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NEO-CONFUCIAN COSMOLOGY AND THE
STRUCTURAL UNITY OF PICTORIAL REALITY IN
CHINESE LANDSCAPE PAINTING OF THE TANG AND
SONG DYNASTIES

Summary: The article analyzes the profound connec-
tion between Neo-Confucian thought of the Tang period
(7t-10t% centuries) and the emergence of classical Chi-
nese landscape painting. It examines the philosophical
and aesthetic categories used to evaluate works of art
and to describe their influence on the development of

Many scholars of Chinese history view the rule
of the Tang dynasty, in political and cultural terms,
as a kind of “golden age” of Chinese society, com-
parable in its significance to the rule of the Han dy-
nasty. Around the year 622, the Tang rulers restored
the mandatory examination system for the selec-
tion of officials prescribed by traditional Confucian-
ism. Emperor Taizong (627—649) issued a decree in
628 on the construction of an empire-wide temple
of Confucius at the Imperial Academy; later, in 630,
the scholars of the Imperial Academy were instruct-
ed to prepare for publication an official collection
of the basic texts of the Confucian classics. In the
640s, the philosopher Kong Yingda (d. 648) com-
piled a new codification of the treatise “The Cor-
rect Meaning of the Five Classics,” which became
the canon of the new Confucian teaching. In these
interpretations of the five ancient works, elements
of religious belief, philosophy, natural science, the
foundations of law and morality, doctrines of soci-
ety and the state, and reflections on the historical
process were set forth.

Neo-Confucianism, in its renewed interpretation,
became the official state doctrine of the Tang em-
pire. However, the main problem was that the of-
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artistic techniques and systems of creative rules in the
depiction of landscape, as well as the specific character
of spatial representation in Chinese landscape painting.
Keywords: Neo-Confucianism, Daoism, Chinese land-
scape painting, Tang and Song dynasties, ideological and
artistic programs.

ficial “canonical” texts could no longer reflect the
spiritual needs of their time. This was largely due to
the revival of the religious-philosophical teaching of
Daoism, along with the spread of Chan Buddhism,
which awakened in Chinese society an increased in-
terest in metaphysics and in the problems of Nature
and human Destiny '. The new realities of the Tang
era demanded a completely different metaphysi-
cal, cosmological, and spiritual-moral explanation
of everything taking place in the empire, yet pre-
cisely such an interpretation was absent from the
official imperial canonical doctrine.

In addition, during the rule of the Tang dynasty,
the teachings of Islam and Nestorian Christianity
began to penetrate China, both of which placed key
emphasis on personal spiritual practice % In response
to these demands of Chinese society, the philoso-
phy of “Dao xue” (“learning of the Way/Truth"), or
Neo-Confucianism in Western terminology, emerged,

1. Feng Youlan. 2017. Kratkaya istoriya kitajskoj filosofii [A Brief
History of Chinese Philosophy], Translated by Kotenko, R.V.,
in Torchinov, E.A. (ed.), Evraziya, Russia, p. 288.

2. Nestorianism (from the name of Patriarch Nestorius) is
a Christian heretical teaching of the first half of the 5 century,
whose supporters denied the general church dogma of the
divine personality of Jesus Christ.

Fig. 1. Wang Wei (7071-761). Mountains. Tang dynasty. The painting of Wang Wei has survived thanks to contemporaneous records
and later copies of his works

which, despite the variety of religious-philosophical
schools, took shape from three main currents of
philosophical thought 3. According to Feng Youlan's
interpretation, the first source is, of course, Confu-
cianism itself, while the second source was Daoist
philosophy and Buddhism in its Chinese form known
as Chan. Finally, the third source in the formation
of the “"Chan” philosophical doctrine is usually con-
sidered to be the mystical religious teaching of the
Daoists, in which the school of yin—yang played the
principal role and exerted a crucial influence on
Neo-Confucian cosmology.

To a great extent, it was precisely under the
strong influence of Neo-Confucian metaphysics that,
in the Tang dynasty, an independent genre of Chi-
nese landscape painting began to take shape, which
in the history of Chinese painting is associated with
the flourishing of masters of the “blue-and-green
landscape.” In addition, under the direct influence
of the same Neo-Confucianism, three unique and
greatest poet-painters of the Chinese Middle Ages
lived and worked simultaneously in the eighth cen-
tury in the Celestial Empire: Wang Wei (699-759),
Li Bo (701-762), and Du Fu (712-770). Wang Wei,
the greatest "poet-painter,” was not only a major

3. Wang Yang. 2025. "Neo-Confucian “philosophy of silence” of
the "li xue” school of the philosopher Zhu Xi and traditional
Chinese landscape painting” [Neo-konfutsianskaya “filosofiya
molchaniya” shkoly “li syue” filosofa Chzhu Si i traditsionnaya
kitajskaya pejzazhnaya zhivopis], Decorative Art and
environment. Gerald of the RGHPU [Dekorativnoe iskusstvo
i predmetno-prostranstvennaya sreda. Vestnik RGKHPU im.
S.G. Stroganova], no. 1, part 1, pp. 343-354.

art theorist and painter, an outstanding calligra-
pher and master of poetic nature lyrics, but also
a profound religious philosopher. It is no coinci-
dence that in his famous treatise “On Painting” Wang
Wei focused above all on the spiritual essence of
the landscape: “In painting, it is important to en-
sure that form merges with spiritual power, after
which the heart brings about all kinds of transfor-
mations. [...] One must strive, by means of a single
stroke, to reproduce the very essence of the Great
Emptiness .” This passage from "On Painting” is
virtually the first mention in Chinese philosophical
and aesthetic literature of the essence of Chinese
painting, whose basic unit is “a single stroke,” as
if embodying the full plenitude of Being. And fur-
ther, Wang Wei poetically declares: "Here | unroll
the scroll, pore over the inscription and gaze upon
unfamiliar mountains and seas; in the green groves
a fresh wind rustles, white foam spreads over the
expanse of water. Truly, such a painting cannot be
created by skillful handiwork alone! Spiritual illu-
mination must descend upon the painting! Such is
the meaning of painting >."

It is worth noting that it was precisely during the
Tang dynasty that Chinese portraiture emerged as

4. Zhu Jingxuan. 2004. “Notes on Famous Painters of the
Tang Dynasty”, Kitajskoe iskusstvo: Printsipy. Shkoly. Mastera
[Chinese Art: Principles. Schools. Masters], Translated from
Chinese and English by Malyavin, V.V, in Malyavin, V.V.
(ed.), OAO Lyuks, Moscow, p. 281. (Zhu Jingxuan's book was
translated by Malyavin, V.V. based on the text published in
the series “Meishu cunshu”, Shanghai, 1947, vol. 8)

5. lbid, p. 282.
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Fig. 3. Li Sixun. Blue-and-Green Landscape

a distinct genre, and the most outstanding repre-
sentative of this genre, Yan Liben (7t century), was
even classified by the painting theorist Zhu Jingxuan
among the “divine” masters [8, p. 382]. Yan Liben's
best-known work, “Emperors of Past Dynasties,” de-
picted thirteen great rulers who headed China from
the beginning of the Han dynasty to the end of the
6™ century on a long horizontal handscroll. Around
this same period, depictions of various court scenes
became highly popular among the educated elite.
It is no coincidence that in Chinese historiography
the period of the Tang empire has firmly acquired
the reputation of a “"golden age” of traditional Chi-
nese painting and poetry.

The next important stage in the development
of painting in China after the Tang empire was the
period of the Five Dynasties and the Song dynasty.
During this same time, the main painting schools
of China were taking shape. Among the most re-
nowned artists of this period, it is worth highlight-
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ing Zhang Zigian (& F£), who worked in the Sui
era, the master Li Sixun (ZE&J/ll), and the painter
Wu Daozi (=& ) [138].

The work of landscape painters of this period
was significantly influenced by the philosophical
teaching of Master Zhu Xi (1130-1200). Zhu Xi, the
founder of the “learning of principle” (li xue) school
and known in China as Master Zhu (Zhuzi), was born
in the territory of present-day Fujian province dur-
ing a period of military and political crisis under the
Song dynasty. His syncretic “teaching of principle,”
expounded in the work “Recorded Sayings,” flour-
ished as a popular system of Chinese philosophy
almost up to the beginning of the twentieth cen-
tury [145, p. 313]. The dominance of Zhu Xi's phil-
osophical system is also largely explained by the
fact that he wrote his own original commentaries,
in a Neo-Confucian spirit, on the "new interpreta-
tions” of Confucius’ texts, which were recognized
as normative by the decree of Emperor Shenzong

in 1075. As noted above, the basic theses of Mas-
ter Zhu Xi and his li xue school — that the eternal
Dao, like absolute Truth, is always and everywhere
present in the universe — exerted a profound influ-
ence on the landscape painters of the Song school.

Owing to the popularity of Zhu Xi's teaching and
the li xue school, the landscape genre of “Moun-
tains and Waters” attained its final formation in the
period of the “Five Dynasties and Ten Kingdoms”
(AEBI, wadai Shigud, 907-960). This turbulent
era is regarded as a link between two different peri-
ods of the highest flourishing of Chinese culture in
general and painting in particular — the Tang and
Song dynasties. It was precisely during this time that
the very first painting academy in China was estab-
lished in Nanjing, the "new"” capital of the South-
ern Song, which eventually replaced Chang'an of
the Tang dynasty.

The landscapes of the “Five Dynasties and Ten
Kingdoms" period were most vividly revealed to
viewers in the works of five great painters: Jing Hao,
Guan Tong, Li Cheng, Dong Yuan, and Juran. It is
from the innovations of Jing Hao (37%, Jing Hao,
c. 855-915), the eldest of these five major artists,
that we date the time when landscape became not
merely an independent but the principal genre of
China’s pictorial tradition. According to the trea-
tises of all “enlightened” Chinese connoisseurs of
painting, Jing Hao was counted among the fore-
most “true masters” of the Chinese landscape.

These “Notes” were set out by Jing Hao in the
form of a dialogue between a young painter and
a wise philosopher (hermit), taking place in the midst
of wild nature under ancient pines in the mighty
mountains. The treatise "Notes on Brushwork Tech-
niques” is the first work on Chinese landscape paint-
ing in which terminology, a system of concepts, and
formulated aesthetic requirements were developed.
The artistic principles that the great 5"-century paint-
er Xie He (1) expounded for figure painting were
elaborated by Jing Hao specifically for landscape,
concretizing the religious-philosophical abstraction
of earlier treatises and making them more accessi-
ble. For example, in Jing Hao's treatise the category
= yi ("prototype, idea") is replaced by & si (“con-
ception, creative intention”). Further, in his treatise
Jing Hao distinguishes between the categories of
“resemblance” {{ si and “truth/reality” & zhen, pre-
viously introduced into use by Xie He [7]. Moreover,
according to Jing Hao's interpretation, a true paint-
er must strive to convey in his landscapes the “spirit

n /=

of the object” = qi. If, in line with Jing Hao's prin-
ciples, the painter fails to achieve this, he inevita-
bly produces only a reproduction of “resemblance”
8L si, whereas if he succeeds, what appears in the
painting is “truth/reality” & zhen [7-17]. In addi-
tion, the painter-philosopher Jing Hao discusses in
considerable detail the advantages of the “brush”
£€ bi and "ink"” 2 mo, offering important categor-
ical distinctions between the characteristics of lin-
ear and tonal painting [14].

Under the influence of the religious and phil-
osophical teaching of the li xue school, Chinese
painters began to develop in detail the notion of
shi, the principle of structural unity (of pictorial re-
ality) in the Chinese landscape.

Quite often, sinologists translate the Chinese con-
cept of the principle shi using the European word
“reality,” implying that the principle of shi manifests
itself only when the painter, through inner medita-
tion, attains an immediate spiritual union with the
reality of being. Originally, in ancient Chinese, the
notion shi simply meant “seeds,” and only much
later, with the development of Neo-Daoism, did it
begin to be interpreted as “substance.” At times,
moreover, in the philosophical and aesthetic writ-
ings of medieval Chinese authors, the concept of shi
was deliberately contrasted with the literary notion
of “ornamentation,” which fully accorded with Chi-
nese mystical allegorism in the context of the oppo-
sition of yin and yang (fruit and flower): “...the fruit
is the essence, the flower is the outward aspect.” ®

Researcher V.V. Malyavin believes that the later
spread in China of the Western discursive method of
scientific cognition gradually began to “kill" the vi-
tality of the depiction of Being in Chinese painting,
since Western European “objectivity” in the realis-
tic representation of nature started to supplant the
spiritual and artistic essence of the Chinese land-
scape ’. The search for aesthetic criteria of ideal
beauty (from the word eidos) in ancient Greece led
to the formation of canons. In medieval Chinese
culture, the result of the striving to comprehend
the ideal principles of the subjects and objects of
painting was the emergence of standard models,
which were presented in later Chinese encyclope-
dias. Therefore, the ideal of artistic representation
of shi among Chinese painters was not subjected
to the practical rationalization that affected other

6. Malyavin, V.V. 2004. Kitajskoe iskusstvo [Chinese Art], AST,
Astrel, Moscow, Russia, p. 158.
7. lbid.
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spheres of life in China (politics, economics, etc.).
In accordance with such models, images of human
figures, bodies of water, mountain ranges, and veg-
etation were formed. The Chinese painter, when cre-
ating new variants of artistic images, always checked
them against the authoritative works of earlier mas-
ters. Thus, after the phenomena of Tang and Song
painting, the stylistic language of the Chinese land-
scape continued invariably to transform through the
“copying” of the finest works of the past.

The syncretism of Chinese religious and philo-
sophical thought inevitably led painters to the point
where they did not seek aesthetic (ideal) beauty in
the harmonious combination of natural proportions
for the figurative system of their works, but instead
strove to grasp an inner spiritual reality that was the
“genuine” reflection of the one Dao. However much
Chinese landscape forms were subjected to aesthet-
ic rationalization and artistic standardization in the
later period of the Qing dynasty, they continued to
preserve their original religious and philosophical
(meditative) capacity to represent pictorial reality,
relying on an ideological and artistic program re-
alized through the vital force of shi. It was precise-
ly the concept of shi that corresponded fully to the
morphological space of form-generation and served
as a means for realizing the artistic representation
of the syncretism of the religious and philosophi-
cal tradition, which operates with the specific no-
tion of what lies “above forms."

Chinese landscape masters, in striving for com-
positional variety in their works, almost always
had in mind the spiritual-aesthetic and moral-
artistic categories of more complex ideological
and artistic programs: “Menacing cliffs and sheer
precipices rise up against the backdrop of distant
hills.” 8. Therefore, when working with the tradi-
tional dialectic of interdependent principles, the
Chinese landscape master sought to harmonize
the landscape he created by “balancing” the ver-
tical composition of the “foreground” (near plane)
with the horizontal composition of the "distance”
(background). This Neo-Confucian principle was
traditionally expressed by the Chinese in a poet-
ic formula: "When the host mountain is depict-
ed frontally, the guest mountains should be low,
and when the host mountain is shown in profile,
the guest mountains should be distant.” ® In such
a case, the viewer (contemplator) of the Chinese

8. Ibid, p. 185.
9. Ibid, p. 186.
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landscape inevitably encountered an image-making
dilemma: the depiction of compositional height
required the constant observance of the painting’s
scale, while at the same time the depiction of spa-
tial depth demanded the observance of distances
within the pictorial field. In almost the same “dia-
lectical” way, Chinese landscape painters gener-
ally approached the chromatic properties of ink,
where “the rarefied and the dense should be in-
termixed,” and “the light and the dark should bal-
ance each other” [81, p. 185].

In order to achieve artistic and aesthetic clarity
in a two-part composition of landscape against the
background of the sky, Chinese painters practiced
a religious-philosophical principle of dualistic coun-
terpoint. Compositional dynamism was attained by
directing the flight vector of one bird upward, while
the vector of the other bird was necessarily direct-
ed downward. The artistic and aesthetic approach
to harmonizing the depicted opposites inevitably
entailed applying the religious and philosophical
principle of the yin-yang school, which manifest-
ed visually through the mutual "attraction” of the
depicted objects.

In the composition of Chinese landscapes of
the Tang and Song eras, the principle of “unity of
resonance” found further expression and, under
the influence of Daoist philosophy, played a par-
ticularly important role, since it was precisely here
that Chinese landscape masters discovered the
main philosophical and aesthetic meaning of their
works. In his translations, V.V. Malyavin offers sev-
eral examples of the use of these principles: “The
rain and wind roaming across the plain in Ma Yu-
an's or Xia Gui’s paintings, a typical landscape of
the Southern Song period, is permeated through-
out with resonances, so that the mountains, rocks,
trees, boats, houses, and even the arrangement of
the leaves are joined together in rhythmic simi-
larity.” °. The spiritual and aesthetic effect of ap-
plying the principle of “unity of resonance” in the
Chinese landscape is achieved through a medita-
tive refusal to naturalistically copy natural forms.
It is attained by means of the “spiritual styliza-
tion" of the natural life rhythm of qi, through the
deliberate use of an unnatural color palette, and
also through the construction of a two-dimension-
al space, which is clearly evident in the brilliant
landscapes of the Song dynasty. In the face of

10. Ibid, p. 188.

Fig. 4. Li Cheng (919-967). A Beautiful Forest Amid Distant Mountains. The principle of “even distance” in the depiction of space

the infinite Dao, which becomes visibly manifest
in the diversity of nature, the Chinese landscape
master, through meditation, sought to create the
most complex configurations of mountain peaks
and clouds, the fanciful curvature of the lines of
watercourses combined with the dynamics of tree
branches, which together produced a visual em-
bodiment of the principle of “unity of resonance.”

Thus, on the landscape scrolls of this era, the re-
curring, spatially separated motifs of trees, moun-
tain peaks, and rivers throughout the composition
evoke a sense of harmony within a single composi-
tional whole. The use of a specific brushstroke and
a unified overall color tone for the entire painting
imparted to the landscape a single philosophical
and aesthetic mood. Many landscapes of the Tang
and Song dynasties, without any particular correc-
tions or reworking, were often used as models in
painting on Chinese porcelain. The universal Dao-
ist esoteric principle of “non-action” is also clearly
traceable in numerous philosophical and aesthet-
ic scrolls devoted to the description of art, which
speak of "how trees contend with one another and
then yield,” or in reflections such as: “If you want
the mountain to turn, guide the brush against its
movement, and then turn it in the opposite direc-

tion.” "". The influence of Daoist teaching is reflect-
ed in another paradoxical remark: “Only when you
have mountains before your eyes can you paint
trees; only when you have waters before your eyes
can you paint mountains.” 2. These poetic lines, as
it were, open up for us the most ancient archetypes
based on the illusoriness of sensory cognition, which
later received their definitive philosophical formu-
lation in Daoist mysticism.

Another major feature of Chinese landscape paint-
ing, largely predetermined by the religious and phil-
osophical syncretism of the Neo-Daoist school xuan
Xue, is its specific treatment of spatial depth. In the
traditions of Late Antique and European art, the prob-
lem of conveying depth in a painting (especially tak-
ing into account linear perspective) depended directly
on the skill of successively reducing the size of depict-
ed objects in the background and visually shortening
vertical lines in accordance with one or more vanish-
ing points. Chinese landscape masters, drawing on
the renewed Daoist cosmology of Zhuangzi, in which
the Dao is defined as xuan you xuan (“the mystery of
mysteries”) and the principles of yin and yang denote
the dialectic of mutually supporting forces, applied

11. Ibid, p. 186.
12. Ibid, p. 186.
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Fig. 5. Guo Xi (1000-1090). Rocky Plain and Distant Horizon

the so-called principle of the “three depths.” . The
depth of pictorial space, aesthetically aligned with
this principle and intended to express the notion of
“the mystery of mysteries,” was deliberately divided
by the artists into foreground, middle ground, and
background, each of which was arranged visually so
as to run parallel to the overall vector of composi-
tional structure. As a result of this device, the gaze of
the viewer (or, more precisely, contemplator) would
inevitably seem to flow from one level of perception
of xuan you xuan to another, wandering meditatively
through the unfathomable space of the eternal Dao.
It is clear that such an ideological and artistic under-
standing of pictorial space could not have emerged
before the formation of a system of religious and
philosophical categories, which was finally shaped by
the Neo-Daoists in the cosmology of the Zhuangzi.

13. Ibid, p. 212.
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The application in Chinese landscape painting
of the artistic and aesthetic principle of the “three
depths” gave painters broad creative possibilities
for achieving an adequate visual perception of the
created artistic image, allowing them consciously
to draw the viewer's attention not only to the com-
positional but also to the symbolic position of indi-
vidual landscape maotifs. In this way, by deliberately
varying different intervals along the vertical or hori-
zontal axis of the scroll, the artist achieved a visual
illusion of the representation of the unchanging
Dao.The absence of a single horizon line allowed
the Chinese painter to work freely with images on all
three levels at once, creating a visual effect of holistic
panoramic vision and thereby expanding the single
illusory space of the landscape being contemplat-
ed. Guo Xi, the painter and art theorist who found-
ed the system for depicting space in Song-dynasty
painting of the 11 century, described this artistic
and aesthetic effect as follows: “Those who speak of
painting in all seriousness say: there are mountains
and waters through which one can pass; there are
those at which one can gaze; there are those where
one can stroll, and there are those where one can
dwell. Only such a painting can truly be called re-
fined.” ™. In such a pictorial system, determined by
the ideological and artistic programs of the Neo-
Daoist school of xuan you xuan, each of the three
planes of the Chinese landscape was deliberately
presented by the painter from the most advanta-
geous viewing height and, in its planar unfolding,
was coordinated with a shifting focus.

Following their ideological and artistic prin-
ciple of the "three depths,” Chinese landscapists
traditionally classified types of distance according
to their distinctive artistic and aesthetic character.
In his treatise, Guo Xi distinguished three specific
types of distance in the Chinese landscape. As the
first type, he identified the visual distance of “high
distances” or gao yuan (“lofty distances”), a kind
of perspective that arises conceptually when one
contemplates mountain peaks in a “bottom-up” di-
rection. As the second type of spatial visualization,
called shen yuan (“deep distances”), Guo Xi described
a perspective in which the depicted mountain peaks
are contemplated as if from above downward. Fi-
nally, as the third type, ping yuan (“level distances”),

14. Guo Xi. 2004. “The Lofty Meaning of Forests and Streams”,
Kitajskoe iskusstvo: Printsipy. Shkoly. Mastera [Chinese Art:
Principles. Schools. Masters], Translated from Chinese and
English by Malyavin, V.V., in Malyavin, V.V. (ed.), OAO Lyuks,
Moscow, Russia, p. 306.

Master Guo Xi designated such a mode of visuali-
zation in which we look at the mountains as if over
lower mountains or hills.

As M.V. Alpatov noted in his Universal History of
Art: “In the Tang period (618-907), Chinese art ac-
quires a fully developed character. This is the first
and one of the most brilliant periods in the flower-
ing of Chinese art. Naturally, the art of these years
was closely linked with the religions widespread in
China: Confucianism, Buddhism, and Daoism.” **. Chi-
nese landscape painters of the Tang and Song dynas-
ties '® drawing on the basic principles of Neo-Daoist
cosmology expressed in the Zhuangzi — which in-
terprets the Dao through the principle of xuan you
xuan (“the mystery of mysteries”) and the principles
of yin and yang as the dialectic of mutually support-
ing forces — actively applied the principle they had
developed of the “three depths.” In strict accordance
with this approach, the spatial depth of the Chinese
landscape, visually conveying “the mystery of myster-
ies," was consciously divided into foreground, middle
ground, and background, each of which was special-
ly arranged as if parallel to the overall composition-
al and pictorial space. Thanks to this approach, the
gaze of the contemplator of the landscape seemed
to flow through the principle of xuan you xuan, there-
by apprehending the eternal Dao.

Spatial constructions in Chinese landscapes with
a vertically oriented composition in the gao yuan
style are always characterized by a visual emphasis
on the foreground, while the compositional structur-
ing of spatial depth in the shen yuan style is formed
by highlighting the middle ground in the pictorial
space. The artistic and compositional expressive-
ness of the horizontal sweep of the landscape space
in the ping yuan style is, as a rule, emphasized by
a deliberately blurred background. Such ideological
and artistic programs underlying the construction
of compositional space could not have taken shape
before the philosophical and aesthetic syncretism of
the primal forces of yin and yang had been renewed
in the interpretation of the xuan xue school (“the
teaching of the mysterious”) 7. This mystical school
arose in the 39-5% centuries under the influence of

15. Alpatov, M.V. 1948. Vseobshchaya istoriya iskusstv [World
History of Art], in 2 vols., Iskusstvo, Moscow, USSR, vol. 1,
p. 280.

16. Tong Shu-e. 1958. Zhivopis dinastij Tan, Sun. Katalog [Painting
of the Tang and Song Dynasties. Catalogue], Beijing. S -
ERNENSE - BF - -353R - 19584 -

17. Feng Youlan. 2017. Kratkaya istoriya kitajskoj filosofii [A Brief
History of Chinese Philosophy], Translated by Kotenko, RV, in
Torchinov, E.A. (ed.), Evraziya, Saint Petersburg, Russia, p. 240.

the Daoist philosophers Xiang Xiu and Guo Xiang,
and brought its development to completion in the
Neo-Daoist cosmology of the Zhuangzi by inter-
preting the principle of the Dao as xuan you xuan
(“the mystery of mysteries”).

To the extent that medieval Chinese landscape
painting rested on the traditional foundation of re-
ligious and philosophical teachings shaped by na-
tional views on the place of the human being in the
cosmos, to the same extent the traditional cult of
the Dao — perceived as the eternal and all-embrac-
ing flow of the universe — exerted a direct influ-
ence on the formation of the basic ideological and
artistic programs of Chinese landscape painting. In
revealing in their landscapes the religious and phil-
osophical principle of “the one in the many” of the
Dao, according to which it eternally manifests itself
always and in everything, painters resorted meta-
phorically to the poeticization of the moon in their
landscapes, creating an image eternally reflected
in the mirrors of “ten thousand streams of water.”

In the context of our study of the phenomenon of
pictorial representation of the spirit qi, accepted in
Chinese art as the fundamental principle of the eter-
nal Dao, we are obliged to use specifically Chinese
traditional terminology and to consider each artis-
tic and aesthetic concept of the Chinese landscape
through the prism of religious and philosophical
syncretism, from different aspects of its being; oth-
erwise, the researcher runs the risk of filling these
concepts with Western logical-empirical content.
For the Chinese painter-philosopher, a truth that
has been apprehended and visualized will not be
regarded as Truth if it is devoid of a specific refined
elegance. Therefore, the most famous traditional
works of Chinese artistic creativity are almost al-
ways filled with an inner incompleteness, a constant
tendency toward disappearance. Thus, in traditional
Chinese landscape painting of the Tang and Song
dynasties, the ideological and artistic program of
the religious and philosophical concept of “contin-
uous non-being” is revealed — culminating in the
“anticipation” of everything and in all things, there-
by creating that immutable tranquility of move-
ment that defines the world harmony of the Dao ™.

18. Wang Yang, Orlov, I.I.and Berdnik, T.O. 2024. “The Syncretism of
the Worldview that Influenced Traditional Chinese Landscape
Painting” [Sinkretizm kartiny mira, okazavshij vliyanie na
traditsionnuyu pejzazhnuyu zhivopis Kitaya], Decorative Art
and environment. Gerald of the RGHPU [Dekorativnoe iskusstvo
i predmetno-prostranstvennaya sreda. Vestnik RGKHPU im.
S.G. Stroganova], no. 1-1, pp. 90-103.
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HEOKOH®YLIMAHCKAA KOCMOJIOTUA
N CTPYKTYPHOE EANHCTBO M30OBPA3UTEIbHOW
PEAJIBHOCTU B KUTANCKOM TMEWN3AXE
OVHACTU CYH W TAH

AHHoOTauums: B cTatbe aHanM3mpyeTca rnybuHHas cea3b
HeoKOH@YLMaHCKoro y4yeHus anoxm TaH (VII-X BB.) ¢ 3a-
POXAEeHMEe KNAaCCUUYECKOM KUTAWCKOM Nel3aXKHOM Xu-
Bonucu. PaccmaTpumBatotca punocodcko-scteTmyeckme
KaTeropuu oLeHKN Npon3BeAeHnI NCKYCCTBa U UX BANA-
HWe Ha BbIPaboTKy XyAOXECTBEHHbIX MPUEMOB M CUCTEMbI

MHorve nccnegosatenu ncropum Kutaa pac-
CMaTpuBatoT NpaBaeHne guHactTum TaH B noau-
TUYECKOM Y KYy/NIbTYPHOM acrekTe kak cBoeobpas-
HbIli @aHaNor «30/10TOMO BEKa» KMTaCKOro coLuyma,
CPaBHMMbIN MO CBOEN 3HAYUMOCTU C NpPaBJEHN-
eM AnHacTum XaHb. NpumepHo B 622 roay npa-
BUTeNAMU AnHacTun TaH BOCCTaHaBAMBaeTCa 068-
3aTesibHas CUCTEMa 3K3aMeHauMoHHOoro otbopa
UMHOBHUKOB, NpeAnucbiBaemMas TPaanULMOHHBIM
KOHdYyUmaHcTBOM. ViMnepaTop Tar-L3yH (627-649)
n3gaet ykas B 628 rogy o ctpoutennbctee obuie-
nmnepckoro xpama KoHoyuums B umnepaTopcko
akagemuun, nosgHee B 630 roay myapeuam Vimne-
paTopckol akageMuu Bbl10 JaHO MOBENEHNE NOA-
FOTOBWUTb K U3JaHWNI0 opuLmanbHoe cobpaHue ba-
30BbIX TEKCTOB KOHYLMAHCKON knaccukm. B 40-e
roasl VIl ctonetna punocodom KyH NH-aa (ym.
B 648 r.) 6bina cocTaBaeHa HOBas KoAndbUKaLus
TpakTata «[1ATb KHWUT B MPaBWU/IbHOM COAepPXaHNn»
CTaBLlas KAHOHOM HOBOTO KOHGYLIMAHCKOrO yye-
HUA. B 3TUX TpakTOBKax NATU APEBHUX COUNMHEHWI
M3naranncb 31eMeHTbl PeIUTMO3HbIX BEPOBaHUN,
dunnocoduu, ectecTBO3HaHNA, OCHOBBI MPaBa U MO-

TBOPUECKMX NpaBua B M306paxeHUn nensaxa, cneyu-
dvka n3obpaxkeHns NPOCTPaHCTBa B KMTAUCKON nei-
3aXKHOW XMBOMUCH.

KnroueBble cnoBa: HeokoH@yyuaHcmeo, 0aocusm,
nelizaxHas xusonuce Kumas, duHacmuu TaH u CyH,
udeliHo-xydoxecmaeHHble Npo2paMmmel.

panu, yueHuns o6 obLiecTBe 1 rocysapcTee 1 pac-
Cy>XZAeHnsa 06 NCTopuUeckom npouecce.
HeokoHoyLmaHCTBO B cBOE OBHOBAEHHON Tpak-
TOBKe CTano oduLManbHbIM roCyapCTBEHHBIM yye-
Huem nmnepun TaH. OgHako, rnaBHaa npobaema
3aktoyanach B TOM, UTo oduLMabHble «KaHOHM-
yeckre» TeKCTbl y>Ke He MOTJIN OTpaXkaTb AyXOBHble
3anpockl CBOEW 3MOXWN. ITO BO MHOIOM Obl/IO CBSI-
3aHO C TeM, YTO Npom3oLLejLLee BO3POXAeHME pe-
NNTNO3HO-OMNOCODCKOro yueHmsa jaocmsmMa Hapaay
C pacnpocTpaHeHneM YaHb-6yaan3mMa, uto Npoby-
AUNO B KMTACKOM OBLLECTBE NOBbILLEHHbIA UHTEPEC
K MeTadu3unke, K npobnaemam Mpupoapl n Cyabobsl
yenoseka '. HoBble peannn TaHCKOW 3noxm noTpe-
6oBanu coBepLUeHHO MHOTO MeTapm3nyeckoro, Koc-
MOJIOTMYECKOrO U YXOBHO-HPaBCTBEHHOTO 0b6bAC-
HEHWS BCEro NPOUCXOAALLErO B MMMEpUN, OgHaKO
MMEHHO Takoe TO/IKOBaHMWe 1 OTCYTCTBOBa/O B 0du-
LManbHOM MMMNEPaTOPCKOM KaHOHWYECKOM YYeHUMN.
Kpome ToOro, BO BpemeHa npaBsieHns TaHCKoOn An-

1. ®3Hb FO-naHb. KpaTkas nctopus kutarickor punocodpum / ne-
peBog P.B. KoteHko; HayuHbl pegakTop E.A. TopumHoB.—
CM6.: EBpasus, 2017.— C. 288.
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HacTum B Kutail HaumMHatoT NpoHmMKaTh yueHue c-
Nlama 1 XpUCTUaHCTBO HECTOPMAHCKOrO TOJIKa, KOTO-
pble yAenanmn knroyYeBoe BHUMaHWe nepcoHanbHom
AYXOBHOW npakTuKe % Kak OTBET Ha Takue 3anpoch!
KWUTaNCKOro o6LecTBa U BO3HMKaeT punocodus «Jao
ct03» (yueHune 06 VcTnHe) nuam HeokoHdyLUmMaHckoe
yyeHue, B ero 3anafjHoin TepMUHONIOTNK, KOTOPOE,
HeCMOTpPSA Ha pa3NnyHble PeNnrnosHo-dmnnocodckmne
LIKOJIbI, CKNaZbIBAETCA U3 TPeX OCHOBHbIX Hamnpas/e-
HUI dunocodckon Mbicam . MepBbIM UCTOUHNKOM,
cornacHo TpaktoBke ®3Hb HO-naHA, MOXHO CUMTaT,
6e3ycN0BHO, cCaMO KOHPYLIMAHCTBO, a APYT1M UCTOY-
HWKOM cTana ¢punocodus Jaocos n byaansm B ee
KWTaCKOM BapuaHTe MMeHyeMas «YaHb». HakoHel,
TPETbMM NCTOUHWKOM CAOXKEHMNA GUA0CODCKOM JOK-
TPWHBI «4aHb» NPUHATO CYUTaTb MUCTUYECKOE pen-
rMO3HOe yyeHne JaocoB, B KOTOPOW FaBHYHO POJib
nrpana LWKoja «MHb — AIHb», OKa3aBlUuas BaXKHeW-
Lee BANAHME Ha KOCMOJIOT1IO HEOKOHPYLIMaHCTBaA.

Bo MHOrom MMeHHO Noj cepbe3HbIM BAUAHNEM
HeoKOH®YyLMaHCKOM MeTadun3nKM B 3MOXY ANHACTUN
TaH 1 HaunHaeT OPMUPOBATLCA CaMOCTOATEIb-
HbIV XKaHP KMTANCKOro nersaxa, KoTopblI B UC-
TOPUM KUTANCKOW XXNBOMUCK CBSI3aH C PacLiBETOM
mMactepoB «CunHe-3eneHoro neisaxa. Kpome Toro,
noJ, HenocpeAcTBEHHbIM BAVAHVEM TOTO Xe Heo-
KoHdyumaHcTBa B TeueHume VIl Beka B MNogHebec-
HON OAHOBPEMEHHO XMW 1 TBOPUAN TPU YHWUKab-
HbIX ¥ BEIMYaNLLNX NO3Ta-XyAO0XKHMKA KATaCKOro
cpeaHeBeKkoBbs: BaH Ban (699-759), Jin bo (701-762)
n fly ®y (712-770). BaH Bali BesMyaiLLni «no3aT-xy-
AOXHWK» BblN HE TONLKO KPYMHbLIM TEOPETUKOM MUC-
KYCCTBa M XyAOXHNKOM, 3aMeyaTeNbHbIM Kaaanrpa-
$OM 1 MacTepoM MNO3TUYECKOW MPUPOAHON IMPUKMN,
HO ¥ Ty6OoKMM pennrnosHbiM punocodom). He cay-
YaiHO B CBOEM 3HaMeHMWTOM TpakTaTte «O XuBonu-
1> Xy[OXHMK BaH B3l akueHTUpoBan BHYMaHWe,
npexze BCEro, Ha AyXOBHYIO CYLHOCTb Mei3axa:
«B >xmBonucy BaxxHoO AobmBaTbCsA TOro, 4tTobbl Gop-
Ma Cannach C JYXOBHOM CUNON, MOC/E Yero cepa-
Le TBOPUT BCEBO3MOXHbIEe NpeBpaLLeHms. [...] ...
HY>KHO CTPeMUTbCA K TOMY, YTOBbl NOCPEeACTBOM
OAHOW YepTbl BOCMPOM3BECTH CyLLecTBO Bennkor

2. HecTtopunaHctBO (OT MMeHu naTpunapxa Hectopwus) — xpu-
CTMaHCKOe epeTuyeckoe yUYeHune nepBowi MoNOBMHbI V Beka,
CTOPOHHMWKM KOTOPOro OTpuLUany obLieL,epkoBHbIN gorMaTt
0 H6oXecTBEHHOWN ANYHOCTM Mncyca XpucTa.

3. BaH flH, Heo-koHdyLmaHcKan «praocopua MoaUaHNsA» KO-
Dbl «/11 Cto3» Ppunocoda Yy Cr 1 TpaanLMOHHasA KuTamckas
nemnsaxxHas XVBOMUCh. // [lekopaTUBHOE NCKYCCTBO W Npes-
MeTHO-MPOCTPaHCTBEHHan cpega. Becthuk PIXIY um. C.T.
CrporaHosa. 2025, N2 1, yactb 1.—c. 343-354.
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MycToTbl *». laHHOe MecTo TpakTaTa «O XMBOMNU-
CM» — MpaKTU4yeckn nepeoe yrnoMmmHaHue B Ku-
Tarickon GnAoCcoPcko-3CTETUUECKON NnmuTepaTtype
O CYLLHOCTUW KMUTaCKOM XunBonucy, 6asoBoin eam-
HULEel KOTOPOW SIBASETCA «OfHa yepTa», Kak bbl
BOMJOLWaroLWas BCto NoAHoTy beitna. VI ganee BaH
B3 noatnueckn yteepxaaeT: «BoT s pasBopaumsato
CBWTOK, BUMTbIBAKOCb B HaAMUCb M CMOTPHO Ha He-
3HaKOMble Topbl U MOP#, B 3€/IeHbIX POLLax LWyMUT
cBeXuii BeTep, 6enas neHa pasNnBaeTCs Ha BOAHOM
npocrope. BoncTuHy, Takyto KapTMHY HEBO3MOXHO
1306pa3nTb ANLLb NOCPEACTBOM UCKYCHOM paboTbl
pyk! lyxoBHas NpPOCBETIEHHOCTb JO/KHA OCEHUTb
XunBonuck! TakoB CMbICA XXMBOMMUCU» >,

CTONT OTMETWTb, YUTO UMEHHO B 3MOXY MpPaBAeHMS
AvHacTum TaH B KayecTBe OTAENbHOrO XaHpa Bblje-
NAETCS KUTANCKMI NOPTPET, NpuyeM, Hanbosee Bbl-
JatoLmiica NpeAcTaBUTeNb MOPTPETHOTO XaHpa AHb
JInb3Hb (VII B.) Aaxe Bbln NPUUNCAEH TEOPETUKOM XU-
Bonumck Yy Li3anHcroaHb K kaTeropum «b6oXecTBeH-
Hbix» [8, ¢. 382]. Hanbonee n3BecTHas kapTuHa AHb
JInb3HA «BnactenviHbl ApeBHVX ANHACTUIN» n30bpadKa-
Na TpUHaALaTb BEIVKUX MpaBuUTeNew, KoTopble Hblan
BO rnaBe Kntas ¢ Havana AnHacTm XaHb M A0 KOHLA
VI Beka Ha ANVHHOM rOpU30OHTanbHOM cBuTKe. MNpu-
MEPHO B 3TOT XXe Neproj BpeMeHW BeCbMa nonynsap-
HbIMW Cpeayn 06pa3oBaHHOIO COCNIOBUA CTaHOBATCA
n300paxKeHns pasIMuHbIX MPUABOPHLIX CLEeH. He cay-
YalHO B KMTaMCKOW nctopuorpadpum 3a nepnosom
CywecTBoBaHWS TaHCKOM MMMNepUM NPOYHO YCTaHO-
BUACh penyTaLus «30/10TOr0 BeKa» TPaAULMOHHOWM
KUTaMCKOWM XMBOMUCK ¥ NMO33NMN.

CnesytoLmmM BaxKHbIM 3TanoM pa3BUTUA XXMBOMKU-
cn B Kutae nocne nmnepum TaH ctan nepuog, «atu
AVHACTUN» 1 uMmnepusa anHactum CyH. B aToT xe
nepuvo BpeMeHn naet npouecc GopmMmpoBaHus
rNaBHbIX XXMBOMUCHbIX WKoa Kutas. Cpean Hanbo-
Nee N3BECTHbIX XYJ0XHWKOB aHHOTO Nepuoaa CTo-
UT BblZeanTb YxaH LzbiuaHa (& F), TeopuBslLero
B anoxy Cyii, mactepa Jln CoictoHb (Z=RII) v xy-
AoxHuKa Y Jaousbl (RE ) [138].

3HaunTeNbHOE BANAHME Ha TBOPUECTBO XyAOX-
HWKOB Mel3axnCToB 3TOro Nepuoga okasana epuio-
codbckoe yueHne mactepa YUxxy Cun (1033-1108). Yy

4. Yxy LianHbcroaHb. 3anncky o NpocaaBaeHHbIX XXUBOMMUCLLAX
AvHactum TaH // Kutaickoe mckycctso: MpuHumnel. Lko-
nbl. Mactepa / CocCT., nep. C KAT. U aHr., BCTYM. CT., O4ePKM
1 komMm. B.B. ManasuHa.— M: «OAQ Jltokc», 2004.— 432 c.—
C. 281. (Mepesod kHu2u Yxy L{3uHbctoaHs seinosHeH B. B. Ma-
JIABUHBIM NO MeKcmy, onybukosaHHoMy 8 cepuu «Matwy
yyHwy», m. 8, LlaHxad, 1947)

5. Tam xe, c. 282

Cu ocHoBaTeslb PUAOCOPCKON LLIKOAbI «/IU CHOI» N3-
BECTHbIV Takoke B KuTae kak Yumtenb Uy (Y>Ky-u3bl)
POAMNACA HA TEPPUTOPMMN HbIHELLHEN KMTANCKOM Npo-
BUHLUMM DyL3sHb B NepUOA BOEHHO-MOANTAYECKOTO
Kpu3unca Bo BpeMeHa npasnaeHuns guHactum CyH. Cuk-
KpeTnyeckoe «yyeHune o npuHumne» YUxy Cu, nmeHye-
Moe B KvTae LUKOJION «/Iu cH3» 13naranoch B TpakTaTe
«3anuncuy BbiCKa3blBaHUW» W Kak NOMNyaspHas cucTte-
Ma KuTanckoln dunocodumm npoLeetana npakTmye-
CKM BMNOTb A0 Havana XX ctonetums [145, c. 313]. Toc-
noAcTBo punocodpckon cucrembl Yxxy Cv BO MHOrOM
TaKke 06BACHAETCA PaKTOM HamMcaHUA COBCTBEHHBIX
OpPUIrMHabHbIX KOMMEHTapUEB B Ayxe HEOKOHDYLM-
aHCTBa K TeKCTaM «HOBOrO ToJ/IKOBaHuA» KoHdyuus,
KOTOpble H6blaM NpU3HaHbl HopMaTuBHbIM B 1075 roay
ykazoMm nmMnepatopa LL3Hb-L3yHa. PaHee Mbl yxe OT-
Meyanu, 4to basoBble Te3unckl Yuntens YUxxy Cu un ero
LLKOJIbI «/1U CH03» O TOM, UTO BeuYHbI [lao, kak n abco-
ntoTHas VIcTuHa, NpucyTCTBYHOT BCErAa, Be3/e BO BCEM
MWPO3AaHUM OKa3aan Cepbe3HOe BAVSHWNE Ha XYAOX-
HWKOB — nen3axncToB CyHCKOW LUKObI.
Bnarozaps nonynspHoCTH yueHus YUxy Cu 1 Wko-
Nbl «/1U CHO3» XVBOMUCHBIV NEM3aXHbIN XaHp «[op
n BOA» MOJyYaeT CBOe OKOHYaTebHOE CNOXeHue
B anoxy «Matn AnHactui n Jecatn Llapcte» (A1
1[4, Widai Shigud, 907-960). 310 cioXHOe Bpems
CUMTaIOT Kak Hbl CBA3YIOLWMM MeXAY ABYMS pa3inu-
HbIMW NeproLamMm BbICLLEro pacLBeTa KUTanckom
KyNbTypbl BOOBLLIE 1 XMBOMWUCU B YaCTHOCTU — 3MO-
xamu gnHactuin TaH n CyH. VIMeHHO B 3TOT nepurog
B Knutae Bo3HuMKaeT camas nepBasi akageMus Xu-
BOMMWCK, KOTOpas pacnosaraeTcs B HaHKuHe 3ToM
«HoBOW» cTonmue KOxHon CyH, KoTopas co Bpe-
MeHeM cMeHuaa YaHaHb TaHckoM guHactuu. MNen-
3axu anoxu «Matm AuHactnin n Jecatm Llapcte»
Hanbosee Bblpa3nTeNbHO OblN ABAEHbI 3PUTENAM
B paboTax NATU BEANKMX XYJOXHUKOB: Li3nHsa Xao,
l'yaHb TyHs, Jln YaHa, yH HOaHs v Li3ton XaHns.
MIMeHHO ¢ HOBaTOpPCTBa XyAOXHMKa Li3nH Xao (H!
y&; Jing Hao, ok. 855-915), ctapwiero v3 naTu rnas-
HbIX XyAOXXHWKOB 3TOr0 Nepuoja, HaunHaeTcsa oT-
CYeT BPEMEHM, KOrAa neri3ax CTaHOBUTCA He MPOCTO
CaMOCTOATENbHbIM, @ UMEHHO OCHOBHbIM XaHPOM
XMBOMUCHOM Tpagmumm Kutas. CornacHo TpakTa-
TaM BCEX «MPOCBELLEHHbIX» KUTAUCKUX LEHUTENEN
XMBOMUCK, UMeHHO LI3nH Xao oTHocuAaca K rna.-
HbIM «HaCTOSALMM MacTepaM» KUTaMCKOro nemnsaxa.
3™ «3anunckm» Bbian n3noxeHsl LI3nH Xao B dpop-
Me J1anora FoHOro XyA0XHMKa U Myaporo dunocoda
(oTLeNbHUKA), KOTOPLIA MPOUCXOAUT Ha JIOHE ANKOW
NPVPOZAbI NOJ, CTapbiMX COCHaMU Ha MOLLIHbIX FTOpaXx.

TpakTaT «3anuckmn o npuemMax NUcbMa KUCTbo» nep-
BOE COUMHEHME O KUTANCKOW NEN3aXKHOM XNBOMUCH,
B KOTOPOM 6bLn pazpaboTaHbl TEPMUHOAOTUS, CUCTE-
Ma MOHATUIA N CHOPMYANPOBaHbI SCTETUYECKME TPe-
6oBaHuA. Te XyA0>KeCTBEHHbIe NPUHLMMbI, KOTOPbIE
BeNKNIA xyaoxHKK V Beka Ce X3 (kuT. §i#if) usno-
KUA ANS XXaHPOBOW xwuBonucy, LIzuH Xao, noapobHo
chopmMynmpoBan Ans nerizaxa, KOHKPETUINPYS pe-
NNTMO3HO-GMNOCODCKYHO OTBIEHYEHHOCTb TPaKTaTOB
N aenas nx 6onee NOHATHbIMU. Hanpumep, B Tpak-
Tate Li3vH Xao kateropwa & «u» (npoobpas, naes)
3aMeHseTca Ha & «cui» (3ambicen). [lanee, B cBO-
eM TpakTaTe LI3vH Xao pasnnyaet kateropmm «no-
pobme» £l «cor» n «<UCTMHHOCTE» B «Ux3aHb» paHee
BBeZeHHble B 06opoT Ce X3 [7]. Kpome Toro, cornac-
HO TpakToBKe LI31H Xao HacToALMN XyAOXKHMK A0N-
>XeH 06s3aTeNbHO CTPEMUTLCA NepesaBaTb B CBOWX
nemsaxax «gyx obbekta» = «yu». CornacHo npuH-
uunam L3nH Xao, ecm xyf0XKHKKY 3TOrO He yaaeT-
CA, TO Y HEro Hen36eXKHO MOAYYMTCA NNLLb BOCMPO-
n3BeaeHve «nogobus» il «cui», a ecn aTopy 310
YAAETCA — TO Ha KapTUHE BUAHA «UCTUHHOCTb» B
«PK3Hb» [7-17]. KpoMe TOro, XxyaoxHuk-dumnnocod
Li3nH Xao foBoAbHO NOAPO6BHO paccyxaaeT o npe-
VMYLLLECTBE «KUCTW» ZE «BU» U «MO» 28 (Tyluw), Aa-
Bas BaXKHble KaTeropvasibHble pasrpaHnyeHns Mexay
NpV3HaKamu JIMHENHOW 1 TOHaIbHOW XnBonucy [14].

Moy, BAVSHNEM PEANTUO3HO-PUNOCODCKOro yye-
HUS LLKOJbI «/IU CH03» KUTANCKME XYAO0XKHUKIN CTanu
noapobHO pazpabatbiBaTb NOHATME «WU», MPUH-
Lmna CTpyKTypHOro eanHCTBa (M306pa3mnTesibHOM
peanbHOCTM) B KUTAaNCKOM nelsaxe

[lOBONBHO YaCTO KUTACKOe NOHATUE MPUHLM-
na «Wwu» CUHONOTM NEPEBOAAT EBPOMENCKUM CNO-
BOM «peafbHOCTb», NoApa3yMeBas npu 3ToM TO, YTO
NPUHLMN «WU» NPOABAAETCA TONbKO NNLb B TOM
C/lyyae, KOraa XyAoXHMK NyTeM BHYTPEHHeEN MeAn-
TauMm AOCTUTraeT HEMOCPEeACTBEHHOTO AYXOBHOIO
COoeAMHEHNA C peanbHOCTbIO BbITuA. VI3HauanbHO
B APEBHEKUTANCKOM f3blKe NMOHATUE «WU» 060-
3Hayano NPOCTO AWLLb CIOBO «CEMEHa», U TOJIbKO
ropaszo nosjHee, C pa3BUTMEM HEOZAOCU3MA, Ero
CTa/v TO/IKOBATb KaK NMOHATUE «CybCTaHLms». Bnpo-
yeM, nHorga B dGnaocodCcKo-3CTeTMHECKNX COUNHe-
HUAX CpeAHEBEKOBBIX KUTaNCKMX aBTOPOB MOHATUE
«WU» CO3HaTeNbHO NPOTUBOMOCTABAAN NUTEPATYP-
HOMY MOHATUIO «yKpalleHne», UTO BMOJIHE COOTBET-
CTBOBA/O KUTaCKOMY MUCTUYECKOMY aaeropusmMy
B KOHTEKCTE MPOTUBOCTOAHUA «UHb — Hb» (M04
W LBETOK): «...NJI0J eCTb CYLHOCTb, LBETOK — BHELLI-
HAS CTOPOHa»
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Wccneposatens B.B. ManaBuH cumTaert, 4to nosga-
Hellwee pacnpocTpaHeHve B Kutae 3anagHoro auc-
KYPCVBHOTO MeTO/Aa Hay4HOro No3HaHWa nocTenex-
HO CTano «ybuBaTb» XN3HEHHOCTb N306paxeHns
BbITnA B KMTANCKOW XXMBOMUCK, MOCKONbKY 3aMajo-
eBpornenckass «00bEKTUBHOCTb» B PEANNCTUYECKOM
n306paXKeHNN NPUPOAbI CTana BbITECHATb AYXOB-
HO-XYAOXECTBEHHYO CyTb KUTANCKOro nerisaxa °.
Mounck acTeTUYeCKMX KPUTEPUEB UAEaNbHON Kpa-
coTbl (0T cnoBa 30Joc) B aHTUUHOM peunmn npueen
K C/IO>XKeHWIO KaHOHOB. B KynbType cpesHeBeKOBO-
ro Kutas pesynbTaToM CTPeMIEHNSA K MOCTUXXEHUIO
naeanbHbIX MPUHLMNOB CYOBEKTOB M 06EKTOB XKM-
BOMMWCK CTaI0 NOSBAEHME CTaHAAPTHbIX 06pasLIoB,
KOTOpble BbLN NPeACTaBAEHbI B MO3AHENLLINX KATAM-
CKMX 3HUMKNONeAMsX. [T03TOMY naean XyAoXeCTBeH-
HOro OTOBPAaXXEHUS «WU» Y KUTANCKUX XXMBOMUC-
LieB He NoABeprcs NpakTM4eckor paumoHanmnsaLmm
ocTanbHbIx cdep xusHu Kntas (NOAUTUKK, SKOHO-
MUKW 1 npouy.). CornacHo Takmm obpasuyam dop-
MWPOBaNNCb N306PaXeEHNA YeNoBEYECKNX Uryp,
BOJ0EMOB, FTOPHbIX MaCCMBOB MAN PaCcTUTENbHO-
cTn. KUTamcknin XyA0XXHWK, Co34aBas HOBble Bapw-
aHTbl XyZ0OXeCTBeHHbIX 06pa3oB, Bcerga ceepsaca
C aBTOPUTETHbIMU MPOM3BEAEHUAMU MPeabIAYLLNX
MacTepoB. TaknM 06pa3oM, CTUANCTMKA KUTANCKO-
ro nerizaxa nocsne ¢peHoMmeHoB TaHCKoM 1 CyHCKOM
KMBOMUCU HEM3MEHHO NpoaosIXKana TpaHchopmu-
POBAaTHCA MyTEM «KOMUPOBAHMA» NYULLNX XYA0XKe-
CTBEHHbIX NPOM3BEAEHNIN NPOLLAOTO.

CVHKpPEeTU3M KUTaCKON pPennrnosHo-ouiocod-
CKOW MbIC/IV HEN3BEXHO MOABOAMA XYAOXKHUKOB
K TOMY, UTO OHW HEe UCKaAW 3CTETUYECKOW (Maeanb-
HOW) KPacoTbl B raPMOHMYHOM COEeAMHEHUN ecTe-
CTBEHHbIX NPOMOPLMIA AN 0BPA3HONM CUCTEMbI CBOMX
Npov3BeseHNI, @ CTapasnCb NOCTUYb BHYTPEHHIOH
AYXOBHYHO peanbHOCTb, KOTOPas ABAANACH «MOA-
JIMHHBIM» OTpaxeHueM eguHoro [ao. Kutalickne
nemnsaxHble GoOpMbl, Kak Obl OHW He NoABepraanch
3CTETMYECKON PaLMOHaIN3aLMN N XYA0XKECTBEHHOM
CTaHZapTW3aLMmN B NMO34HWUI Nepuog NpaBieHns av-
HacTuun LinHb, Bcerga npogoixkani coxpaHaTb CBOLO
M3HaYaNbHYHO PeNnrnosHo-guaocopckyro (Megmta-
TVBHYH0) CMOCOBHOCTL OTOHPaXKaTb XXMBOMUCHYHO pe-
aNbHOCTb, ONNPAACh Ha NAENHO-XYL0XECTBEHHYIO
nporpaMmMy Yepes XXU3HEHHYH CUNY «WU».

VIMeHHO NoHATUE «wu» BNOJHE COOTBETCTBO-
Basio Mopdonornyeckomy npocTpaHcTey Gopmo-
o6pa3oBaHMA U BbICTYNano CPesiCTBOM peanmsa-

6. MansBuH B.B. Kutalickoe nckycctso. / B.B. ManaBuH.— M.:
ACT, Actpenb, 2004.— 432 c., un. C. 158.

76

LK XyAOXECTBEHHOrO OTOHPaXKEHUs CUHKPETU3Ma
pennrnosHo-¢ouaocodCkor Tpaanumnn, onepupyro-
wen cneumdrnyecknm NOHATUEM «BbllLe GOpPM».

KuTaiickme mMacTepa nemnsaxa, CTpeMAch K CoXeT-
HOMY pa3HO0bpasnto CBOMX NPOW3BEAEHWI, MPaKTW-
Yecku BCerda Mesv B BUZY AyXOBHO-3CTETUYECKUE
N XyZOXeCTBEHHO-HPaBCTBEHHbIE KaTeropumn 6onee
CNOXHbBIX MAEAHO-XYL0XECTBEHHBIX MPOrpamMM: «['po3-
Hble CKaJlbl, OTBECHbIE KPY4U BCTatOT Ha GoHe Jane-
Kux X0nmMoB» 7. [103TOMy KWUTalCKuIA MacTep neiisaxa,
nUmes AeNo C TPagMLNOHHONM ANAaNeKTUKON B3anMo-
3aBMCMbIX Haya CTPEMUICSA FaPMOHM3MPOBaTh CO-
3/aBaeMblli Ner3ax «ypaBHOBELUNBAA» BEPTUKaIb-
HYHO KOMMO3MLMIO «nepegHero» (6anxHero) naaHa
NMoCpesCcTBOM FOPU30HTaIbHON KOMMO3MLNW «falb-
Hero» (3agHero) naaHa. 3ToT HEOKOHYLIMAHCKNIA
NPVIHLUMM KUTalLbl TPAAULMOHHO Bbipaxkanu B noa-
TUUYHOW PopMe: «...Fopa-Xo3amnH n3obpaxkeHa GpoH-
TaJIbHO, FOPbI-TOCTM AOXHbI 6bITb HU3KUMWU, @ KOTAa
ropa-xo3svH n3obpaxeHa B Npodwub, ropbl-roctu
AOJIKHBI ObITb faneknmmn» 8, N 3pece nepes 3pute-
Nem (cosepLaTenem) KUTanckoro nensaxa Hensbex-
HO BO3HMKaNa AunemMma XyAoXecTBeHHoro obpasa,
B KOTOPOM M306paxkeHne KOMMNO3MLMOHHOW BbICOTI
TpeboBano Hen3MeHHOro cobatoieHns MaclTabos
KapTUHBI, O4HaKO MNPV 3TOM e n3obpaxeHue ray-
BUHbI MPOCTPaHCTBa Nen3axa TpeboBano cobatose-
HWs ANCTaHUMI B KQPTMHHOM noJe. TOYHO Takol e
«AMaNeKTUYECKNM» NoAXoA KUTaNCKne nensaxmncrsl
MouYTK BCerga NpakTMKOBaAN U B KOJOPUCTUYECKNX
CBOWCTBaX TyLUW, TA€ «Pa3pesxKeHHOE U ryCcToe AOXKHbI
6bITb NepemMelLaHbl», @ «CBETIOE Y TEMHOE A0JKHbI
ypaBHOBelUMBaTb Apyr gpyra» [81, c. 185].

YTt06b1 106MBaATLCA XYAOXKECTBEHHO-3CTETUUECKOM
ACHOCTM B ABYXYaCTHOW KOMMO3ULUM Mel3axa
Ha doHe Heba, KMTanckme XyAOXKHUKN NPakTUKO-
BaNu PENUTMO3HO-PUAOCODCKMIA NPUHLMIN Ayanu-
CTUYECKOro KOHTpanyHkTa. KomMnosunumoHHas anHa-
MUKa JOCTuranacb TeM, YTO BEKTOP MoJieTa O4HOM
ATHLbI AOXKEH OblN YCTPEMIEH BBEPX, @ BEKTOP
APYroin NTnubl 0bs3aTeNbHO YCTPEMAEH BHU3. Xy-
LOXECTBEHHO-3CTETUYECKMI MOAXOS, K JOCTUKEHUIO
rapMoHM3aLLMm n3obpaxkaeMbix NPOTUBOMONOXKHO-
cTel, Hem3beXxHO noApasymeBan NPUMEHEHME pe-
JNINTMO3HO-GNNOCODCKOro MPUHLMNAG LIKOJbI «UHb-
SIHb», BU3YyaNbHO NPOSBAABLUMNCA Yepe3 B3aUMHOe
«BJeYeHne» n3obpaxkaeMblx OO6LEKTOB.

B KoMMo3numm KNTanckmx nemsaxen TaHCKON
W CYHCKOW 3MOXU NMPUHLMN «eQUHCMBO C038Yy4us» NO-

7. Tam xe
8. Tam xe, c. 185.

JYYnn fanbHeNLLee BblpaXeHWe, Urpas noj BANSHU-
eM punocodun 2aocos 0cobyro Posb, MOCKObKY Kn-
Talckme mMactepa nerisaxa MMeHHO 3eCb HaxoANAN
rNaBHbIN GUAOCOPCKO-ICTETUUECKNI CMbICA CBOUX
npousseaeHnin. B ceonx nepesogax B.B. ManssuH
NPUBOANUT HEKOTOPbIE MPUMEPHI UCMO/Ib30BaHNA 3TUX
NPVHUMMOB: «[1oXAb 1 BETEP, IYASHOLLMIA MO PaBHU-
He, Ma HOaHs nan Ca I'ys, TUNWYHBIA Nen3ax HXHO-
CYHCKOrO BpeMeHW, BECb MPOHM3aH CO3BYYMAMMU, TaK
YTO ropbl, KAMHU, AepeBbs, TOAKY, JOMa U Jaxe pac-
NONIOXKEHWE NNCTbEB B HEM COEAVHATCA B PUTMU-
yeckom nogobum» °. [lyxoBHO-3CcTeTUYECKUI 3bdeKT
OT MCMOJ/Ib30BaHWA NPUHLMNA «eQUHCMEB0 CO38YYUs»
B KUTACKOM Mein3axe peannsyeTtcs Yyepes Meauta-
TVMBHbIN OTKa3 OT HaTyPaaNCTMYECKOro KOMMPOBaHMS
npupogHbix dopm. OH AoCTUraeTcs NyTeM «AyXoB-
HOM CTUN3aLMN» eCTECTBEHHOIO XXU3HEHHOTO PUT-
Ma «yu», NyTeM HaMepPEeHHOTO NCMOJIb30BaHWA HeHa-
TYypanbHOU KONOPUCTUYECKOM raMMbl, @ KPOMe TOro
nytem GOpPMUPOBaHMA ABYXMEPHOIO NPOCTPAHCTBa,
yTO SIBHO HabMOAAETCA B reHNaNbHbIX Ner3a)xax aun-
Hactumn CyH. MNepea anuom beckoHeyHoro [lao, koTo-
poe 3pMMO MPOABASETCA B pa3HOObpa3ny Npuposbl,
KUTaNCKMIA MacTep neisaxa ¢ MOMOLLbIO MeauTaLmm
MbITanCs CO3AaBaTh CIOXKHENLLNE KOHPUTYpaLmm rop-
HbIX BEPLUWH 1 061aK0B, NPUYYAANBYIO KPUBU3HY Nn-
HWA BOAHBIX MOTOKOB COEAMHEHHYHO C AUHAMUKOM
BETBEW JepeBbEB, UTO BMECTe CO34aBano BM3yasb-
HOe BOMJIOLLeHME NPUHLMNA «eQUHCMBA CO38YHUS».

Mo3TOMy Ha Ner3axkHbIX CBUTKAX 3TOM 3MOXM
Ha NPOTAXEHWM BCEN KOMMO3MLMM OTCTOSALLME APYT
OT Apyra NoBTOPAKOLWMECA TeMbl JePEBbLEB, rOp-
HbIX BEPLUMH W peK BHYLLAOT OLLyLLeHNE rapMo-
HUW B paMKax eUHON KOMMO3MLIMOHHOW LienocT-
HoCTU. icnonb3oBaHue cneundmnyeckoro Wwrpuxa
KMCTK 1 0obLLero LLBETOBOrO TOHA A5 BCEN Kap-
TUHbI NpUAaBano nensaxy eagmHoe punocopcko-
3CTETUYECKOE HacTpoeHue. MHorune nerizaxu anoxu
AvHactuin Tan n CyH 6e3 kakmx-nmbo ocobbix uc-
npasaeHU 1 4opaboToK YacTo MCMONb30BaNNCh
B XXMBOMWCK Ha KutarickoM dpapoope.

Bceobuwmii 4aoCCkmin COKPOBEHHLIA MPUHLLAN
«He JesHUs» SIBHO MPOC/TEXMBAETCA Tak XK€ B MHO-
rOUYMCAEHHbIX PUNOCOPCKO-ICTETUHECKMNX CBUTKAX,
MOCBSLLLEHHbIX OMMCaHWIO UCKYCCTBA, O TOM, «...Kak
AepeBbs NPOTUBOBOPCTBYHOT W YCTYNaOT APYT ApY-
ry», WAV B PacCcy>AeHunsax o ToOM, UTo: «Ecam Tbl x0-
Yellb, UTOObI ropa BpaLlanach, BeAn KNCTb Hanepe-
KOp ee ABUXKEHWIO, a MOTOM NMOBEPHM ee B 0OpaTHYHo

9. Tam xe, c. 186.

CTOPOHY> '°. BAnsAHWE yyeHUs JaocoB oTobpaxaeT-
CA B APYroM NapajoKCcalbHOM Cy>AeHNMN: «TONbKO
Korga y Tebs nepeg rnazamu ropbl, Tel MOXeLLb PU-
coBaTb JlepeBbs; TONbLKO KOorga y Tebs nepeg rna-
3aMU BOZbI, Tbl MOXELLb PUCOBaTb ropbi» . 3TN
noatuyeckme ctpodbl Kak-6bl packpbiBatOT nepes,
HaMu ApeBHelLLMe apXeTuMbl OCHOBaHHbIE Ha WUJ-
JIFO30PHOCTUN YYBCTBEHHOTO MO3HaHWA, KOTOpPbIe 3a-
TeM MONYyYNIN CBOE OKOHYaTenbHoe punocodpckoe
odopmaeHre B MUCTUKE Ja0COB.

[pyrol BaxHeNwWweh 0COBEHHOCTLIO KMTANCKON
ner3aXKHoM XNBOMWCKY, KOTOpPasi BO MHOIOM Mpez-
onpeaensinacb peanrmosHo-GUIoCoPCKUM CUHKpe-
TW3MOM HEOZAa0CCKOM LUKOJIbl «CHOaHb CHO3» ABAAETCA
cneunduueckoe n3obpaxkeHme rnybuHbl NPoCTpaH-
CTBa. B TpaauLmMsax no3gHeaHTUYHOIO 1 eBPONENCKoro
NCKyCcCTBa, Npobiema nepegaum rnybuHbl XXMBOMMUC-
HOro npowusBeAeHns (0CO6EHHO C YY4ETOM NPSAMOM
JIVHEeNHOW NepcneKTVBbI) HENOCPEACTBEHHO 3aBucena
OT MCKYCCTBa NOC/IeA0BaTENbHOIO COKPaLLeHNa pas-
MepOoB n3obpaxkaeMbix 0OBEKTOB Ha 3aZHEM MNiaHe
1 OT BU3yaNbHOrO YMEHbLUEHWS BEPTUKAJIbHbBIX IMHUIA
B COOTBETCTBUM C OAHON AN HECKONBKMMU TOUKaMW
cxoga. Kutalickme macrtepa nensaxa, Mes B OCHO-
BE OBHOBAEHHYH JA0CCKYH) KOCMONOTUIO «4XKyaH-
L3bl», B KOTOPOM [lao onpeaenanca Kak «CroaHe o
CHOaHb» (COKPOBEHHOE COKPOBEHHOrO), @ MPUHLMIbI
«UHb — fIHb» 0003HAYaloT ANaNneKTUKy CUa noaaep-
>KMBaKOLLMX APYr Apyra, NPUMEHANN, TaK Ha3biBae-
MbIV, MPUHLMN «Tpex raybuH» 2. Mpuuem, ana sctetu-
YeCcKOro COOTBETCTBUS AaHHOMY MPUHLMAY ray6uHa
BW3yasIbHOTO Mer3aXHOro NPOCTPaHCTBa, NPW3BaH-
Has oTobpaXkaTb MOHATUE «COKPOBEHHOE COKPOBEH-
HO20», CO3HATe/IbHO pa3fensiacb aBTopamu Ha ne-
PeAHWI, LLeHTpasIbHbIA U AabHWUIA MAaHbI, NPUYeM,
Ka>XAbl N3 HUX BU3yasbHO pacrnoaaranca napanieb-
HO 0bLLEeMYy BEKTOPY KOMMO3ULMOHHOIO NOCTpoe-
Hus. Bcneacrtemne ncnonb3oBaHWa Takoro npuema,
B3r/1A4 3puTens (TouHee cosepuatens) Hen3bexHo
Kak Obl nepeTekan OT OAHOrO YPOBHS BOCAPUATUS
«CHOAHb 10 CHOAHb» K APYroMy, MeMTaTUBHO CTpaH-
CTBYS Yepe3 HEMOCTMXMMOE NPOCTPAHCTBO BEYHOTO
[ao. MoHATHO, UTO TaKoe NAENHO-XY0XKECTBEHHOE
NMOHWMaHWe NPOCTPaHCTBA XXMBOMUCHOrO MOJIOTHA
He Moro 6bl NOABUTLCA paHee GOPMUPOBAHUNSA CU-
CTEMbI PENNTUNO3HO-PUNOCODCKMX KaTeropuii, KOTo-
pble OKOH4YaTesIbHO HblIM CHGOPMUPOBaHbI HEOAA0-
CcamMu B KOCMOJIOTUWN «Y>KyaH-Li3bl».

10. Tam xe, c. 188.
11. Tam xe, c. 186.
12. Tam xe, c. 186.
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MprMeHeHWe B KUTaNCKOM Meli3axe XyA0XKeCTBEH-
HO-3CTETUYECKOTO NPUHLUMMA «TPEX FyOuH» faBano
XYZOXHWKaM LUMPOKME TBOPUYECKNE BO3MOXHOCTH
A0bMBaTbCA afeKkBaTHOrO 3pUTE/ILHOTO BOCMPUATASA
CO3/,aBaeMOro XyL0XecTBeHHOro obpasa a/s Toro,
YTO6bI CO3HATENBHO aKLLEHTUPOBaTb BHUMaHUE 3pu-
TeNA He TOJIbKO Ha KOMMO3WLMOHHOM, HO U Ha CUM-
BO/NIMYECKOM MOJIOXKEHWUMN OTAENbHbBIX MOTUBOB Mei-
3axa. Takum 0bpa3omM, aBToOp Yepes CO3HATe/IbHOe
BapbMpPOBaHWe pPas/IMyHbIMW UHTEPBaNamu no Bep-
TVKaAW WAW FTOPU3OHTaNN CBUTKA, A0OMBaCS BM3Y-
aNbHOM NANKO3UK M306paxeHNs HemameHHoro Jao.

OtcyTCTBME €4VMHOW IMHUM FTOPU30OHTa NO3BOAA-
N0 KUTaCKOMY XYZOXHUKY CBOBOAHO OrnepupoBaTh
n306paxeHUsAMY Ha BCEX TPEX YPOBHSIX Cpasy — Co-
3faBas BM3yanbHbI 3QEKT LLeN0CTHOro NaHopaM-
HOro BUAEHWS, YBEMUMBAs TEM CaMbIM EANHOE WA-
NIF030PHOE MPOCTPAHCTBO CO3epLLAEMOTO nerizaxa.
F'o Cu, XyAOXHUK 1 TEOPETUK NCKYCCTBA, OCHOBO-
MONOXHUK CUCTEMbI M30HpaKeHUs NPOCTpaHCTBa
B KMTaMckom xunonucy guHactmm CyH Xl Beka, Tak
OMUCBIBa 3TOT XYAOXKECTBEHHO-3CTETUYECKNI 3~
dekT: «Te, KTO BCepbes TOAKYHT O XXMBOMUCK, FOBO-
PAT TaK: eCTb ropbl U BOAbI, CKBO3b KOTOPbIE MOXHO
NPONTK; eCTb Takmne, Ha KOTOPblE MOXHO CMOTPETb,
€CTb Takune, rAe MOXHO ry/iaTb, U eCTb Takue, rae
MOXHO MOCeNnNTbCA. BOT Kakyto KapTUHY MOXHO
Ha3BaTb BOMCTUHY YTOHYeHHOW» 3. B Takol n3o-
6pa3nTesbHON CUCTEME, onpesensieMon naenHo-
XyL,0XECTBEHHbIMWU NMpOrpaMMamMu HeOA4a0CCKOW
LWKOJIbl «CHOAHb HO CHOGHb», KaXXAbl U3 Tpex NaaHoB
KMTaNCKOro rnensaxa co3HaTesIbHO NoAaBancs xy-
JOXXHUKOM C Hanbonee BbIrOAHON BbICOTbI 0630-
pa 1 B CBOEM MJOCKOCTHOM pa3BepTbiBaHWUN OfHO-
BPEMEHHO C ABUXKYLLMMCSH GOKYCOM.

Cnegys cBOeMy UAEMHO-XYA0XECTBEHHOMY MPUH-
uuny «mpex 2/ybuH», KuTackme nensaxncrbl Tpaam-
LIMOHHO KnaccubuLMpoBanm TUMbl PacCTOSHMIN MO UX
XYZOXECTBEHHO-3CTETMUECKOMY CBOeObpasmto. Mo
Cu B CBOEM TpakTaTe BbIAENAN TPY CreLuduyeckmx
TWNa PaccTosiHWA B KMTaCKOM nen3saxe. OH, B 4acT-
HOCTW, BblfENsA B KaYecTBe NepBOro Tna Bu3yasb-
HOe pacCTosHWe «BbICOKME Aanu» UNN «2YaH HaHb»,
TaKyro NepcrekTvBy, KOTOpasi YMO3PUTENBHO BO3HWMKa-
€T MpU CO3epL,aHNN FTOPHbIX BEPLUWH B HamMpaB/eHUM
«CHU3Y BBepX». BTOpbIM TMNOM BU3yanv3auum npo-
CTPaHCTBa, KOTOPbIN Ha3BaCA «W3IHb H0aHb» (rnybo-
kue panv) N'o Cv cuntan TMn NepcnekTuBbl, Npesnona-
raroLyuin cozepLaHmne n306paxkeHHbIX FOPHbIX BEPLLMH

13. Tam xe, c. 212.
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Kak 6bl cBepXy BHUW3. HakoHeL, TPETbUM TUMNOM «MUH
H0aHb» (poBHble fanun) mactep Mo Cu Ha3biBas Takomn
cnocob Bu3yanusaumu, Npu KOTOPOM Mbl CMOTPUM
Ha ropbl Kak 6bl NoBepx 6oee HU3KMX FOP MW XOJIMOB.

Kak oTmeuyan ewe B cBoei «Bceobluen ncropun
nckyccrte» M. B. Annatos: «B anoxy TaH (618-907 rr.)
KUTaCKOe NCKYCCTBO NpMobpeTaeT BNOJIHE C/IOXMB-
LUNIACA XapaKTep. ITO NePBbI N OAWH U3 caMbix bie-
CTALMX NepPUOAOB pacLiBeTa KUTalCKOro UCKyCCTBa.
EcTecTBEHHO, UTO UCKYCCTBO 3TWX IET BbINO TECHO CBSI-
3aHO C pacnpocTpaHeHHbIMY B KnTae peanrnamm: KoH-
dyumaHcTBOM, Byaan3MOM M Jaoc3MoM» . KiuTaiickue
nen3axucTbl BpemeH guHactuin Tad n CyH ' akTBHO
npvMeHsaAu 6a3oBble NMPUHLMMBI HEOAA0CCKOWM KOCMO-
NOrnK, BbIpaXKeHHOW B TpakTaTe «YxyaH-Li3bl», KOTO-
pas uHTepnpetTuposana [ao yepes NPUHLMN «CHOAHb
0 CHOdHb» (COKPOBEHHOE COKPOBEHHOIO) Y MPUHLM-
MNbl «UHb — AHb», KOTOPble 0O03HaYaNM ANANEeKTUKY
CVUA NoAAEPKUBAKOLLMX APYT ApYra, akTUBHO NpuMe-
HANWN pa3pabOoTaHHbIN UMW MPUHLMIM «TPEX TNYOunH».
B cTporom cooTBeTCTBMM C TakUM MOAXOA0M raybum-
Ha NPOCTPaHCTBa KMTANCKOro neisaxa, Bu3yasabHO
oTobpakaroLLas «CoKpo8eHHOe COKPOBEHHO20», OCO-
3HAHHO Pa3gensanoch Ha NepesHui, LLeHTPabHbIN
W AanbHWIA NAaHbl, NPUYEM, KaXAbll U3 HUX Cheuum-
a/bHO pacnoarancs Kak-6bl napannenbHo obemy
KOMMO3MLMOHHO-1306pa3nTeNbHOMY NPOCTPAHCTBY.
Bnarogaps TakoMy noaxoay, B3rnsg cosepLatens neu-
3axa kak Hbl nepeTekan yepes NPUHLMM «CHOAHb 1O
CHOaHb» nocTurasa se4vHoe [Jao.

MpocTpaHCTBEHHbIE MOCTPOEHUS KUTANCKOrO Nel-
3aXka C BEPTMKa/IbHO OPUEHTUPOBAHHOW KOMMO3M-
LMen B CTU/IE «2do H0aHb» BCErfa XapakTepusyoTcs
BU3yaibHbIM akKLLeHTOM Ha NepesHuiA NaaH, KOMMNo3u-
LIMOHHOE BbICTParBaHWe NPOCTPaHCTBEHHOM rnybu-
Hbl Ner3axa B CTUE «W3Hb HaHb» GOPMUPOBANOCh
BblA€/IEHNEeM CPEAHETO MNJlaHa B NPOCTPaHCTBE KapTu-
Hbl. Xy0>XeCTBEHHO-KOMMO3MLMOHHYHO Bblpa3uTeb-
HOCTb FOPM30HTaNW MEN3aXXKHOTO NPOCTPAHCTBA B CTUE
«NUH F0aHb», Kak NpaBuNo, BCErAa akLLeHTMPOBan Co-
3HaTeNbHO Pa3MbITbIV AabHUM MaH KapTWUHBI. Takme
NAENHO-XyJ0XXECTBEHHbIE NPOrpaMMbl, iexXallye B OC-
HOBEe MOCTPOEHMUS KOMMNO3MLMOHHOTO NPOCTPaHCTBa
He MOr/In Bbl CNOXUTLCA, NPEXAE YeM NPOM30LLN0 06-
HoBJIEHWE PUNOCODCKO-ICTETUUECKOTO CUHKPETU3MA

14. T'o Cu. Bbicokuit cmbica necos 1 notokos / Cu Mo Kutanckoe
nckycctso: MpuHumnel. LWkonbl. Mactepa / CocrT., nep. € KnT.
W aHrn., BCTyn. CT., o4epkn n komm. B.B. ManasuHa.— M:
«OAO JTroke», 2004.— 432 c. C. 306.

15. AnnatoB M.B. Bceobuas ncropwms nckyccte B2 11, T. 1T —M.:
l'ocypapcTBeHHOe n3gatenscTBo «MckyccTo», 1948.—385 ¢,
nnn. C. 280.

nepBoOHayan «MHb — fiHb» B TPAKTOBKE LLKOJ/IE «CHOaHb
Cr03» (yUeHVe O COKPOBEHHOM) '8, ITa MUCTMYecKas
WKoAna BO3HMKANA B nepuog ll1I-V BB. nog BanaHnem
paocckmx punocodos CaH Cro n o CaHd 1 3aBepLumnna
CBOE OPOPM/IEHNE B HEOAAOCCKOW KOCMOJIOTMM TPaK-
TaTa «YxyaH-L3bl» CBOEl TPaKTOBKOW NpuHumna Jao
KaK «CHOaHb 0 CHOaHb» (COKPOBEHHOE COKPOBEHHOTO).

B Tol Mepe, B KakoW men3a)kHas XXUBOMUCH KU-
TalCKOro cpefiHEBEKOBbA NOKOWAACh Ha TPAANLMOH-
HOM QYyHAAMEHTe Peanrno3HO-GUNOCODCKUX YHEHWN,
OnpesensBLUMXCA HaLMOHaNbHBIMW B3M1SAaMN Ha Me-
cTO YenoBeka B KocMoce, B TakOW Xe CTeneHn Tpasu-
LIMOHHBIN KynbT [lao, BOCMPUHUMABLUMIACS KakK BEUHbIA
1 BCEOOBEMIOLLMIA NMOTOK MUPO3AaHWs, OKa3sbiBa
HernoCpesACTBEHHOE BAVAHME Ha CIOXeHMe 6a30BbIX
NAENHO-XyA0XKECTBEHHBIX MPOrpaMm ne3axHom Xu-
Bonucu Kntas. PackpbiBasi B CBOMX MEN3aXHbIX NPOU3-
BEAEHUAX PENNTNO3HO-OUNOCODCKUIA MPUHLMM «ean-
HOro B MHoroobpaswu» [lao, cornacHo KOTOpOMy TOT
N3BEYHO MPOABNAETCA BCETAa N BO BCEM, XYAOXKHM-
K1 MeTadopmuecku npmberann Kk nostmsaumm JlyHbl
B CBOWX Meii3axax, cosAaBas 0bpas, BeUHO OTpaxato-
LLMIACA B 3epKanax «4ecsT ThiCsyaxX BOAHbIX MOTOKOB».

B KOHTeKCTe Halero ncciesoBaHus GeHomeHa
>KMBOMUCHOIO OTOBPaXKeHWs ayxa «yu», NPUHATO-

16. TyH Wy-e. Xuonwuck guHactuin TaH, CyH. Katanor.— MNekuH,
1958. il - FERIVEANGE - HF - -d63= - 19584 -

ro B KUTaiCKOM MCKYCCTBE B KaYeCTBe OCHOBHOTO
npuHumna BevyHoro /lao, Mbl HenpeMeHHO 06s3a-
Hbl MCMOAb30BaTb YNCTO KMTANCKYHO TPAAULMOHHYHO
TEPMUHONOTUIO, TOMKHBI PaCCMaTPUBATh KaXKA0e Xy-
[0XKEeCTBEHHO-3CTETUYECKOE MOHATNE KUTANCKOro
nensaxa yepes NpusaMy peanrmosHo-epuraocodpckoro
CMHKPEeTU3Ma C pa3HbIX CTOPOH ero bbITud, B Npo-
TVBHOM C/ly4ae nccaefoBaTteslb PUCKyeT HanoNHUTb
3TW NOHATMA 3aNajHbIM JIOTUKO-3MMUPUYECKMM CO-
aep>kaHuem. [lns KUTanckoro xyAoxHvKa-ounocoda
MOCTUrHYTas 1 BU3yanm3nmpoBaHHas UCTUHA He byaeTt
cumTaTbca VICTMHOW, ecn oHa ByAeT AvLueHa cneuy-
drueckon n3ALLHOM YTOHYEHHOCTU. [o3TOMy Hanbo-
Nlee N3BECTHblE TPAAWLMOHHbIE MPOU3BEAEHMSA KUTaN-
CKOTO XyZ,0)XKeCTBEHHOrO TBOPYECTBa MPaKTUUeCcKn
BCerAa HanoNHeHbl BHYTPEHHEN Hej0CKa3aHHOCTbHO,
KOTOpas MOCTOSHHO CTPEMUTLCA K MCHE3HOBEHMHO.

Takum obpazom, B TPaANLMOHHON KNUTaNCKOM
nensaxHom xunsonucy anoxum TaH n CyH packpbl-
BaeTCA WAEMHO-XYAOXeCTBeHHas nporpaMMa penu-
TMO3HO-GUNOCODCKOW KOHLLENUUN «HEMPEPBLIBHOIO
OTCYTCTBMA», KOTOPOE 3aBepLUAETCA «MPesBOCKM-
LLleHemM» BCEro 1 BO BCEM CO3zaBas TOT He3blbne-
MbIA MOKOM ABUXEHUS MUPOBOM rapmMoHum ao 7.

17. ®3Hb FO-naHb. Kpatkas ncropums kutanckomn punocodum / ne-
peBog P.B. KoteHko; HayuHbIi pegakTop E.A. TopumHoB.—
CM6.: EBpasua, 2017.— 376 c. C. 240.
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