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ANALYSIS AND COMPARISON OF THE ARTISTIC
FEATURES OF CHINESE AND RUSSIAN OIL PAINTING:
THE CASES OF JIN SHANGY! AND ANDREI
ANDREEVICH MYLNIKOV

Summary: The development of Chinese oil painting is
inextricably linked with the influence of Russian realism,
and Jin Shangyi and Mylnikov, as among the most rep-
resentative artists in the realism of China and Russia,
demonstrate the differences in the art of oil painting in
the two countries. Russian painting is imbued with the na-
tional cultural consciousness of its artists. In other words,
through the creation of their paintings, one can discern the
profound influence of traditional Russian culture on art, as
well as sense the spiritual strength of the Russian people

Artistic Features of the Paintings of Andrei
Andreevich Mylnikov

The planarization of the structure of the picture:
when Mylnikov was creating his works, he did not
draw everything in accordance with the prior re-
quirements of linear perspective. At the same time,
he integrated the planar characteristics of fresco
composition, and likewise constructed various el-
ements such as form and color upon the canvas in
a flat manner, uniting them within a two-dimen-
sional image.

The characteristics of physical space become flat.
Mylnikov employs a relatively free realistic point of
view and makes use of symbolism, freehand draw-
ing, design, and other elements in real time. The
picture employs a two-dimensional space that de-
liberately does not convey depth of field, with the
result that most landscapes, figures, and so on, un-
der positive lighting, acquire a form without high
or low projections, and their appearance becomes
more distinct at first glance.
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in their works. At the same time, the entire development of
Chinese painting is closely linked to Russian painting, and
the influence of Russian realist art on Chinese painting is
extremely significant. This article analyzes and compares
these artistic characteristics, contributing to a deeper un-
derstanding of the current state and future of painting in
both countries.

Keywords: Chinese and Russian oil painting, artistic fea-
tures, analysis, comparison, Jin Shangyi, Mylnikov.

The painting tends toward flatness, blurring the
boundaries between background and principal sub-
ject and emphasizing the compositional elements
of the picture, which strengthens the visual effect
and lends the work greater tension.

The Language of Color

Mylnikov used color in an innovative way, plac-
ing emphasis on the decorative effect of color, with
bright, fluid, and contrasting tones. His mode of
expression consisted in the effective combination
of traditional realistic methods with contemporary
techniques of mural painting, which led to the cre-
ation of a wholly new style of artistic work.

Mylnikov was himself passionate about Old Rus-
sian frescoes, and he studied in detail children's
drawings and the folk lacquer painting of his country,
by virtue of which he produced innovative changes
in the language of color. He openly and judiciously
combined thin application with dense application,
allowing colors to penetrate one another and cre-
ating a unique effect of texture, while at the same



time deliberately treating the traces left by the pal-
ette knife and brush strokes as a constituent part
of the language of the work.

An Exploration of Innovative Aesthetic Views

After the Second World War there appeared So-
viet artists whose pictures demonstrate multidimen-
sional and complex forms. The creators sensitively
grasped changes in society and boldly experiment-
ed with various approaches in art. Genre painting
most often depicted the everyday life and labor of
ordinary people; the artists drew upon various as-
pects of life in order to disclose their themes, deep-
ly and comprehensively reflecting real life.

In 1967 Mylnikov completed the picture "Sisters"
using a new mode of expression. In this work he
abandoned the customary characteristics of natu-
ral colors, applying the method of juxtaposition of
colors, which made the contrasts more vivid. The
forms were presented abstractly through the pla-
nar method. He elevates this eternal theme of ma-
ternal love, and the features of genre painting in
this work are deeply transformed into a philosoph-
ical and poetic generalization. The broadening of
the symbolism and significance of the works: the
analysis of human destiny is an outstanding feature
of Russian pictorial works of the 1960s and 1970s,
and reflection upon war is likewise an important
theme of this period.

Mylnikov constantly reflected on the difficulties
faced by ordinary people and on how to prevent
war. In 1975 Mylnikov created one of the principal
works of his career, "Farewell", in which he depicted
in detail the complex feelings of a mother. He con-
veyed not only her pride and her anxiety, but also
her unshakable resolve, the pain that war brings to
humanity, and likewise disclosed the cruelty of war
and the hope for a peaceful life.

In 1979 Mylnikov created the "Spanish Triptych";
this work expresses revulsion and helplessness in the
face of war, is grounded in symbolism and reality, in
abstraction and concreteness, and likewise carries
out an initial investigation of their mutual fusion.

The content of these pictures is expressed quite
fully. The union of the pictures allows one to expe-
rience stronger emotions, and the principal theme
becomes deeper. This mode of art, which provokes
a surge of emotions, is rather innovative, with a viv-
id contrast of colors and a strong rhythm in the de-
piction of the figures.

However, Mylnikov's works do not entirely ex-
clude the traditional features of painting, but are

grounded in tradition, combining tradition with in-
novation. He always adhered to the principles of re-
alistic creation, accepting traditional realism, and at
the level of method he absorbed elements of West-
ern contemporary painting, of traditional Russian
folk art, of frescoes, and even of children's draw-
ing. This permitted him to work out a new meth-
od of painting in which volume and plane mutually
merge, creating a unique creative space with viv-
id colors, strong contrasts, and expressive effects.

Artistic Features of the Paintings of Jin Shangyi

Jin Shangyi (fii#118), as a pioneer of Chinese oil
painting, by virtue of the particular features of his
painting, contributed to the emergence of an ar-
tistic current in Chinese oil painting. He united the
traditional features of painting, made a significant
contribution to the development of the art of oil
painting in China, and also continued to explore and
to borrow features of classical European oil paint-
ing, creating a new mode of Chinese oil painting
with an Eastern aesthetic stylistics.

Jin Shangyi once observed that, in order for the
art of oil painting in China to flourish, Chinese oil
painting must fully master the foundations and the
corresponding techniques of Western oil painting,
and then effectively combine the expressive features
of traditional Chinese ink painting with oil painting,
creating a new mode of the Chinese art of oil paint-
ing with an Eastern aesthetic orientation. A char-
acteristic feature of the work of Jin Shangyi is the
synthesis of Chinese and foreign art, the unification
of the styles of painting of the East and the West.
He combines the technique of foreign oil painting
with traditional Chinese cultural content, lending
to oil painting a Chinese coloring. This likewise re-
flects his outstanding artistic mastery and creative
skill, which is of important significance for the con-
tinuity and the development of Chinese fine art.

Innovative Modes of Expression in Oil Painting

In the 1970s Jin Shangyi had already come to re-
alize that, in order for Chinese realistic oil painting
to continue to develop, it must possess a nation-
al individuality and must draw inspiration from the
ancient national culture. He conducted field studies
at an artistic level at Dunhuang and at the Yongle
Palace, in the course of which he obtained a new
understanding of the artistic forms created by tra-
ditional frescoes with their emphasis on the par-
ticular features of the line, and he considered the
possibility of integrating the flat decorative effect
of Chinese frescoes and the technique of the treat-
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ment of the line into his works of oil painting. "Sum-
mer Pasture"”, "Study", and many other works in the
traditional style of mural painting are the result of
his search for the decorative forms of oil painting.

In 1983 the oil painting "Tajik Bride" was creat-
ed, which presaged a further enhancement of the
artistic mastery of Jin Shangyi. In this work he em-
ployed the classical technique of painting, apply-
ing the devices of the heightening of chiaroscuro,
and he likewise added the lines of the tradition-
al fresco, combining them with the classical style,
which corresponds to the traditional Chinese aes-
thetic orientation. After this he successively creat-
ed such classical works as "The Fruit", "Five Tajik
Girls", and others.

In the creation of portrait works Jin Shangyi, in
addition to using methods connected with tonali-
ty and brushwork, also gives attention to the free
treatment of lines as a whole and to their integra-
tion with the surrounding environment, simplify-
ing complex forms and striving for laconism and
naturalness.

In the 1980s Jin Shangyi concentrated his at-
tention on traditional Chinese ink painting and was
drawn to its particular language of expression. He
united it with oil painting, creating a series of works
such as "The Old Age of Huang Binhong" and "Por-
trait of Huang Binhong". In the creation of the over-
all composition he employed the expressive features
of traditional ink painting, intensifying the tension
of the line, accentuating the effect of brush strokes,
and attaching great importance to the abstractness
and the symbolic quality of the spatial language.
This permitted serious and meticulously realistic oil
paintings to acquire a certain lightness and ease.

The work demonstrates a level that fully corre-
sponds to traditional Chinese landscape painting.
The series of portraits "Huang Binhong" is the result
of the investigations of Jin Shangyi into the integra-
tion of ink painting and oil painting, accentuating
the romance of abstract brush strokes.

The emphasis on portrait works: the man and
the picture merge into one, this phrase precise-
ly reflects the artistic features of the works of Jin
Shangyi, suffused with the saturated atmosphere
of classicism.

In the 1950s and 1960s the themes of "popu-
lar realism" were popular in painting. In this period
Jin Shangyi concentrated on the creation of portrait
works, the majority of which were closely connect-
ed with the contemporary history of China, on rev-
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olutionary subject matter, which stood out in the
style of "popular realism". For example, "The Long
March", "Chairman Mao at the December Confer-
ence", and others; in these pictures the images of
many leaders are depicted, which attracted the at-
tention of various strata of society.

A Comparison of the Art of Jin Shangyi and
Mylnikov

Shared Features

Both artists are representatives of realistic paint-
ing, and their early works in their careers were deep-
ly inspired by Russian realistic painting. For this
reason there exist many similarities in their tech-
niques, styles, and inner content. In the first place,
both pay great attention to the connection between
the structures of the image. Jin Shangyi combines
the methods of the creation of classical oil paint-
ing with traditional Chinese aesthetic views, creat-
ing a unique Chinese new classical oil painting. He
uses this method to create his oil paintings, paying
particular attention to the composition of the im-
age. For example, in the work "Drunk", in the color
arrangement, black is widely used, together with
the face of a young woman, which creates a strong
contrast with the color of the skin of the hands.

Mylnikov is a representative of traditional real-
ism; the compositional elements in his large pic-
tures are not manifested directly upon the canvas,
but are usually concealed behind the work and ex-
ert powerful support to the content of the picture.
At the same time his smaller works, not limited by
thematic subject matter, allow him to emphasize
still further his high interest in the language of the
image. For example, in the work "Bathing" Myl-
nikov, by means of the contrast of curves, creates
a soft and pleasant rhythm of the picture. This may
be seen in his portrait works, and especially in the
small genre works created by Mylnikov, in which
this is felt most deeply.

The works of Mylnikov can in general be divided
into two types. The first type comprises large-format
pictures with a clearly expressed thematic orienta-
tion, such as "Oath of the Baltic Fleet" and others.
These pictures usually depict scenes of a particular
epoch and carry within themselves a particular po-
litical coloration. The second category usually in-
cludes pictures of small dimensions without a definite
theme, encompassing a large number of landscape
oil paintings, portraits, and watercolors.

These pictures are aimed at the investigation of
the creator's own language and style. The works of



Jin Shangyi, especially those created in the late peri-
od of his career, everywhere demonstrate his unique
sense of linguistic aesthetics, for example, "Reclining
Human Figure". In this work Jin Shangyi unified the
background of the picture into a dark green color
in order to accentuate the unusual beauty of the
lines of the body and the shades of the skin. The
entire picture possesses a strong sense of form and
is suffused with the artistic features of Jin Shangyi.

The differences in the artistic searches of the two
artists led to differences in their styles and views
on art. In his youth Jin Shangyi attended cours-
es on oil painting under the direction of Maximov
and was under the strong influence of Soviet paint-
ing. However, in the later period he concentrated
on the creation of a national style of oil painting,
avoiding stagnation.

Mylnikov studied at the Repin Academy (the Rus-
sian Academy of Arts named after Repin), which in-

herited the traditional features of realistic fine art.
Throughout his career Mylnikov invariably integrat-
ed the realistic style into his work; he felt a dislike
for contemporary art, treated avant-garde art with
disdain, and held that all innovations in art ought
not to go beyond the realistic foundations.

Jin Shangyi went the opposite way, uniting Chi-
nese painting and oil painting, creating a new style
and laying down a new path for the development
of oil painting.

Many creators of Chinese and Russian oil painting
employ unique national artistic devices and sourc-
es of inspiration in order to create their works, fill-
ing them with the characteristics of oil painting and
the national spirit. The two outstanding artists, Jin
Shangyi and Mylnikov, have combined the concrete
and the abstract, depicting saturated images of na-
tional figures, and have likewise reflected their own
experiences and aesthetic views.
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AHANN3 N CPABHEHWE OCOBEHHOCTEW
KUTANCKOW N PYCCKOW XMBOMUNCU MACIIOM —
HA MPUMEPE L3VHb LWWAHBW N AHPESA
AHPEEBNYA MblJIbHVKOBA

AHHoTauumsa: Pazsumue kumatdickol MacasHol xugonu-
CU HepaspbIBHO CBA3AHO C BJUSHUEM PyCcCKo20 peaausma
8 xusonucu, a LYauHs LLlaHwbu u MblibHUKOB, KGk 00HU U3
Haubosiee npedcmasumesibHbIx XyOOXHUKO8 8 obiacmu
peanuzma Kumas u Poccuu, deMoHcmpupytom pasaudus
8 Uckyccmee MacasHol xusonucu 08yx CMpaH.

Pycckas xueonucs NpoHU3aHAa HaYUOHAIbHbIM Ky/lemyp-
HbIM CO3HAaHUeM XyO0oXHUKo8. VIHbIMU c/108amu, Yepe3
€030aHue KapmuH MOXHO 0bHapyxume 2s1y6okoe 8/u-
AHUe MpaduyuoHHOU pycckol Ky/lbmypbl Ha UCKYCCMBO,
a makxe owymums OyX08HYIO CUJY pyCccko20 Hapoda e

Xyao>xkecTBeHHble 0CO6eHHOCTU KapTUH AH-
Apea AHgpeesnua MbinbHUKOBA

MnaHapwv3aums CTPYKTYpPbl KapTWHBbI, Korga Mbiib-
HWKOB TBOPWJ, OH PUCOBa He BCe B COOTBETCTBUM
C NpeablaywnMm TpeboBaHMAMM NMHENHON Nep-
CNeKTVBLI. B TO e BpemMs OH MHTerpupoBan rnio-
CKOCTHbIE XapakTepUCTUKN KOMMO3ULLMK Gpecky, a
Tak>Ke MOCTPOUN Pa3NNYHbIe 3IEMEHTbI, Takne Kak
dbopma u LBeT, Ha KapTWHEe MJIOCKO Y 06beANHNUA
WX B ABYXMEPHOW KapTuHe.

Xapaktepuctmka ¢nsmyeckoro NnpocTpaHcTea
CTAHOBMTCS MIOCKON. MbIIbHMKOB MCMONb3YeT OT-
HOCUTENIbHO CBOHOAHYO peanncTnyeckyro Tou-
Ky 3peHUs 1 MCMoab3yeT CUMBOIMKY, PUCOBaHMNeE
OT PYKW, AWU3alH W APYTVe 3eMEHTbI B peXnMe
peanbHOro BpeMeHu. B kapTuHe ncnonbsyeTcs
ABYMeEpPHOe MPOCTPaHCTBO, KOTOPOE HaMepeH-
HO He nepepjaeT rybuHyY Pe3KocTW, B pe3ysbTa-
Te Yero 6ONbLWMNHCTBO Mel3axen, NepcoHaxewn un
T.4. 1PV NONOXNTENBHOM OCBELLEHUN OH NPUO6-
peTaeT popMy 6€3 BbICOKUX WU HUBKUX BbICTY-
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npou3ssedeHusix. B mo xe epems gece npoyecc pazsumus
kumatickoli Xusonucu mecHo C8A3aH ¢ pycckoll xusonu-
CblO, B/IUAHUE PYCCKO20 peanlcmu4ecko2o UCKyccmea Ha
Kkumadickyro Xusonuce Ype3abi4aliHo eenuko. B daHHol
cmamee npogedeH aHANU3 U CpasHeHue xydoxecmaeH-
Helx ocobeHHocmell, ymo cnocobcmayem 6osiee 21ybokomy
NOHUMAHUK MeKyujezo COCMOoAHUA U 6ydyuje2o xugonu-
cu 08yx CMpaH.

KnroueBble cnoBa: kumalickas U pycckas Xusonuce
mMaciom, xydoxecmeeHHole 0CObeHHOCMU, aHAu3, cpas-
HeHue, L{3uHb LLlaHbu, MelabHUKoS.

MoB, a BHEWHUWW BUA CTAHOBUTCA Bosiee YeTKUM
C nepBoOro B3rnaja.

KnBonncb ckNOHAETCH K NMAOCKOCTHOCTH, pas-
MblIBasi rpaHuLbl Mexay GOHOM U raBHbIM 06bek-
TOM, NOAYEPKMBAA dN1€MEHTbI KOMMO3MLMN KapTu-
Hbl, UTO YCMAMBAET BU3yasbHbIA 3bbEKT 1 npuaaeT
npoun3BeseHnto 60sblle HanpPSAXEHHOCTU.

A3bik uBeTa

MbIIbHUKOB MHHOBALMOHHO MCMOb30Bas LiBET,
aKLLeHTUPYs BHUMaHWeE Ha JeKopaTUBHOM 3dpdekTe
LBeTa, C APKMMMU, NAABHBIMU N KOHTPACTHLIMW OT-
TeHkaMu. Ero cnocob BbipaxkeHWs 3akatovanca B
3bdeKTMBHOM CcoUeTaHUUN TPAAULMOHHBIX peanm-
CTUYECKNX METOZAOB C COBPEMEHHBIMU NMpremMamu
HaCTeHHO >XXMBOMMWCK, YTO NMPUBENO K CO3JaHWNI0
COBEepLUEHHO HOBOrO CTU/S TBOPYECTBA.

MbInbHUKOB caM Mo cebe bbi yBAEYUEH fpEBHE-
pycckmmm dpeckamu, NOAPOBHO n3yyan feTckme pu-
CYHKM 1 HAapOZAHYHO IaKOBYHO XKMBOMUCH CBOEW CTPaHbI,
6narogapsa 4YemMy NponsBes MHHOBALMOHHbIE N3Me-
HeHwuA B A3bike LBeTa. OH OTKPbLITO M pa3yMHO cove-



TaJl TOHKOE HaHEeCeHWE C MIOTHbIM, MO3BO/IASA LiBETaM
MPOHWKaTb APYr B ApYra, CO3AaBas YHUKaAbHbIN 3¢-
beKT TeKCTYpbI, NPY 3TOM LieNeHanpaBaeHHO paccma-
TpWBas Cefbl, OCTaBJEHHbIE MAaCTUXMHOM W Ma3Kamu
KWMCTW, KaK COCTaBHYO YacTb fA3blka MPOU3BEAEHNA.

NccnepoBaHne NHHOBaLMOHHbIX 3CTeTUYe-
CKUX B3rNns40B

Mocne BTopoli MMPOBOW BOWHbI MOABUANCH CO-
BETCKME XYJA0XHUKW, YbW KAPTUHbBI JEMOHCTPUPY-
FOT MHOFOMEpPHbIe CNOXHble GopMbl. TBOPLLbI UyT-
KO ynaBAnBanu U3MeHeHMa B 0bLLecTBe U CMeno
3KCNEePUMEHTUPOBAAN C Pa3NNYHbIMWU MOAXOAA-
MW B UcKkyccTBe. XKaHpoBas XMBOMUCb Yallle BCe-
ro n3obpakana NOBCEAHEBHYHO XXM3Hb U TPYA NPo-
CTbIX IFOAEN, XYLOXHWUKM ONMUPANNCh Ha Pas3inYHble
acneKTbl XXM3HW, YTOObI PacKpbITb TEMbI, Fy60KO U
BCECTOPOHHE OTpaXkas peanbHYH XM3Hb.

B 1967 roay MbinbHMKOB 3aBepLuna co3gaHne
KapTuHbl «CECTpbl» C NCNOAb30BaHNUEM HOBOIO
cnocoba BblpaxkeHus. B aTolh paboTte oH oTKa-
3a/1CA OT NPUBBIYHbBIX XapakTepPUCTUK MPUPOAHbIX
LBETOB, MPUMEHUB METO/ COMNOCTaBJEHUS LiBE-
TOB, UTO CAeNano KOHTpacTbl bonee spkumu. dop-
Mbl bl NpeacTaBAeHbl abCTPaKTHO C UCMOb-
30BaHMWEM MJIOCKOCTHOro MeToza. Bo3BbilaeT a1y
BEUHYH TEMY MaTepPUHCKOM t06BU, a UepThbl XKaH-
POBO XXMBOMWUCK B 3TOM NpounsBeseHnn rnybo-
KO TpaHchopmupytoTcs B drunocopckoe 1 nosatm-
yeckoe 0606ueHme. PaclumpeHne CUMBOINKMK U
3HaYeHUs NPOU3BEAEHMWI: aHaIN3 Ye0BEYECKOW
CyAbObl ABNAETCA BbIAAOLWENCA YepTOh PyCCKMX
KMBOTMMUCHbIX Npoun3BeaeHunii 60-70-x rogos XX
BeKa, a pa3MbIlLJIEHMA O BOWHE TakXe ABAAOTCS
Ba>XHOW TeMOli 3TOro nepuoja.

MbINbHMKOB BCErga pa3MblilWAfan O TPYAHO-
CTAX, C KOTOPbIMW CTaZIKMBAOTCA NPOCTbIE 04N,
M O TOM, Kak NpesoTBpaTuTb BOWHY. B 1975 roay
MbINbHUKOB CO3/an OAHO U3 rNaBHbIX NMPOU3BE-
LeHWn cBoel Kapbepsbl «IpolaHne», B KOTOPOM
NoApPO6GHO onumcan CAoXHble YyBCcTBa MaTtepu. OH
He TO/IbKO nepeAan eé ropAoCTb 1 TPEBOTY, HO U
OoTpa3un eé Henokonebumyr pewnmocTb, 60b,
KOTOPYO BOMHA NMPUHOCUT YeNoBEYECTBY, a Tak-
e pacKpblf XXeCTOKOCTb BOMHbI U HagexXay Ha
MUPHYH XU3Hb.

C 1977 no 1979 rog MbinbHUKOB co3aan «Vc-
MaHCKUIA TPUMATUX», 3TO NPOU3BEAEHNE BblpaXxaeT
oTBpalleHre n beccmane nepes BOMHOW, OCHOBbI-
BaeTCA Ha CUMBOJIM3ME U peanbHOCTK, abcTpakLmm
N KOHKPEeTWMKe, a Tak)Ke NPOBOAUT HaYanbHOe 1C-
cnefioBaHMe UX B3aUMHOIO CAUAHUA

CogpepykaHue 3TUX KapTUH BblpaXKeHO A0BOJb-
HO nosHo. CoeAMHEeHMe KapTWH NO3BOJIAET UCMbI-
TaTb 60Jee CUNbHbIE IMOLMK, @ OCHOBHas TeMa CTa-
HOBUWTCA Bonee rnybokKoln. ITOT cnocob NCKYCCTBa,
BbI3bIBAOLLMIA BCMAECK 3MOLMN, JOBOJILHO HOBA-
TOPCKUI, C APKNM KOHTPACTOM LIBETOB U CUJIbHbIM
pPUTMOM B M306paXKkeHMM NePCOHaXeN.

OgHako paboTbl MblIbHMKOBA HE MOJHOCTLIO UC-
K/NFOYALOT TPAANLIMOHHbIE YepPTbl XXMBOMWCH, @ OCHO-
BbIBaOTCS Ha TPaAWLMAX, COUETas UX C MHHOBALLMAMMU.
OH Bcerga npuaep>XK1Baacs NpUHLMUNOB peanncTm-
YecKoro TBOPYECTBa, NMPVHNMas TPaANULIMOHHbIN pe-
ajv3M, U Ha YPOBHE METOJ0B BMUTbIBA 3/IEMEHTI
3anafHoWN COBPEMEHHOMN XXNBOMUCY, TPAANLIMOHHO-
ro PycCcKOro HapOZAHOTO MCKYCCTBa, Gpecok 1 faxe
[ETCKOro pUCyHKa. 3TO NO3BOAMIO eMy pa3paboTaTb
HOBbI METOZ, XXMBOMUCK, rae 06BbEM U NMAOCKOCTb
B3aMMHO C/IMBAKOTCS, CO3aBas yHMKalbHOE TBOpP-
yeckoe NPOCTPAHCTBO C APKUMU LiBETaMU, CUbHBbI-
MW KOHTpacTamu 1 Bblpa3nTenbHbiMu 3ddekTamu.

Xyao>kecTBeHHble 0CO6eHHOCTU KapTUH Li3nHb
WaHbKn

L3nHb LLaHbK, Kak MMOHEP KMUTACKOWN XXNBO-
MMCK MacioM, CBOUMU OCOBEHHOCTAMM XXMBOMUCK
CNoco6CTBOBA MOSABIEHUIO XYAOXECTBEHHOIO Te-
YeHUs B KUTAWCKOW XMBOMUCKU MacioM. OH obbe-
OVHWA TPaAWLMOHHbBIE UepTbl XNBOMUCH, BHEC 3Ha-
UWTENbHbIN BKaJ B pa3BUTME UCKYCCTBA MaCsHOM
xusonucu B Knutae, a Takxke npogoaxan nccneso-
BaTb M 3aMMCTBOBATb YepPTbl KJacCMUYeckon eBpo-
NencKon MacisiHOW XMBOMUCK, CO34aBasi HOBbLIN
CNocob KMTaMCKOM MaCiSHOM XMBOMUCK C BOCTOY-
HOW 3CTEeTUYECKOW CTUANCTUKOMN.

L3vHb WaHbm ogHaxabl OTMETWA, UTO A/1s TOTO,
YTOHbI UCKYCCTBO MaCAsIHON XmBonucy B Kutae mor-
o NpoLBeTaTh, KUTanckas Mac/isHas >XMBOMUCH
[0/>KHA MOMHOCTbIO OBJaZeTb OCHOBaMM U COOT-
BETCTBYHOLLMMWN TEXHMKAMW 3anagHOM MaCasHOM
XMBOMUCHK, a 3aTeM 3OHEKTUBHO coueTaTb 0COHeH-
HOCTU BbIPa3nUTENbHOCTY TPAANLNOHHON KUTANCKOM
TYLIEBOW XXUBOMUCU C MACASIHOM XKMBOMMCbHO, CO3-
JlaBas HOBbIN CNOCO6 KMTANCKOro MCKYCCTBa Mac-
NSHOW XMBOMUCKU C BOCTOUYHOM 3CTETUYECKON Ha-
npaBJeHHOCTbIO. XapakTepHOW YepToi TBOpUECTBa
LI3nHb LLaHbM ABASETCS CUHTE3 KMTAMCKOro U 3a-
pPyHEeXHOro NCKYcCTBa, 06 BbEeANHEHWE CTUNEN XN-
Bonucu Boctoka v 3anaga. OH coueTaeT TEXHUKY
3apybexxHON MacaAHON XNBOMUCK C TPAANLMOH-
HbIM KMTANCKUM KyJbTYPHBIM COAEpXKaHWeM, npuaa-
Basi MaCNSHOM XMBOMUCK KUTANCKUIA KOJIOPUT. ITO
Tak>Xe OTpakaeT ero BblAatoLLleecs XyAOXEeCTBEH-
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HOe MacTepCTBO M TBOPYUECKME HaBblKM, UTO MMe-
€T BaXXHOe 3HayeHune AN NpeeMCTBEHHOCTU 1 pas-
BUTMA KMTAMCKOro n306pa3nTesibHOro MCKycCTBa.

VHHOBaLMOHHbIe COCO6bI BblpaXeHWst B UCKYC-
cTBe MacasHoM xueonuck B 1970-x rogax L3nHb
LLlaHBbM y>ke 0CO3Han, UTO A/ TOTO, YUTOObI KMTaCKas
peanncTmyeckas MacasHas XXMBOMUCh NPOAOAXKaNa
pa3BMBaTbCA, OHa AOKHa obnasaTb HaLMOHab-
HOW MHAMBUAYaNbHOCTBIO W YepraTb BAOXHOBEHNE
N3 ApeBHEN HaLMOHaAbHON KyabTypbl. OH NPOBO-
AW NONeBble NCCNef0BaHNA Ha XyL0XeCTBEHHOM
ypoBHe B [lyHbxyaHe v aBopuie FOHA3, B npoLec-
Ce KOTOPbIX OH NMOJYy4YMN HOBOE NMOHUMaHWe Xya0-
>KeCTBEHHbIX GOPM, CO3AaHHbIX TPAANLIMOHHBIMMN
bpeckaMu C aKLLEHTOM Ha 0COBEHHOCTU NNHWI, U
3aZlymancs o TOM, YTobbl MHTErpuUpoBaTh MAOCKUIA
AEKOPATUBHBIN 3 deKT KUTaNckmx GPecok n Tex-
HWKY 06paboTKM NMHUIN B CBOM PaboTbl MacasHOM
xumBonucu. «JleTHee nactbuLe», «MccnegoBaHme»
N MHOTVe apyrue NpousBeAeHns B TPaANLMOHHOM
CTWIEe HaCTEHHOWN XWBOMUCK ABAAIOTCA pe3yJbTa-
TOM €ro NMoucKoB AeKopaTUBHbIX GOPM MaCasHOWN
>KNBOMUCK.

B 1983 roay 6blna co3gaHa KapTUHa MacioMm
«TagXnKcKas HeBecCTa», YTO NpeABeLLano Aab-
Helillee MOBbILEHWE XYA0XECTBEHHOrO MacTep-
ctBa L3mHb LaHbu. B 3TON paboTe OH MCMNOAb30-
BaJl KJ1aCCUYECKYH TEXHUKY XXMBOMUCK, NPUMEHSS
npveMbl YCUIeHNA CBETOTEHU, a Takxe AobaBun
JNHUN TPAAULMOHHOW dpeckn, couetas Mx C Knac-
CNYEeCKMUM CTUIEM, UTO COOTBETCTBYET TPaAULIMOH-
HOMY KWTaiCKOMY 3CTeTMUYEeCKOMY HarpaBieHWto.
Mocne 3TOro oH NocnefoBaTeIbHO CO3Aan Takune
Knaccmuyeckue npomvssedenHns, Kak «fnog», «atb
TaZ>KMKCKMX AEBYLUEK» U ApYrue.

Mpw co3gaHmm NopTpeTHbIX paboT LianHb LaHby,
MOMMMO UCMOJ/Ib30BaHNA METOAOB, CBA3aHHbIX C TO-
Ha/NIbHOCTBIO M Ma3kaMu, Takxe yaenseT BHUMaHne
cBOHOAHOM 06paboTKe IMHUIN B LLESIOM U UX UHTE-
rpaLmmn C OKpy>KatoLLen cpeson, ynpoLlas cnox-
Hble GOPMbI U CTPEMACH K TAKOHWUYHOCTU U ecTe-
CTBEHHOCTMW.

B 1980-x rogax L3nHb LLaHbn cocpegoToumn
CBO€ BHMMaHMWe Ha TPaAULNOHHON KUTANCKON Ty-
LLIEBOM XWUBOMUCKU U BbIN MPUBAEUYEH ee 0COBbIM
A3bIKOM BblpaxkeHus. OH 0O6beanHUA ee C Macas-
HOW >KMBOMUCbHIO, CO3aB Cepuo PaboT, TakmMx Kak
«CrapocTtb XyaH buHbxyHa» n «[MopTpeT XyaH buHb-
XyHa». [pn co3gaHum obLein KOMNO3MLMN OH UC-
MOJIb30Bas 3KCMPECCUBHbIE YEPTbI TPaANLMOHHOW
TYLLEBOW XMBOMWUCK, YCUIMBAsA HaNpsxKeHWe AMHUR,
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noguyepkuneas 3GpbeKkT Ma3KoB KUCTU 1 NpuiaBas
60/blUOe 3HaYeHne abCcTPakTHOCTN U CUMBONNY-
HOCTW NPOCTPAHCTBEHHOTIO fA3blKa. 3TO MNO3BOANIO
CepbesHbIM U TWATENbHO PealnCTUYHbIM Macas-
HbIM KapTMHam obpecTn onpeseneHHyr 1erkoctb
N HEMPUHYXAEHHOCTb.

MpounsBeseHne AeMOHCTPUPYET YPOBEHb, KOTO-
PblIA MOJHOCTHHO COOTBETCTBYET TPAAULIMOHHOMN Kn-
TalcKOM nensaxHon xmnsonucu. Cepus NOPTPETOB
«XyaH BUHbXyH» iBASieTC pe3ynbTaTOM Uccneso-
BaHWM L3anHb LLaHbKW Mo MHTErpaLmm TyLeBom Xu-
BOMWCU N MaCAAHOW XXMBOMUCHK, MOAYEPKMNBas Po-
MaHTUKY abCTPaKTHbIX Ma3KOB.

AKLIEHT Ha MOPTPETHbIX MPON3BEAEHMAX: YeNO-
BEK 1 KapTWHa CIMBArOTCA BOEANHO — 3Ta dpa3a
TOUYHO OTpaxkaeT Xy0>KeCTBEHHble 0COBEHHOCTH
pabot Li3nHb LLaHbW, HanosHEeHHbIX HACbILWEHHOW
aTMocdepor knaccuymsma.

B 1950-60-x rogax 6b1amn nonynsapHbl TeMbl «Mo-
NyNSPHOro peann3ma» B XXMBOMUCK. B 3TOT nepuog
L3nHb LWaHbm cocpegoTtounacsa Ha co3gaHum nop-
TPETHbIX NPOU3BEAEHN, BONBLINMHCTBO U3 KOTOPbIX
6bIM TECHO CBSI3aHbl C COBPEMEHHOW nuctopmeit Kn-
Tas, Ha PEBOJIFOLIMOHHYIO TEMATUKY, KOTOPble Bbl-
AeNANNCh B CTUE «MOMNYyASPHOro peanvsmMa». Ha-
npumep, «Jonrnin mapw», «Mpegceaatens Mao Ha
ekabpbCKOM COBeLLLaHUW» 1 Apyrue, B KapTuUHax
n3o06paxeHbl 06pa3bl MHOTVX ANAEPOB, YTO NPU-
B/IEK/IO BHMMaHWe pas/InyHbIX cnoeB obLiecTsa.

CpaBHeHue uckyccrsa Lsunb LWaHbmn n Mbinib-
HUKOBa

O6Lwme yepTbl Oba XyAOXKHMKa ABNAOTCA NPes-
CTaBUTENAMMU PEANNCTUYECKOW XXMBOMUCK, U UX PaH-
Hue paboTbl B Kapbepe Oblav rnyboKo BAOXHOB/EHbI
PYCCKOW peanncTu4eckon XXMBonucbto. Nostomy B
UX TEXHWKAX, CTUAAX Y BHYTPEHHEM COZEpP>KaHU Cy-
LLLeCTBYET MHOXECTBO CXOACTB. Bo-nepBblIx, 0ba yae-
NAOT 60/bLLIOE BHMMaHMeE CBA3N MeXAy CTPyKTypa-
MU n3obpaxeHus. LisnHb LLaHbu couetaeT MeToabl
CO3/,aHU1A KNaCCUUYECKOM XMBOMUCKU MacaOM C Tpa-
AVNUMOHHBIMUW KUTANCKUMM 3CTETUYECKUMY B3rA4a-
MW, CO3/aBas YHUKaNbHYO KUTaUCKyHO HOBYHO Kaac-
CUYECKYH XMBOMUCH MacioM. OH Kcnosb3yeT 3ToT
METOZ ANSA CO34aHMA CBOMX KapTUH MaciaoMm, yae-
N5 0coboe BHMMaHWe KOMMNO3nLUUM n30bpaxeHus.
Hanpumep, B pabote «[bsiHbI» B LLIBETOBOM pac-
MONOXEHNN LLMPOKO UCMOb3YeTCs YEPHbIV LBET
W INLLO MOJIOJ,0M XEHLLWHbBI, YTO CO3/a€eT CU/IbHbIN
KOHTPACT C LLBETOM KOXM PYK.

MbINbHUKOB ABAAETCA NpeAcTaBUTENEM TPaAN-
LMOHHOrO peann3ma, 31€eMeHTbl KOMMO3MLMN B €ro



KPYMNHbIX KAPTUHAX HE MNPOSBASAIOTCH HEMOCPEACTBEH-
HO Ha NMOJNOTHe, @ 06bIYHO CKPbIThI 3@ NPOV3Bese-
HWEM N OKa3blBatOT MOLLHYHO MOAAEPXKKY coaep-
>KaHWUIO KapTWHbI. B To e BpeMs ero HebonbLine
PaboTbl, He OrpPaHNUYEHHbIe CHOXKETHOW TEMATUKOM,
MO3BO/IAIOT eLle 6oblle NOAYEPKHYTb €ro BblCO-
KW MHTEpeC K A3biKy n3obpaxkeHus. Hanpumep, B
npoussegeHnn «KynaHmne» MblIbHWKOB C MOMO-
Wb KOHTPacTa KPMBbIX CO34aeT MATKUA U Npu-
ATHBIA PUTM KapPTUHbI. OTO MOXHO YBUAETb B €ro
NopTpeTHbIX paboTax, 0CO6EHHO B HEHONbLLINX XKaH-
POBbIX MPOU3BEAEHWNAX, CO3AaHHbBIX MbIIbHUKOBbBIM,
rae 3To oluyllaeTcs Hambonee rny6oko.

PaboTbl MblIbHMKOBa MOXHO B Lie/IOM pa3jenvTb
Ha ABa Tvna. [MepBbIli TUN - 3TO KPyNHOGOPMaTHbIE
KapTWUHbI C APKO BblpaXKeHHOW TeMaTUUeCckom Ha-
npaBAeHHOCTbI, Takne kak «Knatea bantuinckoro
dnota» n gpyrne. ITn KapTUHbI 06bIYHO N306pa-
>KakoT CLLeHbl onpeAeéHHON 3MoxXun 1 HecyT B cebe
onpesenéHHyo NOANTUYECKYHO OKpacky. BTopas ka-
Teropmsa obbIYHO BKAKOYAET HeBObLIME MO pa3me-
Py KapTWHbI 6€3 onpesenéHHON TeMbl, OXBaTbIBato-
Wwmne 60/1bLoe KOMYECTBO MeN3axKHbIX MacasiHbIX
KapTWH, MOPTPETOB U akBapesen.

DTW KapTWHbI HanpaB/eHbl Ha UccaesoBaHe
COBCTBEHHOrO A3bIKOBOrO CTUAA co3aaTens. Pabo-
Tbl LI3nHb LLlaHbK, 0COBEHHO CO3AaHHbIe B MO3AHUNA
NMepuoz ero Kapbepbl, MOBCKOAY AEMOHCTPUPYHOT ero
YHWKabHOE YyBCTBO A3bIKOBOW 3CTETUKM, HaMpu-
mep, «Jlexxallee yenoeeveckoe Teno». B aton pa-
60oT1e L3nHb LaHbn yHUdULMpoBan GOH KapTUHbI
B TEMHO-3€e/IeHbIN LBET, YTOObl MOAYEPKHYTb He-
O0BbIUHYIO KPACOTYy NIMHUI Tena 1 OTTEHKOB KOXMU.
Bca kapTuHa obnagaet cuabHbIM YyBCTBOM HOp-
Mbl W HamoOJHEHa XY0>XKeCTBEHHbIMU OCOHBEHHO-
ctaMn LU3vHb WaHbn.

Paznnumsa B Xyf0XXeCTBEHHbIX MOUCKaX ABYX Xy-
LOXHWUKOB MPUBENN K PA3INUMAM B UX CTUNAX W
B3raaax Ha UcKyccTeo. B monogoctn LsnHb LaHby
noceLlan Kypcbl Mo MacAsHOM XMBOMUCU NOZ PyKO-
BOACTBOM MakKCMMOBA Y HaXOAWUICA NMOJ CUbHBIM
BANSHWEM COBeTCKOM Xusonucnu. OaHako B bonee
NO3AHUIM Nepunos OH COCPEAOTOUMCA Ha CO3aa-
HWW HAaLMOHANbHOTO CTUAS MACASHOM XWBOMUCH,
n3beras 3acTos.

MbINbHUKOB yumacs B POCCUINCKON akageMum xy-
L0XecTB M. PenunHa, KoTopas yHacneaoBana Tpaju-
LMOHHbIE YepTbl PeanncTM4eckoro n3obpasmTenb-
HOro MCKyccTBa. Ha npoTsaeHWn cBOei Kapbepbl
MbINBHVKOB HEM3MEHHO MHTErpMpPOBan peanncTu-
YECKWI CTWUb B CBOE TBOPYECTBO, OH MUCMbITbIBAA
Henpwusa3Hb K COBPEMEHHOMY UCKYCCTBY, NpeHebpe-
KUTEIbHO OTHOCWJICS K aBaHTrapAHOMY UCKYCCTBY U
cunMTan, YTo BCE HOBLUECTBA B UCKYCCTBE HE JOXK-
Hbl BbIXOAWTb 3a Npeje/ibl peanucTuyeckmx OCHOB.

L3nHb WaHbm nowen npoTMBOMNOAOXHbLIM My-
TeM, 06beAVMHMB KMTANCKYHO XXMBOMUCh U Macas-
HYHO XXMBOMUCb, CO3/aB HOBbIN CTUAb N NMPOIOXKMNB
HOBBIA NYTb /15 Pa3BUTUA MACISIHOWN XXUBOMMUCHU.

MHorve co3zaTtenv KNTanckom n pycckom Xu-
BOMNCU Mac/iOM NCMOb3YHT YHWKalbHble HaLMO-
Ha/lbHble XyA0>XEeCTBEHHbIE NMPUEMbl N BAOXHOBE-
HWe ANS CO34aHNsA CBOVIX MPOU3BEAEHWI, HAMOHSASA
NX XapakKTepucTMKamm MacasiHOM XXMBOMUCK 1 Ha-
LMOHa bHbIM AyXOM. [1Ba BblAatOLLNXCA XYAOXKHN-
ka, U3nHb LaHby 1 MbIIbHUKOB, 06bEANHUAN KOH-
KpeTHoe 1 abCTpakTHOE, N3006pa3mB HaCbILLEHHble
06pa3bl HaLUNOHaAbHbIX MEPCOHAXEN, a TakxKe OT-
pa3nan cobCTBEHHbIE MepPeXMBaHMA U 3CTeTUYE-
cKue B3rnsabl.
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