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THE HWAJOHWA GENRE (BIRD-AND-FLOWER PAINTING)
IN KOREAN TRADITIONAL PAINTING OF THE LATE

CHOSON PERIOD (18th -

Summary: This article is devoted to the hwajo-
hwa artistic genre (bird-and-flower painting) of the
late Choson period (18t - early 20t centuries). The
study identifies the historical and cultural context
and traces the stylistic evolution of the bird-and-
flower genre. The national features inherent in Ko-
rean hwajohwa painting, as well as the influence of
traditional Chinese styles and Western European
painting techniques on the bird-and-flower genre,
are noted. The author outlines the leading artists
working in this genre.

In the 18™ century, the bird-and-flower paint-
ing in Korea underwent a significant transforma-
tion. The work of professional artists Chdng Son and
Pydn Sangbyodk presents a new realistic approach
to hwajohwa painting. Artists began to carefully ob-
serve the structural characteristics of the depicted
objects of wildlife. Also, artist Sim Sajong was a rec-
ognised master of the bird-and-flower genre. His
work was based on the Chinese "southern school”
pictorial principles and aesthetics, the influence of
which was strong in Korea.

Kim Hondo, the leading artist of the late Choson
period, actively used traditional landscape as a back-
ground for his works with flowers and birds. However,
in depicting living creatures, he did not use formal
templates, painting birds in realistic nature scenes.
Kim Hondo contributed significantly to the devel-

EARLY 20th CENTURIES)

opment of Korean traditional painting and the hwa-
johwa genre.

The popularity of the bird-and-flower genre in
the late Chosdn period is mainly due to econom-
ic growth and the improvement in the welfare of
ordinary people. Most of the works of this genre
were created by artists from the people. The works
were examples of the so-called minhwa folk painting,
which developed in accordance with the requests of
a new customer, a native of the lower and middle
classes. Such works combined auspicious symbols
and were the embodiment of the highest harmony
of nature. However, they also began to be used sim-
ply to decorate the house.

In the hwajohwa painting of the 19t century, a
new approach to the depiction of an artist’s personal
experiences was reflected; such trends were mixed
with the traditional "painting of ideas”. The bird-
and-flower genre acquired a free style and con-
veyed fresh aesthetic feelings under the influence
of the work of artist Chang Stingdp, whose picto-
rial approaches were continued and developed by
masters at the very end of the Choson era.

Keywords: Korean traditional painting of the
Choson period, the hwajohwa genre (bird-and-
flower painting), Chdng S6n, Cho Yongsdk, Pyon
Sangbydk, Sim Sajong, Kim Hondo, Hong Sesdp,
Chang Slingdp, Cho Sokchin, An Junsik.
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The Choson era (reign of the Yi Dynasty, 1392-
1910) is a period of five hundred years in Korean
history. This article is a continuation of the study
[1, pp.72-78] of the bird-and-flower genre in Kore-
an traditional painting and describes the process-
es that took place in the designated art movement
in Korea in the 18" - early 20" centuries. In mod-
ern South Korean art history, this period of history
is usually called the late Choson period. It is sub-
divided into two stages: the late Choson period,
conventionally dated 1700-1800, and the end of
the Choson era, conventionally dated 1800-1910.
(Note that some Korean researchers date the end of
the Chosdn period from 1850 to 1910). The author
uses the terms hwajohwa (3}23} £ )5 #) to denote
the bird-and-flower genre and hwajodo (8} %% (£
[il#) to denote paintings made in this genre [for
more details on terminological features, see 1, p.73].

Hwajohwa in the Late Chosoén Period
(c. 1700-1800)

In the history of the Choson period, the 18" cen-
tury is considered one of the most stable and pros-
perous. There were no wars or foreign invasions on
the Korean Peninsula; trade and crafts were active-
ly developing; the middle class of low-ranking of-
ficials, merchants and artisans gradually grew rich.
With the coming to power of the Manchu dynas-

ty in China (1644-1912), which Koreans considered
“barbaric”, Choson, in the eyes of its intelligentsia,
began to be perceived as a new centre, the heart
of neo-Confucian culture. Despite the continued in-
fluence of China, a search for self-identification be-
gan in Korean academic circles, accompanied by an
increase in national self-awareness, which was di-
rectly reflected in art and painting.

First of all, these tendencies manifested them-
selves in the noticeable development of the “true
view" landscape movements, chingydng sansuh-
wa (U723} [\ HilkE) and p'ungsokhwa (&
243} {4 #5) everyday genre painting. However,
the hwajohwa genre also underwent a significant
transformation. This process was associated with
the emergence of new artistic trends and the
strengthening of the influence of the Chinese
«southern school», or the namjonghwa painting
(&3} Fgu<E, Chinese: ndnzonghua), in Korea.

Monochrome ink painting, which gravitated to-
wards calligraphy and convention and which was little
understood by common people, began to be less pop-
ular. Painting with ink and water paints chaemukp’ung
(A E-ZF M), detailed elaboration of paintings, rich
colour, popular at the very beginning of the reign of
the Yi dynasty (1392-1550) [1, pp. 74-75], became
widespread again. In the middle strata of Korean so-

3 e o T i

(Fig. 2) Pyon Sangbyck, Rooster and Chickens Guarding Chicks, paper, ink, watercolours, ch'aesaek technique, 30x46 cm, mid-18*
century, Kansong Art Museum, Seoul

(Fig. 1) Chéng Sén, Physalis and the Rooster, silk, ink, watercolours, ch‘aesaek technique (% ¥ (4, colouring the depicted object after
drawing its outline), 30.5x20.8 cm, first half of the 18" century, Kansong Art Museum, Seoul
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ciety, whose well-being had significantly improved
by the 18t century, the demand for a vivid depiction
of nature increased. Moreover, the pictorial albums
imported for copying from early Qing China start-
ed to consist of colour woodcuts, which also influ-
enced Korean society’s tastes and aesthetic needs.

One of the key places in the formation of the na-
tional painting of Korea is occupied by artist Chdng
Son (Al fE, pseudonym: Kydmjae A A 75,
1676-1759), who became famous primarily for his
“true view" landscapes. He painted little in the bird-
and-flower genre; however, Korean art critics unan-
imously declare that Chéng Sén had an unrivalled
talent for conveying the essence of nature and liv-
ing things. His works Physalis and a Rooster (‘55 &
A %= K5 FERESSIE) (Fig. 1) and Celosia and Late [Au-
tumn?] Chickens (A T-3+3= = 550G #El=]) from the
Kansong Art Museum have been preserved. In the
paintings, the composition is traditional; we see the
concentration of the main objects in one corner of
a small landscape. However, the image of birds and
plants demonstrates a realistic approach to paint-
ing [5, pp.234-235]. In Physalis and a Rooster the
combination of orange and red in the fruits of the

plant and the bird’s plumage attracts the viewer’s
attention. The master worked with bright colour with
great enthusiasm, applying several layers of paint
to achieve maximum tone intensity.

This realistic approach was based on chadtikchok
(AF5A [ {411), that is self-learning by observing
the structural characteristics and the most minor
features of the object under study. This movement
in painting was developed by artist Cho Yongsdk
(294 3% 4, pseudonym: Kwanajae, Sokkyesanin
ot ks, A A £ A, 1686-1761), who
painted an object exactly as it was, or chiingmul sa-
Jin (&AM 81% %5 1H). He was a childhood friend
and neighbour of great Chdng Son. In the first phase
of his work, Cho Yongsok practised rough sketch-
ing with willow charcoal, yutan yaksa (& 2FA} #l
I %9). Creating his famous painting Magpies on
a Pine / A Pair of Magpies (% 2+ = Al e / =
= HEEG]E) from a private collection, Cho Yongsok
worked with ink and white chalk hobun (&% 13),
basing on just such full-scale sketches... The funda-
mental difference between this work and the paint-
ings of the middle Chosdn period (c. 1550-1700)
is in the changed iconography: instead of whimsically

(Fig. 3) Geisbert Gillis d’Hondecoeter, Rooster and Chickens in a Landscape, oil on board, 55x74 ¢cm, 1651 ?,
Mauritshuis Royal Gallery, Hague
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curved, as if broken, thin twigs of plum or bamboo,
the painting has a powerful pine branch, which serves
as reliable support for light, as if weightless birds.

Outstanding court painter Pyon Sangbyok (R
B [ H]5E, pseudonym: Hwajae 3} Fiz%, 1730-
17757?) became famous for his bright multicoloured
works in the bird-and-flower genre. The artist re-

ceived the nickname "Pydn-cat” for the magnificent
drawings of cats and “Pydn-rooster” for painting
roosters and hens. His painting Rooster and Chick-
ens Guarding Chicks (AF-&7&3 = itff e 5t ) from
the Kansong Art Museum (Fig. 2) is considered one
of the pinnacles of the hwajohwa genre in Korean
traditional painting [7, pp.128-135; 8, p.109]. The

(Fig. 4) Sim Sajéng, Bird [Kingfisher] Smelling a Scent, paper, ink, watercolours, tamch‘ae technique (&3 %, lightly colouring the
depicted objects and the background with paints and ink), 27.2x21.1 cm, middle 18" century, Kansong Art Museum, Seoul
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Leeum Museum, Seoul

(Fig. 6) Unknown artist, ten-fold screen Spring in the Mountains (‘&2+2] ¥, 2257 A /ML R, silk, ink,
watercolours, ch'aesaek technique, 165x411 cm, 19 century, Korean Art Gallery, Pyongyang

work is characterised by atypical realism. The con-
trast between the plumage of adult birds and the
light fluff covering the chicks is conveyed perfect-
ly. The stiff feathers of the rooster seem to glare,
reflecting the sunlight, while the chickens seem al-
most incorporeal.

38

The painting is characterised by an innovative compo-
sition: birds are presented in bold angles and turns that
emphasise spatial depth. Such techniques were clear-
ly borrowed from the arsenal of Western European art.

It is worth noting that in the 18 century, Western
pictorial techniques were beginning to appear on

the Korean Peninsula through Qing China although
indirectly. Foreign artists worked at the courts of the
Kangxi (1661-1722) and Qianldng (1735-1796) em-
perors, who are considered the greatest patrons of
art, the most famous of whom was Jesuit monk Gi-
useppe Castiglione (1688-1768). In court academ-
ic painting, Chinese artists began to use linear and
aerial perspectives and use chiaroscuro. Koreans,
who regularly visited Beijing as part of diplomatic
missions, certainly had the opportunity to get ac-
quainted with new cultural trends brought to Chi-
na by numerous Christian missionaries and trading
companies. Gradually, Korean artists also began to
apply the methods and techniques of European art.

In the 17t-18%™ centuries in Western European
art, images of poultry yards (Fig. 3), bird concerts,
chicken coops, and cockfights were becoming pop-
ular. Dutch artists Geisbert Gillis d'Hondecoeter
(1604-1653) and his son Melchior d'Hondecoeter
(1636-1695) were among the leading masters of
this animalistic trend. The latter even received the
nickname "Raphael of birds” by his contemporaries.
During this period, a large number of objects of
Western European art were imported into China,
and we cannot exclude that paintings with plots
similar to those of Hondecoeter ended up on the
Far Eastern market.

Of course, there is no conclusive evidence of
Pyon Sangbyodk's direct borrowing of the plot of The
Rooster and Chickens Guarding Chicks; however, the
likelihood of an indirect influence is very high. The
circular composition of the arrangement of the fig-
ures of birds guarding their chicks, the placement
of their bodies in space, the emphasised realism of
the image - everything is new for Korean painting.

Also, in the late Chosdn period, a movement that
used the sumuk tamch‘aep’ung technique (5%
A E KEHEF A, ink painting with light colouring
with mineral paints) was popular in the bird-and-
flower genre. It was based on the pictorial princi-
ples and aesthetics of the Chinese “southern school”.
The recognised master of this movement was Sim
Sajong (A TLAGNIE, pseudonym: Hydnjae & Al
¥7%, 1707-1769), an artist with a difficult creative
and human destiny, who lived a modest secluded
life and died in poverty. However, he contributed
significantly to the development of Korean tradi-
tional painting and was a renowned master of flow-
ers, birds and insects.

While echoing the pictorial style of Qing artist
Jiang Tingxi (# %L#), 1669-1732), Sim Sajong some-

(Fig. 7) Hong Sesdp, Swimming Ducks [in a Stream of Water],
silk, ink, sumuk technique (5=% /K8, monochrome ink
painting), 119.7x47.9 cm, the second half of the 19" century,
National Museum of Korea, Seoul

times used the flamboyant “careful brushing” tech-
nique of kongp'il ch‘aesaekp’ung (&2 AN A% T4
¥ (1 )8), that is accurate contouring of objects with
great attention to detail and shape [3, p.57]. The
artist's painting Ducks on a Lotus Pond (1 4] -f %+
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(Fig. 8) Chang Stingop, Fearless Eagles, silk, ink,
watercolours, tamch'ae technique, 135.4x55.4 cm, the second
half of the 19 century, Leeum Museum, Seoul

= SIS E) from the Leeum Museum perfect-
ly demonstrates this painterly manner of the artist.
At the same time, Sim Sajong used a variety of ar-
tistic techniques in his work. In part, he continued
the tradition of Cho Sok (%4 #i{f, pseudonym:
Ch'anggang %7 171, 1595-1668), an intellectual
artist of the middle Chosén period [1, p.76], which
can be seen in the free and powerful brushwork
in Bird [Kingfisher] Smelling a Scent (-3 =& K&
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[ #F) from the Kansong Museum (Fig. 4). Sim Sajong
preferred to portray hawks, pheasants, woodpeck-
ers and kingfishers. The artist was a great colourist;
his painting is recognisable and stands out among
the works of his contemporaries.

Sim Sajong’s work was admired by representatives
of the yohang (413} )45, the lower educated social
class formed from low-ranking officials in the late
Choson period), for example, the artists Ch'oe Buk
(& 1]k, pseudonym: Hosaenggwan, Samgijae &
A R, A7) A =7, 1712-1786), who ex-
cellently painted hunting eagles, and Kim Hondo
(A&X 458, pseudonym: Tanwdn, Tangu, S6ho
ool MR, S HEp, A3 4, 1745-1806).

Kim Hondo is a genuinely significant figure in the
cultural life of Korea. He was one of the best court
painters of king Chéngjo (*d 2 1Fiill, 1776-1800),
had great talent, and his creative range was exten-
sive [9]. Kim Hondo's artistic world was shaped by
the works of Chong Son and Sim Sajong.

The artist left behind many paintings with wild
ducks, herons, magpies, pheasants, hawks and cranes.
For his hwajodo, Kim Hondo used traditional small
and large landscapes as a background; however,
in depicting living creatures, he moved away from
typical and formal patterns, painting birds in re-
alistic nature scenes with mountains, valleys, and
rural fields. He actively used multi-figured com-
positions with a characteristic genre narrative and
an entertaining plot. Ducks Floating on the River
(A FH L= @iEmE), A Pair of Pheasants
in the Autumn Forest (5% 22| 5= Kb HE HE [ )
(Fig. 5) and Magpies in Spring (=2} H.8] &= % i 5 1#]),
all of which are included in The Painting Album of
the Pydngjin Year ("8 21 d 313 IR A0 from
the Leeum Museum, are the artist's best paintings
with birds. Masterwork in bright, clear colour, com-
position balanced by empty space, distinguish Kim
Hondo's style.

In the late Choson period, a large number of
paintings began to be painted in the blue-green
colour of the ch’dngnokp’ung style (3 5% Fifka),
which used bright saturated colour in the image of
birds, flowering trees, stones and rocks. The increased
conventionality and decorativeness of paintings of
this style made them one of the most popular items
of decoration not only in palaces but also in the
houses of the middle-class chungin (Z<1 1 A),
wealthy traders and merchants.

Brightly coloured screens with pines and cranes
songhakto (3% #A#[E) and haehakpandoryu

(Sl Sk = - S Bk, images combining cranes
and peach trees as symbols of longevity and im-
mortality were popular among the decorative co-
loured hwajohwa. Palaces were often decorated with
such screens; they demonstrated the wealth of the
owner and the delicate work of the artist (Fig. 6).

Flowers and Birds (3} % ftF5lE) by Sin
Hanp'yong (2183 HEHF, pseudonym: Iljae &
A %75, 1726-?) from the Leeum Museum, Co-
lourful Birds Among Blooming Trees (3} A = =
TEMF &) by Yi Uiyang (] 9] & 435 4%, pseud-
onym: Sinwon 219l {5, 1768-? after 1824) from
the Kansong Museum and the screens mentioned
above are united by a bright colour combination
of green and red. In all these works, thin lines de-
pict unusually beautiful stylised birds and plants.

The popularity of the hwajohwa genre in the
18t century is primarily associated with economic
growth and the improvement of the welfare of
ordinary people. Paintings, timed to religious and
shamanic rituals, various holidays, with wishes of
longevity and a happy New Year, were made for all
population strata. However, many works in the bird-
and-flower genre were intended simply to deco-
rate the house, turning it into a fantastic paradise
[3, p.59]. Interestingly, in the late Chosdn period,
most of the paintings with flowers and birds were
created by artists from the people; these were ex-
amples of the minhwa folk painting (Y13} & #). It
is partly due to the fact that the period of the Qing
dynasty was marked by the flourishing of Chinese
drawn and printed popular prints. The export of such
a bright and exotic type of painting was carried out
both to Western Europe and Russia; of course, it
reached Korea in large quantities. The Chinese pop-
ular print, filled with benevolent symbols, influenced
Korean engraving and, in many ways, gave impe-
tus to the development of the bright minhwa folk
painting in the late Choson period. It later began
to develop according to its own laws and canons,
in accordance with the requests of a new customer,
a native of the lower and middle classes.

Basically, the minhwa folk painting in the bird-
and-flower genre was performed in the format of
large eight-winged and small double-winged screens.
There was a real demand for such bright colour hwa-
jodo paintings in the art market.

Hwajohwa of the End of the Choson Period
(c. 1800-1910)

The hwajohwa painting of the end of the Choson
period continued the tradition established by Kim

4,,
=
e P

i
i

R

E e

N

b bk B s
o
=

s
Jer-Rea s B RS S

A e

(Fig. 9) An Junsik, Wild Geese in the Reed, silk, ink,
watercolours, tamch‘ae technique, 243.8 x 82 cm, 1909, National
Museum of Korea, Seoul

Hondo; however, it also reflected a new approach
to conveying the artist's personal feelings. This ex-
pressive approach was used mainly to depict land-
scapes and bird-and-flower paintings, assuming a
lapidary brushwork and giving fresh aesthetic sen-
sations and experiences.

In hwajohwa new trends mixed with the tradition-
al satiich'e (AF2] A %3 75:48), “painting of ideas”, char-
acteristic of the middle Choson period [1, pp.75-76].
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A screen displaying birds by Hong Sesdp (& A14] it
{4, pseudonym: Sékch'ang 417 1145, 1832-1884)
from the National Museum of Korea is a prime exam-
ple. Today, the folds of this screen are divided into
eight separate scrolls. Hong Sesop’s pictorial method
demonstrates a connection with the work of Zha Da
(% %, 1626-1705), one of the prominent artists of
the Qing Dynasty. At the same time, Hong Sesop's
technique of using light and dark ink is reminiscent of
Western watercolour painting. In his works, he used
the effect of “smeared ink”, the specific organisation
of the composition in the image of flying wild ducks,
as well as a bold perspective from a bird’s eye view.
The later technique was used in the painting Swim-
ming Ducks [in a Stream of Water] (%= i [i)
(Fig. 7). However, Hong Sesdp's main artistic ap-
proaches corresponded to the past traditions in-
troduced by Cho Sok [3, p.60].

The last years of the Yi dynasty were a difficult mo-
ment in Korean history, associated with the gradual
opening of the country to the outside world. At this
time, the hwajohwa genre acquired a new free style
under the influence of the painting of artist Chang
Stngdp (&5 i HCE, pseudonym: Owdn 2 74
[, 1843-1897). However, it is believed that this style
was not so sublime and elitist. A native of the common
people, Chang Sungdp did not have a systematic ar-
tistic education; his work developed under the influ-
ence of Shanghai masters’ painting, which appeared in
Korea in the second half of the 19* century [3, p.61].
However, the artist had distinctive talent and eventu-
ally became very popular among wealthy customers
and was even able to organise his own workshop in the
centre of Seoul. Chang Stingdp brought into fashion
the image of birds of prey sitting on one leg on a tree
branch. The paintings Fearless Eagles (&5 %= 5% %)
(Fig. 8) and A Pair of Pheasants (%3] &= £ 4E) from
the Leeum Museum show the living style of Chang
Sungop. The artist used molgolpdp, the "boneless”
technique (= ¥ 151k), that is the method of de-
picting an object using ink or paints without draw-
ing a contour, the effect of “smeared ink”, as well as
light colouring [4, pp.372-374]. The artist's works are
characterised by an improvised and lively character.

The artist also popularised the noando art form
(3=CF% EFIENE, literally: “wild geese in the reed”).
The master painted wild geese in flight, descend-
ing to the reed field. A vertical silk scroll of this type
by Chang Stingdp is kept at the Institute of Orien-
tal Manuscripts of the Russian Academy of Scienc-
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es in St. Petersburg and was described by L.Kireeva
[2, pp.32-35]. It was named Wild Geese.

Chang Sungop’s artistic approaches to the hwa-
johwa genre were continued and developed by
Cho Sokchin (F41%1 Hi§ %, pseudonym: Sorim
2% /NI, 1853-1920) and An Junsik (SFE4] %
H i, pseudonym: Simjon A 7 .0, 1861-1919)
already at the end of the Choson era. Wild Geese
in the Reed (=St ENfElR]), a scroll by An Jun-
sik from the National Museum of Korea (Fig. 9),
is an excellent example of this continuity. Reed
and wild geese motifs in screens, scrolls and fans
became the mainstay of Korean flower and bird
painting until the 1920s, when they were replaced
by a completely new style of contemporary Jap-
anese art.

Summing up, we emphasise once again that
the hwajohwa genre had been prevalent in Korea
for many centuries. Artists of various schools and
philosophies turned to it; images of flowers and birds
adorned palaces and ordinary houses, combined
benevolent symbols, and embodied the highest
harmony of nature. To comprehend the essence
of the depicted objects, Korean masters sought to
merge with the life of plants and birds. To dissolve
in it, they intently and thoughtfully peered into the
details and subtle nuances of wildlife, transferring
them to paper and silk.

Great social changes in Korea in the 18t cen-
tury, accompanied by an active search for national
self-identification, brought to the stage a new cus-
tomer who came from the middle strata of Korean
society. Their tastes, along with the tastes of repre-
sentatives of the ruling elites, began to shape the
artistic culture of their time. The influence of tradi-
tional Chinese painting and the gradual penetration
of Western European creative techniques into the
Korean Peninsula was reflected in Korean tradition-
al painting, including in the bird-and-flower genre,
gradually bringing the Korean culture to those pro-
found changes that took place in it at the beginning
of the 20* century, when Korea became a colony of
Japan and started to be involved in the sphere of
the global influence of world culture.
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MXAHP XBAXKOXBA («LLBETbI W MTULLbI»)
B KOPEMCKOW TPAAMLINOHHOW XXMBOMUCIA
NO3AHErO MEPNOAA YOCOH
(XVIII — HAYAIO XX BB))

AHHOMayusa: Hactoswan cratbs NOCBALLLEHa XyA0-
XECTBEHHOMY XXaHpYy X8aoXox8d (<LBeTbl U NTULbI»)
nosgHero nepuoga YocoH (XVII — Havano XX BB.). B
NCCeAoBaHMN 0603HaUYEH NCTOPUKO-KYLTYPHBbIV KOH-
TEKCT, NPOC/IEXeEHa CTUNEBas 3BOIOLMA XaHPa «LIBEThI
1 ATULbl». OTMEeYeHbl HaunoHalbHble 0COBEHHOCTH,
NpUCYyLLEe KOPENCKOM XMBOMUCU X8aOX0x8d, a Tak-
Xe BANSIHWE TPAAULIMOHHbBIX KNTANCKUX CTUIEN 1 3a-
naZHOEBPOMNENCKNX XXMBOMUCHbIX TEXHUK Ha >KaHpP
«LBETbl U NTULbI». ABTOpP OUYepUMBaET KPYr BeAyLLNX
XyAOXHWKOB, paboTaBLUNX B AaHHOM >XaHpe.

B XVIII B. HanpaBaeHwue «LBeTbl 1 NTULbI» B Kopee
npeTepneno 3HauuTenbHyr TpaHchopmaumio. TBop-
4YeCTBO NPOodeccnoHabHbIX XyAoXHUKoB YoH CoHa
1 MNén CaHbEka AEMOHCTPUPYET HOBbI peannucTm-
YeCKUIA MOXOA, K XXMBOMUCK X8aX00x8d. XyA0XKHUKN
CTanu TWwaTenbHo HabaoaaTh 3a CTPYKTYPHBIMU Xa-
pakTepuUCTUKaMu n3obpaxkaeMblx 0ObEKTOB XXMBOW
npupoabl. lNNPU3HaHHBIM MacTEPOM >XaHpa «LBeTbl U
ATULBI» TakXe ABAAACA XygoKHUK Cm CagpkoH, ero
TBOPUYECTBO Ha3MPOBaNOCh Ha XMBOMUCHbBIX MPUHLN-
Max v 3CTETUKE KUTANCKOM «HOXKHOW LLKOJbI», BAUSIHME
KOTOpPOM 6bI10 o4eHb cubHO B Kopee.

Beaywmii xyaoxHUK no3aHero nepuoga YocoH Kum
XOHAO ANS CBOUX MPOV3BEAEHWNI C LIBETAMU U NTU-
LamMu B kayecTBe GpOHa aKTMBHO MCMOJIb30BaA Tpa-
AMLMOHHDIV Neli3a, O4HaKO B M306paXkeHMI XXMBbIX
CyLLECTB YLWEN OT GopMasibHbIX LWabOHOB, BNUCbIBas
NTUL, B peasncTmyeckme cueHbl npupoabl. Kum XoHao
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BHEC OO/IbLLION BK/1AZ B Pa3BUTNE KOPENCKON Tpaau-
LIMOHHOW XUNBOMUCK U XKaHpa X8adxoxad.

MonynspHOCTb XaHpa «UBeTbl U NTULbI» B MNO34-
HW Nepvog YoCoH BO MHOTOM CBsi3aHa C 3KOHOMMYe-
CKVUM POCTOM W yyudLLeHeM 61arocoCTOAHNA PAAOBbIX
obbiBaTenein. bébluas YacTb NPOU3BEAEHNI JaHHOTO
Hanpas/ieHNA CO3aBanach XyAOXHMKaMMN U3 HapoAa,
370 6blM 0b6pasLbl Tak Ha3bIBAEMOW HAPOLHOM XMNBO-
MCN MUHX8A, KOTOpas pa3BuBasiacb B COOTBETCTBUM C
3anpocaMun HOBOTO 3aKa3uuKa, BbIXOALA U3 HU3LIKX U
CpesHMNX COCNOBUIA. Takne NPOM3BeAEHNA COYeTanu B
cebe HraronoxenatesibHble CUMBOJbI U Oblav BOMJIO-
LeHWeM BbICLLIEN FapMOHUM MPUPOZbI, OfHAKO TakXKe
CTan NCMO/b30BaTbCA MPOCTO A5 YKPaLLEHNA JOMa.

B >xwuBonucn xsadxoxea XIX B. oTpasnica HOBbIN
MOAXOA K Mepesaye ANYHbIX NepexxmBaHUi XyL4oX-
HWKa, TaKne BEeAHUA CMeLLaAnCb C TPagNLMOHHOWN
«KMBOMUCBIO naein». XaHp «UBeTbl U NTULbI» 0BPEén
CBOBOAHbIN CTU/b U TPAHCIMPOBAJ CBEXME 3CTETUYE-
CKMe OLLYLLIEHWS MOZ BANAHWEM TBOPYECTBA XyA0X-
Hvka YaH CbiHbOMa, XXMBOMUCHbBIE NOAXOAbLI KOTOPOro
6b1IM MPOAO/IKEHBI U Pa3BUTbI MacTepaMm yxe B ca-
MOM KOHLE 3roxu YocoH.

Knrouesele ciosa: kopeiickas TpagMuMOHHas Xun-
BOMMWCb Nepuoga YoCoH, >xaHp x8adxoxed («LBeTbl
n NTMLbI»), YoH CoH, Yo EHcok, Mén Canbék, Cum
CapyxoH, Kum XoHao, XoH Cecon, YaH CeiHbon, Yo
CokunH, AH [I>XXyHCKK.

Jnoxa YocoH (npaBaeHne gnHactum Jln 1392-
1910 rr.) — 370 NPOMEXYTOK KOPENCKOMN NCTO-
puvu NPOTAXEHHOCTbIO B NATLCOT NeT. HacToawasn
CTaTbs ABASETCA NPOAOIKEHUEM UCCAELOBaHMSA
[1, c. 72-78] xaHpa «LBeTbl U NTULbI» B KOPENCKOW
TPaAULMOHHOW XMBOMMUCK 1 OMUCLIBAET NMPOLLECCHI,
NPOVCXoAUBLLNE B 06O3HAYEHHOM XYA0XECTBEH-
Hom HanpasneHun B Kopee B XVIII — Hauane XX B.
B coBpeMeHHOM HXHOKOPENCKOM MCKYCCTBO3HA-
HWUW 3TOT NPOMEXYTOK UCTOPUMN NPUHSATO Ha3biBaTb
Mo34HUM neprogoM YOCoH 1 nogpasaensTb Ha 4Ba
3Tana: cobCTBEHHO, NO3AHWUI Nepunos YocoH, yc-
noBHo gatupyemsbiin 1700-1800 rr., U KOHew, 3noxu
YocoH — ycnoHo 1800-1910 rr. (o6patMm BHUMa-
HWE, UTO HEKOTOPblE KOPENCKMe UCCae0BaTeNV Aa-
TUPYHOT KOHel, nepuoga YocoH ¢ 1850 go 1910 r.).
ABTOp MCMoNb3yeT TepMUHbI xgadxoxea (3+x 3} {1t
[ E5) ana 0603HaUEHUA XaHpa «LBETbl U NTULbI»
v x8adxodo (33 (L5 i), obosHauarowmii kap-
TWHbI, BbINOJIHEHHbIE B JaHHOM XaHpe [nogpobHee
O TEPMUHOJIOTNYECKNX OCOBEHHOCTAX cM. 1, ¢. 73].

XBag)xoxBa B no3agHuii nepuos YocoH
(ox. 1700-1800 rr.)

XVIII Bek B nctopun nepnoga YocoH cuntaetca
OZHUM U3 CaMblX CTabWbHbIX 1 61aronoayyYHbIX: Ha
Kopeickom nonyocTpoBe He MPOUCXOANA0 BOMH UK
MHO3€eMHbIX BTOPXEHWI, aKTMBHO Pa3BUBaINCh TOP-
FOB/IS U MPOMBIC/bI, CPEAHWIA KAacC MEeNKMX YNHOB-
HWKOB, TOProBLIEB Y PEMECIEHHUKOB NOCTENEHHO
6oraten. C NpMxoA0M K BAaCTV MaHbuUXypCKon au-
HacTum B Kntae (1644-1912 rr.), KOTOPYHO KOpENLibl
cuMTanu «BapBapCckon», YoCoH B r1asax cobCTBEH-
HOWV UHTENIMTEHLMM CTa BOCMPUHMMATLCA Kak HO-
BbI/ LleHTp/cepaLie HEOKOHDYLIMAHCKOW KyAbTypbl.
HecmoTpsa Ha npogoaxatoweeca samaHne Kntas,
B KOpenckmx obpasoBaHHbIX Kpyrax HaunHaroTcA
MOUCKN CaMOoUAEHTUDUKALIMK, CONPOBOXAABLLME-
CA POCTOM HaLMOHaIbHOTO CAMOCO3HaHMS, YTO Ha-
LU0 MPSIMOEe OTPaXKeHWe B UCKYCCTBE W XXMBOMUCHU.

B nepByto ouepesb 3TU TEHAEHL MW NPOSABUANCH
B 3aMETHOM Pa3BUTUW HaNpPaBAEHNN Neli3axa «Mnoj-
JMHHOTO BUAa» YuH28H caHcyxea (X 73 Ak=3} H
st IIJKEE) v GbITOBON XXaHPOBOW XUBOMUCK NXYH-
cokxea (&% 3} JA i+ #5). OaHako v xaHp xeadxoxea
npeTepnen 3HaunTesbHyo TpaHchopMauno. JaH-
HbI NpoLecc 6bln CBA3aH C NOABAEHWNEM HOBBbIX XY-
[OXXECTBEHHbIX TeUeHWI 1 ykpernieHnem B Kopee
BAVAHUNA KATANCKOM «HOXKHOW LLKObI», UAU XXUBO-
e HamoxoHxea (‘2-& 8+ 14 5, KnT. HaHbY3yXxya).

MOHOXPOMHas >XXMBOMUCH TYLLbLO, TAFOTEBLUAsA
K KanamrpaduuyHOCTM U YCNOBHOCTU, MasIOMOHAT-

Has B HapOAHOW cpefe, nowna Ha cnag. NucaHue
Xe TYWbH U BOASHbIMU KpackaMu YX3MyKNXyH
(&3 FEM), getanbHocTb NpopaboTku Kap-
TWH, HaCbILLEHHbIV KOJOPUT, NONYAsiPHbIE B CAMOM
Hauane npasneHnsa guHactum Jin (1392-1550 rr.)
[1, c. 74-75], onaTe NOAYYMAN LLMPOKOE pacnpo-
CTpaHeHue. B cpeaHmx cnosix Kopelrckoro obLuecTsa,
61aroCOCTONAHNE KOTOPbIX 3HAUNTEILHO YKPENWIOCh
k XVIII B., BO3pOC CNpOC Ha XMBOe ApKoe nlobpa-
XeHve npupoabl. bonee Toro, 3aBe3éHHble U3 paH-
HeumHckoro Kutas n3obpasutesbHble anbboMbl ans
KOMWPOBaHUSA TeNepb COCTOAIN U3 LiBETHbIX KCUO-
rpaduii, 4TO TakXKe CKasblBasOCh Ha GOPMUMPOBAHUN
BKYCOB U 3CTETUYECKMX MOTPeOHOCTEN KOPENCKo-
ro obuiecrsa.

OZHO 13 K/toYeBbIX MecT B pOPMUPOBaHNN Ha-
LMOHabHOM XnBonucu Kopen 3aHMMaeT Xya0XK-
HUK YoH CoH (A1 @0EL, ncea. Kémaxa 3 Al i
7%,1676-1759 rr.), NpOCAaBUBLUMIACA B NEPBYIO OYe-
peab CBOMMMU MnerizaxamMu «MOAAMHHOTO Buga». OH
MaJlo MWCan B XXaHPe «LBEeTbl U NTULbI», HO KOpeW-
CKMe UCKYCCTBOBE/AbI B OAMH rOJ1I0C 3asiBASIOT, UTO
YoH CoH obsiagan HenpeB30MAEHHbIM TaNaHTOM
B Mepejaue CyTV MPUPOAb! U XUBbIX CyLLecTB. [lo
Hac gownun ero npousseseHus «dusannc n neTyx»
(F-SA%E B EEHELE) (pyc. 1) n «Lleno3ua n nosa-
Hue [oceHHme?] upinnsata» (Al T 9HEI 25 56 SfEED) w3
XypoxxectBeHHOro Myses KaHcoH. B kapTuHax komno-
3ULMA TPAagMLMOHHA, Mbl BUAUM COCPesOTOYEHNE
OCHOBHbIX OOBEKTOB B OAHOM Yy HE6ONBLLOrO Nen-
3aXka, o4HaKo n3obpaxkeHne NTUL, U pacTeHun ge-
MOHCTPUPYET PEANMCTUYECKNIA MOAXOZ B XXMBOMUCK
[5, c. 234-235]. B «®uzannce n netyxe» nepekany-
Ka OpaH>XeBOro M KpPacHOro B MAOAaxX pacTeHus u
ONnepeHUn NTULbI NPUBJEKAET BHUMaHWeE 3pUTeNs,
Mactep ¢ 60abWwINM yBAeveHeM paboTaeT ¢ ap-
KUM LIBETOM, HaHOCSl HECKO/IbKO C/I0EB Kpacku, YTo-
Bbl J06UTbCA MAKCUMAaNbHOM MHTEHCUBHOCTM TOHaA.

Takoi peanncTmyueckmii nogxos 6asmposancs Ha
yadbikdok (AH52 [11311), T.e. camoobyueHum ny-
TEM Hab/I0AeHMS 33 CTPYKTYPHbLIMU XapaKTePUCTU-
Kamu 1 MebYaillMMy OCOBEHHOCTAMM M3y4aeMOoro
obbekTa. [lJaHHOe HanpaBAeHWe B XUBOMUCK pas-
BMBaN XyAoXHUK Yo EHcok (=94 %4, ncesa,.
KsaHagxa, Cokkecann ol A #lf s, 2 A4Sl £
I A, 1686-1761 rr.), KOTOpPbIV NMcan npesmer
UMEHHO TaKUM, KakOB OH €CTb, MW YbIHMY/Ib €a0-
xuH (SEALZ Bl %5 1R). OH 6bin gpyrom AeTcTea
n cocegom Beamkoro YoH CoHa. Ha nepeom 3Tane
paboTbl Yo EHCOk npakTvkoBan rpybble 3apncoB-
K1 VBOBbIM yreM romxaH akca (-5 FAL Ml i &)
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Co3paBas CBOHO M3BECTHYHO KapTuHY «Copoku Ha
cocHer/«lNapa copok» (% 2= KR NE /A2 =
#518]) n3 yacTHoro cobpanus, Yo EHcok pabotan
TywWbto 1 6ennnamu xobyH (S 1), 6asupysco
KaK pa3 Ha Takux HaTypHbIX 3cku3ax. [puHumnun-
aJlbHOE OT/IMUMe JaHHOTO MPOU3BEAEHMS OT Kap-
TUH cpeaHero nepuoga YocoH (ok. 1550-1700 rr.)
B M3MEHMBLUENCA MKOHOTrpaduu: BMECTO NPUXOTIMN-
BO M3OTHYTbIX, KaK Bbl M3/JOMaHHbIX TOHKMX BETOYEK
camBbl v 6ambyka, Ha KapTvHe MoLLHas BETBb CO-
CHbI, CAy>Kalllas HagEXHOW Onopon NErkum, byaTo
HEeBECOMbIM MTHLIAM.

APKNMUN MHOTOLLBETHLIMU NMPOV3BEAEHUSMU B
XaHpe «LBETbI U NTULLbI» NPOCAABWACS BblAaOLLMIA-
CA MPUABOPHBIN XyA0XKHUK MéH Canbék (HAH |
FEE, ncesa. Xsagxa 3HA) g5, 1730-17757 rr.).
Mactep noayuumn npossua «[éH-KOT» 3a BeInN-
KONEernHble PUCYHKWN KoLeK 1 «[MéH-neTyx» 3a n3o-
HpaxkeHre NeTyxoB 1 kypuu, Ero kaptnHa «[etyx u
KYPWILLbI OXPAHAOT LbInasT>» (Rk-3-7d-5=T2. I i e i)
13 XygoxectBeHHoOro myses KaHcoH (pwc. 2) cunta-
€TCA OAHOW M3 BEPLUMNH XaHpa x8adxox8ad B KOPeWi-
CKOW TpaaMLUMOHHOM Xxneonucu [7, c. 128-135; 8,
c. 109]. Pabota xapaktepu3ayeTca HETUMNYHOM pe-
a/IMCTUUYHOCTbIO UCMOHeHUs. MpekpacHo nepesaH
KOHTpacT MeXJy ornepeHneM B3pOC/bIX NTUL, U Nér-
KMM MYLLKOM, MOKpPbIBAOLWMM LbInasT. XEcTkne ne-
pbs MeTyxa Kak 6bl 6AMKYHOT, OTpakasi CONHEYHbI
CBET, UbINAsATa e KaxyTcs nouTv 6ectenecHbImMu.

KapTrHe npucyla HoBaTopckas KOMMO3MLMS:
ATULLI NPeACTaBAEHbl B CMEJbIX pakypcax U noBo-
poTax, MOAYEPKMNBAIOLLNX MPOCTPAHCTBEHHYH Ty-
6uHy. Takne NpUEMbI ABHO BblAN 3aMMCTBOBaHbI 13
apceHana 3anajHoOeBpPONenckoro NCKyccTea.

Crout otmMeTuTb, uto B XVIII B. Ha Kopewnckuii
MONyOCTPOB Yepes LmHCKkMI Kutali XoTb 1 onocpe-
[AOBaHHO, HO HAUMHAKOT NPOCaUMBaTLCA 3amnasHble
XMNBOMWCHbIE Mpuémbl. Mpu 4BOPe MMMNepaTopOB
Kancm (1661-1722 rr.) v UanbnyHa (1735-1796 rr.),
KOTOpble CUMTAOTCA BEAUYANLLIMMM NOKPOBUTENS -
MW NCKYCCTBA, paboTanu MHOCTPaHHbIE XYAOXKHMKM,
CaMbIM WN3BECTHbIM U3 KOTOPbIX b1 MOHaX-NE3ynT
[>xy3enne Kactnnbore (1688-1768 rr.). B npuasop-
HOW aKaZAeMMYECKOM XNUBOMUCK KNTaNCKNE XYAO0XK-
HUKW CTaan MPUMEHSATb JIMHENHYIO Y BO3AYLIHYHO
nepcrneKTVBbI, UCMOJb30BaTh CBETOTeHb. KopeiiLibl, B
COCTaBe AWMIOMaTUYECKUX MUCCUI PeryispHO Mno-
cewaBwye MNeknH, 6e3yCNOBHO MMEN BO3MOXHOCTb
MO3HAaKOMUTLCS C HOBLIMU KY/IbTYPHBIMU BESHUAMM,
NPWHeCEHHbIMN B KnTail MHOrOUNCAEHHBIMU XPU-
CTUAHCKMMW MUCCUOHEPaMU 1 TOPrOBbIMW KOMIMa-
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HusaMU. [ocTeneHHO KOpenckme Xya0XKHUKN ToXe
Hayanu NPUMEHATb METOAbI U TEXHUKN eBpOren-
CKOTo U306pasnTeslbHOro NCKYCCTBa.

B XVII-XVIII BB. B 3anaZHOEBPONENCKOM UC-
KyCCTBE CTaHOBUTCA MOMNyAAPHbIM n306paxeHne
NTUYbUX ABOPOB (pPUC. 3), NTUYBUX KOHLLEPTOB, KYy-
PATHWUKOB, NETYLNHbIX 60EB. OgHUMMN U3 BeAYLLUX
MacTepOB 3TOTO aHMMaNNCTMUYECKOrO HanpaB/ieHns
CTanu ronnaHackue XyaoxHukm fencbept Mmanuc ge
XoHaekyTep (1604-1653 rr.) n ero cbiH Menbxuop ge
XoHgekyTep (1636-1695 rr.), nocnesgHuii jaxe no-
Jly4nn y coBpeMeHHMKOB npo3euile «Mtnunin Pada-
3nb». B 370T nepunoa B Kutaih BBO3UOCh 60bLLIOE
KOJMYECTBO NpesMeTOB 3anajHOeBPOMNenckoro nc-
KYCCTBa, M Mbl HE MOXEM WUCKOYaTb, YTO KapTUHbI
C CroXeTaMu, NOAOOHbIMY croxkeTam XOHAEKYTEPOB,
nonajanv Ha AajbHEBOCTOYHbIV PbIHOK.

Be3ycnoBHO, HET HNUKAKMX HEOMPOBEPXXMUMBIX L0-
Ka3aTeNbCTB NPAMOro 3aumMcTBoBaHUs MéH CaH6é-
KOM CroXKeTa KapTUHbI «[1eTyx 1 KypuLibl OXpaHAT
UbINAAT», HO BEPOATHOCTb ONOCPEAOBAHHOIO BAUSA-
HWS O4YeHb BesvKa. Kpyrosas KOMNo3mLms pacroso-
XeHna GUrypok NTUL, OXPaHARLLMX CBOMX MTEHLLOB,
pa3meLleHne nx Ten B NPOCTPaHCTBE, NOAYEPKHY-
Tas PeanuCTUUYHOCTb N306paXKkeHns — BCE Ans KO-
PENCKON XNBOMUCK HOBO.

Tak>xe B MO34HUIA Nepunog YoCoH B XXaHpe «LiBe-
Tbl M ATULbI» ObIIO NONYASPHO HanpasieHue, UC-
NO/b30BaBLLEe TeXHWKY CYMyK mamuxanxyH (-5 &
A E KR, nncaHve Tywwbto ¢ NErkMM oKpa-
LWMBaHWEM MWHepaibHbIMW KpackaMu), OHO ba3m-
POBaNOCh Ha XXMBOMUCHbIX MPUHLMMIAX U 3CTETMKE
KWTaNCKOM «HOXKHOW LIKOJbI». [pU3HaHHbIM MacTe-
POM 3TOro HanpasaeHus seasnca Cum CagxoH (A A}
A WAL, nceBa. Xénpxo @A X4, 1707-1769 rr),
XYBOXKHUK HENPOCTOM TBOPYECKON W Yes0BeYECKOW
CyZAbObl, MPOXMBLLNA CKPOMHYH YEeAUHEHHYHO XXW3Hb
n ymepnin B 6egHoct. Og4HaKo OH BHEC 60/bLION
BKJ1aZ B pa3BUTME KOPENCKOWN TPaAULMOHHOM XK-
BOMMUCU 1 BblN N3BECTHBIM MacTepPOM B PUCOBaHWUN
LiBETOB, MTUL, N HAaCEKOMbIX.

MoBTOPAA XXMBOMUCHbBIA CTUAb LMHCKOrO Xy-
AOXHWKA LizsiH TuHen (7L #5, 1669-1732 rr.), Cum
Caf>KOH MHOrAa NUCMO/Ib30BaN APKYH TEXHUKY «TLLa-
TeNLHOM KNCTU» KOHNXUb YX3CIKNXYH (&2 3 A 35
TEEFR @A), T.e. akkypaTHOE Y TOUHOE KOHTYpHOe
n3obpaxeHne o6bLEKTOB C HONbLWIMM BHUMAHWEM
K getanam n dopmam [3, c. 57]. Takyro >xmsBonuc-
HYHO MaHepy XyAOXHMWKa NpeKpacHO AeMOHCTPU-
pyeT KapTuHa «YTKV Ha NOTOCOBOM Mpyay» (1 4]
Frt = G E) m3 Myses Jluym. Ho B TO xe

BpeMs Cum Caz>koH NPUMEHs B CBOEM TBOpYe-
CTBE CaMble pa3Hble XyA0XECTBEHHbIE TeXHWKMW. Ya-
CTUUHO OH npogosixan Tpaanumio Yo Coka (25 i
I, ncesa. YUxanran &7 1AL, 1595-1668 rr.), xy-
[LOXHWKa-UHTeNNeKTyana cpegHero nepmoga YocoH
[1, c. 76], 4TO MOXHO yBMAETb B CBOHOAHON 1 MOLLL-
HOI paboTe KNCTbIO B KapTuHe «[Tnuka [3Mmoposok]
uyBCTBYeT apomat» (o & KEHTF) ns myses
KaHcoH (puc. 4). Cum Cag>xoH npeanovmTan nso-
6paxaTb AcTpeboB, pa3aHOB, AATNOB N 3MOPOS-
KOB. XyAOXHWK Obln BENVNKONEMHBIM KOJIOPUCTOM,
€ro XMBOMWUCb Y3HaBaeMa 1 BblAeNAeTca cpeam pa-
60T COBPEMEHHMKOB.

TeopuectBom CnmM CaaxxoHa BOCXMLLANNCE Npes-
ctaButenu éxad (41 [#14;, Hu3Wwee obpazoBaHHOe
coumanbHoe cocnoBue, chopmMmpoBaBLLIeecs B NO34-
HWI nepuog YOCOH M3 MeNKMX YNHOBHUKOB), Ha-
npumep, XyaoxHukn Yxee byk (5 # 1L, ncesga.
XocaHreaH, Camrugxs AT 2/ ff, A7 A =4
7%, 1712-1786 rT.), KOTOPbIA BEIMKOEMNHO Mucan
oxoTaLmxcs opnos, n Kum Xonao (2% 1AM,
nceea. TansoH, Tawry, Coxo T M, T JTif,
A% P4, 1745-1806 rr.).

Knm XoHAO — MonCcTUHe 3Haummas durypa B Kyb-
TYPHOW XU3HU Kopeu, OH Obl1 OAHUM U3 NyYLLINX
NPUABOPHBIX XyAOXHMKOB BaHa YoHaxo (= 1E
iitl, 1776-1800 rr.), o6n1asan 60abLINM TaNaHTOM,
€ro TBOPYECKN AnanasoH BecbMa Wwnpok [9]. Ha
dbopmMunpoBaHmne xyaoxectseHHOro mmpa Knm XoH-
[0 OKazanu bonblioe BAMAHME Npou3BeseHmns YoH
CoHa n Cum CaaxoHa.

XyZ4OXHUK OCTaBWA nocae cebs MHOro kap-
TUH C ANKMMM YTKaMK, Lanasamm, copokamu, da-
3aHamMmu, actpebamun 1 xypasaamu. Jns csounx
x8a0>xo000 Kum XoHa0 kak GOH ncnonb3osan Tpa-
AVLUMOHHbIE Manbli U 6ONbLIOK Nen3ax, o4HaKo
B M300paxKeHUN XUBbIX CYLLECTB CMOT YIATK OT
TUNUYHBIX N GOpPMasbHbIX WabAOHOB, BNUCbIBas
NTUL, B peanncTmyeckme CLeHbl Npupoasl ¢ ropa-
MW, 4OJIMHAMK, CeNbCKMMU nonamMn. OH aKTUBHO
MCNONb30Bas MHOTODUIypHblE KOMMO3ULUK C Xa-
pakTePHOW XXaHPOBOW NMOBECTBOBATE/bHOCTLIO,
3aHMMaTeNbHOCTbIO CroXeTa. Jlyulume KapTuHbI Xy-
AOXHMKA C NTULLAMU — 3TO «YTKW, NAbIBYLLME NO
peke» (A7 = Bt i5E), «Mapa dpasaHos B
oceHHeM necy» (FH X = B EEHER) (pnc. 5)
n «PafoCTHO CTpeKkouyLMe COPOKN BECHOM»
(2.3 = R EE), Bce oHM BXOAAT B «XKu-
BOMUCHbIN anbboM roga néHoxuH» (W 21 3}3
W AF i 0) 3 myses Jinym. Mactepckas pabota
APKMM YMCTbIM LBETOM, BbiBEPEHHAsA KOMMO3M-

umns, cbanaHcMpoBaHHas NyCcTbiM NPOCTPAHCTBOM,
otanyatot ctuab Knm XoHgo.

B no3gHui nepmog YocoH B 60/bLLIOM KOANYe-
CTBE CTaNun NUcaTbhCs KapTUHbI, BbIMOJAHEHHbIE B CU-
He-3eN1EHOM KOJIOpUTE CTUASA UXOHHOKNXYH (7 53
T4k, rae ncnonb3osasca APKUA HaCbILLEHHbIN
LBeT B M306pa>keHnn NTUL, LBETYLLNX AePEBLEB,
KaMHeWn 1 ckan. [MoBblLEHHbIE YCIOBHOCTbL U AeKO-
PaTMBHOCTb KapPTUH JAaHHOTO CTUAA CAENANN UX OA-
HUMW 13 CaMbiX MONYASAPHBIX NPeAMeToB ybpaHCTBa
He TOJ/IbKO BO ABOpLLAX, HO U B 4OMax NpeAcTaBu-
Tenen cpeaHero knacca yyHouHos (<1 i A), 60o-
raTbix TOPrOBLEB U KYMNLIOB.

Cpeav aekopaTuBHbIX LBETHbIX X8adXX0x8a Obliu
NONyAfPHbI APKUE MO LBETOBOMY PELUEHUNIO LWIMP-
Mbl C COCHaMU U1 XypaBasMU coHxakmo (& St FARE
) n xaxaknandopro (3l EHRF =5+ Y IE B KT), nso-
H6paxkeHus, coueTaroLme XXypasaeln N NepcMkoBble
fepeBbsi Kak CMMBOJIbI AONTONETUSA N BeccMepTus.
TakvMMK WMpMamMmM 4acTo yKpallaau ABOPLbl, OHU
AEeMOHCTpupoBanm 60ratctBo obnasaTtens M TOH-
Kyto paboTy xyaoxkHuKa (puc. 6).

«LlgeTbl v nTuub» (B2 % (£ ElE]) CuH XaHnxéHa
(A3 HEERE, ncea. Unbaxs LA %75, 1726-2 1)
13 my3sesn Jinym, «Pa3HoLBETHbIE NTULLBI Cpeau LBe-
Tywmx aepesbeB» (3F A5 5 (LM &) v bliis-
Ha (] 9] 9 F5%4%, ncesa. Cuneon A1 Y 5[, 1768-?

nocne 1824 rr.) n3 mysea KaHCOH 1 ynoMmsaHyTble
BbiLIE LUMPMbl O6beANHAET APKOE LIBETOBOE COYe-

TaHue 3e/IEHOr0 N KPacHOro, TOHKMMWU AVHUAMM Ha
BCEX 3TUX NPOUN3BEAEHMUAX N306paxkeHbl HEOHbIKHO-
BEHHO KpacuBble CTUIM30BaHHble NTULLbI M PacTeHUS.

MonynAapHOCTb XaHpa xsadxoxea B XVIII B. BO
MHOFOM CBfi3aHa C 3KOHOMMWYECKUM POCTOM U Yayu-
LeHneM 6aaroCcoCcToNHNSA pPagoBbIX 0bbiBaTesnel. s
BCEX C/IOEB HaceNeHNa NMCanncb KapTuHbI, NPUYpPo-
UEeHHble K PeIUIMO3HbIM U LAaMaHCKUM puTyanam,
pa3AnyHbIM NpasgHMKaM, C MOXKeNaHNAMM JOATO-
NeTns U cyacTamBoro HoBsoro roga, Ho O4YeHb MHOTO
NPOoUV3BeAEHUNN B XaHPe «LBETbl U NTULbI» Npes-
Ha3HayanoCb NPOCTO ANA YKpalleHusa foMma, npe-
BpaleHusa ero B GaHTacTUYeCcknii packmii yronok
[3, c. 59]. iHTepecHO, uTo B NO34HMIA Nepunog YocoH
606/1bllas YacTb KAPTUH C LiBETAMM U NTULAMU CO3-
JaBanacb XyAOXHMUKaMN U3 Hapogaa, 3To bbiaun 06-
pasLbl HaPOAHOM XuBonucn MuHxea (W13} ().
CBAi3aHO 3TO YaCTMYHO C TEM, YTO Mepunoys npas-
NeHuns guHactmm LInH oTmeueH pacLBeToM KuTam-
CKOr0O PUCOBAHHOrO M NeyaTHoro aybka. SkcnopT
Takoro ipKOro 1 3K30TUYHOIO BMAA XMBOMUCK OCY-
wectBaaaca n B 3anagHyto Espony, n B Poccuto, ko-
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HEUYHO e, OH B BONbLIOM KONNYECTBE AOXOANI U
Ao Kopewn. Kutalicknin nyb6ok, HanoaHeHHbI baa-
ronoxenaTtejibHOW CUMBOAMKOW, BAUAA HA KOPEW-
CKYHO rpaBropy 1 BO MHOFOM Jaj TONUOK Pa3BUTUIO
B MO34HUIN Nepunog YoCoH APKOM HapOAHOW XUNBO-
MNCY MUHXB84, KOTOPas MO3Xe CTaja pa3BuBaThCS
y>e Mo CBOMM 3aKOHaM W KaHOHaM, B COOTBETCTBUM
C 3aMpocaMu HOBOFO 3aka3uuka, BbIXogLa 13 HU3-
WX U CPeAHUX COCNIOBUN.

B oCHOBHOM HapogHas XWBOMUCb MUHX8A B
XaHpe «LBeTbl ¥ NTULbI» BbINOJHANACL B dopMaTe
60/1bLLINX BOCbBMUCTBOPYATLIX U MalIeHbKMX ABYX-
CTBOpUaTbIX WMPM. Ha pbiHKe UCKycCTBa Habato-
Jancs HacToALWMA ByM 3aKa3oB Ha Takue KapTUHBI
X8a0>x000, BbINOJHEHHbIE B APKOM LiBETE.

XBaaxoxBa KOHUa nepuoga YocoH (ok. 1800-
1910 rr.)

XKueonucb xgadxoxea koHua nepuosga YocoH
npozoaxana TpaauLmm, 3anoxeHHble Kum XoHa0, HO
TakXe B Hel OTPa3naCa HOBbIM NMOAXOZ K nepejaye
JINYHbBIX OLLYLLIEHWUA XyAOXKHMKA. DTOT 3KCMPECCmB-
HbIA NOAXOZ, MCNONb30BaJICsA B OCHOBHOM B 1306pa-
KEHUWN Men3axer 1 «LBETOB M NTUL», Npegnosaras
nanugapHyro paboTy KACTbIO 1 faBasi CBEXME 3CTe-
TUYeCKUE OLLYLLIEHUS 1N NepPeXnBaHUA.

B xeadxoxea HOBble BesAHUsA CMeLlannch C Tpaam-
LIMOHHOW «XKMBOMUCLIO naen» caeitiuxe (AF2] A 55
JHE), xapakTepHol a4ns cpeaHero nepuoga YocoH
[1, c. 75-76]. ApknuM NprMMepoM SBASETCA Wnpma C
n3obpaxeHnamm ntuy Xon Cecona (S-A147 ki,
ncesa. Cokuxan A3 1145, 1832-1884 rr.) n3 Hauu-
OHasnbHOro my3ses Kopeun. CTBOPKM 3TOW LUIMPMbI Ce-
rOAHA pasjeneHbl Ha BOCEMb OTAE/bHbIX CBUTKOB.
XueonucHblh meToa XoH Cecona feMoHCTpupyeT
cBA3b € TBOpUecTBOM Yy [a (K #, 1626-1705 rr.),
OAHOTO N3 BbIJAFOLLNXCA XYAOXKHUKOB AMHACTUU
LimH. Mpun 3TOM TeXHUKA UCNOAb30BaHUSA CBETION
n TéMHOM Tywn y XoH Cecona HanomMuHaeT 3anaga-
HYHO aKBapesbHYH XUBOMUCL. B cBoux paboTtax oH
npvMeHsaeT 3gPeKT «CMaszaHHOM TyLn», cneumou-
YeckyH opraHM3aLmio KOMMNO3NLUN B n306paxe-
HUM NIeTALLMX AMKNX YTOK, a Tak>Ke CMEbIN pakypc
C BbICOTbI NTMYbero noséta. MocneagHuii Nprém mc-
No/b30BaH B KapTuHe «[ibiByLLME YTKN [B BOAHOM
notoke]» (%= W#HlE) (puc. 7). OgHako ocHOB-
Hble XyA0XeCcTBeHHble noaxoabl XoH Cecona cooT-
BETCTBOBAN MPOLIbIM TPAANLMUAM, BHEAPEHHbBIM
ewé Yo Cokowm [3, c. 60].

MocneaHve roabl NpaBAeHWs AUHACTUM JIn — He-
NPOCTON MOMEHT KOPENCKOM NCTOPUN, CBA3AHHBIN
C MOCTENEHHbIM OTKPLITUEM CTPaHbI A5 BHELLHEro
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Mupa. XaHp x8adxoxea B 3TO BpeMs 06pén HOBbIN
CBOBOAHbIN CTWU/Ib NOZ, BAUSHUEM XMBOMMUCU XYAOX-
Huka YaH CoiHbona (85 kK ZE, ncesa. OBoH 2
¥ &R, 1843-1897 rr.). Tem He MeHee cumTaeTcs,
YTO AaHHbINA CTUAb BbI HE TAaKOM BO3BbILLEHHbIN U
3aMTapHBbIN. Beixogel 1 npoctoHapogbs, YaH ChiHb-
On He MMeN CUCTEMHOTO Xy 0XECTBEHHOrO 06pazo-
BaHMs, €ro TBOPUECTBO Pa3BMBaNOCh NOJ BANAHNEM
>KMBOMUCK LLIAHXaWCKMX MacTEPOB, X/bIHYBLLEA BO
BTOpol nonosuHe XIX B. B Kopeto [3, c. 61], ogHa-
KO XyAOXHWK 06a1agan camMobbITHbIM TasaHTOM U
CO BpeMeHeM CTasl O4eHb NonyaspeH cpean bora-
ThIX 3aKa34UMKOB M CMOT Aaxke OpraHM3oBaTb CBOH
mMacTepckyto B LeHTpe Ceyna. YaH CbiHboM BBEN B
MOZy N306paxeHne XMLLHbIX NTUL, CUAALLMX Ha OA-
HOW Hore Ha BeTBW AepeBa. KapTuHbl «beccTpaluHble
opabl» (S5 &= 52 ) (puc. 8) n «Mapa dasaHoB»
(X = HELE]) ns Mysea Jlym AeMOHCTpUpYoT
XMBOMU cTuAb YaH CbiHbOMa, aBTOP NpUMeHseT
«BECKOCTHYH» TEXHUKY MO/Ib2oIbnon (& =W {44
%), 1.e. MeTOA M306pakeHNs 06bekTa C MOMOLLbHD
TYLWW UAK Kpacok 6e3 NpopuCoBKU KOHTYpa, 3bdekT
«CMa3aHHOW TyLWW», a TakXKe NErkoe oKpallBaHue
[4, c. 372-374]. PaboTam XyAO>XXHMKa NPUCYLL UM-
MPOBM3NPOBAHHbI U XXUBOW XapakTep.

Tak>ke XyAOXHWUK NONynspu3npoBan Xyaoxe-
cTBEHHY0 GopMy HoaHAo (=St [EffElE, socnos-
HO «JMKME rycu B TPOCTHUKE»). MacTep nucan Ankux
rycer B No€Te, CNyCKaroLMXCA K MO TPOCTHU-
Ka. BepTnkanbHbIN WénkoBbIn cBUTOK YaH CbIHbO-
Ma JaHHOro TMMa XpPaHUTCs B IHCTUTYTE BOCTOUHbIX
pykonucen PAH B CaHkT-lNeTepbypre n 6611 onu-
caH J1.. Kupeesoii [2, c. 32-35], oH nonyunn Ha-
3BaHue «[unkue rycum».

XyaoxxectBeHHble Noaxoabl YaH CbiHbONa B XKaH-
pe xg8adxoxea bblAV NPOAOIKEHbI U Pa3BUTbI Yo
CokunHoM (Z4 7 H#)75, ncesa. Copum 28 /)
H#k, 1853-1920 rr.) n An JxyHcukom (QFZ 4] % rh
fifi, ncesa. Cumaxkor A1 % J0x [T, 1861-1919 rr.) yxxe
Ha n3néte 3noxm YocoH. MpekpacHbIM NpUMepoMm
TakKoM MNPeeMCTBEHHOCTU SBAAETCS CBUTOK «/[lukune
rycv B TPOCTHMKe» (=S FEHENE]) A OxyHcvka m3
HauunoHansHoro mysesa Kopeu (puc. 9). MoTtuBbl C
TPOCTHUKOM W AVKUMU TYCAMMW, peasn3oBaHHbIe B
LWMPMaX, CBUTKAxX U Ha Beepax, CTajv OCHOBHbIMM
B KOPENCKOM XMNBOMUCK XaHpa «UBeTbl U NTULLbI»
BMOTb A0 1920-x rogoB., Korga M Ha CMeHy npu-
LWES COBEPLUEHHO HOBBbIW CTUb COBPEMEHHOIO AMOH-
CKOTO UCKYCCTBa.

MNMoaBoasa UTorw, ewe pas Nnog4YepKHEM, UTO XaHp
X8a0XX0X80 Ha NPOTAXKEHNN MHOTUX BEKOB Dbl OUEHb

nonynapeH B Kopee, K HeMy obpalLannch XygoXHM-
KW CaMblX Pa3HbIX LWKOA M GUAOCODCKNX BOIZPEHUIA,
n306paxkeHnsa LIBETOB 1 NTUL, YKpaLLaam ABOPLbl U
o6bluHble AOMa, coueTanun B cebe braronoxena-
Te/lbHble CUMBOJIbI U BbIIN BOMJIOLLEHMEM BbICLIEN
rapMoHUKN Npupoabl. Y1066l NOCTMYL CyTb U306pa-
XaeMblx 06EKTOB KOpelrckme mactepa CTPEMUANCH
CAUTBCA C XKU3HBIO PacTeHWl U NTUL, PacTBOPUTHCH
B HEW, OHW NPUCTaAbHO U BAYMUYMBO BCMAaTPUBAINCh
B Z€Ta/M U MeJibYalllne HHaHChl XXMBOW NPUPOAbI,
nepeHocsa nx Ha bymary u LWeénk.

Inybokune coumanbHble mepemMeHbl, MPOUCXOAMNB-
wue B Kopee B XVIII B. 1 conpoBoXAaBLIMecs aKTuB-
HbIM MOUCKOM HaLMOHabHOM camouAeHTUdMKaLmK,
BbIBE/IN Ha CLLEHY HOBOTO 3aKa3uuka, MPOMCXoaMBLLe-

ro U3 CpejHMX CNOEB KOPEeMcKoro obLLecTsa, ero Bky-
Cbl HapaBHe CO BKycaMu MpeACTaBUTeNElN NPaBALLMX
31T cTany GOPMUPOBATbL XYLOXKECTBEHHYHO KY/bTY-
py CBOEro BpeMeHwW. BansHue kutaickon Tpagmum-
OHHOW >XMBOMMWCK W NOCTEMNEHHOE NMPOHUKHOBEHMWE
Ha Koperckuii nonyocTpoB 3anagHOEeBPONencKmx
Xy[AOXKECTBEHHbIX TEXHUK HaLL/O CBOE OTpaXKeHue B
KOPEeNCcKol TPaanLMOHHOM XMBOMKCK, B TOM YMCie
N B XKaHPe «LBETbl M MTULbI», MOCTENEHHO MOABO-
A KOPENCKYH KyAbTypy K TeM FyOUHHbBIM nepe-
MeHaM, KOTopble BYAyT NPOUCXOANTL B HERN yxe B
Hauane XX B., korga Kopes ctaHeT kosoHWen Ano-
HWUW 1 ByaeT BOBAeYeHa B chepy rnobasbHOro Ban-
AHWUS MUPOBOW KYNbTYpbl.
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