CTbHO K aKTUBHOMY OBYUYEHMIO, MPUHATUIO PeLLeHIi
1 NOC/EAYHOLLEMY BbIMONHEHWIO AeACTBUIA; AM3aNHEP
M WCKYCCTBEHHbIA UHTENIEKT COBMECTHO CTaHOBSAT-
cs cybbekTamun TBOpUYeCTBa. B anoxy reHepaTMBHOrO
WHTENNeKTa AM3aliHepbl BCTYNakoT B MHOTO3TanHbIi
ananor ¢ N, nocteneHHO ntepatMBHO U COBMECT-
HO COBepLUEHCTBYA AM3aHepcKme pelleHuns. B 3Tom
npoLecce COTPYAHNYECTBA POJIb «MaLLNHbI» TPaHC-
bopmMumpyeTcs B pOsib «<MHTENNEKTYASIbHOTO areHTa»,
KOTOPbI/ He TOIbKO pacno3HaeT HaMepeHus NoJib30-
BaTeNs, HO U obnagaeT CNOCOBHOCTLHO K aKTUBHOMY
06yUeHUNIO, NPUHATUIO PELLEHUIA U NOCAeAYOLLEMY
BbINOJIHEHWIO AencTBUiA [1, ¢. 35]. XoTsa uenoBeko-ma-
LUMHHOE COTPYAHNYECTBO NPUHOCUT cKauvok addek-
TMBHOCTUW 1 pacLUMPEHNe TBOPUECKMX BOIMOXHOCTEW,
pe3ynbTaThbl reHepaLMmn CKAOHHbI K HAarpOMOXAEHWHO
CUMBOJIOB U CTUIMCTUYECKON FOMOreHn3aLmm, 4to
He MOXeT 3aMeHUTb pedIeKCMBHOIO BMeLLATe b-
CTBa Au3aiiHepa B coumabHble Npobaembl. Taknum
06pa3oM, TEXHOIOTMYECKUIA NMPOrPecc He CHU3NUA
Mopor Bxoza B AW3aliH, a, HAaNpPOTUB, NPesbABUA K
An3aiHepam bosiee BbiCOKMeE TpebOBaHMA, a UMEH-
HO — obslafiaHre 3CTETUYECKUM CYXXAEHVEM, MeX-
ANCLMNANHAPHOW CTPYKTYPOR 3HAHWIM U KYNbTYPHOM
NMPOHULLATENbHOCTLHO. BO-BTOpPbIX, COBPEMEHHbIN An-
3aliH HaxoAMTCA B NPOLLeCCe NOUCKa HOBbIX CPEACTB
BbIPA3UTEILHOCTW, 1 €r0 BaXKHENLINM MCTOYHUKOM
ABASIOTCS HaLMOHabHas KynbTypa 1 Tpagmumm. Ha
COBPEMEeHHOM 3Tare A13aliH HaXxOAMTCs B mpoLecce
MOWCKa HOBbIX CPEACTB BbIPa3uUTENbHOCTH, BaXKHeW-
LWMM NCTOYHUKOM KOTOPbIX IBASETCS HaLMOHa/IbHas
KynbTypa 1 Tpagmnumm [2, c. 187]. Kak 6bl HY 3BOJIIO-
LIVMOHNPOBA/IM TEXHOJIOTUN, KYJIbTYPHOE BblpaXKeHue
1 An3aliHepckas MHHOBALMA BCeraa octarotcs QyH-
AaMeHTaslbHOW TeMO nuiakata. [y6uHHas ABuXy-
Las cuna yCToM4MBOro pasBuTMA naakaTta B 0beunx
CTpaHax No-npexHemy NpoucTekaeT 13 yraybaeHHo-
rO OCBOEHUS ABHbIX U CKPbITbIX KyAbTYPHbIX KOZOB

COBCTBEHHOW CTPaHbl M UX OPraHMYHOrO COYeTaHus
C HOBbIMM CpPeACTBaMM, TaKUMU Kak AnHaMmn4veckas
WNHTEPaKTUBHOCTb M LMPPOBas reHepaLus, aaa ocy-
LLLeCTBIEHNSI COBPEMEHHOM NHTEpRpeTaLmnm Haumo-
Ha/IbHbIX KY/JIbTYPHbIX CUMBOJIOB B BanaHce Mexay
TEXHOIOrMYECKM pacluMpeHnemM BO3MOXKHOCTEN U
Ky/bTYPHbIM CaMOCO3HaHNEM.

3aknroueHne

OrnsgblBasCb Ha CTONETHUI MyTb, MOXHO CKa3aTb,
UTO B3aUMOAENCTBUE KUTACKOrO N POCCUMICKOrO (CO-
BETCKOr0) armTaLMOHHOro naakarta npeAcraBaseT co-
60 NCTOPUIO BU3YaibHOW 3BOHOLMN OT BHELLHErO
3aMMCTBOBaHMSA K CAMOCTOATE/IbHOMY TBOPUYECTBY,
OT WAE0NOrMYecKol nponaraHAbl K MHOFOKYbTYpP-
HoMy aunanory. Ero pa3Butue Bcerga yxoauno KopHs-
MU B lyXOBHYHO MOYBY KaXA0ro Hapoza 1 B NoToke
NCTOPUYECKNX KOHTEKCTOB, TEXHOIOMMYECKMX N3Me-
HEeHWI 1 3CTeTUYECKUX TpaHCchOopMaLMii HenpecTaH-
HO MCKaNo HOBble CoCoObI BbipaxeHus. CoOBeTCKUIA
BM3yasibHbIM onbIT XX Beka ryboKo y4acTBOBaj B
dbopMMpoBaHMM BU3yaNbHOW Mapajurmbl KUTam-
CKOro naakaTa. B coBpeMeHHy 3Moxy, ABUXKMUMBIN
coumanbHbIMKU Npeobpa3oBaHUAMMN U MHOrOObpas-
HbIMMW NOTPEOHOCTAMU, KUTAUCKMIA N POCCUIACKNIA
arnTaLMoHHbIV niakaT nepeLuesn oT O4HOCTOPOH-
Hero 3avMCTBOBaHMA K paBHOMPaBHOMY AManory,
OT NOIUTUYECKON MOBUAM3aLMN K NAtOpaanCTMYe-
CKOMY BbIPaXXe€HMI0, OTKPbIB TEM CaMbIM HOBbI Me-
puog pa3euTus. MNogbemM LMPPOBbLIX TEXHONOTUI 1
NCKYCCTBEHHOTO MHTeNNekTa elle 6onee npeobpa-
30Bas CNOCObbI CO3AaHNA U MYTU pacnpoCTpaHeHus
niakara, ofHaKo Kak 6bl HXU MporpeccMpoBan Tex-
HONIOTWW, AM3aliHepCKas NPaKTUKa KMTAMCKOro 1 poc-
CUINCKOTO MnJiakaTta no-rnpexHemy byaeT ykopeHeHa
B rly6OKOM OCBOEHMW HaLMOHaNbHbIX 3/IEMEHTOB U
B HanaHce Mexay TEXHONOrMYECKUM pacLUVpeHneM
BO3MOXHOCTEN N KYNbTYPHbIM CaMOCO3HaHWeM by-
JleT OTBeYaTb Ha Bbl3OBbl CBOMX 3MOX.
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MARINE IMAGERY IN TRADITIONAL CHINESE
LANDSCAPE PAINTING AND ITS EVOLUTION
IN MODERN CHINESE ART

Summary: The article explores the phenomenon of the
"absence" of marine vistas in traditional Chinese land-
scape painting of the shanshui genre (LLI7KE|, "mountains
and waters"). This phenomenon is analyzed from various
perspectives, encompassing not only artistic but also phil-
osophical and historical dimensions. In traditional Chinese
shanshui landscape painting, the concept of emptiness (xu
/ KE) plays a fundamental role. This technical device serves
as a profound philosophical and cultural principle, root-
ed in Daoism, Chan Buddhism, and Neo-Confucianism.
Emptiness gives rise to presence, aligned with the Daoist
principle that "utility arises from emptiness." Particular at-

I. “Emptiness” as a Philosophical Category
of Traditional Chinese Landscape Painting

In the grand history of traditional Chinese land-
scape painting, the sea has always remained an am-
biguous element. It did not possess such a durable
ritual and moral symbolism as the “Three Mountains
and Five Sacred Peaks” (san wu yue, =LA &)?, nor
was it as close to the secluded life of the literati as
rivers, lakes, and streams. The fundamental princi-
ple of traditional Chinese painting consists not in

1 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

tention is paid to the metaphorical expression of marine
imagery: unlike the Western tradition, where the ocean
is frequently depicted directly with a distinct horizon and
waves, the boundless sea is never represented literally in
shanshul. Instead, the sea is manifested in the imagination
of both the artist and the viewer through absence—man-
ifested as un-inked space, where the water surface and
mist embrace the bases of mountains that dissolve into
the haze of rivers or vast maritime expanses against the
backdrop of a non-existent horizon.

Keywords: “absence”, cultural rejection, marine imagery,
traditional Chinese painting, landscape painting.

the “mimesis” (imitation) of nature, but in the com-
prehension of the “Dao”. In this context, the funda-
mental dialectic of the painting becomes “emptiness
(xu, k&, void, non-being)” ? and “reality (shi, =, pres-
ence, fullness)” 3. Being under the influence of the
Daoist principle “being is born of non-being” (you

2 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

3 Thisis the opposite of “xu” (KE): fullness, presence, substance.
But in this dialectic, “shi” does not suppress “xu”, but is re-
vealed through it. Emptiness and reality are not opposed —
they interpenetrate and mutually generate each other. In
painting, this looks like a balance: filled elements (moun-
tains, trees, water) and left "empty" zones work in pairs.
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sheng yu wu, B4T5)* and the Chan Buddhist con-
cept of “emptiness”, painters deeply understood the
truth: “in emptiness, reality is born, and out of noth-
ingness arises everything that exists”. Consequent-
ly, the unfilled space on silk or paper is not merely
an unfinished background, but an active aesthetic
space carrying an infinite “spiritual resonance” (583,
gi yun)® and vital force. It is precisely this aesthetics,
where "non-being” triumphs over "being”, that be-
came the spiritual foundation for the "hidden” (im-
plicit) depiction of maritime themes in antiquity and
the Middle Ages®.

II. Contextual Insularity: Social Causes for the
Absence of Maritime Themes during the Ming
and Qing Eras

Despite an extensive coastline, the sea was for
a long time located on the periphery of tradition-
al Chinese painting. This phenomenon was espe-
cially pronounced during the Ming and Qing eras,
which was conditioned by profound political and
economic causes.

Political “maritime blockade” and psychological al-
ienation: during the Ming Dynasty period, in order to
defend against Japanese pirates (wokou), a strict pol-
icy of "maritime prohibition” was introduced, which
forbade maritime trade, and private maritime voyages
were strictly prohibited. At the beginning of the Qing
Dynasty, to sever the connection of coastal anti-Qing
forces with the outside world, the government issued
an order of “relocation to the sea”, which forcibly re-
located coastal inhabitants into the interior of the
country. In the eyes of the rulers, the ocean was no
longer a space for exploration and trade, but became
a symbol of instability, threat, and "barbarians”. Such
a top-down approach compelled officials and schol-

4 Aclassical proposition from the treatise “Dao De Jing" by Lao-
zi. Daoism asserts that non-being (emptiness) is the primor-
dial source of everything that exists; it possesses an infinite
potential for development. This philosophical idea became
the foundation of the aesthetics of emptiness: empty space
in a painting is not superfluous; it generates artistic mean-
ing and the vital energy of the image.

> The supreme category of aesthetic evaluation of Chinese
painting, formulated by the artist Xie He in the Southern Qi
Dynasty. It signifies the unity of vital energy (qi) and spiritual
harmony (yun). Empty zones in the painting are the founda-
tion for the manifestation of “qi yun”, allowing vital energy
to freely circulate in the space of the work, making the land-
scape alive and spiritualized.

& Intraditional Chinese painting, the sea was rarely depicted in
detail and directly. Artists used the principle of "emptiness and
reality": they depicted shores, rocks, sails, coastal trees, and
conveyed the sea itself through the empty zones of the can-
vas. The viewer himself completes the image of the bound-
less sea thanks to the empty space, which corresponds to the
Chinese aesthetics of "saying little, but implying much".
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arly circles to instinctively feel a sense of alienation
and wariness toward the ocean. The ocean failed to
become an ideal place for manifesting man's aspira-
tion toward nature and seclusion [6, p. 825].

Introversion of the economic structure: During
the Ming and Qing eras (1368-1911), the state ad-
hered to a policy of “suppressing commerce and
encouraging agriculture”. The national treasury and
social stability depended to the highest degree on
the agrarian economy of the interior regions. Rivers,
lakes, and mountains constituted the geographical
center of public life, while the maritime economy
was in a state of decline. The life experience and
aesthetic tastes of painters and scholars, as the so-
cial elite, were deeply rooted in interior mountain
and river landscapes; they lacked a direct perception
of the sea and a cultural identity with it [3, p. 42].

Under the conditions of such an introverted po-
litical and economic structure, an aesthetic system of
landscape painting with a focus on “interior moun-
tain landscapes” was formed. The deficit of mari-
time themes was, in essence, a visual projection of
the cultural mentality of “gravity toward the land
and neglect of the sea”.

III. The Fetters of Tradition and Their Over-
coming: On the Path toward a Realistic Depic-
tion of Maritime Landscapes

In the classical theory of landscape painting, the
image of water was often conveyed through the
device of “liubai” (B8, leaving blank space)” [5,
p. 26]. This technique, originating in Daoist philos-
ophy, viewed “emptiness” as the foundation of all
things [11, p. 20]. For example, in the scroll by Ma
Yuan (53zx, 1160-1225) of the Southern Song era
(MR, 1127-1279) “Solitary Angler on a Wintry River”
(ETHME9E) (Fig. 1), merely a solitary boat is placed
in the corner of the painting, while the vast blank
space is left to the mercy of the viewer, so that he
himself may imagine the infinity of the cold river
and water vapors [4, p. 73]. This device of “creating
being out of non-being” dissolved the sea (if it ap-
peared) in clouds and mist, depriving it of materi-
ality as an independent aesthetic object [8, p. 92].

Only in modern times, namely in the 1980s, with
the beginning of the policy of Reform and Open-
ing-Up and the economic rise of coastal regions, did

7. "Liubai" (Chinese ZH, literally "leaving white") is an artistic
concept in traditional Chinese painting denoting the active
use of empty space on the canvas (on silk or paper). This is
not simply unfilled sections, but a thought-out element of
the composition that creates depth, atmosphere, and philo-
sophical subtext.

the sea once again find itself in the field of view of
artists. The year 1986 is considered the year of birth
of contemporary Chinese marine painting, when a
group of artists began to consciously explore this
theme. A landmark work of this period became the
painting by Xue Xuanlin “Voice of the Waves” (R,
1987) (Fig. 2)[1, p. 83]. In this work, there was no sim-
ple copying of Western realistic technique; relying
on abstract expressionism and postmodern reflec-
tion, the artist transformed the auditory element of
“sound” into visual airiness and dynamics, carrying
out a contemporary interpretation of the tradition-
al view of "emptiness and reality”.

IV. Contemporary Reconstruction: Moderni-
zation of the Philosophy of Emptiness

In the 21st century, Chinese marine painting has
not abandoned the philosophical core of “empti-
ness”, but has accomplished its creative reconstruc-
tion. Contemporary artists, synthesizing Chinese and
Western techniques, have transformed the originally
static and sublime “leaving of blank space” into an
artistic space full of tension and multidimensionality.

A pioneer of Chinese maritime oil painting, Gao
Quan depicts the ocean not as the quiet harbor of
a scholar-hermit, but as a “battlefield”, a natural ele-
ment full of primordial force and heroism. Transition-
ing from the realism of the 1970s to the technique of
"ink” mixed painting of the 21st century, he endows
his waves with a powerful explosive action and sculp-
tural volume. In such works as “Soul of the Maritime
Frontier” (58 %/81%), the ocean is given the symbol-
ic meaning of the national spirit [7, p. 66].

As a representative of the Guangdong school
of painting, Huang Weili dedicated his works for a
long time to the synthesis of the traditional brush
and contemporary composition. In his series "Con-
templating the Vast Sea” (W)&78) (Fig. 4), the hazy
outlines characteristic of ink painting are preserved,
but at the same time the light-and-shadow and vol-
ume of oil painting are integrated. The sea on his
canvases is often in a state of “incompletion”, while
the boundaries between emptiness and reality are
filled with a flowing poetics [2, p. 89].

Another contemporary Chinese artist, Xin Fang-
bin, approaches the depiction of the sea quite dif-
ferently: In the work “The Sea Accommodates All
Rivers” (B849&)11) & (Fig. 5), the artist directly quotes

&  The title of this work goes back to the Chinese phraseological
unit "hai na bai chuan”, which signifies breadth of views,
inclusiveness, and the ability to accept and "accommodate”
diverse ideas, cultures, and talents.

Fig. 1. Ma Yuan, Lonely Fisherman on a Cold River, Southern
Song Dynasty, ink on silk, 26.7 cm x 50.6 cm. Illustration from:
Zhang Qiang. Paintings of Ma Yuan. Beijing: People’s Fine Arts
Publishing House, January 1981, pp. 169-177.

e — 4 s [ \\ Y A ‘{"
Fig. 2. Xue Xuanlin, Sound of Waves, 1987, oil on canvas,
National Museum of China, 50 x 70 cm. Image source: Official
Baidu Baike website, 13 August 2024
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Fig. 3. Huang Weili. Tide. From the Shan Hai Jing series. Mixed
media. 2010s. Private collection. Image source: Official Zhihu
Column
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Fig. 4. Xing Fangbin. View of the sea. 68x68cm. Mixed media. 2010s. Private collection

images from the “Dao De Jing”, presenting the sea
as a giant “vessel”. The emptiness in the center of
the painting is no longer the traditional cloud mist;
this is a frightening and all-encompassing empti-
ness, symbolizing the intersection and collision of
cultures in the context of globalization.

V. The Philosophical Core of “Emptiness” and
the Evolution of Forms in Chinese Marine Paint-
ing: From Traditional Implicitness to Contempo-
rary Innovative Transformations

5.1. Traditional Aesthetics of "Emptiness”: Implicit
Expression of Maritime Images in Classical Painting

The evolution of forms in traditional Chinese ma-
rine painting is inextricably linked with a profound
intertextual interaction with the philosophical con-
cept of “emptiness” (xu, iE). This philosophical core
not only serves as the aesthetic foundation for the
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“implicit” (hidden) expression of maritime themes
in the past, but also acts as the key spiritual driv-
ing force of the innovative transformation of the
contemporary art of the seascape. Its philosophi-
cal sources trace back to the cosmogony of Dao-
ism, where "emptiness” is the primordial principle,
to the transcendent thinking of Chan Buddhism,
based on the "awakening to emptiness”, as well as
to the dialectical wisdom of Neo-Confucianism of
the Song and Ming eras, which proclaimed the "in-
teraction of emptiness and reality”.

The traditional system of landscape painting (shan-
shui, LLI7K), permeated with the idea of “emptiness
as the root and the mutual generation of emptiness
and reality”, elaborated a creative canon where the
“leaving of blank space” became the supreme rule.
As Zong Baihua (R E1E) noted, “only the dialectical

unity of emptiness and reality is capable of gener-
ating the true beauty of art” [10, pp. 88-89]. An-
cient masters deeply comprehended the principle
"in emptiness, reality is born, and out of nothingness
arises everything that exists”, perceiving the unfilled
space on silk and paper, as well as the hazy smoke of
clouds, not as a visual defect, but as an active space
carrying “artistic intent” (yijing, %) and “spiritual
resonance” (qi yun, S#J) [11, p. 19].

It is precisely for this reason that direct depic-
tions of specific waves or the physical surface of the
sea are extremely rarely encountered in traditional
marine painting. Instead, artists resorted to blurred
contours of mountains and waters hidden in mist,
and to the device of visual virtualization. Through
the figurative construction of “empty” space, they
metaphorically conveyed the boundlessness of riv-
ers and seas, including the grandeur and mystery
of the ocean into the philosophical-aesthetic par-
adigm of the “unity of man and nature”. This para-
digm of implicit expression, in our view, essentially
represents the key aesthetic logic of traditional ma-
rine painting, allowing one to avoid the literal cop-
ying of nature and to strive for the transcendence
of artistic intent.

5.2. Contemporary Transformation of the Con-
cept of "Emptiness”: Technical Renewal and Philo-
sophical Re-evaluation of Marine Painting

Having entered the contemporary context, Chi-
nese marine painting has not severed blood ties
with the philosophy of “emptiness”, but, on the
contrary, reveals an aspiration toward the renew-
al of the aesthetic paradigm within the frame-
work of a global artistic dialogue. Relying on the
traditional aesthetics of the interaction between
emptiness and reality, contemporary artists have
synthesized Western techniques of painting with a
contemporary language of expressiveness, trans-
forming the classical static and sublime “blank
space” into an artistic space full of tension and
multidimensionality.

This transformation manifests itself in two di-
mensions. First, on the technical level, artists have
overcome the limitations of traditional monochrome
ink, intertwining such Western techniques as oil
painting and mixed media with the traditional lan-
guage of the brush. Using the compositional logic
of the “interaction of emptiness and reality”, they
strive for compositional diversity in maritime land-
scapes. For example, Song Mingyuan interprets the
poetics of the sea through contemporary painting

Fig. 5. Xing Fangbin. The Sea Embraces Hundred Rivers. Mixed
media. 2010s. Private collection

technique, while the father and son Li Haitao in their
works (such as “Ten Thousand Li of Maritime Fron-
tiers”) unite virtual and real ink washes with the dy-
namic texture of waves. Thanks to this, the “blank
space” ceases to be simply a background for cre-
ating a mood, transforming into a dynamic visual
field coexisting with real images.

Second, on the philosophical level, contemporary
marine painting transfers “emptiness” from a state
of classical static contemplation and metaphysical
reflections to the plane of contemporary sensory
experience. Through the visual effects of the inter-
twining of emptiness and reality, artists convey the
boundlessness, power, and unknown nature of the
ocean. Using such devices as abstract forms of rag-
ing waves, the virtual-real penetration of light and
shadow, and the shifting of spatial perspective, they
transform “emptiness” into an aesthetic field pos-
sessing both rational depth and sensory tension [3,
p. 49]. This allows the ancient philosophical concept
to acquire an entirely new visual form and spiritual
projection in the context of contemporary art.

The essence of this transformation consists in
the creative transformation of the philosophy of
“emptiness” from a classical system of metaphors
into a contemporary system of symbols. If tradi-
tional marine painting used “empty” space for the
generation of artistic intent that goes beyond the
boundaries of form (“meaning beyond the bound-
aries of the image”), then contemporary Chinese
marines, reconstructing the relationship between
emptiness and reality, deconstruct the tradition-
al aesthetic paradigm. Simultaneously with this,
“emptiness” is elevated to the rank of an artistic
philosophy that combines Eastern wisdom and the
contemporary context, while the practice of fine art
becomes a response to the pressing problems of
maritime civilization. This trajectory of evolution not
only demonstrates the resilience of the Chinese aes-
thetic spirit, but also reveals possible paths for the
continuous innovation of traditional philosophical
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concepts under the conditions of a globalized ar-
tistic context [9].

Conclusion

Thus, the trajectory of development of Chinese
marine painting represents a history of transition
from “cultural rejection” to “aesthetic reconstruction”.
The sea in traditional landscape painting existed as
the antithesis to the “land”; it dissolved into clouds
and mist, becoming a philosophical “emptiness”.
The development of contemporary marine painting

occurred against the backdrop of China's econom-
ic openness and the growth of cultural confidence,
which became a new materialization of this con-
cept of “emptiness”. Contemporary Chinese artists
have ceased to avoid maritime expanse and storms;
synthesizing Chinese and Western techniques, they
have transformed “blank space” into a visual lan-
guage possessing contemporary spiritual tension.
This transformation is both a heritage of ancient or-
thodoxy and a response to the spirit of modernity.
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MOPCKWE OBPA3bl B TPAZAINLUVOHHOW KUTAMCKOW
MEV3AXHOW XMBOMUCU N NX SBONHOLLAA
B COBPEMEHHOM KNTANCKOM WNCKYCCTBE

AHHoTaumna: Cmames nocesujeHa heHoMeHy «om-
cymcmeus» Mopckux 8udos 8 mpaduyuoHHoU kumad-
ckoli nelizaxHoll Xusonucu XarHpa waHe-wyt (LLI7KHE,
«20pbl-80061»). B cmamee npoaHanuzuposaHa daHHas
cumyayus ¢ pasHelX Moyek 3peHusi, He MoJsibko Xydoxe-
cmeeHHoU, Ho makxe gunocogckoli u ucmopuyeckod. B
mpaduyuoHHoU kumadickol neli3axHoul Xusonucu WaHe-
wyl KoHYyenyus nycmomel uzpaem ¢yHOaMeHmMasasbHyro
posb. [laHHeIU mexHuYeckul npuém npedcmassisem coboli
cdunocopckuli u KybmypHelli NpUHYUN, UCMOKU KOMOpPO-
20 ucxo0sm u3 daocu3ma, Y4aHe-by00usmMa u HeOKOHPyYu-
aHcmea. [lycmoma nopoxdaem npucymcmaue, mak Kak
€02/1aCHO 0aocckoMy NpUHYUNY «NO0IE3HOCMb BO3HUKAem

I. «Mycrota» kak punocogckana kareropums
TPagULMOHHOW KWUTAWCKOW Mein3a)KHOW YXMUBO-
nucm

B rpaHAMO3HOM NCTOPUM TPAAVLIMOHHOW KUTaM-
CKOW Mer3axKHOW XUBOMUCKM MOpe BCerga ocTaBa-
JIO0Cb HEOZHO3HaYHbIM 31eMeHTOM. OHO He obnagano
CTOJb XK€ MPOYHOW PUTYasIbHOW N MOPaabHOW CUM-
BOJIMKOM, KaK «Tpu ropbl U MsATb CBALLEHHbIX BEp-
WH»(caHb y +03, =T &)Y, 1 He 6biln0 CcTONb Xe
6NM3KMM YeAMHEHHOW XU3HW INTEPATOPOB, KakK Peky,
03epa 1 pyubW. [NaBHbIV NPUHLMN TPAZNULMOHHON

1 Knaccmyeckunin CMMBOA cakpasibHOTO MPOCTPaHCTBa B KUTaW-
CKOW TPaAULIMOHHON KyNbType, BKAKOUAIOLLMIA NATb U3BECT-
HeMwwux cesLLEeHHbIX rop (BocTouHas ropa TanwaHb, 3anag-
Has XyaluaHb, FOxHas XaHwaHb, CeBepHaa XaHwaHb, LleH-
TpanbHasa CyHLaHb) 1 TpW NereHaapHble ropbl beccmeptus
(MaHnan, ®aHuxaH, MiHuxoy). C ApeBHUX BPEMEH 3TU ropbl
accoLMMpPOBanNCh C UMMEPCKUM PUTYaNoM NOKAOHEHNA Heby
1 3emie, MOpanbHON LieIOCTHOCTBIO 1 BEYHOCTBIO, MOITOMY
OHW CTa/ OCHOBHbIM KaHOHWYECKMM MOTMBOM Kaaccuue-
CKOW Mer3axHom xueonucu. Mope xe He nmeno GuKcmpo-
BaHHOW PUTYabHOW CEMaHTVKK, MO3TOMY 3aHVMa0 Mapru-
HaNbHOE MeCTO B TPAAVLMOHHOMN XUBOMUCHOW TemaTuKe.

u3 nycmomeli». Ocoboe sHUMaHue ydesneHo Memagopu-
YeCcKoMYy 8bIpaxkeHU MOpCKUX 06pasos: 8 omsuyue om
3anadHol mpaduyuu, 20e okeaH 4Yacmo usobpaxaemcs
HanpsMyro ¢ 20pU30HMOM U 80JIHAMU, 8 WaHb-Wyl 6e3-
bpexxHoe Mope He npedcmassieHo bykeasibHo. Mope ma-
kum obpasom, sonsiowaemcs 8 8006paxkeHUU XyOOXHUKA
U 3pumesia Yepez omcymcmesue 8 sude He3anoJHeHHO-
20 npocmpaHcmea, 800Has 271ade U MyMaH, oxeamel-
8aHOM OCHOBAHUS 20p, UcYe3arwux 8 ObiMke peku aubo
MOPCKUX NpOCMOpPO8 Ha hoHe omcymcmeus 20pU3oHMA.
KnroueBble cnoBa: «omcymcmesue», KyJemypHsili om-
Kas, Mopckue 06pasel, mpaduyuoHHas kumadckas Xueo-
nuce, heli3axkHas XXusonuce.

KWTANCKOM XXMBOMUCK 3aKNOYAETCS HE B MUMECH-
ce (nogpaxkaHun) Npupoae, a B NOCTUXEHNN «[lao».
B 3TOM KOHTeKcTe GpyHAAMEHTANbHON ANANEKTUKOM
KapTWHbI CTAHOBATCS «MycToTa (Ctol, iE, mycroTa, He-
BbITE)»2 U «peanbHOCTb (WK, SE, Hannumne, MOSHO-
Ta)»3. Haxoasacb nog BAVSHUEM Aa0CCKOrO MpUHLMNa
«BbITE poxKaaeTcs U3 HebbiTvA» (10 y WaH 0, B4
TE) 1 uaHb-6yaANIACKON KOHLENLMN «MYyCTOTHO-

2 B oTMuMe OT 3aMnazHoW TpaguLmu, rae nycrota Yacto BOCMpu-
HMMaETCA Kak OTCYTCTBME UN HE3AMONHEHHOCTb, B KUTAMCKOM
XyZOXECTBEHHOW KY/bTYpe OHa UrpaeT KOHCTPYKTUBHYHO, Bbipa-
3UTENbHYHO U AYXOBHYH posib. KOHLeNLmMs nycrotsl dopmmpo-
Ba/1acb B paMKax Ja0CCKOW, ByAANINCKON N KOHDYLIMAHCKOW MbiC-
JINTENBbHBIX CUCTEM 1 HaLlila CBOE SPKOe BOMJIOLLIEHWE B MPOU3-
BeJeHUAX Takmx MacTepos, kak Cs yin, Ma HaHb v L Tao.

3 3TO NPOTWMBOMONOXHOCTb CtoWA (KE): HANOIHEHHOCTb, MNOHO-
Ta, Hannuue. Ho B 3TON AnanekTuke LW He NOAABASET CHOW, a
packpblBaeTcs yepes Hero. [ycToTa u peanbHOCTb He MPOTK-
BOMOCTaB/IEHbl — OHW B3aNMOTMPOHMKAIOT 1 B3aVIMOMOPOX-
[atoT Apyr Apyra. B xxvBonuncy 310 BbIrASAWT Kak 6anaHc: 3a-
NOJIHEHHbIE 3/1eMeHTbI (Fropbl, AepeBbs, BOAA) U OCTaB/EeH-
Hble «NycTble» 30HblI paboTatoT B Nape.
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CTU», XYAOXKHUKM Fy6OKO OCO3HaBaNV UCTUHY: «B
nycToTe POXKAAeTCs peaNbHOCTb, @ U3 HNUTO BO3-
HMKaeT BCE cylee». CnesoBaTtesibHO, He3amnoNHEH-
HOe MPOCTPAHCTBO Ha Lueske uan bymare — 370 He
MPOCTO He3aBepLUEHHbIN GOH, a aKTUBHOE 3CTeTUYe-
CKOe MPOCTPaHCTBO, Hecyllee B cebe 6eCKOHEUHbIN
«ZyXOBHbI Pe30HaHC» (ST, LM HOHb) U KU3HEHHYHO
cuny. VIMeHHO 3Ta acTeTuka, rae «HebbiTne» Top-
KeCTByeT Hag «bblTMeM», cTana fyXxoBHbIM GyHAa-
MEHTOM «CKPbITOro» (MMMANLUTHOIO) M300paxeHus
MOPCKOW TeMaTWKu B APEBHOCTU 1 B CPEHEBEKOBbE.
II. 3amkHyTOCTL KOHTEKCcTa: CoumanbHble Npu-
UMHbI OTCYTCTBUS MOPCKOW TeEMaTUKN B IMOXM
MwuH n LuH
HecmoTps Ha npoTaxkeHHyto 6eperoByto NMHWMIO,
MOpe A0Aroe BpeMs HaxoAnA0Ch Ha nepudepunn
TPaANLNOHHOM KMTANCKOM XMBOMUCHK. ITO IBJEHME
6b1710 0COBEHHO APKO BbIPAXXeHO B 3MOXM MUH 1
LinH, 4To 66110 06YCNOBAEHO FNYHOKUMY MOANTU-
YeCcKMMMU 1 3IKOHOMUYECKUMU MPUYMHAMMW.
MonnTnueckas «mopckas 6aokaga» U NCUXoNo-
rmyeckoe oTUy>XKAeHWe: B NePUOL AnHACTMM MuH,
YTOObI 3aLNTUTLCSA OT AMOHCKMX NMPaTOB (BOYKO),
6bl1a BBEAEHA CTPOras NoANTLKa «MOPCKOTo 3arnpe-
Ta», 3anpeLLaBLlas MOPCKYH TOProBAtO, a YacTHble
MOpPCKMe NiaBaHMa CTPOro 3anpeLannce. B Hauane
AnHacTm LIvH, 4To6bl pa3opBath CBSA3b NPUOPEXKHbBIX
AHTULMHCKUX CU C BHELUHMM MUPOM, NpaBuTesb-
CTBO M3AaNo NpuKas «rnepeceneHns Ha Mmope», Npum-
HYAUTENBbHO NepecensBLUNN NPUBPEXHbIX XUTeNen
Brnybb cTpaHbl. B rnasax npasuteneii okeaH 6onblue
He 6bln NPOCTPaHCTBOM ANS UCCAEA0BAHNIA 1 TOP-
roB/N, @ CTa/ CUMBOJIOM HeCTabuabHOCTK, YrPO3bl U
«BapBapoB». Takol NoAX04 CBEPXY BHU3 3acCTaB/Is
YMHOBHWKOB W YYeHble KPYrn MHCTUHKTUBHO UCMbI-
TbIBaTb YYBCTBO OTUYX/JEHWNE N HACTOPOXKEHHOCTb MO
OTHOLLEeHMIO K okeaHy. OkeaH He CMOT CTaTb Uzeab-
HbIM MECTOM 1A NPOAB/EHNSA CTPEMAEHUNA YenoBe-
Ka K Mpupoge v yeanHenuto [6, c. 825].
VIHTpOBEpPTHOCTb 3KOHOMWYECKOM CTPYKTYPbI:
B anoxn MuH n LnH (1368-1911 rr.) rocysapcTtBo
NPUAEPXKMBANOCH MOJUTUKWN «MOLABAEHUS TOP-
FOB/IM W MOOLLPEHUs 3eMaesenns». HaunoHanb-
Has KasHa v coumanbHas cTabuabHOCTb B BbICLLEN
CTeneHW 3aBMCeNN OT arpapHON 3KOHOMUKM BHY-
TPEHHWX PermoHoB. Pekun, o3epa 1 ropbl cOCTaBAA-
N reorpadryecknin LEHTP OBLLLECTBEHHOW XUN3HY,
B TO BPEMSA Kak MOPCKas 3KOHOMMKa HaxoAmnnach B
COCTOSIHMM ynaaka. XM3HEHHbIA ONbIT U 3CTeTnYe-
CKME BKYCbl XyJOXHMKOB U YUYeHbIX, Kak COLMaibHOM
3nThI, BbIM TNYBOKO YKOPEHEHbI BO BHYTPEHHMX

80

FOPHbIX Y peYHbIX NaHALwadTax, UM He xBaTano nps-
MOFO BOCMPUATUS MOPA W KYNbTYPHON MAEHTUYHO-
CTU C HUM [3, c. 42].

B ycnoBuax nogobHOM MHTPOBEPTHOW NOAUTH-
KO-3KOHOMMWYECKOM CTPYKTYypbl ChopMMpoBaiach
3cTeTMYeckas CUcTeMa nersaxkHon Xxunsonucu ¢ eo-
KYCOM Ha «BHYTPEHHUX FOpHbIX NaHawadTax». Jedu-
LT MOPCKOW TeMATUKKN 6blJ1, MO CyTU, BU3YyanbHOM
NpoeKLMen KyJbTypPHOTO MeHTaNnTeTa «TAroTeHNs
K Cylle 1 npeHebpexeHns Mopem».

III. OkoBbI TPaAULN N NX NpPeoAoIeHUe:
Ha nyTn K peannctmuHomy nsobpakeHno Mmop-
CKUX neizaXken

B knaccnueckol Teopun Nemsa>kHom XXnMBonu-
cn 0bpas BOAbl YacTo nepesaBanca yepes npuem
«ntobaii» (B8 B, octaBeHve NycToro NpoCcTpaHCcTea)
[5, c. 26]. OTa TexHuKa, bepyLlas Hayano B Aaoc-
cKoW durnocodum, paccMaTpmBana «nycroTy» Kak
ocHoBY Bcex Belleli [11, c. 20]. Hanpumep, B cBUTKe
Ma HOaHs (53z, 1160-1225 rr.) anoxu HOxHom CyH
(PSR, 1127-1279 rr.) «Pbibak Ha 3UMHeN peke»
(ETHEE)man. 1) avwb ognHoKas n04Ka nomMelLe-
Ha B Yry KapTUHbI, @ OFPOMHOE MYyCTOe MPOCTPaHCTBO
OTZ@HO Ha OTKYMN 3pUTENto, YTODbI TOT CaM AOMbICANA
6eCKOHEYHOCTb XOJI0AHOW PeKM U BOASAHbIX UCHape-
HWUIA [4, c. 73]. 2TOT NpreM «co3zaHuns bbITUS 13 He-
BbITUA» PacTBOPSN MOpPE (eCAN OHO MOABAANOCH) B
obiakax 1 TyMaHe, nLLas ero MaTepuanbHOCTN Kak
CaMOCTOATE/IbHOrO 3CTETUYECKOro obbekTa [8, c. 92].

Jlnwb HoBeliwee BpeMs, a UMeHHO B 1980-e rogpl,
C HaYyanoM noantnkn Pedopm 1 OTKPBLITOCTM 1 3KO-
HOMMWYECKMM NOABEMOM NPUOBPEXHBIX PErMOHOB,
MOpe BHOBb OKa3a/10Ch B MoJIe 3peHNs XYAOXKHMKOB.
1986 rog cuntaeTcs rofoM PoOXAEHNA COBPEMEH-
HOW KUTaNCKOW MOPCKOWM XMBOMUCK, KOrga rpynna
XYZAOXHUKOB Hayasna Co3HaTeNbHO MCCAe0BaTh 3Ty
TemaTuky. 3HakoBOM paboToi 3Toro nepuoga crana
kaptuHa Cto3 CtoaHbanHsa «fonoc BonH» (GRS, 1987
r.) (uan. 2)[1, c. 83]. B 3ToM nponsBegeHnmn He BblNo
NPOCTOro KONMPOBaHMWsA 3amnaZHoON PeannucTMyHOM
TEXHWKW; ONMPasch Ha abCTpaKTHbIN 3KCMpeccmo-
HW3M 1 NOCTMOAEPHUCTCKYIO pedaekCunto, Xys0X-
HWK TPpaHCHOPMMPOBAN CNYXOBOM 3IEMEHT «3BYK»
B BU3YyasIbHYHO BO3AYLUHOCTb U ANHAMUKY, OCYyLLie-
CTBMB COBPEMEHHYIO MHTEeprpeTaLmio TPaAnLLIMOH-
HOro B3raaja Ha «MyCTOTy U peaNbHOCTb>.

IV. CoBpemeHHan pekoHcTpykuuna: Mopep-
Hu3auusa ¢usocopun NycroTbl

B XXI Beke kuTalickas MopcKas X1BOMUCb He
OTKaszanacb OT GMA0CodCKOro aapa «nyCcroTbl», a
coBepLIMna ee TBOPYECKYD pekoHcTpykuuto. Co-

BPEMEHHbIE XYAOXHUKN, CUHTE3NpPYS KUTanckune
N 3anagHble TEXHUKWN, NpeBpaTUAN N3HayalbHO
CTaTUYHOE 1 BO3BbILLEHHOE «OCTaBJ/IEHNE MYyCTOro
NPOCTPaHCTBa» B XyA0XECTBEHHOE NPOCTPaHCTBO,
NoJIHOe HanpsXXeHs N MHOTOMEPHOCTW.

MoHep KNTaCKoM MOPCKOM XMBOMNCK Mac-
nowm, Fao LitoaHb n3obpakaet okeaH He Kak TUXYH
raBaHb yY4eHOro-oTLIeNbHWNKA, a KaK «nose bUTBbI»,
NPVIPOAHYHO CTUXUIO, MOJHYHO NEPBOBLITHOW CUAbI U
repomnsma. Nepexoasa ot peanmsma 1970-x rogos K
TEXHVKE «YEPHWIbHON» CMeLllaHHOW xuBonucn XXI
BeKa, OH HazenseT CBOW BOJIHbI MOLLHbIM B3pPbIB-
HbIM AeMCTBMEM U CKYAbMNTYPHOM 06beMHOCTbI0. B
Takux NpounsBeAeHnsax, kak «/ywa mopckoro pybe-
xa» (BR %8 15), okeaHy npuaaetca cumBoanyeckoe
3HayeHne HaunoHanbHOro ayxa [7, c. 66].

Kak npeacTtaBuTenb ryaHayHCKORN LWKObI XWUBO-
nucu, XyaH Baran gonroe Bpems nocesLian CBOU
paboTbl CMHTE3Y TPAAULIMOHHON KNCTU U COBpe-
MeHHOW KoMno3uunn. B ero cepun «CosepuaHune
6eckpaiiHero Mmopa»(WE78)(unn. 4) coxpaHatoT-
€Sl TYMaHHble OYepTaHWs, CBOMCTBEHHbIE XXUBOMW-
CW TYLIbHO, HO MPW 3TOM UHTErPUPYHOTCA CBETOTEHD
N 06BEMHOCTb MaCAsiHOM XunBonucn. Mope Ha ero
MOIOTHAaX YaCTo HaXOAMTCs B COCTOAHMM «He3aBep-
LLIEHHOCTU», @ FPaHULLbl MeXAy MyCTOTOM W peabHO-
CTbO HaMONHEHbI TeKyYelr NO3TMUYHOCTLIO[2, . 89].

CoBceM MHaye NOAXOAMUT K N306paxkeHnto Mops
APYroi COBPEMEHHbIN KUTANCKNI XYJOXKHNUK, CUHB
®aHbuHb: B paboTe «Mope npuHMMaeT Bce pekmn»
CBAEII) (an. 5) XyAOXKHUK HANPAMYHO LUTUPY-
eT 0bpasbl 3 «/lao A3 U3nH», NpeacTaBaas Mope
KaK rMraHTCckumi «cocya». NycroTa B LLeHTpe KapTu-
Hbl 6O/bLUE He ABASETCA TPAANLMOHHBIM 0BAaYHbIM
TYMaHOM; 3TO MyraroLias 1 BceobbemtoLas nycro-
Ta, CMMBOIM3MPYHOLLLAs NepeceyeHne 1 CToNKHOBe-
HWe KyNbTyp B KOHTEKCTe rnobanmsaumnn.

V. ®unocogckoe A4p0 «MyCcTOTbI» U 3BOJIIO-
uua ¢opM B KUTaiCKOA MOPCKOW YKMBOMUCK: OT
TPagULMOHHOW UMIMJIMLMTHOCTU K COBPEMEHHbIM
MHHOBaLMOHHBIM TpaHchopMaLUAM

5.1. TpaduyuoHHas scmemuka «nycmomel»: Um-
nauyumHoe gelpaxeHue Mopckux o6pasoe 8 kaac-
cuyeckoli xusonucu

SBontouns GopM KMTaCKON TPAZNLIMOHHOW MOp-
CKOM XXMBOMUCU HEpa3pbIBHO CBsi3aHa C ryboKMM
NHTEPTEKCTYaNbHbIM B3aUMOAENCTBUEM C dUo-
CODCKOW KOHLIeMNLMe «nycToTbl» (Ctoi,KE). TO du-
nocodckoe AAPO He TONbKO CYXKUT 3CTETUUECKUM
dYyHAAMEHTOM ANA «UMMAUNLUTHOrO» (CKPbLITOrO)
BbIpPaXXeHWs MOPCKOW TEMATUKM B MPOLLJIOM, HO U1

BbICTYMaeT K/OYEBOW AyXOBHOM ABUXKYLLEA CUAON
WMHHOBaLMOHHOM TpaHchopMaLLMm COBPEMEHHOTO
MCKyCCTBa MOPCKOTro ner3axa. Ero punocodckmne
NCTOKM BOCXOAAT K KOCMOTOHUW AaoCn3ma, rae «ny-
CTOTa» ABNSETCSA NePBOOCHOBOW, TPAHCLEHAEHTHO-
MY MbILLUIEHNIO YaHb-ByAAM3Ma, OCHOBAHHOMY Ha
«MPOBY>XAEHUN MYCTOTHOCTU», @ TakKe ANaneKTu-
YecKon MyApOCTM HEOKOHPYLMaHCTBa 3Mox CyH U
MwuH, NnpoBo3raallaBLlen «B3anMOAeNCTBNE NYCTO-
Tbl U peanbHOCTU». TpajnLMOHHaa cucteMa nem-
3aXHOM XUBONMCK (WaHb-wyi, LLI7K), npoHukHyTas
naeen «nyctoTbl Kak KOPHA U B3aMMOMOPOXAEHWS
NyCTOTbI M peaNbHOCTW», BbipaboTana TBOPYECKMiA
KaHOH, rfe «oCTaB/IeHNe NyCTOro NPOCTPaHCTBa» CTa-
no BbicwWKM npasmaom. Kak otmeuvan Li3yH banxya
(RBETE), «vLLb AnanekTMyeckoe eAMHCTBO MyCTOTh
N peasbHOCTN CMOCOHBHO MOPOANTL NCTUHHYHO Kpa-
coTy nckyccrsa» [10, C. 88-89]. [ipeBHne MacTepa
rny6oKo MOCTUTAM NPUHLMM «B MYCTOTE POXKAAET-
CA PeaNbHOCTb, @ U3 HMYTO BO3HMKAET BCE Cyllee»,
BOCMPUHMMAs He3anoJHeHHOe NPOCTPAHCTBO Ha
wenke n bymare, a Takxke TYMaHHYHO AbIMKY 00-
NakoB He Kak BU3yasibHbl U3bsH, a KaK akTMBHOE
NPOCTPAHCTBO, Hecylllee B cebe «XyA0XKEeCTBEHHbIN
3ambicen» (MU3VH, B1R) 1 «4yXOBHbIA PE30HAHC» (LK
toHb, SE9)[11, c. 19]. IMeHHO no3Tomy B TpaanLy-
OHHOW MOPCKOW XUBOMNCKU KpalriHe pPeAKo BCTpe-
YaroTCA NpsMble N300paXKeHNA KOHKPETHbIX BOJH
nnn GM3NYecKor NoBEPXHOCTM Mops. BMecTo 3Toro
XYZOXHUKWN Nprberanm K pa3MbITbiM KOHTypam rop
1 BOJ, CKPbITbIX B TYMaHe, U K MpuemMy B1U3yanbHOW
BUpPTyanu3aunn. Yepes obpasHoe KOHCTPyMpoOBa-
HMe «MyCTOro» NPOCTPaHCTBa OHN MeTadopmUecKkm
nepeAaBanv 6e3rpaHNYHOCTb PeK U MOPEN, BKO-
yas BesiMume M TaMHCTBEHHOCTb OkeaHa B dburaocod-
CKO-3CTETMYECKYHO MapajgurMmy «efMHCTBa YenoBeka
W NPUpPOAbI». 3Ta NapaaurMa UMMNANLMTHOrO Bblpa-
>KEHWA, Ha Hall B3rAsg, 3To, MO CyTuW, NpescTaBaser
CobOMN KOUEBYHD 3CTETUYECKYHO SIOTVUKY TPaAMULIMOH-
HOM MOPCKOW >XXMBOMWCK, MO3BOAAOLLYIO N36exaTb
6yKBasIbHOrO KONMMPOBAHWUA HATYyPbl N CTPEMUTLCA
K TPaHCLEHAEHTHOCTU Xy 0XXECTBEHHOTO 3aMblCAa.
5.2. CogpemeHHas mpaHcgopmayua KoHyenyuu
«Nycmomeoi»: mexHuyeckoe obHosesieHue u ¢unocogp-
cKoe nepeocmbic/ieHue Mopckol xusonucu
BcTynve B cOBpeMeHHbI KOHTEKCT, KMTalnckas
MOpCKas XXMBOMMWCb HE Pa3opBasia KPOBHbIX CBA3EN
¢ dbunocoduein «nycToTbl», @, HANPOTUB, OBHaPYXXN-
BaeT CTpeMJieHVe K OOHOBIEHUIO 3CTETUYECKOW MNa-
pasurMbl B paMKax rnobasbHOro xyAo>KeCTBeHHOro
ananora. Onupasch Ha TPaAWLIMOHHYHO 3CTETUKY B3a-
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MMOZENCTBMSA MyCTOTbl U PeasbHOCTU, COBPEMEHHbIE
XYAOXHWKV CUHTE3VPOBaNW 3anajHble TEXHUKMN XK-
BOMUCK C COBPEMEHHBIM A3bIKOM BbIPa3nTEIbHOCTY,
npeBpaTmMB KNaccmyeckoe CTaTUYHOE U BO3BbILEH-
HOe «MyCcToe NPOCTPaHCTBO» B XyAOXEeCTBEHHOE Npo-
CTPaHCTBO, MOJIHOE HaMPAXEHUA U MHOTOMEPHOCTY.
JTa TpaHcPopmMaLMa NPOABAAETCA B ABYX U3MEPEHN-
AX. Bo-nepBbIx, Ha TEXHNYECKOM YPOBHE, XyAOXHUKM
npeoaonenv orpaHNYeHns TpaguLMOHHON MOHO-
XPOMHOW TyLUW, NepenieTas Takmne 3anagHble TEXHWKH,
Kak Mac/isHas XMBOMUCb N CMeLLaHHble MaTepwuasbl,
C TPAAULMOHHBIM A3bIKOM KUCTW. VIcnonb3ys KoMm-
MO3MLMOHHYHO IOTUKY «B3aMMOAENCTBUA MYyCTOThI
1 peasbHOCTU», OHW CTPEMATCA K KOMMO3ULIMOH-
HOMY pa3HoO0bpa3nto MOPCKMX Nensaxen. Hanpu-
mep, CyH MuHBIOaHb MHTEPNPETUPYET MO3TUYHOCTb
MOPA Yepes COBPEMEHHYHO XXMBOMUCHYHO TEXHVIKY, a
oTel, 1 CbiH Jln XanTao B cBoMX paboTax (Takmx Kak
«[lecaTb ThICAY I MOPCKUX pybexkelt») 0bbeAnHs-
tOT BUPTYa/ibHble W peasibHble TylleBble Pa3MbIBKM
C AMHaMMYEeCKOWN TEKCTYPOW BOJH. brarogaps stomy
«MyCTO€e NPOCTPaAHCTBO» NepecTtaeT ObiTb MPOCTO GO-
HOM AN CO3jaHMs HaCTPOEHUSs, NpeBpaLLanch B An-
HaMU4ecKoe BU3yasibHOE MoJie, COCYLLEeCTBYOLLee C
peanbHbIMK 0bpa3amu. Bo-BTOpbIX, Ha PUAOCODHCKOM
YypOBHe COBpeMeHHas MOopcKas >XWBOMUCh NepeBo-
AWT <MyCTOTY» U3 COCTOAHUSA KIAaCCMUYECKOro cTatny-
HOro co3epLaHms 1 MeTapu3nyYecknx pasMbiLLNEHMA
B MNJIOCKOCTb COBPEMEHHOrO YyBCTBEHHOTO OMbiTa.
Yepes Bu3yanbHble 3¢ dekTbl nepenaeTeHns nycro-
Tbl ¥ PeaNbHOCTU XYAOXHUKM NepeatoT be3rpaHny-
HOCTb, MOLLb 1 Hemn3BejaHHOCTb okeaHa. Vcnonb3ys
Takve npuemsl, Kak abcTpakTHble GOpMbl ByLLYHOLLMX
BOJIH, BUPTYya/IbHO-peasibHoe NMPOHNKHOBEHWE CBETa
Y TeHW, a Tak>Ke CMeLLeHWe NPOCTPaHCTBEHHON nep-
CMEKTUBbI, OHW TPAHCPOPMUPYIOT «MyCTOTY» B 3CTe-
TU4yeckoe none, obnagatoLLiee Kak paLMoHaibHOM
rNyO6UHOM, Tak 1 YyBCTBEHHOM HaMPSAXEHHOCTbIO [3,
c. 49]. 310 no3BonseT gpeBHeln GUI0CODCKON KOH-
Lenumm obpecTn coBepLUEHHO HOBYHO BM3YyabHYHO
dopMy 1 AyXOBHYHO MPOEKLIMIO B KOHTEKCTE COBpe-
MEHHOTO NCKYCCTBA.

CylHOCTb AaHHOW TpaHChopMaL MM 3akatoua-
eTcs B TBOpYeCckoM npeobpazoBaHun puaocodpum
«MyCTOTbI» N3 KNaCCUUYECKON CUCTEMbI MeTadhop B
COBPEMEHHY cucTeMy cumBoaoB. Ecan Tpagmum-
OHHas Mopckast XXMBOMWUCb UCMOJIb30BaNa «MyCcTOe»
MPOCTPaHCTBO A5 reHepaLn XyZOXECTBEHHOTO 3a-
MbICAa, BbIXOAALLErO 3a Npesesibl POPMbl («CMbICA
3a npegenamu obpasa»), TO COBPEMEHHbIE KUTaAM-
CKME MapVHbl, PEKOHCTPYMPYS OTHOLLIEHWSs MyCTO-
Tbl U PeasbHOCTW, AEKOHCTPYUPYHOT TPAAULIMOHHYHO
acTeTnyeckyto napaaurmy. O4HOBPEMEHHO C 3TUM
«MyCTOTa» BO3BOAMUTCS B PAHT XyLOXECTBEHHOW GU-
nocodum, coyetaroLLein B cebe BOCTOUHYH MyApOCTb
N COBPEMEHHbIN KOHTEKCT, a NpakT1uka n3obpasm-
TE/IbHOTO UCKYCCTBA CTAHOBUTCA OTBETOM Ha aKTy-
afbHble NpobaeMbl MOPCKOM LMBUAM3aLMK. ITa
TPaAEKTOPUS IBONIOLMM HE TOJIbKO AEMOHCTPUPYET
>KN3HECTOMKOCTb KNTAMCKOrO 3CTETUYECKOrO AyXa,
HO 1 BbISIB/SIET BO3MOXHbIE MYTW HEMpepbIBHbIX UH-
HOBaLMIN TPaANLMOHHBIX GUAOCOPCKNX KOHLLEMLIM
B YCJIOBUsIX F106a1M3NPOBaHHOIO Xy0XKECTBEHHO-
ro KoHtekcrta [9].

3akstoueHue

Taknm obpa3om, TpaekTopusa PasBUTUSA KITA-
CKOM MOPCKOM XMBOMUCK NpeacTaBaseT coboi
NCTOPUIO NMepexoaa OT «KY/JbTYpPHOro OoTKasza» K
«3CTETUYECKON PEeKOHCTPYKLMUn». Mope B Tpagu-
LMOHHOM Meli3a>XkHON XMBOMWUCU CyLLECTBOBANO Kak
aHTUTE3a «CyLle»; OHO PACcTBOPSANOCH B obnakax v
JbIMKe, CTaHOBACb GUNOCOPCKOM «MyCTOTOM». Pa3-
BUTME COBPEMEHHOW MOPCKOM XXMBOMUCK NPOU30-
W10 Ha GOHe IKOHOMUYECKOM OTKPbITOCTK KuTas
M pocTa Ky/JIbTYPHOW YBEPEHHOCTM, UTO CTaJIo HO-
BOI MaTepuanmnsaLmein 3Ton KOHUENUUN «MyCTOTbI».
CoBpeMeHHble KuUTalckme XyAOXKHUKM nepectanu
nsberaTb MOPCKOro NpocTopa n 6ypb; CUHTE3NPYSA
KWTaCKMe 1 3anaZHble TEXHUKKW, OHW MpeBpaTuav
«MyCTOE MPOCTPAHCTBO» B BM3YabHbIN A3bIK, 00-
NajaroLnin COBPEMEHHbBIM AYXOBHbIM HaMpsXXeH -
eM. 3Ta TpaHchopMaL s ABASETCSA Kak Hacneamem
JAPEeBHEN OpPTOAOKCUM, TaK U OTKIMKOM Ha AyX CO-
BPEMEHHOCTH.
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