec-
cuio, 6b1N BbIHYX/AEH, UTObbI yueneTb, yHUUTOXMUTb
60/1bLLIYI0 YacTb CBOMX pPaHHWUX paborT, apyrve pas-
AaTb 3HaKOMbIM. M Bce e Halua 3ajaya COCTOUT
B TOM, YTOObl HAMOMHWTb, YTO BCE 3TV rogbl Hbi1n
Ana Y l'yaHbuXyHa BpeMeHeM Bbi3peBaHunA ero 3a-
JaHHbIX ellle B paHHeN FOHOCTU XyAOXeCTBEHHbIX
OPVEHTVPOB N NPEeANOYTEHNIN, COCTaBMBLLMX OC-
HOBaHWe AN TBOPYECKOro nomcka n obpeTteHuns
B Za/ibHeNLeM COBCTBEHHOIO HENOBTOPUMOTO XY-
[OXXECTBEHHOrO CTUAS.

M3BecTHO, Y NyaHbUYXYH BbIPOC B O4eHb besHoM
KpecTbsHCKOV ceMbe [3], B KOTOPOW, 0OAHaKO, HECMO-
TPSA Ha HULLETY, He Bblia C/IOMJIeHa BOAIS K NyYLLei
Xun3Hu. OTmMeTnM, 4To nocne nageHvsa B 1912 roay
umnepun Kntaih nprnobLuancs K NpoMblLLUAEHHOMY
M Hay4YHOMY Mporpeccy, coBepluaBLIeMyca Ha 3a-
nage. 3aKkOHOMEPHO, UTO NpeAcTaBiAeHUE O Ny4-
Len XU3HW accoLMmMpoBanochk ¢ obpasoBaHmnewm,
y4eHOCTbo, 1 oTel ¥ l'yaHbuXyHa, nojasas ge-
TAM NIMYHBIA NPUMeEP, CYyMeN «BblIBUTbCA B NHOAU»
W cTaTb CeNbCKUM yumntenem. LleHHocTb obpa3oBa-
HWA, OTKPbITOCTb BCEMY HEMPUBBIYHOMY, HOBOMY,
NporpeccMBHOMY OH nepegan cbiHy: K 15 rogam,

eLe 0 TOro, Kak oka3aTbCsi B AKaZleMUnN NCKYCCTB
B XaHuXoy, Y 'yaHbU>XXyH, HECMOTPSA Ha NONYrONoA-
HOe CyLlecTBOBaHWe, Cymen NocTynuTb Ha dakynb-
TET 3/1eKTPOTEXHWKM NPOBUHLIMaNbHOW Npodeccno-
HaNbHOW LUKOAbI MPK YXK3L35HCKOM YHMBEpCUTETE,
yTobbI NONYUNTb ObeLaBLLytO Haarononyymne cne-
UmanbHOCTb. He 3abyaem, uTo B 371 rogbl Kutai xun
naeamm obHOBEHMA CTPaHbl, MOAepPHM3aLIMM BCEX
chep obLecTBEHHOM XM3HU [4], 1 BbIBOP TEXHW-
yeckol crneumanbHOCTM Y NyaHbUYXXYHOM OTBEYanN
He TONbKO ero JIMYHbIM NHTepecaM, HO ¥ pasgense-
MOW MHTeAnureHumen Kutas Bone K BCeMeEPHOMY
OBHOBAEHWUIO CBOEW POAMHBI, MPUOBLLEHUIO ee Tpa-
AVNUMOHHOM KyNbTYpPbl K OTKPLITUAM U JOCTUXKEHM-
AM Ky/bTypbl Aanekoro npexge 3anaga.

3TV NaTpUOTMUECKME HACTPOEHUS HALLAN APKOe
Bblpa>XXeHne B TBOPYECTBE OCHOBOMOJIOXHUKA HO-
BOW kuTanckon amtepatypsbl Jly CuHsa (1881-1936) —
cTapLlero coBpeMeHHuKa 1 3emnsaka Y lNyaHbuxy-
Ha. Ewe B WwkoibHbIe rogpl Y N'yaHbUKYH NPOHMKCA
rnyb6okon Nt0HOBbIO N YBaXKEHMEM K NMPOUN3BEAEHM-
SIM 3TOrO NMcaTens-npPoCBeTUTENS U OOLLECTBEHHO-
ro JesTens, BbICTYNaBLUEro NPOTUB COLMaNbHOM He-
CNpaBeANMBOCTY, CTapaBLUEroca BpayeBaThb A3Bbl
obLecTBa, MArKo BbICMEVBaBLLEro YesoBeyeckmne
npegpaccyaku n nopoku. B csoro ouepespb, Jly CnHb
Hallen B anue pycckoro nucatens Makcuma lopb-
Koro obpasel, Nyt pa3BUTUS HaLMOHaNBHON anTe-
patypbl. JTy CvHb HecyYanHo 6bln Ha3BaH B Hapoae
«KUTaNCKNUM FOpbKNM»: «OH Bbl HOBAaTOPOM, KOTO-
pbili COBEPLUMA NEPEBOPOT B IMTEpaType, NopBas
CO CTapbIM UCKYCCTBOM W OTKPbIB JOPOry peanuns-
My. OT TOpbKOro OH NepeHsAn CTpemseHne K npo-
CTOTE, CBA3b C GONLKAOPHON TPaAMLMEN, MOCIOBU-
Lel, HapogHon peubto. [Mocne nobeabl PeBoONOLUM
n obpasoBaHuna HapoaHow pecnybavkm Kutai Bbi-
ABVHYA FOpbKOro Kak NepBoro 1 camoro arbumo-
ro cBoero nucartens. HecmeTHO yBEANUMANCE TUPA-
KW M34aHnI 1 nepeBoAbl [opbKoro, a caMm OH cTan
BCEHAPOAHbIM BEIMKUM HaCTaBHUKOM 1 yuuTenem»
(1). ly CviHb 6b171 OAHUM 13 TeX, KTO NpuobLuan Ku-
TaWCKOro umTaTens K Lwejespam MVPOBON auTepaTy-
pbl, B TOM YMCIEe PYCCKON, CamM MEPEBOANA Ha KUTal-
CKMI A3bIK Npoun3BegeHns Morons, Yexosa, Mopbkoro.
FOHbIM Y TyaHbUYXXyH OZHO BpeMs faxke MeuTan cTaTb
nucaTenem, Kak 1 ero kymup. lNosxe oH npu3sHaea-
€S B CBOEW AyxoBHOMN 6am3ocTtn Jly CuHto: «EcTb Tpn
CaMbIxX BaXKHbIX YesioBeka B Moel xusHu: Jly CuHb,
BuHceHT BaH l'or n mos xeHa. Jly CnHb gan MHe Ha-
npasaeHue u dyx (kypcve moin.— B.I"), BaH For gan
MHe XapaKTep ¥ YHUKaJbHOCTb, @ MOS XXE€Ha BOMJ/IO-

LLaeT MeuTy BCel MOen XMN3HW, OHa 0bbluHas, 406-
pas v kpacmBas» [17]. B 3TOM KOHTEKCTE He caydaii-
HbIM KaXeTCA BbIGOP HaUMHAIOLLMM XYAOXKHUKOM
NceBAOHMMA, C KOTOPbIM OH MPOMAET Uepes BCHO
CBOHO XKM3Hb: y>XKe Ha BTOPOM rogy obyyeHus B aka-
AemMunm XaHUWKoy OH Hadaa NoAnucbiBaTb CBOW pa-
60Tbl MeporMMPom == («Ty»), UTO ZOCNOBHO O3HaYa-
€T «ropbKOe AMKOe pacTeHne — poj COPHOW TpaBbl,
ocoTa nan Yeptonosaoxa». O BaXXHOCTN 3TOrO MCeB-
AOHWMA ANA MOHUMaHUA CYTU XyA0XEeCTBEHHOrO Ha-
cnepma Y N'yaHbuXXyHa KOCBEHHO CBUAETENbCTBYET
1 TO, UTO NeyaTb C n306paKeHneM 3TOro NCEBAOHM-
Ma LUMPOKO UCMONb3YIOT M3AaTeNbCTBa Ha 0610XK-
Kax COOPHMKOB ero paboT, BbIXOAALLMX Y>Ke nocne
CMepTN XYAOXKHMKA, NCMONb3YHOT B KayecTBe 0ro-
TUNa pa3inyHbIe MHCTUTYLUK, U3yYatoLlme TBopYe-
CTBO XygoxHuka (Uan. 1-3).

70T BbIGOP MOXET paccMaTpMBaTbCA U Kak
JaHb YBaXXeHMA K BEJIMKOMY PYCCKOMY nuncaTento,
TBOPUYECTBOM KOTOPOro aAopoxun Jly CuHb, 1 Kak
oTcblIKa K cbopHMKY pacckazos camoro Jly CuHsa
«CopHsku» (Nnn. 4), B KOTOPOM AMPUYECKK BOCME-
Thbl OUULLIAIOLLME YENOBEKA XN3HEHHbIE CTPajaHus.
B ntobom cnyyae, 3To camoHasBaHue Y [yaHbuxXyHa
6b110 NMPOPOYECKUM: OHO HE TONbKO CUMBON3NPO-
BaNO TATOTbI M CTPajaHua, y>Ke BbiNasLUMe Ha JOAH0
HauyMHaroLLLero XyA0>XHMKa, HO NMpeApeKano HOBble
ouuLlaroLme, cnocobeTByoLW e NMYHOCTHOMY PO-
CTY UCMbITaHWA.

OH cBuaeTenbCTBYET O Ba>XHOM acrnekTe camo-
naeHTModmKaumm Y N'yaHbu>kyHa — rOTOBHOCTM K VY-
HOW XepTBe BO UMs OBHOBAEHUSA XXN3HWU. DTUMU
nepexXxMBaHUAMM — HEOTAENMMOCTbIO 0bLLeYveno-
BEYeCKOro nporpecca oT CTpajaHuii, oTkasa oT cob-
CTBEHHBbIX, TAHYLLMX B NPOLLIOE, NPEANOYTEHN —
3BYyYaT CTPOKM CTUXOTBOPEHMA B Npo3e «CopHAKM»
ntobumoro Y MyaHbuxxyHoMm Jly CuHs:

«[powwnas xnsHb ymepna. 1 pag 3aTon cmepTy,
MOTOMY UTO 3HAO TeNepb, YTO XM3Hb CyLLLeCTBOBaNA.
YMepLuas XusHb uctiena. 1 pag aTomy TAeHMo, No-
TOMY UTO 3HatO TEMEpPb, UTO XKM3Hb He Oblia NyCTON.
<...> Bo nmsa cebs camoro, BO UMA gpyra 1 Bpara,
yenoBeKa W 3Beps, BO UMS NOOUMbIX U HENOOU-
MbIX A MEUTat0 O TOM, UYTObbI AMKME TpaBbl yMep-
N 1 nctnenn, 4tobbl Kak MOXKHO CKopee npuLlen
OroHb. Ecnm xe 31Oro He cayumTcs, 3HauuT, 1 6ya-
TO W He XWJ Ha CBeTe, a 3TO ele Hosbluee Hecya-
CTbe, YeM cMepTb U TaeHue» [1, c. 310-311].

STUMU HaCTPOEHUAMU BblN BLOXHOBAEH Y Ty-
aHbUXYH, BOMJOTMB X B paboTe, NOCBALLEHHOM
namaTty Jlto CuHsa (Man. 5):
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Tparnyeckas MPOHUA UCTOPUM B TOM, uTO Jly
CvHb, oueHb nonyaspHbin B 1920-€ rogbl B cpese
nepesoBO KNTAaNCKON UHTENIUTEHL I, HE3340NTO
[0 CBOEV CMepTu noayuun npusHaHve KoMmyHu-
cTnyeckon naptum Kutas. OH, nogobHo Makcumy
lopbkomy, ctaBwemy B 1930-e rogbl nepBbiM Npo-
NeTapckMM nucaTenem, Co3aBLUMM NepBble LWeaeB-
Pbl COLMANNCTNYECKOro peann3mMa, 6bin Ha3HaueH
«HaCTOALLMM APYrOM 1 Aaxke BOMHOM MpoJsieTapua-
Ta 1 Tpyaawmxca mace». Anodeos Jly CnHa HacTy-
nun B 1937 rogy, korga Mao Ha3zHaumn ero «CBs-
TbIM HOBOro Kutas», nogobHo Tomy, kak KoHbyuuin
6bIn Ha3BaH «CBATbIM deoganbHoro Kutas», n Jly
CVHb NoyUYnn cTaTycC «r1aBHOKOMaHAYOLEro KyJlb-
TypHoW peBoatouner B Kutae 1910-x rogos». 3a-
BepLleHMeM 3Toro crana «Bennkaa nposnetapckas
KyAbTypHas pesoatoumna» (1966-1976), korga cnasa
AaBHO yweawwero v3 xu3Hn Jly CnHa gocturaa ceo-
el KybMUHaL M. Bce 310 nponcxoamo B Te rogpl,
KOrAa >XecToKMMm pernpeccnsam nojsepranmch ges-
TeAN KyNbTypbl, TBOpYeckasa nHTeaanreHuma Kntas,
n cam Y lNyanbuxyH [13].

OTMeTnM TakXke TO 06CTOATENBCTBO, UTO CUM-
BOJIMKA NceBAOHMMa Y MyaHbuxyHa (2 «Ty») ycu-
NnBaeT accoumaumm ¢ nadpoCcoM BbICOKO LIEHMMOTO
Jly CviHem FopbKOro, Takoro xe cTpactHoro nobop-
HuKa mogepHusaumm Poccun, kak Jly CuHb — Kun-
TasA, NCNoAHeHHOro, kak 1 Jly CuHb, NpeayyBCTBY-
€M «HEBUWJAHHbIX MATEXEeW», UTO MO3BONSET CUMTaTb
ncesgoHMM Anekces NelkoBa MCTOYHUKOM ANA Ca-
MOHa3BaHuAa Y lN'yanbuxyHa. lonoaHUTeNbHbIM OC-
HOBaHMWeM ANA TaKOro NPeArnoNoXeHNs CIYXHUT pac-
cka3 Jly CnHa «[ouTeHHbIM [a0», C KOTOPbIM MOT
6bITb 3HAaKOM tOHOLWa Y TyaHbUXYH.

l'epoi 3Toro npomusseseHns, yuntess JSlao XaHb
(1.e. «MouTeHHbIN Fa0»), bepeT B KauecTBe NceBAo-
HVMMa MMs FOpPbKOro, KOTOPOEe MO-KUTaNCKN 3BYUUNT
Kak [ao Jp-um, 1 B X0Ae pacckasa 3TO ero HoBoe
UMA ABaxkbl 060OCHOBbLIBAETCSH — PaCCKa34MKOM
N OAHUM M3 NepCcoHa)Kel — Kak 3HaK yBaXXeHus
yuntens Kk flopbkomy:

«KT0 3707 ThI? Thbl NEPEMEHNN UMA? — KOHYMB
unTatb, 6bICTPO cnpocmn XyaH-CaHb.

MouTeHHbIN a0 NpeHebpeXMTEeNbHO 3acMesn-
cs. KoHeuHO, oH nepemeHun nmsa. Beab XyaH-CaHb
YMeeT TO/IbKO Urpatb B KapTbl. OH HUKOrAa He 06-
paLjan HMKaKoro BHUMaHMA HN Ha HOBYHO HayKy,
HW Ha HoBOe MckyccTBO. OH 1 He 3HaeT O CyLecTBO-
BaHWW BeAMYAMLLErO pPyCcCKoro nucatens Fopbko-
ro — lao 3p-un. EMy nn noHatb rnybokoe 3Hauve-
HWe nepemMeHbl MeHn?» [2, ¢.100].
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W panee:

«flo-by BbITawmn n3 ceoero 601bLWOro KapMaHa
bymary, pasBepHyn ee U1, ajs TO B Hee, TO Ha yuJe-
HWU, cKazan:

— [Mepea BaMy NouTeHHbIN yunTenb Mao. Mao-3p-
Yy — n3BecTHbI yueHbll. Ero ctatbs «O6 0ba3aH-
HOCTAX KaXAoro rpaxgaHvHa Kutalicko pecny6-
JINKW B OTHOLUEHWUW YNOPAZ0UYEHNs HaLMOHaNbHOW
ncTtopum» n3sectHa Bcem. laseta rosopuT: «[lo-
UTeHHbIl a0, 3 N06BU K BEIMKOMY PYCCKOMY MK-
caTento, rocnoanHy FopbKomy, M3MEHWN CBOE UMSA
Ha Jp-Yy, TeM cambiM BbIIBMB CBOE YYBCTBO BOC-
xuweHns Fopbkum» [2, c. 106.], (3).

O rny6okow BHYTpeHHel cBa3n Y NyaHbUXyHa
c TBopyectBoM Jly C1HSA roBOPAT M MHOTOUNCAEH-
Hble MaJIOMHUYEeCKUE NOe3KN XYAOXKHMKA, COCTO-
ABLUMECS CMYCTA MHOTWE roAbl, Ha NX ObLLYy0 Manyto
poAVHY — B NPOBUHLMIO LI3AHCY, rae oH nucan Ho-
CTanbrmueckme nerisaxu poaHoix mect (Uan. 6-7):

Mepexos B XaHUYXXOYCKYH akageMuro NCKYCCTB
N CBAI3aHHOE C HUM «U3MEHEHMNE TPaekToOpUM Xus-
HW» Y TyaHbUXyHa BUAATCS BHYTPEHHE 3aKOHOMEp-
HbIMW UMEHHO B CBETE JyXOBHOrO Bbibopa MO0A0-
ro yenoeka: «Ecan 6bl MeHs He Npurnacunu Tyaa,
ecau bbl A nocetun BbictaBky Croil balixyHa (1895-
1953) nam BbictaBky 13 Cosetckoro Coto3a, A He ay-
Maro, UTo BoOobLe cMeHMA Bbl Npodeccnio» [22,
C. 43]. Bce feno B OTKPbITOCTM XaHUXOYCKOW aka-
JEeMUN BCEMY HOBOMY, U, B OCHOBHOM, baarosa-
paA JlInHb ®3HmaHto (1900-1991), BcnomuHan ceowm
owyuieHns Y N'yaHbUXyH UYepe3 MHOFO JeT.

Bo3rnaBasBlMi akagemMumio B XaHuxoy JIMHb
®3HbMAHb CUUTaN, YTO YNajOK COBPEMEHHOMN Ku-
TaNCKOW XMBOMNMUCK Bbl1 CBS3aH CO CaenbiM Nogun-
HeHVeM TpaauLMAM NPOLLNOTO, YTO YHNUTOXANOo
B XYZ0>XHWKE TBOPUYECKOE Hauano, 1 uckan nytu ero
BO3POX/AEHUSA B 3aMaHOM UCKyccTBe. Ero onnoHeHT
Croln beixyH, paboTaBLumii B Te Xe rogsl B LieHTpanb-
HOM yHuBepcuteTe Kntas, 3anagHoe NCKyCccTBO Ka-
Teropuyecku He npuHuman. OgHako 1 JInHb O3Hb-
MsiHb 1 Ctoil belixyH, cCOBEpLUEHCTBOBABLUNE CBOE
XyZoxkectBeHHoOe obpaszoBaHme Bo PpaHumu, cum-
Taan HeoHX0AMMbBIM MCKaTb MyTW BbIBOAA KUTANCKOM
XMBOMWCK 13 ynagka, oba bblan CTOpOHHMKaMK pe-
bopM 1 n3yueHna BO3IMOXHOCTEN 3anaZHoN Macas-
HOW XMBOMNUCK. DCTeTUYECKME NpeanoyTeHns Y ly-
aHbWXKyHa bblan Ha cTopoHe JTIHb ®aHbMsAHS (5), [22,
¢.37], B nepByro ovepesb MOTOMY, YTO HE MPUHUMa
peMeCcNeHHOro OTHOLLEHWMS K XXMBOMNUCK, K KpacoTe
Kak nogpaxaHuro. OTctoga cnesoBano 1 OTHOLLe-
Hue Y 'yaHbuXXyHa K COLManNCTUYECKOMY peanunsmy,

rMaBHbIM CTaHZAPTOM KOTOPOTro 6bII0 KaK pa3 BHELL-
Hee, a He CyLLHOCTHOE, KOHLeNTyaibHOe nogobue (6),
[22, c.124] npepMeTa, 1 ero oTpuLaTebHOe OTHO-
LeHMe K TPAAMLIMOHHBIM NpaKTUKaM KONMpoBaHWs
paboT cTapblx MacTEpPOB, HanpaBAEHHbIM Ha OCBOe-
HWE TEXHNYECKOM COCTaB/AOLLIEN XXMBOMMUCHOIO UC-
KyccTBa. DcTeTnueckas nporpamma Y lNyaHbuxyHa
6blna cBA3aHa C yraybieHHbIM OCBOEHMEM TBOPYE-
CTBa CTapbIX KMTANCKUX XYAOXHUKOB-IMTEPaTOPOB,
npexae BCero C NPUCyLLMM UM MacTepcTBOM nepe-
Jaun «NOAANHHbBIX 3Moumii» (7), [22, ¢.29]. B 1986 T.
XYLOXHUK MOACHUT CyLLECTBO MOHATUSA «MOANNHHON
3MOLMUN» KaK XUBOMUCHOTO BblpaXKeHUs aBTOPCKO-
ro «si», MPOWCTEKaKOLLLEN 13 NMOCTAaHOBKWN XapakTepa
(TOUKM 3pEHNA) XYAOXKHMKA B LEEHTP XYAOXKECTBEHHON
npakTrkn (8), [22, ¢.80]. ViTak, npnpoaa Xyao>xKecTBeH-
Horo obpasa no Y lNyaHbuXyHy, 3TO He n3obpaxe-
HWe, a BblpaXkeHue C Lie/Ibio He BbI3BaTb Y 3puTenei
UYBCTBO, KOTOPOE OHW UCMNbITanu 6bl, ecan 6bl fel-
CTBUTENIbHO TYAS/IM B TOpax, a CKopee, YTobbl pac-
KPblTb HEYTO HOBOE U3 CBOErO MHTENNEKTYalbHOro
M 3MoUMOHanbHOro baraxa [22, c. 82].

MocnepoBaBLIas BCKOpe Noc/e 3aBepLUeHns 0b-
y4YeHUs B akageMun noessaka Ais cTaxkxnpoBku B MNa-
pux (1947-1950) bblna BHYTPEHHE 3aKOHOMEpPHa
Ana Y N'yaHbuXyHa, HaXO4MBLUErocsi B HEYCTaHHOM
MOWCKe NCTOUYHUKA HOBbIX TBOPYECKMX UAEN: «f xa-
Xaan uBeta. B utore s 6pocun Kntackyro >XumBo-
MUCb N OTMNPABUACA YYUTbCS 3anagHON XNBOMUCH
B Mapwx!» [22, c. 33]. 3TOT Nnepmog CTaHOBAEHMUA
Y TyaHbuxyHa Kak XyAO>XHWKa XOPOLUO N3BECTEH.
OTMETUM AL BaXHbIV ANS MOHUMaHUA BHYTPEH-
HWX OCHOBAHWI ero PasBMUTUA MOMEHT — TO, YTO
W 34€eCb OH BblAenun ans cebs cyxxaeHus npodecco-
pa CyBep6u 0 TOM, UTO B XXMBOMWCU HaA0 pa3inyaTtb
«KkpacoTy» (beau) N «MnnoBMAHOCTb> (joli). Mo MHe-
Huro CyBepbu, NCKYCCTBO «MUOBUAHOCTU» padyeT
NHOAEN, TOTAa KaK MCKYCCTBO «KPaCOoTbl» TPOraeT nx
rny6oko BHyTpW. Tak ans Y NyaHbUXyHa Ha NepBbIl
MAaH BbIXOAWT B NMeN3aXKHOM XMBOMUCU BblpaXkeHue
aMoumm: «Ecam 3To TONbKO BU3yasbHOE NpescTaB-
NeHve 0H6beKTOB M NMPUPOAHbLIX BUAOB, Kak bbl pea-
JIMCTUYHO M KPaCUBO 3TO HY BbIN0, KAPTUHA MOXET
6bITb MWL pa3BaeKaTeNbHON, HO HUKOTAA He XU-
BOM W Brnevatastowen» [22, c. 61].

He 6yaeT ownbKon cuntath, YTO BO3paLLeHme
Ha POAMHY nocne TpéxneTHero obyyeHus B MNapu-
>Ke OblJI0 CBOEro poja 3K3UCTEHLMaNbHbIM BbI6O-
poM ans Y NyaHbuxyHa: «B Kutae HeT Byayuiero ans
Bblibopa nckyccTBa kak npodeccuun. Jlloan y Baactm
TaM HaCTO/IbKO 3aKpPbITbl, YTO CUMTAIOT 3aMagHOeE Co-

BPEMeHHOe MCKYCCTBO Yymoii» [22, c. 39]. Bo3Bpa-
wascb B Knutar, ¥ N'yaHbuYXyH paccunTbiBan Ha BO3-
MOXXHOCTb MPOJOMKEHNA CBOUX MOUCKOB CUHTE3a
3anafHoro 1 K1Tanckoro UCKyccTsa, HO NapTum v npa-
BUTENbCTBY HY>KHO OblIO armTaLMoOHHOE NCKYCCTBO.
TpYyAHOCTH, C KOTOPbIMW Ha POAUHE CTONKHYACA
Y 'yaHbU>yH, OKa3aBLINCb Ha 060UMHE akTyaabHO-
ro XyZ0XXeCcTBEHHOro NpPOoLLecca, XOPOLLUO N3BECTHbI.
Ba>xHO ofHaKo NoAYepKHYTb, UTO KOrAa NoAnTm-
KO-1Aeon0rmMyeckmne 0bCTonTeNbCTBa PackpbIin Ans
Hero BO3MOXHOCTb Y4aCTBOBaTb B JiBVM>XXKEHMM CeLLEH
(xiesheng, B4, «prcoBaHme ¢ HaTypbl»), KOTOpPOE Ha-
yasno npeobnagatb B XyA0XECTBEHHbIX Kpyrax B CBETE
HOBOW XyZAOXECTBEHHOM NOANTUKK, Nepes Y lyaHb-
UKYHOM OTKPbIINCb NePCreKTUBbI MA0L0TBOPHOIO
XYZLOXECTBEHHOrO CMHTE3a KUTaUCKON TpaAnLMOH-
HOW >XMBOMMWCU C MOAEPHUCTCKUMU TEHAEHLIMAMU
3anafgHoro uckycctea. Ero TBopyecknm oTkpbITH-
€M Tex JIeT CTafa TeEXHMKA «MHOXEeCTBEHHOW nep-
CMEeKTVBbI» B NeN3axHol xmBonuncun. Kak n3BecTtHo,
BOCMpUATUE NpeAMeTa MEHAETCA MO XOAy ABUXe-
HUA, 1 Y TyaHbUXyH 3a4aiCs BONPOCOM, MOXHO /i
opraHu3oBaTh n3obpaxkeHune Tak, UTobbl ero Bo3-
AEeVCTBME Ha 3pUTeNst YMHOXMAOCh 3TUM Pa3Hoob6-
pasnem KpacoTbl. ITO Hbl1 BaXHbIA MOMEHT, KOrAa
Y T'yaHbUY>XyH BbIpa3na CBOE HEAOBONLCTBO PUKCHM-
POBaHHOM MepcrnekTUBOMW, NPUMEHSIEMON B 3anaj-
HbIX Mei3axax, HeCMOTPS Ha ero M3BECTHYHO CTPacTb
K 3anagHoM MOAEePHNUCTCKOM XmnBonuck: «OBbIYHO
3anagHble XyAOXHUKN-MaCIAHUKW BbIOMPaOT OAUH
bUKCMPOBaHHBIN yron Ans n3obpaxeHus nensaxa,
YTO Ha3blBAETCHA «HaXOXAEeHUeM BuAa». Takol Me-
TOZA C/IMLLIKOM OrpaHnyeH <...> VIMNpeccmoHnsm 6bia
KpeaTuBeH B UCMOb30BaHUM LBeTa. HO UMEHHO 1M-
MPECCUOHU3M OFpaHNUNA Neli3aXkHyH XMBOMMWCH Y3-
KuMm yraom» [22, c. 60].

JTO nccnesoBaHne NPUBAEKAO BHUMaHWe Y Ty-
aHbUXyHa K YHMKaIbHbIM OCOBEHHOCTAM KUTaMCKMNX
ner3axen, HanncaHHbIX TYLLUbIO, KOTOPbIE, Kak OH MpW-
wen K yoexxaeHuto, cnesyeT NpUMEHsTb 1 K Nei3a-
aM, HanucaHHbIM MacnoM: «Kutamckme XyAoXKHUKN-
nemn3axmnctbl 0ObIYHO HAaUMHAAWM PUCOBATbL, NPOASA
yepes BCHO ropy U CienaB 3aMeTKM O CBOEM nyTelle-
CTBMW, @ 3aTeM OPraH130BbIBaAN KapTUHY (BCMOMM-
Hasi 0bpasbl 13 NamsaTh). A AeNCTBUTENBHO CUNTALD,
UTO TakOW MOAXOJ, ABAAETCA COKPOBULLEM HaLLel
TPAAVLIMOHHOM KUTAMCKOW XMBOMUCK» [22, ¢. 60].

OfHUM U3 NepBbIX YAauHbIX NPUMEPOB UCMOb-
30BaHUs 3TOro npuema ctan nensax MoHacTbipb
UskawmnyHby, HanncaHHbii Y TyaHbUXYHOM
B 1961 rogy (Van. 8).
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PeanbHoe pacnonoxeHue rop, MoHacTblps, pa-
CTYLMX TaM AepeBbEB OT/IMYANCh OT M306paXKeH-
HOro Ha KapTuHe. XyAOXHUK n3obpasna obbekT
C pasHbIX paKypcoB, BMeCTO 06bI4YHOro n3obpaxe-
HUSA ¢ GUKCUPOBAHHOW TOUKM:

«fl 4acTO 3KCNEPUMEHTUPOBAJ C MHOXECTBEH-
HbIMW MepcrneKkTUBaMn B CBOEWN XMBOMUCK, NPU-
BMBas pa3Hble BUAbI APYT K APYTY WA Nepemellas
nx... MoHacTbIpb YxawwmnyHby ctan nposyKToM 3T0-
ro nogxoaa. A ceo60AHO KOppPeKTMpOoBaa pacno-
JIOXKEHWe ropbl, MOHACTbIPS, AEPEBLEB U 1aM, Kak
6yaTO NpUBKMBanN AepeBbs. 1 CTPEMUACS K TBOpUe-
ckow cBobozie B KOMMNO3ULMK, HO B TO Xe BpeMms
CTapascs coxpaHuTb NpaBgonosobue B n3obpaxe-
HUW peanbHbix 06BEKTOB. [103TOMY A Ha3Ban CBOMW
METOZ, Nen3a>KHOM XNBOMUCK «PUCOBAHMEM C Ha-
TYpbl C MHOXECTBEHHbIX MepcnekTuB»» [22, c. 59].

TexHnKa «MHOXECTBEHHbIX MepCrekTUB» YBO-
AWaa NpoYb OT HaMBHOMO peann3mMa MU OTKpbiBasa
BO3MOXHOCTb CO3AaHus r1y60KO MHANBUAYaNN3N-
POBaHHOIO BUAEHWS MPUPOLHOIO NPOCTPAHCTBA,
onpeaeneHHOro n OpraHM30BaHHOrO aBTOPCKOWN
TOUKOW 3PEHUS, ero IMoLMeN.

3aKOHOMEpPHOW NpeacTaBAseTCa JanbHelwas
3BOJIFOLMA XYA0XKHMKA — €ro oTkas oT Macia v ne-
PEXOZ Ha TPaAWLIMOHHYH KUTaCKYHO XXMBOMUCH Ty-
WbtO. DTOT nepexos 6bin CBA3aH C HEYJ0BAETBO-
PEHHOCTBHO TAXEON TEKCTYPON MaCASHOM Kpackw,
KoTopas, No ero MHeHWO, orpaHnymBana csobo-
Ay BbIPaXXeHUs1 CMOHTaHHOW amouun: «XKMBOMMUCh
TyLWbtO Noxoxa Ha kannurpapuro. OHa gaeT BaMm
cBoboay BRafeTb KMCTbIO Tak, Kak BaM XOUeTcs»
[22, c. 68].

Takvm obpasom, Y NyaHbUXKYH 3BONOLIMOHN-
poBaJ/l B CTOPOHY abCcTpakLum, HO ero TBopyeckoe
pa3BuTME ObIIO MPOYHO CBA3AHO C HALMOHAbHOM
TpaAuLUMel, TATOTENO K HEel, B HE OH UCKan U Ha-
XOAMWA OTBETbl Ha CBOW BOMPOLUAHUA, MPUMEHSS
COBCTBEHHbIE XY0XECTBEHHbIE 3PYANLIMIO U OMBbIT.

Y TyaHbUXyH pacxoAnTcs € 3anagHon Teopuen
abCTPakTHOro NCKYCCTBa B OTHOLLUEHWUW CBS3U Me-
XAY YMO3PEHUEM U peanbHOCTbHO: «fl moguepkum-
Ba0 HE3aBUCUMOCTb XYA0XECTBEHHOW GOPMbI U Ha-
AEerCb MaKCUMalbHO UCCAefoBaTh e, U S He Mory
COrNacuTbCA C NAEen, UTo «cogepKaHue onpeae-
nset dopmy». Ho IMUHO MHe He HpaBsaTca GopMbl,
B KOTOPbIX OTCYTCTBYET XyAOXECTBEHHAs KOHLemn-
uus. A He cunTato, uto dpopma cama no cebe ABAsA-
eTcA KOHeYHoM uenbto» [22, c. 125].

OcTaHaBAVBasCh Ha rpaHN «MoAHOM» abcTpak-
UMM 1 NOTEPU BCAKOM BUANMOW CBA3M C peanbHo-
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CTbto, Y onucan CBOM naean TEPMUHOM «BO3AYLL-
HbIi 3Mel Ha HuTKe» (X Z AT %4, fengzheng bu
duanxian). [Mo>xanyi, B 3TON, Bblpa>€HHON EMKUM
obpa3omM-TepMUHOM Teopun bonee BCero ckasbl-
BAeTCsA reHe3nc ero TBOPYECTBA, TECHO CBA3aHHBbIN
C KyNbTYPHO-UCTOpPUYECKon cuTyaumein B Kntae nep-
BOM TpeTn XX Beka U C ero COBCTBEHHbIMU NMOUC-
KaMu CMHTe3a KUTaUCKOM HaLUMOHANbHOMN KyAbTYpbl
C 3anaZHOoOW MbIC/IbIO U ee OTKPbITUAMW, C ero cob-
CTBEHHOM LIEHHOCTHOW NPOrpaMMOoN, 3aaHHON CUM-
BOJINKOW MCEBAOHMMA «TOPbKU», TAe Bblaa 3a10-
XeHa nzes Cny>eHus HOBOMY He ans cebs nYHO,
HO B MHTepecax byayLLiero pogHOM 3eMan. ICTeTn-
YeCcKMM U TeOPeTUYECKMM OTPaKEHVNEM ITUYECKON
nporpamMmmbl Y l'yaHbu>yHa 1 cTana ero Teopwms ab-
CTPaKLUMW — «BO3AYLUHbIV 3MEN Ha HUTKE», TAe Xy-
[0XKeCTBEHHOE YMO3PEHUE XPaHUT CBA3b C 3eMJiei
KakK MCTOUYHMKOM 3TOrO YMO3PEHMWS, C KU3HbIO Kak
CWI0N, MOPOXAAOLLEN MbICIb U YyBCTBO. B cum-
BOJIMUECKON pa3BepTKe TEPMUHA «BO3AYLUHbIN
3MeN Ha HUTKEe» YTBEPXKAAETCS TakkKe CyLLeCTBEH-
Hasi CBf3b MeXAYy 3anaZHON MOAEPHUCTCKOMN XU-
BOMWUCHIO U KNAaCCUYECKON KUTaCKOMN XUBOMUCHHO,
KOpeHsLasnca B oblemM akLieHTe Ha abCcTpakTHbIX
bopmMax, ABUXKMMBIX XyLOXKECTBEHHbIM BblpaXKeHu-
em. KoHuenuwus abctpakuunm Y N'yaHbuxKyHa, TakMm
0b6pa3om, TeopeTUsMpyeT HOBOE CoAepKaHue no-
HATWA «KpacoTa» Kak pe3yabTaTta abcTparvpoBaHus
XYAOXECTBEHHOW GOPMbI U3 NPEJMETOB BHELLHEe-
ro mupa. MpoTMBOMOAOXHOCTLIO TAKOTro poja ab-
cTpakumm, no Y NyaHbUXyHY, 6b1J10 NOHATME UCKYC-
CTBa KaK «BO3AYLUHOroO 3Mes ¢ 060pBaHHOM HUTbIO»
(7% X2, duanxian fengzheng), koTopomy oH HU-
KOrga He HaMepeBancs cnefoBaTh: «<Yucroe ab-
CTPaKTHOE UCKYCCTBO> OBPbIBAET XM3HEHHO BaXKHYH
HUTb K XXW3HU, K YyBCTBaM JtOAEN... XyLAOXECTBEH-
HOE TBOPUYECTBO HE AOXKHO TEPATb CBA3b C NHOAb-
MW. fl NpeanoYmnTalo BO3AYLWHOMO 3Mest Ha HUTKE,
NpuBA3aHHOTO K 3emnae» [22, c. 137].

N1aK, ¥ N'yaHbuXyH Hallen CBOW NyTb: He CI0Xe-
HWe, a CUHKPEeTU3M, He abcTpakuus, a abcTparnpo-
BaHWe NpeKpacHOro 13 pasHoobpasns npesmMeTHO-
ro KpacuMBOro, He ciernoe nogpaxaHue Tpaanumnm
WM MHOKYbTYPHbIM 0bpa3uam, a oboralleHne Ha-
LMOHaNbHOTO AOCTUXEHUAMU MUPOBOW KY/IbTYPHOM
MbIC/IbIO. DTW YepTbl, KakK Mbl CTPEMUANCH MOKa3aTb,
6blNN CNefCTBMEM TOFO «TEHETUYECKOrO KoAa», KO-
TOpbI 6blN 3an0XeH B Y [yaHbUXyHe C MOMEH-
Ta €ro NosiIBAE€HUN Ha CBET B KPECTbSHCKOM CeMbe
B CTapWHHOW NpoBMHLUMK Kntas B Hayasie HOBOTO,
XX-ro ctonetuns, B CTPEMMBLLENCA K MPOMbILUIEH-

HOMY MpoLiBeTaHuto cTpaHe. OHY onpeAeneHbl BHy-
TPEHHEN 3TUYECKON NporpaMmoit ¥ NyaHbuXyHa,
CblHa CE/bCKOTO LWWKOABHOMO yunTesns, n3bpasLluero
cebe B kayecTBe obpasLia KMTaCcKkoro npocBeTmTe-
na Jly CvHa v pasgenvBLuero naTpnoTuyeckyro nac-

CMOHAPHOCTb pycckoro nucatena Makcuma lNopbko-
ro. Bce aT0, NOMHOXeEHHOE Ha NPUPOAHbIN TanaHT
N TBOPYECKYIO OJepXNMOCTb Y ['yaHbuXyHa, npe-
BpaTWUMN ero B BblAatoLLEeroca XyAoXHUKa, Kaaccu-
Ka COBPEMEHHOW KUTAMCKOW >XXMBOMUCH.
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