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CONTEMPORARY CHINESE SCULPTURE OVERVIEW

Summary: In the past century, China has experi-
enced significant cultural and societal transformations,
transitioning from a culturally isolated and largely illit-
erate nation to one that is actively developing along-
side the rest of the world and presents a unique blend
of cultural tradition and modern civilization. Over the
years China has seen several generations of sculptors
who have been both actively and passively influenced
by various schools of sculpture and ideas from France,
the Soviet Union, Europe, and the US. In other words,
the development of contemporary Chinese sculpture
is closely tied to the ideological and cultural progress
of China in the 20th century, resulting in a unique and
distinctive presence within the global art scene in the
21t century. Unlike other cultural fields, Chinese con-
temporary sculpture has expanded beyond the bound-
aries of the art world and the academy. It not only
focuses on developing a realistic sculpture system but
also incorporates Western contemporary art concepts
into its creative process while preserving traditional
Chinese sculpture. Contemporary sculpture is currently

1. Examining the Historical and Cultural Back-
ground of the Emergence of Contemporary Chi-
nese Sculpture

At the beginning of the 20th century, the decline
of traditional culture and art, coupled with the pub-
lic's demand for a new culture, prompted Chinese
sculptors to seek alternative ways to develop nation-
al sculpture. Some of these sculptors went to France
to study and upon returning to China, they intro-
duced realistic methods and Western approaches
to sculpture. They established art schools that lat-
er became the foundation for contemporary Chi-
nese sculpture education. These schools shaped the
aesthetic ideas of contemporary Chinese sculpture
and introduced more scientific and rational meth-
ods of work and thought. They had a positive and
progressive significance in terms of educating indi-

being developed in a balanced manner through various
mainstream routes, including the realistic art tradition
of the West, the contemporary art concepts of Europe
and America, and the Chinese cultural codes. The for-
mation of this situation has complex reasons, which
can be attributed to the multiple changes in the de-
velopment route of Chinese sculpture throughout the
20th century. This has resulted in several trends of con-
temporary Chinese sculpture and culture. Additionally,
the development trends of Chinese culture through-
out the 20th century, as well as the semi-planned and
semi-market-oriented economic system implemented
in China after the Reform era, have also contributed to
this situation. This article provides an overview of the
overall development context, explores the issue of the
delayed development of contemporary Chinese sculp-
ture, and reviews sculpture genres and styles, offering
insights into the formation and genesis of contempo-
rary Chinese sculpture.

Keywords: Chinese Contemporary Sculpture, Genres
of Sculpture, Sculpture Style, Sculpture, Artistic Influence

vidual and social values, revealing creative poten-
tial, and introducing strict logical principles. This
marked the first historic step in the formation of
contemporary Chinese sculpture.

In the following period, after the founding of
the PRC in 1949, due to the needs of national de-
velopment and international relations, China went
through a process of learning from the experience
of the more advanced socialist country, the Soviet
Union. Thus, the socialist realism penetrated into
China. Compared to the sculpture of the “French”
school, this socialist realist sculpture emerged as the
result of a political order, and the educational ac-
tivities were carried out under state guidance. With
its mastery of socialist realist sculptural themes and
scientific methods of education and creation, Sovi-
et sculpture created a large number of works that
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became classics — mostly large-scale monumental
sculpture. Through a policy of sending students to
study in the Soviet Union and inviting Soviet spe-
cialists to teach in China, Chinese sculptors mastered
the methods and techniques of realistic sculpture,
the techniques of enlarging monumental sculptures,
and the philosophical ideas behind them.

Following the establishment of the PRC in 1949,
with accordance to national development and in-
ternational relations, China underwent a period of
learning from the more advanced socialist nation,
the Soviet Union. This resulted in the emergence of
Socialist Realism in Chinese sculpture, which differed
from the “French” school of sculpture. The state
played a guiding role in educational activities and
political orders that led to this development. Soviet
sculpture, with its expertise in socialist realist sculp-
tural themes and scientific methods of education
and creation, produced numerous classic works, pri-
marily large-scale monumental sculptures. Chinese
sculptors gained knowledge of realistic sculpture
techniques and methods, as well as the enlarge-
ment of monumental sculptures and the philosoph-
ical ideas behind them, through a policy of sending
students to study in the Soviet Union and inviting
Soviet specialists to teach in China.ln addition, by
adopting the experience of the Soviet Union, sculp-
tors from the major art schools began to pass it on
to their students: they implemented the methods
and standards of Soviet sculptural education in the
institutions where they worked, while also spread-
ing the traditions of the Soviet art school through
their creative practice. This laid a solid foundation
for higher sculptural education and creative work
in the New China.

Since the start of the Reform era in 1978, follow-
ing the Cultural Revolution, there has been a sig-
nificant transformation in Chinese sculpture. This
period has brought about political, economic and
cultural developments, resulting in an unparalleled
openness in the field of Chinese sculpture. As a con-
sequence, contemporary Chinese sculpture has be-
come more diverse, borrowing from Western art
trends such as modernism and postmodernism. It
is evident that this process is an emulation of the
evolution of artistic movements that emerged in the
West during the 20th century. Historically, this is the
result of the duality of Chinese sculpture — even of
all Chinese art,— which both actively learned from
the West and passively perceived the influence of
its art. The disruptive decade of the Cultural Rev-
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Il 1. Liao Xinxue. Disc holder. Gypsum. 1946. France

olution led to a broken trajectory of development
and the loss of its own voice, so Chinese sculpture,
again, inevitably had to turn to Western art as a
model for development.

It is worth noting that since the 1920s and 1930s,
many sculptors who received education abroad have
explored Chinese indigenous cultural and sculptural
traditions for inspiration in developing contempo-
rary Chinese sculpture. However, upon examining
these artists and their work, it becomes apparent that
they also received artistic education within French
or Soviet frameworks, or more recently, education
focused on contemporary Western art. This allowed
them to learn Western plastic methods and scientific
principles, which they then applied to the study and
development of Chinese sculptural tradition. There-
fore, even as they were dealing with the problems
of relationship between traditional sculpture and
modernity, the preservation of tradition, or “sini-
fication” and “regionalization”, these sculptors still

Ill. 2. Wang Keping. 1978. Idol. Height 60 cm. Wood.
Personal collection of the artist.

looked at the Chinese tradition through the lens of
the Western sculptural model. This is also one rea-
son for the large number of works that combine
the languages of Chinese and Western sculpture,
or borrow from traditional Chinese sculpture to ex-
press modern ideas.

Hence, by learning from the West, contemporary
Chinese sculptors created a system of sculpture in
the image and likeness of Western sculpture. They
have modernized and reinterpreted traditional Chi-
nese sculpture in accordance with Western sculpture
and its aesthetics. Contemporary Chinese sculpture
as it is was formed in the process of constant ac-
tive and passive interaction with the outside world.

2. The Delayed Development Of Contempo-
rary Chinese Sculpture In The 20th Century

The development of the genres and style of con-
temporary Chinese sculpture since the 1920s-30s
has been a continuous process of borrowing and

adopting under foreign influences. When French
sculptors brought the realist method to China, the
France itself was swept up in the modernist move-
ment and the search for new forms and materials
of sculpture; from 1949 academic realism of the
Soviet school came to China, and under the guid-
ance of Soviet specialists, Chinese sculptors deeply
mastered its approaches and methods, and gained
experience in monumental plastic and large-scale
works of sculpture. Since 1949, China embraced the
academic realism of the Soviet school, while Chi-
nese sculptors, under the guidance of Soviet spe-
cialists, have mastered its approaches and methods,
and gained experience in monumental plastics and
creating large-scale artworks. By that time the USSR,
where Socialist Realism emerged, has already accu-
mulated a wealth of experience in creating such art-
works and therefore had a fully developed model
of education and sculpture creation. With the be-
ginning of the Reform era, China was introduced to
modernism and postmodernism, and in the 1980s
and 1990s Chinese sculpture actively studied West-
ern pre-war and post-war art theory. In a very brief
period Chinese sculpture underwent the same artis-
tic evolution that took Western countries almost a
century. It can thus be seen that in comparison with
European countries, there is a certain lag in the de-
velopment of theories and approaches in each of the
mentioned periods, which directly affects the evolu-
tion of types and styles of contemporary sculpture.

China differs from Western countries, civiliza-
tionally, culturally, and historically, making a sort of
“late start” of contemporary Chinese sculpture in-
evitable. In the mid-18th century, the Qing Empire
began a policy of closed doors and cut off all con-
tact with the outside world. Faced with the many
cultural and scientific achievements of other coun-
tries, China maintained its ignorance making it im-
possible to carry out modernization of any kind. On
the other hand, during the same period, Europe had
already started experiencing the industrial revolu-
tion, which led to significant advancements in sci-
ence, technology, and economics. Moreover, the
Renaissance, Restoration, and Enlightenment move-
ments had a profound impact on people’s thinking,
liberating them from feudal ideologies. These fac-
tors collectively created an environment conducive
to the growth of society and humanitarian knowl-
edge, including the field of contemporary sculpture.

The perceived backwardness of Chinese sculpture
has been the driving force behind its development.
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This was especially evident in the pre-Reform era
Sculpture and the enthusiasm of Chinese sculptors
who had received French or Soviet education and
studied the realist method. In the years of the Re-
public, Chinese sculpture completely lost its ability to
guide people and had little prospects for advance-
ment. In this period many traditions and elements
of the "old” culture were discarded. Simultaneous-
ly, in unstable and troubled times, cultural workers
inevitably assumed the important role of propa-
ganda and public communication. The selection of
the genre and style of a sculpture was influenced
not only by the intention to preserve the "new” cul-
ture and oppose the “old” culture, but also by the
necessities of social and cultural propaganda and
education. Educated people of the time were un-
doubtedly familiar with European realist sculpture.
Similarly, following 1949, literary and artistic activ-
ities in China underwent a significant level of unifi-
cation and were subject to the interference of the
ruling ideology. After joining the socialist camp, Chi-
na adopted the style of socialist realism and ef-
fectively rejected non-realist sculpture movements.
Encounters with Western art and art theory during
the 1980s and 1990s can essentially be character-
ized as passive, as they were the result of a policy
Reform and Opening-up and a quasi-market eco-
nomic system, rather than an active desire to learn
from other countries. However, in the 21st centu-
ry, Chinese sculpture is facing new challenges and
generating new reactions. There is now a renewed
interest in the sculpture art of Europe and the Unit-
ed States, evident in artistic circles and academies
across China.

3. Genres in Chinese Sculpture during the 20th
Century: Their Formation and Development

Before the Reform era, Chinese sculpture de-
veloped in accordance with French and Soviet art
and Realism. The sculpture was mainly composed of
easel sculptures and reliefs, which included heads,
busts, full-length and waist-length human figures,
group sculptures, and sculpture groups. Large-scale
monumental sculptures were mostly represented by
reliefs and sculptures, such as busts, waist-length
portraits, life-size human figures, horsemen, and
sculpture groups. Prior to the founding of the PRC
in 1949, due to a lack of social demand, resourc-
es, and the fact that sculpture education was not
yet widespread, the total amount of sculpture cre-
ations was small. Even the outdoor memorial sculp-
tures were small in size. Following 1949, there was
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a significant increase in the number of sculptures
in comparison to the previous period. This was due
to the national needs and the availability of more
materials. Monumental sculptures, either in larger
sizes or composed of multiple figures, started to
emerge one by one. After the Reform era, numer-
ous Chinese sculptors shifted towards contempo-
rary Western art concepts and utilized them as the
foundation of their work. This led to the emergence
of a diverse range of techniques, including instal-
lations and abstract sculpture. Some artists have
begun to focus more on the use and role of mate-
rial in sculpture — this includes sculpture in stone,
wood, ceramics and porcelain, glass, jade, plastic,
paper, sculpture made of household products, lu-
minescent sculpture, etc. New media for sculpture
have also emerged — digital sculpture and sculp-
ture in the meta-universe.

Overall, the sculpture genres and types that
emerged in the previous century have not vanished
in the 21st century. Instead, they are undergoing
further development and showcasing a harmoni-
ous coexistence of both new and old artistic forms,
highlighting the diversity of sculpture. Regarding
the work of Chinese sculptors, many sculptures can-
not be easily categorized into a specific genre. Each
artist approaches their research and creative prac-
tice based on their preferred artistic system'’s ap-
proach to sculptural genres. In art schools, students
are taught realistic sculpture techniques, as well as
classes that focus on concepts, materials, and me-
dia of sculpture. These classes include digital sculp-
ture, sculpting with various materials, and hands-on
classes. The range of disciplines offered reflects the
current state of sculpture genre development in Chi-
na. In general, Chinese plastic in the 21st century
follows the course set in the last quarter of the last
century with its inherent pluralism and tendency
toward individualism, be it small or medium-sized
easel sculpture or large open-air monumental sculp-
ture, and be it works in the spirit of traditional Chi-
nese sculpture or very modern works gravitating
toward abstractionism.

Broadly speaking, the plastic art produced in Chi-
na during the 21st century continues to follow the
trajectory established in the final decades of the
previous century. This artistic output is character-
ized by a pluralistic approach and a tendency to-
ward individualism, whether the works in question
are small or medium-sized easel sculptures, large
outdoor monumental sculptures, or pieces that draw
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inspiration from either traditional Chinese sculp-
ture or very modern artworks gravitating toward
abstractionism. In order to present these four types
of sculpture in a fresh perspective, sculptors explore
various concepts, media, materials, composition-
al techniques, and shaping methods, all of which
are fundamental components of sculpture. The ac-
cumulated experience of Chinese sculpture in the
20th century and the new approaches developed
over the past 25 years have allowed contemporary
Chinese sculpture to move beyond relatively fixed
genres to form a broader and more diverse artis-
tic landscape. In the socialist political system, the
overall creative atmosphere of Chinese sculpture in
the 21st century as a whole remains relatively lib-
eral, although more radical types of sculpture and
artistic ideas have still not formed into a separate
trend. For example, sculptures that tackle political
or identity issues, criticize Chinese culture, or uti-
lize the body as an art object are often marginalized
and even prohibited. For this reason, fewer types of
sculpture were identified in this overview as such
works were not discussed.

In general, the development of Chinese sculpture
in the modern era can be described as a constant ex-
pansion within pre-set limits. On the one hand, the
situation established at the end of the 20th centu-

ry persists; on the other hand, the advancement of
Chinese sculpture is limited by various factors. This
is in contrast to Western sculpture and art, which
tend to develop without restraint, expanding in a
chaotic and uncontrolled manner like a rhizome.

4. Looking Forward: The Future of Chinese
Sculpture in the Contemporary Art Scene

In the early 1900s, there was a debate surround-
ing whether or not “Chinese art could be classified as
art on a global scale”". Chinese art, which was initially
rooted in national and historical traditions and had a
traditional form, has evolved over the past century to
become more relevant and in tune with the surround-
ing reality and era. Nevertheless, even today, coun-
tries that hold discursive power in Contemporary Art
still react to Chinese art with some resentment. An in-
creasing number of artists who practice their craft are
questioning the place of their art in the current cultur-
al context. Their primary concern is whether China's
unique and distinctive culture should bow to con-
temporary Western art. Currently, the United States
and Great Britain are at the forefront of the sculp-
ture world, introducing globalization, institutionaliza-
tion, and mercantilism. The prevailing artistic trends

1. Dong Lihui. 2021. "Modern Art" as a Historical Term: Com-
parison Between East And West. Beijing. China Literature and
Art Review, 2021(09): p.16.
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have led to a challenge for sculptors and communi-
cators to maintain cultural diversity, uniqueness, and
heterogeneity. This challenge is a direct consequence
of uncontrolled expansion of the capitalist market in
Western countries. In the realm of culture, this can
be seen in the excessive exportation of Western lib-
eral values that permeate contemporary Western art-
works. This pursuit of individualism and novelty has
resulted in the devaluation of the rich and diverse his-
tory of human civilization, including national, region-
al, and socialist cultures, making them less appealing
and influential. Chinese contemporary sculpture and
other forms of Chinese art have a crucial responsibili-
ty to resist and engage in the fight against the stand-
ardization of contemporary art, which is often held
hostage to capital and radical values. This movement
should not be limited to China alone, as contemporary
art from other countries such as Russia, India, Mex-
ico, Iran, and other regions should also actively par-
ticipate in this movement. Only then can we hope to
find a way out of the crisis that contemporary art is
currently facing worldwide.

Contemporary Chinese sculpture has successfully
established a new cultural field in the internation-
al sculptural arena after a century of formation and
transformation. This has been achieved through con-
sistent communication with the outside world and
the integration of foreign knowledge into the Chi-
nese cultural and social context. A unique sculptural
worldview has emerged within the cultural sphere,
characterized by a focus on Chinese cultural her-
itage and contemporary society and culture. This
worldview is closely linked to individualism and pat-
riotism, and involves the study of both Chinese tra-
ditional and Western sculpture, with an emphasis
on their synthesis. The outcome of this approach
is a wide range of sculptural genres and styles. The
progress made in theory, creative practice, and art
education system has led to the successful estab-
lishment of a research base and creative system in
Chinese contemporary sculpture in recent years.
Furthermore, it is continuously exploring innova-
tive ideas to tackle the challenges that exist in the
field of sculpture.

REFERENCES

1. Anchukov, S.V,, Liao Zhengding. 2011. “The evolution
of realism in the fine arts of China throughout the
20t century” ["Ehvolyuciya realizma v izobrazitel'nom
iskusstve Kitaya na protyazhenii XX veka"], Scientific
problems of humanitarian research [Nauchnye prob-
lemy gumanitarnyh issledovanijj, no. 11, pp. 189-202.

2. Burganova, M.A,, Cao Xiong. 2020. "Wu Weishan's cre-
ative method and pedagogical concept” [“Tvorcheskij
metod i pedagogicheskaya koncepciya U Vehjshanya"],
Decorative Art and environment. Gerald of the RGHPU
[Dekorativnoe iskusstvo { predmetno-prostranstvennaja
sreda. Vestnik MGHPA], no. 4-3, pp. 67-73.

3. Wang Shujing. 2021. "Art education in China in the XX
century: national traits, international trends, and Rus-
sian influence (on the example of the Central Academy
of Fine Arts” ["Hudozhestvennoe obrazovanie v Kitae
v XX veke: Nacional'nye cherty, mezhdunarodnye ten-
dencii i rossijskoe vlijanie (na primere Central'noj Aka-
demii Izjashhnyh iskusstv)"], Culture and art [Kul'tura
{ iskusstvo], no. 4. pp. 54-63.

4. Wei Xiao. 2021. "Chinese sculpture in the new era”,
Art Literature Scientific and Analytic Journal Burganov
House. The Space of Culture, vol. 17, no. 5, pp. 125-135.

54

5. LulJunnan. 2016. "Contemporary urban and landscape
sculpture in the context of current phenomena of glob-
al culture” ["Sovremennaja gorodskaja i landshaftnaja
skul'ptura v kontekste aktual'nyh javlenij global'noj
kul'tury”], Decorative Art and environment. Gerald
of the RGHPU [Dekorativnoe iskusstvo i predmetno-
prostranstvennaja sreda. Vestnik MGHPA], no. 2, part 1,
pp. 82-88.

6. Neglinskaja, M.A. 2022. Sovremennoe iskusstvo Kitaja:
mezhdu modernizmom i tradiciej [Chinese contempo-
rary art: between modernism and tradition], in Ljubi-
mov, Ju.V. (ed.), Sputnik +, Moscow, Russia.

7. Cao Xiong. 2017. “The etymology of the concept of
"sculpture" in China and the features of the devel-
opment of Chinese sculpture” ["Jetimologija ponjati-
ja «skul'ptura» v Kitae i osobennosti razvitija kitajskoj
skul'ptury”], Decorative Art and environment. Gerald
of the RGHPU [Dekorativnoe iskusstvo i predmetno-
prostranstvennaja sreda. Vestnik MGHPA], no. 4,
pp. 185-188.

8. Yuan Xiaodong. 2011. Dynamics of traditions and in-
novations in the artistic culture of China from 1949 to
2008, Ph.D. Thesis, Moscow, Russia.

DOI: 10.36340/2071-6818-2023-19-3-49-59

®aH Yo

npenozasartesb

AKaZemus M3ALLHBIX UCKYCCTB [yaHuxoy
e-mail: 631803351@qqg.com

l'yaHuxoy, Kutan

OB30P COBPEMEHHOW KNTANCKOW CKY/IbMTYPbI

AHHomayus: 3a nocnefHee ctonetve Kutait npeepatun-
€A 13 KyNbTYPHO VM30/IMPOBAHHOW CTPaHsbl, rae 60/bLUNH-
CTBO HacesneHns 6bI10 HEerpamoTHbIM, B CTPaHy, Kotopas
pasBuBaeTcsa napasnfieNbHo C OCTajlbHbIM MUPOM, B KOTO-
PO COCYLLECTBYHOT KyNbTypHas TPaguLma U COBpeMeHHas
LmBUAM3aLMA. Ha 3TOM GpOHe NOKONEHNA KNTaNCKUX CKY/lb-
MTOPOB UCMbITbIBANIN aKTUBHOE MW MAacCMBHOE BAVSHME
bpaHLy3CKON, COBETCKOW, EBPOMNENCKON N aMepUKaHCKOM
CKyNbMTYpPbl U NpeACTaBNeHWIN, HAXOAACh B TO K& BpeMs
B MOWCKe NyTeli BO3POXAEHUA TPaANLMOHHON KUTaCKOM
CKYNbATYPbI U KYAbTYpbl. IpyruMu cioBaMu, AEON0TMM-
yeckoe U KyabTypHoe passuTue Kutas ¢ Havana XX Beka
ABNAETCSA KNHOUOM K PasBUTUIO COBPEMEHHOW KUTaCKOM
CKyNbNTYpbI, @ 06CTOATENBCTBA POPMUPOBAHMA U XapaKTep-
Hble 0OCOBEHHOCTV COBPEMEHHOM KUTaNCKOMN CKyAbMTYPbI
ABAAIOTCA B HEKOTOPOM POZAE YHMKaNbHBIMU Ha MUPOBO
XyfoxecTBeHHoM cueHe XXI Beka. B oTanune ot gpyrux
obnacteit KynbTypbl, KUTallckas COBPeMeHHas CKyAbMTy-
pa BbilL/a 3a Npejesbl MUpa UckyccTBa 1 akagemumn. OHa
He ToNbKO GOKYCMPYeTCa Ha PasBUTUM PeaancTUYeckomn
CKYNbNTYPHOW CUCTEMBI, HO 11 BK/IHOYAET B CBOV TBOPUECKUIA
npoLiecc 3anazHble KOHLeNLum COBPEMEHHOTO NCKYCCTBa,
COXpaHAA NPW 3TOM TPaANLMOHHYHO KUTANCKYHO CKY/IbMTY-

1. WcTokm pasBUTUA cOBpeMeHHO KuTai-
cKoi ckynbnTypbl. UcTtopuueckne peannm m Kynb-
TYPHbIA KOHTEKCT

Ynagok TpaguuMOHHOW KyabTypbl U NCKYCCTBa,
a TaKkxke ObLLIECTBEHHbIN 3aNPOC Ha HOBYIO KY/IbTYpY
NobyAnAM KMTaNCKUX CKYAbMTOPOB Havana NpoLuno-
ro Beka UckaTb HOBble MYTU Pa3BUTUA HaLMOHaNb-
HOM CKyAbMNTYpPbI. B 3TUX yCNOBUAX YaCTb KMTANCKMX
CKy/NbMTOPOB OTNpaswiack Bo ®paHumto 3a obpaso-
BaHWeM, 1, BEPHYBLUNCb Ha POAWHY, OHWU NpuBe3n
€ cobo peanncTnUecknii MeToA 1 3anagHble Noa-
XOAbl K CKY/JIbATYPHOMY McKyccTBY. OHM OTKPbIIY
XY 0XECTBEHHbIE LLIKOJIbl, KOTOPbIe CTa OCHOBOW
COBPEMEHHOTO CKYJ/IbMTYPHOro 06pa3oBaHus, B KOTO-
pbix GOPMUPOBANNCE ICTETUYECKME NPesCcTaBAeHs

py. B HacTosLee BpeMs coBpeMeHHas CKyabMTypa pa3su-
BaeTcs cbanaHCMpPOBaHHO, UCMO/b3YA Pa3/IMUHbIE NYTH,
BK/tOYasA TPAZMLIMM PeanncTMyeckoro NCKyccTea 3anaga,
KOHLenLmMmn coBpemMeHHOro nckycctea Eeponsl 1 Amepu-
KW, @ TakXe KUTackune KynbTypHble Koasl. CloXuBLIAACA
CUTyaums UMeeT KOMMAEKCHbIE MPUYMHBI, KOTOPbIE MOX-
HO O6BACHWUTbL MHOFOKPAaTHbIM M3MEHEHWEM MYTU Pa3Bu-
TWUS KMUTAUCKOWN CKYbNTYpbl Ha NpoTsxxeHun XX Beka. ITo
MPVBENO K NOSBJAEHUIO HECKOIbKNX HanpaBaeHWI coBpe-
MeHHOW KUTaNCKOW CKyAbNTYpbl U Ky/lbTypbl. Kpome Toro,
TEHAEHUMN Pa3BUTUS KMTAUCKOW KyAbTypbl Ha NPOTAXe-
HMK XX Beka, a Tak>Ke noaynaaHoBas-noaypbIHOYHasA KO-
HoMWYecKkas cuctemMa, BHeApPEHHaa B Kutae ¢ Hauanom
3Moxu pepopM 1 OTKPLITOCTH, TakxKe BHECIN CBOM BKAaZ,
B 3Ty cuTyaLuto. B gaHHOW cTaTbe npeacTassieH 0630p 06-
LLLero KOHTeKCTa pas3BuUTUs, uccieayetcs npobiema 6onee
MO3AHEro Pa3BUTUS COBPEMEHHOM KNTAWCKOW CKY/IbMATY-
Pbl, @ TaKXXe paccMaTpUBatOTCA XaHpPbl U CTUAK, W, HaKO-
HeL, o6bACHAeTCA GOPMUPOBAHME 1 UCTOKM COBPEMEHHOM
KUTaNCKON CKyAbMTYPbI.

Knodessie cnosa: cogpemMeHHas kumadckas
CKYZlbNMypa, XaHpel CKyJibnmypel, CMuib CKyJbnmypsl,
cKyibhmypa, xydoxecmeeHHoe e/usHUe

KUTaNCKOW CKyNbMTYpPbl N OCYLLLECTBAANOCH BHepe-
HWe Hay4YHbIX M paLnoOHaNbHbIX METOA0B PaboThbl
N MblILW/IEHNA B KMTACKOe NPOCTPaHCTBO CKYy/b-
NTypHOro nckyccrea. C TOUKM 3peHUs BOCNUTAHUSA
JNINYHOCTN 1 OBLLECTBEHHbIX LIEHHOCTEW, pacKpbl-
TUA TBOPYECKOTO MOTEeHLMaNa U BHELPEHUA CTPO-
rMX NOrMYEeCcKnX NPUHLMMNOB, OHUN UMENU KpaiHe
NO3VTUBHOE M NPOrpeccMBHOE 3HayYeHne. IT0 6bin
nepBbli, NCTOPUYECKMIA LWar B POPMMPOBAHUN CO-
BPEeMEHHOW KUTaCKOM CKYAbMNTYpbI.

B nocneaytowmin nepuog, nocne ocHosaHms KHP
B 1949 rogy, B cuay notpebHOCTEN B HaLMOHa b-
HOM Pa3BUTUN U MEXAYHAPOAHbIX OTHOWeEHWUR, Kn-
Tal NPOLWEN Yyepes Nepuos nsydeHus onbita bosee
nepeaoBOK C TOUKMN 3peHMs coLmanmama cTpaHbl —
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CoseTtckoro Coto3a. CoumanmcTmyeckmii peanmnsm
npoHuK B Kntai. Mo cpaBHEHWNIO CO CKY/NbMNTYPOWA
«(paHLy3CKON» LIKOJbl 3Ta CKYAbMATYpa B CTU/IE COL-
peanv3Ma bbina pe3y/ibTaToM MNOAUTUYECKOTO 3aKasa,
a obpasoBaTenbHasA AeATeNbHOCTb OCYLLEeCTBAANACh
NoJA rocyAapcTBeHHbIM PYKOBOACTBOM. Pe3ynbTa-
TOM OBJ/lafleHNsA MeTojamMmn COBETCKOW peanncTu-
YeCKOW LWKObl CKYAbNTYpPbl, HAYYHbIMU MeTOZaMu
paboTbl N NpenojaBaHns CTano NosBAeHMe 60b-
LIOro KOJMYeCTBa NPOU3BEAEHNI, CTaBLUNX KAaccu-
YeCKNMU, — NPEUMYLLIECTBEHHO KPYMHOMaCLUTabHOW
MOHYMeHTaNbHOM CKy/bNTypbl. Baarogapa nonntuke
OTMNpaBKW CTyAeHTOB Ha y4éby B CoBeTckuin Coto3
W NpUraaweHns COBETCKUX CNeLmanncToB Ana npe-
nogasaHus B Knutae kmtarickme ckybnToOpbl OCBOMU-
N METOAbI Y NPUEMBI PEaINCTUYECKON CKYAbMTYPBI,
TEXHWKY YBENYEHUS ANA CO34aHNsA 6onbLnX MO-
HyMeHTaNbHbIX CKyJbMNTYp, a Takxe CTosABLIME 3a
HUMK Punocodckme npeacTaBaeHns. Kpome Toro,
nepeHss onblT CoBeTckoro Coro3a, CKyNbNTOpbI 13
KPYMHbIX XyAOXEeCTBEHHbIX BY30B Hauyanu nepegja-
BaTb €r0 CBOUM YyUYeHWKaM: OHU BHEAPWIN METObI
W CTaHAapTbl COBETCKOrO CKYAbMNTypHOro obpasosa-
HWA B yupeXzaeHus, rae oHn paboTtanw, pacnpocrtpa-
HAA TPaAULMN COBETCKOMN XYAOXKECTBEHHOM LUKObI
TakXXe M CBOEl TBOPUYECKOW MpakTUKOW. ITO 3a10-
>KWUNO MPOYHYHO OCHOBY A5l BbICLLErO CKY/AbMNTyp-
HOro obpa3oBaHNA N TBOPYECKON JEATENbHOCTM
B HOBOM KuTae.

HactynuBwinii nocne gecatmneTms «KyabTypHOM
pesoatounun» B 1978 rogy nepuog pedopm n oT-
KPbITOCTW, MPOAOAXKAOWMACA MO CEe feHb, C ero
NOJANTUYECKMM, IKOHOMUYECKUM U KYJAbTYPHbIM pas-
BUTMEM, NPUBEN K BecnpeueseHTHOM OTKPbLITOCTM
B CKY/NbNTYPHOM mnckycctee Kutas. B atot nepvwog
HayanoCb M3y4yeHne 1 3auMCTBOBaHWe obpasHo-
CTV M NNacTUYeckmx 0CobeHHoCTel MoAepHM3Ma
¥ NOCTMOZAEPHU3Ma — 3anafHbIX TEHAEHLMI B UC-
KyccTBe. Kak cneactsue, cemyac cocyLecTByeT MHO-
XeCTBO XyAO0XeCTBeHHbIX HanpaBAeHWI B UCKYCCTBE
CKYAbNTYpbI.

OueBnAHO, UTO 3TOT NPOLECC ABAAECTCA UMUTA-
L1en 3BONOLMIN Xy[0XKECTBEHHbIX TeYeHWI 3ana-
Aa B XX Beke. C CTOPUYECKOM TOUKM 3PEHUS, 3TO
pe3ynbTaT ABOVCTBEHHOCTM MUPA KNTaNCKOM CKY/b-
NTypbl — AaXe BCEro KMTalckoro NckyccTaa, KoTo-
poe Kak akTUBHO y4ua0Ch y 3anaga, Tak U MacCuBHO
BOCMPUHMMaNO0 BANSHME ero UCKyccTBa. Paspym-
Te/bHOE fecATUNeTNE «KYJbTYPHOW PEeBONOLINN»
NPMBENO K CIOMY TPAaeKTOpUN Pa3BUTUA U NoTepe
COBCTBEHHOTrO roN0ca, MO3TOMY KMTaUCKOM CKYAbMTY-
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pe CHOBa Hen36eXHO NPULLAOCE 0OpPaTUTLCA K 3a-
najHOMY UCKYCCTBY Kak K MpUMepy AnA pPa3BUTUA.

Heobxoanmo Takxe ckazatb, uto ¢ 20-30-x rogoB
NPOLLNOro BeKka MHOrMe 13 CKYbMTOPOB, MNOJyYaB-
LUINX B pa3Hble Nepunosbl obpasoBaHue 3a pybexom,
nccnefoBany M U3yvanmn KUTanCKy NCKOHHYHO Kyb-
TYPHYIO 1 CKYABbMTYPHYIO TPaAMLMIO, NbITadCb Hal-
TV B HUX YHWKa/NbHOE HamnpasaeHne Ana pa3BuTua
COBPEMEHHOM KMTaNCKOM CKYAbMNTYpbl CEroAHaA. Tem
He MeHee, ecNn CMOTPETb Ha TakuX XYLOXXHUKOB
M nx paboTbl, TO OHWM CaMu TakxKe NMOAYUNAN Xy[0-
XecTBeHHoe obpaszoBaHue No GpaHLy3CKOMY nan
coBeTckoMy obpasLy, Uan, ecan peyvb UAET O no-
CNefHNX rofax, To — obpa3oBaHmMe C OpueHTaL el
Ha MoAXoAbl COBPEMEHHOrO 3anaAHoro NCKyccTBa.

Tak, OHW U3y4nn 3anagHble niacTyeckne MeTo-
Abl Y Hay4Hble MPUHLMMbI, KOTOPble BMOCAEACTBIN
MPUMEHWAN NPU NCCNEA0BaHUM 1N Pa3BUTUUN KUTaM-
CKORM CKY/NIbNTYpHOM Tpaanuumm. Mostomy, Aaxe 3aHu-
Mascb NpobaeMamu CyLLecTBOBaHWA TPAAULIMOHHON
CKYNbMTYpPbl B COBPEMEHHOCTW, €€ COXPaHeHWs, Nan
«KNTansaumm» 1 «permoHannsaLmnm», 3Tm CKynbmnTo-
Pbl BCE >Ke CMOTpesIN Ha KUTaNCKyto Tpaanumio Ye-
pe3 Npu3My 3anajHol CKyabNTypHON MoAenn. 3To
TakXe ABNAETCA OAHOM U3 MPUYMH BO/BLLIOTO KO-
yecTBa paboT, B KOTOPbIX COYETAOTCA A3bIKW KUTAN-
CKOW W 3anafHOW CKYAbNTYPbl AN 3aMMCTBOBaHUSA
13 TPAANLMOHHOMN KMTAaNCKOW CKYNbNTYpPbl ANA Bbl-
paXKeHUA COBPEMEHHbIX UAEN.

Takum o6pazom, yuach y 3anagHoOW CKybMTypbl,
COBPEMEHHbIE KUTANCKMe CKYNbNTOPbI CO34ann CU-
CTEMY CKyAbMNTYpbl NO 06pasy 1 Nogobuto 3anagHom.
OpureHTUpyYACh Ha 3anafHyro CKyAbNTypy, eé 3cTeTn-
KY, OHW MOZAEPHM3NPOBANN 1 NEPEOCMBICANAN TPpa-
AVLIMOHHYIO KUTaNCKYHo ckynbnTypy. CoBpeMeHHbI
06/1MK COBPEMEHHOW KNTaNCKOM CKyNbNTypbl chop-
MUpPOBaCA B NpoLecce NOCTOAHHOIO akTMBHOIO
¥ NacCMBHOIO B3aNMOAENCTBUS C BHELLIHUM MVIPOM.

2. bonee nosgHee pa3BUTUE COBPEMEHHO
KuTaiickoii ckynbntypbl B XX Beke.

Pa3BuTre XXaHPOB W CTU/Ie COBPEMEHHOW K-
TAaMCKOW CKyNbNTYpbl, HaunHas ¢ 20-30-x rogos
NPOLWJ/IOro Beka — 3TO HenpepbIBHbIA NpoLecc
3aMMCTBOBAaHMA, MPUHATUA NHOCTPAHHOrO BANA-
Hua. Korga ¢paHLy3ckne cKyabnTopbl MPUBE3NN
peannctmyecknin metog B Kutain, B camon ®paH-
LMK K TOMY BPEMEHU yXe pacLBeno ABMXKeHne
MOJepHM3Ma 1 Nonckn B obnactn popm 1 mate-
pnanos ckyabnTypbl. C1949 roga B Kutan npu-
WEN akaZgeMnyeckunii peainsm COBETCKOW LWKOJbI,
Y NOJ, PyKOBOACTBOM COBETCKUX CMeLnanncToB Ku-

Talickve CKyAbNTOPbl INy60KO OBAAAENMN EFO MOA-
XofaMun 1 MeToAamu, a Takxke npuobpenn onbIT
MOHYMEHTaNbHOW NAACTUKN U CO3JaHUA KPYMHO-
MaclTabHbix nponssegeHunii. B CCCP, rae coupea-
JIN3M NOSBWJCS, K TOMY BPEMEHM Yy>Xe Bbln boraTtbii
ONbIT CO34aHMA NOAOOHbLIX NMPON3BEAEHWNI, U NOTO-
MYy MOJIHOCTbIO C/IOXMUAaCh MoZenb obpa3oBaHums
n TBopyecta. C Hayanom pedopm 1 OTKPLITOCTH
Kutali 3HaKOMUTCA C MOAEPHM3MOM M NOCTMOAEP-
HM3MoM, a B 80-e 1 90-e rogbl B MpoCTpaHCTBE
KUTaMCKOW CKYyNbMTYpPbl MAET aKTUBHOE U3yYeHne
3anagHol A4OBOEHHOM M NOCIEBOEHHOM TEOPUM
MCKYCCTBa — 3a OUYEHb KOPOTKUIN nepuoj Bpeme-
HW KUTaWCKUE CKYAbNTOPbI MPOLUAU Ty XKe XyA0-
>KECTBEHHYHO 3BOJIIOLMIO, HAa KOTOPYIO 3anafHblM
CTpaHam noTpeboBanoChb MNOYTU CTO NeT. Takum
o6pa3om, BUAHO, YTO NO CPaBHEHMUIO C eBPONENi-
CKMMM cTpaHamu B Kutae B KaXablii U3 paccMo-
TPEHHbIX NEPUOAOB HabatoAaeTCs onpeaenéHHoe
oTCTaBaHve B Pa3BUTUW TEOPUIA U NOAXOAOB, UTO
HanpsMyto 3aTparnsaet Npobaemy naMeHeHWs BU-
[OB U CTUNeN COBPEMEHHOW CKYAbNTYpPbI.

KuTali otanMuaetcs oT cTpaH 3anaga unsuansa-
LMOHHO — MO TUMY UCTOPUYECKOTO Pa3BUTUSA, Ky/b-
TYPHO, B CUJly Y€ro CBOEro poja «Mo3AHWUIA cTapT»
COBPEMEHHOM KMTANCKOW CKYyNbNTYpbl ABASAETCS He-
n3bexHoiM. B cepeanne XVIII Beka nmnepms LinH
Hayana NPoOBOAUTb MOJANTUKY 3aKPbITbIX ABEpPEN
N oTcekaTb Ntobble KOHTaKTbl C BHELLUHUM MUPOM.
CTankmBasCb C MHOTOUYUCAEHHbBIMU KYAbTYPHbBIMU
M HayYHbIMW AOCTUXEHMAMUN ApYrux cTpaH, Kutan
NpPOAOMKaN HAXOANTLCA B HEBEXECTBE, YTO CAenano
HEeBO3MOXHbIM NPOBeAEHNE MOAepHM3aLun nrbo-
ro poaa. VI Hanpotus, B EBpone Toro xe nepuoga
y>Ke Hayasnacb NPOMbILLINEHHAsA PEBOOLMSA, NPO-
[,01KaNnca Hay4YHO-TEXHUYECKMIA N SKOHOMUYECKUIA
nporpecc, KpoMe Toro, No4 BAnsHUEM naen Bos-
poxaeHus, PectaBpauum n MNpoceeLleHnsa co3HaHme
nogjen yxe 6bI10 JOCTaTOMHO PacKpPenOLWEHHbIM,
0CBOBOXAEHHBbIM OT GpeosanbHOro MbilaeHus. Bcé
3TO CO34aN0 HeobXoaMMble 61aroNPUATHbLIE YCNOBUSA
ANA pa3BUTMS 06LLeCcTBa U T'yMaHUTapHOTO 3HaHWS,
B TOM UMCNE U COBPEMEHHON CKY/NbMATYPbI.

OTcTaBaHWe KUTaNCKOW COBPEMEHHOM CKY/IbMATY-
pbl CTano ABUXYLLEN cunol eé pa3utna. OcobeHHo
APKO 3TO MPOSBUIOCH B Nepuoabl 4O Havana pe-
hOPM 1 OTKPBITOCTM B 3HTY3Ma3Me KUTaMCKMX CKYb-
NTOPOB, NpoLleAwnx GpaHLy3CKY UK COBETCKYHO
LUKOJIbl B U3YUEHUM PEaSNCTUUECKOrO MeToAa.

B nepuoa Kutanckon Pecnybankum kutanckas
CKyNbNTYpa NONHOCTBIO NOTepsaa CNOCOOHOCTb Ha-

NpaBAAaTb ¥ UMeNa Mano NepCrekTUB ANA Pa3BUTKS.
MHorve Tpagauumnm, INEMeHTbI «CTapol» KyAbTypbl
6bIIN OTOPOLLEHBI, HO B TO Xe Bpems, B HeCTabub-
Hble U TPEeBOXHbIe BpeMeHa pPaboTHUKK KyNbTypbl
HensbexxHo bpann Ha cebs BaxkHYHO poJib NponaraH-
Abl 1 06LLECTBEHHOM KOMMYHMKaLMK. XXaHp 1 cTuib
CKYNbMTYPHOrO NPoun3BeAeHns BbIbupanca He To/b-
KO B COOTBETCTBMM C COOBpaxKeHAMMN NoAJep>KaHuna
«HOBOW» KYNbTypPbl N MPOTUBOCTOAHNSA «CTapoui»,
HO 1 MNOTPEBHOCTAMMN COLMaNbLHOM U KybTYyPHOM
nponaraHAbl 1 npoceeleHns. HecomHeHHo, 06-
pa3oBaHHble NOAN TOTO BPEMEHW Oblv 3HaKOMbI
C eBPOMencKon peasncTmyeckom ckyabnTypoi. Tak
e, nocne 1949 roga, Kutalh cTonkHyACs ¢ BbICO-
KOW cTeneHbto yHUdMKaLMmM nutepaTypHOM 1 Xy-
[OXKEeCTBEHHOW eATeNbHOCTA N BMeLLaTeIbCTBOM
pykoBoasLel naeonorun. Kak ctpaHa, npucoeam-
HUWBLLAACA K coumanmcTmyeckomy narepto, Kutawm
HauMHaeT OPUEHTUPOBATLCA Ha CTWU/b COLMANNCTMI-
4ecKoro peasnn3mMa, B TO BpeMs Kak HepeasncTuyHble
HanpaB/ieHNs CKyAbNTypbl oTBepratoTcsa. KoHTak-
Tbl C 3aMafHbIM MCKYCCTBOM U TeOPUENn UCKYCCTBa,
npouncxogawme B 1980-1990-e rogbl, NoO CyTn CBO-
el MOXHO OXxapaKTepmn3oBaTb Kak NMacCMBHbIE, TakK
KaK OHW ABAAIOTCA pPe3y/IbTaTOM NOANTUKU pedopm
N OTKPBLITOCTU U MOAYPLIHOYHOW 3KOHOMUNYECKON
CUCTEMBbI, @ HE aKTUBHOTO CTPEMJIEHMA K 0ByUeHNnto
Y APYrux CTpaH.

B XXI| Beke nepes, KUTAaNCKNUM CKYSbATYPHBIM MC-
KyCCTBOM MOCTOAHHO CTOAT HOBbI€ BbI30BbI, CKY/lb-
nTypa Npou3BOAMT HOBble peakumu. NoBceMecTHO,
OT TBOPYECKMX KPYroB 0 akajeMuWii, BHOBb MPOUC-
XOAWT aKTUBHOE CHNMXKEHNE CO CKYbMTYPON CTPaH
Esponbl n CLLUA. baarogaps HOBbIM MeTOAaM, Cpea-
CTBaM MaccoBoW MHbopMaLuu, NpMémam 1 KoHLer-
UMsAM B CKyAbNTYype opoOpMUANCHL pasHOOGpa3Hble
HanpaB/ieHUA, OTINYHbIE OT PEANNCTUYECKON CKY/b-
NTYpPbl, C Pa3HbIMM XXaHPaMW N CTUAAMM.

3. ®opmMmupoBaHue U pasBUTHE XKaHPOB B KU-
Talickoi ckynbnType XX Beka.

Kak y>ce 6b1n10 ycTaHOBAEHO BbILLE, O NEPMOAa
pedOopM 1 OTKPBLITOCTU KUTaNCKasA CKyAbNTypa pas-
BMBanacb No GpaHLy3CK1UM 1 COBETCKUM NeKanam,
n nNpexae Bcero 310 Hblna peanncrTmyeckas cKyb-
nTypa, CTaHKOBas Kpyraas cKyabnTypa u penbedbl —
ronoBbl, 6rOCTbI, YenoBeyveckme GUrypbl B NOJHbIN
POCT 1 NO NOSAC, TPYNMOBble CKYAbNTYPbl U CKY/b-
NTYpHbIe TPYNMbl, aHUMaANNCTUYECKas CKyabNTypa;
B KpynHOMacLTabHOW MOHYMEHTaNbHOM CKy/b-
nType 310 6bLIM penbedbl N Kpyraaa ckyabnTypa,
610CTbI, NOPTPETHLI MO MOAC, YesioBeveckune Gurypsl

57



B MOJIHbIA POCT, BCAAHWKW, rPynnoBas CKyaAbMTy-
pa n ckyabnTypHble rpynnbl. o ocHoBaHua KHP
B 1949 rogy, B cuay OTCyTCTBMA COLIMANbHOrO 3amnpo-
Ca, HeXBaTKM pPecypcoB M TOro, YTO CKYAbMNTYypHOE
obpa3oBaHue ewé He HbINO WNMPOKO pacnpocTpa-
HeHO, 06N 06BEM CKYAbMNTYPHbIX MPON3BEAEHN
6611 HeBenuk. [laxke npov3BeAeHN MEMOPUabHOWM
CKyNbMTYpPbl, PacnoaaraBnecs Ha OTKPbITOM BO34y-
xe, 6blnn HebosbLMX pa3mepoB. MNocne 1949 roza,
B CBA3M C HALMOHa/bHbIMWN NOTPEBHOCTAMM 1 PO-
CTOM MaTepuanbHoOro obecrneyeHmns, KONMYECTBO
CKYNbNTYP Hayano yBeNYMBaATLCA MO CPaBHEHUIO
C npeablaywmm nepmogom. OfHa 3a Apyroi Hava-
JIN NOSABAATLCA NPON3BEAEHNA MOHYMEHTabHOW
CKYAbNTYpPbl 60/bLINX Pa3MepPOB WK COCTOABLUNE
n3 MHoXecTBa duryp. 3atem, Nocie HacTynaeHns
3M0XM pedopM 1 OTKPBITOCTH, MHOXECTBO KUTaMCKMX
CKY/IbNTOPOB 0H6paTUANCE K COBPEMEHHbIM 3anaj-
HbIM XYAO0XeCTBEHHbIM KOHLIEMUMAM U NONOXKM-
2N VX B OCHOBY CBOEro TBOPYeCTBa, YTO NMPUBENO
K 6onbIOMY pa3HOO6pasnto MeToA0B — Tak, No-
ABUANCE UHCTaNNALMM U abCTpakTHas CKynbnTypa.
YacTb XyAOXXHNKOB 60/blLEe BCErO BHMMaHUA Ha-
Yanu yaensTb NCNOMb30BaHUIO U POM MaTepuana
B CKY/IbMType — 3TO CKY/IbMTypa 13 KaMHs, AepeBa,
kepamukun n bapdopa, ctekna, HedpuTa, naacTmac-
cbl, bBymaru, npoayktoB obuxoga, cBeToBas CKy/b-
nTypa u T.4. Takke NoaBMANCHE HOBblE Meana ANs
CKYNbNTYPbl — 3TO LNPPOBan CKyAbMTypa 1 CKYb-
nTypa B MeTaBCe/NEeHHOW.

B uesnom, B XXI Beke >aHpbl 1 TUMbI CKYAbNTYPbI,
chopMmUpoBaBLUNECA B MPOLLJIOM CTONETUWN, HUKYAA
He ncYesnn 1 cenmyac NOay4YatoT HOBOE Pa3BUTUE,
AEMOHCTPUPYSA rapMOHUYHOE COCYyLLLeCTBOBaHMeE
HOBbIX W CTapbIX XyA0>XKeCTBEHHbIX GOPM N MHO-
roobpasue. YUto kacaeTtca TBOpUYeCTBa KUTAUCKMX
CKYNbNTOPOB, TO MHOXECTBO NPOWN3BEAEHWNIA CKY/b-
NTYypPbl HENb3A CTPOro OTHECTU K KakoMy-1nb0 >XaH-
Py, U K NCCNe0BaHNIO, N TBOPYECKON MpaKTuKe
KaXXAbl MOAXOANT UCXOAA U3 TOTO, MOAXOAbI Ka-
KOM Xy[0>XKEeCTBEHHOW CUCTEMbI K CKYAbMATYPHbIM
XaHpaMm emy KaxkyTcs NpeanoYTUTeNbHbiMU. B xy-
HOXECTBEHHbIX By3aX CKy/bMNTypHOe obpa3oBaHue
NMOCTPOEHO TaknMM 06pa3oM, UTO CTyAEHTbI COMpuKa-
CaloTCA C TEXHMKAMU PeannCTUYeCcKOmr CKyAbMTypbl,
HO Tak>Xe eCTb 3aHATWA, B KOTOPbIX akLeHT Aenaet-
€A Ha KOHLenuuax, Mmatepuanax u Meanackyabnry-
pe. Tak, ecTb 3aHATUA NO LUOPOBON CKYAbNTYpPE,
CKyNbNTYype 13 pa3/IMyHbIX MaTepuanos, NpakTnye-
CKue 3aHATUNA 1 T.4. PasHoobpasue ANCLMNANH Tak-
e B OnpesenéHHONM CTeneHn oTpaxkaeT CUTyaumto,
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KOTOpas CNoxXxuaach C Ppa3sBUTUEM XaHPOB CKY/b-
nTypbl B Kutae cerogHs.

B uenom, kntaiickas nnactmka B XXI Beke cnegyert
KypCy, 3alaHHOMY B MOC/NeAHeR YeTBEPTM NPOLLIOTO
BEKa CO CBOMNCTBEHHbLIMMW € NIOPasU3IMOM U CTPEM-
JIEHVEM K MHAUBUAYanM3mMy — Byab TO Manas nuau
CpesHsAn CTaHKOBas CKYAbMTypa UAN KPyrnHas MoO-
HYMeHTaslbHas CKyAbNTypa MNoj OTKPbITbIM HEHOM,
1 6yZb TO NPOU3BEAEHUSA B JyXe TPaJNLNOHHOMN Kn-
TaNCKOW CKYbMNTYpPbl UM OYEHb COBPEMEHHbIE pa-
60Tbl, TArOTEtOLLME K abCTpakunoHmn3mMy. CKyabnTopb!
CTPeMSATCS Yepes pas/inyHble KOHLeMNLMKN, CPeACTBa,
MaTepuanbl, KOMNO3ULMOHHbIE PELLEHNS N METOAbI
bopmoobpazoBaHms, KOTOPbIE ABAAIOTCA KNHOYEBDI-
MW 31eMEHTaMM CKYJIbMTYpPbl, MO-HOBOMY PackpbiTb
3TW UeTbipe BUAA CKYAbNTYpbl. HakonaeHHbIM onbIT
KUTAMCKOM CKybNTypbl B XX BEKe 1 HOBble MOAXO-
Abl, paspaboTaHHble 3a nocnegHve 25 feT, No3Bo-
JINAN COBPEMEHHOM KNTaMCKON CKyNbNType BbIATU
3a paMKN OTHOCUTEIbHO GUKCUPOBaAHHbIX XXaHPOB
n cpopmmpoBaTb Hosee LMPOKUN N pa3HOObpas-
HbIl XyZOXeCTBEHHbIN naHAWwadT. B koHTeKcTe coun-
aNNCTMYECKON MOJUTUYECKOMN CUCTEMBI TBOPYECKMI
KAMMaT KUTackom ckynbnTypbl B XXI Beke B Leaom
OCTaéTCcs OTHOCUTENbHO IMbepanbHbIM, XOTa bonee
paAnKaabHble BUAbI CKYAbMNTYPbl U XYAOXECTBEH-
Hble ngeu BCé eweé He oPoOpPMMANCL B OTAENbHOE
HanpasaeHwe. Tak, HaNpuMep, CKyabNTypa, B KO-
TOpOW 3aTparvBatoTcs NPobaeMbl NOANTUKY, UAEH-
TUYHOCTU, KPUTUKYETCS KUTarcKas KyabTypa, uan
e B KOTOPOW TeI0 UCNO/b3YeTcs Kak apT-06bekT,
B Knutae MapruHanusmpoBaHa 1 nogyac 3anpeLleHa,
Y MO 3TOV NMPUYMHE HE pacCMaTPUBAETCA B pamMKax
3Toro o630pa, U3-3a Yero 66110 BbIAENEHO MEHbLLE
BWAOB CKYAbMNTYP.

4. Barnap, B 6yayuiee: 6yayuiee KMTamckom
CKYNbNTYPbl Ha CLLeHe COBPEeMEeHHOro UCKYCCTBa.

B Hauane XX Beka OTKpbITbIM OCTaBaca BONPOC
0 TOM, MOXHO JI1 CYMATaTb «KUTANCKOE NCKYCCTBO MC-
KyCCTBOM B MEXAYHapPOAHOM KOHTeKkcTe»'. 3a cTo
NeT pa3BUTUS KMTACKOE UCKYCCTBO, M3HayabHO
OUYeHb HaLMOHaNbHOE U UCTOPUYUHOE, TPaLULNOH-
Hoe no ¢opMme, Hayano bonbLle COOTBETCTBOBATb
OKpYy>KaroLen 4eNCTBUTENbHOCTM U 3MOXE, CTaNo
6onee akTyasbHbIM. TeM He MEHEE M CerofHs cTpa-
Hbl, obagaroLLme ANCKYPCUBHON BAACTbIO B COBpe-
MeHHOM uckycctee (Contemporary Art), 4o cux nop

1. [AyH Jinxysn. «<CoBpeMeHHOe NCKYCCTBO» Kak MCTOPUYECKUIA
TEPMWH: COMOCTaBAEHNE NCTOPUYECKMX TpaekTopuin 3ana-
Aa v Kutas / [lyH Jinxysii // YxyHro BaHbu nuHAyHb. 2021.
N2 9. C. 16.

pearnpyroT Ha KMTalCKOe UCKYCCTBO C HEKOTOPbIM
OTTOp>XXeHMeM. ITO 3acTaBaseT BCE 6o/bluee YNCIo
NPaKTUKYHOLLMX XYAOXHNKOB 3a4aBaTbCA BOMPOCOM
O MecTe CBOEro TBOpPYECTBa B TaKOM KYJ/IbTYPHOM
KOHTekcTe. OCHOBHOW MCTOYHWUK COMHEHMWI — 3TO
BOMPOC O TOM, CTOUT NN YHUKANbHOW N caMObbIT-
HOW KUTaMCKOM KyNbType CKAOHATb rONIOBYy nepes,
COBPEeMEHHbIM 3anaHbIM UCKYCCTBOM. B HacTosLLee
Bpems BennkobputaHus n CLLUA vrparoT BegyLyto
pOJib B MUpe CKYNbNTYPHOrO UCKYCCTBA, MPMBHOCSA
C cob0I B Hero rnobannsaLmo, UHCTUTYLMOHANN-
3aUMI0 U MepKaHTUAN3M. B ycnoBusx, korga ectb
LOMUHUPYHOLLME XYA0XKECTBEHHbIE TEUEHUS, MHO-
rme AeATenn NCKYCcCTBa B CKY/bMTYPHOM TBOpYe-
CTBE M KOMMYHWKaLMAX CTaAKMBarOTCA € npobaemon
YHUOUKaLUW, CTaHAaPTM3aLUK, TOMOTEeHHOCTUN KYJlb-
Typbl. ITa 601€3Hb ABAAETCA NPAMbIM ClefCTBUEM
6eCKOHTPOJ/IbHOTO pacliMpeHMs KanuTaamctnye-
CKOro pblHKa B 3aMafHblX KanuTaaucTMyeckmnx ctpa-
Hax. B cdepe KynbTypbl 3TO BUAHO MO Ype3MepHOMY
3KCNOPTY 3anajHblX IMbepanbHbIX LLEHHOCTEW, KO-
TOPbIMW MPOHM3aHbI NPON3BEAEHNSI COBPEMEHHO-
ro 3anagHoro nckycctea. Ha ¢oHe 3Toi NoroHu 3a
UHANBUAYANN3MOM N HOBbIMW TEYEHUAMU BCE TO
npeKpacHoe B OO UCTOPUM YENOBEYECKON Lin-
BUAM3ALIMWY, HaLMOHabHasA, PermMoHaabHas KyabTy-
pa, a Takxke coLumanncTmyeckas KyabTypa CTaHOBATCA
MeHee NpuB/eKaTe/bHbI, UX BAUSHWE YMEHbLLAETCS.

Mepes NMLIOM COBPEMEHHOTO NCKYCCTBA, HaXOAsLLLe-
rocs B 3aJIOXKHUKAX y Kanutana u pagukanbHbIX LieH-
HOCTel, KUTalicKas COBPeMEHHas CKybnTypa, Aa 1 BCE
KWTaliCKoe MCKYCCTBO, HECYT OTBETCTBEHHOCTb 3a TO,
4TOGbI aKTUBHO NMPOTMBOCTOATb U Y4aCTBOBATb B ABU-
>KEHWW NMPOTUB 3TON CTaHAapTV3aLmn. bonee Toro, co-
BPEMEHHOW MUCKYCCTBO APYrvX cTpaH — Poccum, MHamn,
Mekcukn, VipaHa v gpyrux permoHoB, Takxe JOMKHO
MPUCOANHUTBCA K STOMY ABUXKEHWIO — Torga byaet
BO3MOXEH BbIXOZ, U3 KPM3KCa, B KOTOPOM HaxoAMTCA
COBpeMeHHOe M1POBOE UCKYCCTBO.

Bnarogaps HenpepbIBHOMY OBLLEHNIO C BHeLU-
HVM MUPOM W afanTaLmn YCBOEHHOrO 3a rpaHuLel
K KUTaNCKOMY KYJNbTYPHOMY U COLMaNbHOMY KOH-
TEKCTY, COBPEMEHHas KuTalickas CKyJbnTypa B UTO-
re cTa JIeT CTaHOBJIEHWA U TpaHCcPOpMaLMiA cMoraa
chopmMupoBaTb HOBOE Ky/bTypHOE NnoJie, yCrnewHo
CyLLecTBYIOLLee B MEXAYHaPOAHOW CKY/bATYPHOM
chepe cerogHa. B kynbTypHOl chepe chopmmpo-
BaJlOCb CBOE CKY/IbNTYypPHOE MUPOBO33peHune, OC-
HOBHbIMMW YepTaMu KOTOPOTO ABASAIOTCA BHUMaHMe
K KUTaCKOMN KyNbTYPHOW TPaAULMIN U COBPEMEHHBIM
obuectBy 1 KynbType Kntas, HaxoasLmecs B Tec-
HOW CBA3W UHAMBMUAYANN3M M NMAaTPUOTU3M, @ TaKxKe
nccnesoBaHne KUTacKoOM TpaguULMOHHON 1 3anaa-
HOW CKYNbNTYpbl U NyTeR UX CUHTe3a. B pesynbTtaTe
MoJy4nsiocb MHOroobpasme CKy/bATYPHbIX XKaH-
pOB U CTUNEN.
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