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NATIONAL THEME IN SCULPTURE AT THE CHINESE
NATIONAL EXHIBITION OF FINE ARTS

Summary: The theme of China's national minor-
ities is an important theme bearing distinctive na-
tional characteristics in all types of art presented
at the National Exhibition of Fine Arts. Its develop-
ment in sculpture can be divided into three stages:
the first period is the rise of the subject of national
minorities in the context of the great national in-
tegration in the early period of the construction of
the New China. The sculptures of this period pre-
sented at the Exhibition, depicted the friendship of
all the peoples inhabiting China, and adhered to the
"communist canons" of creativity. The subsequent
era, from the early 1980s to the conclusion of the
20th century, can be characterized as a period of
shift from the communist standard to a more gen-
uine and realistic depiction of the people of Chi-
na, characterized by a longing for experimentation,
the quest for a new, as well as an idealized portray-
al of national minorities. The artworks were often
based on materials gathered by the sculptors dur-
ing their trips to regions populated by national mi-
norities. The third period is a sculpture exploring the
subject of national minorities in the 21st century.
Its features are attention to the current problems
of our times and the tendency to diversify themes
and artistic styles. Interpreting the theme of nation-
al minorities, sculptors use individual languages of
artistic expression. Thus, this article examines the
development of sculpture on the theme of national
minorities, selected for participation and presented
at the National Exhibition of Fine Arts, analyzes and
identifies constant and evolving features specific to
the each period, then concludes about the signifi-
cance and value of this theme in the history of the
National Exhibition. Throughout the entire period
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of the existence of the National Exhibition of Fine
Arts, the sculptural work presented at it was influ-
enced by the state national policies. At the same
time, we can see that "national identity" is the main
idea throughout the entire period under consider-
ation. In other words, among the many tasks asso-
ciated with the development of modern Chinese
art, the creation of a "national cultural identity" has
always been and continues to be of great impor-
tance. Thus, if we examine the works presented at
the National Exhibition as a phenomenon, it is obvi-
ous that sculpture on the theme of national minor-
ities has enormous theoretical and practical value
in the past, present and future.

Keywords: National Minority theme in Sculpture,
Nationality, National Minority Art, Regionality, Na-
tional Exhibition of Fine Arts

1. Early Years of the PRC: the Rise of Sculpture
Depicting Unity among Minority Nationalities

The early years following the establishment of the
PRC were a period of dramatic ideological shift and
revitalization driven by political factors. The urgent
need to restore order after years of devastation has
created a desire in society to renew the social sys-
tem and ideology. Against the background of the
policy to achieve solidarity among the peoples of
China, as well as the course of “let a hundred flow-
ers bloom, let a hundred schools compete” in lit-
erature and art, national minorities have become
one of the key themes in art forming the basis of
the national idea. The minority-themed sculpture
of this period, which is commonly labelled in Chi-
nese historiography as the time of the “red (i.e.,
communist) canon”, was consistent with the gen-

eral sociopolitical context and depicted the libera-
tion of minorities and their joy at the beginning of
their new life. The core idea was the great unity of
the 56 nations, with everyday themes and depic-
tion of the life of national minorities in the new era
also present in the sculpture art. Wang Linyi's relief
“The Great Unity of Nations” (1949), displayed at the
first National Exhibition of Fine Arts, is a depiction
of an epic, large-scale scene featuring various eth-
nicities, dancing together, singing songs, and cele-
brating the dawn of the new life in the new China.
The subject of minorities was explored in a similar
manner in Zhang Chongzhen's "Korean Pair Dance”
(1955) that was presented at the Second National
Exhibition. The sculpture depicts a very distinctive
traditional Korean dance, highlighting the eleva-
tion of the sleeves during the performance, and ex-
pressing the cadence of the dance in a remarkably
unigue manner. There were also artworks in which
the theme of national culture was presented in a
rather original manner, such as Liu Kaiqu's "Yak".
In contrast to other pieces, the sculptor opted not
to depict human figures but instead portrayed an
animal symbolizing Tibet and Tibetan culture — the
yak. Through the representation of the yak, meticu-
lously carved from marble, the artist alludes to the

Ill. 1. Wang Wanjing. Girl from the Dai people. Stone. 1962.
Collection of the Fine Arts Museum of China

purity and primal essence of the snow-covered Ti-
betan region, as well as the straightforward, tireless,
and robust national character of the Tibetan people.
In terms of artistic style, sculptures portraying eth
nic minorities, in general, mirrored the main trends
of the art world of the period. On one hand, it en-
compassed socialist realism adapted from the USSR,
while on the other hand, it entailed a quest for na-
tional identity within the confines of socialist real-
ism, primarily rooted in the exploration of folk art.
Since the theme of minorities reflects national diver-
sity and local culture to a greater extent than other
themes, it allowed for a more evident display of lo-
cal cultural aspects in the artistic approach and the
development of national visual style. For example,
Wang Wanjing's sculpture “Girl of the Dai People”
(1962, ill. 1), selected for participation in the Third
National Exhibition of Fine Arts, is shaped in a sim-
ple and gentle manner, with a strong sense of line,
quite in the spirit of Chinese traditional sculpture.
The entire artwork exhibits a distinct national char-
acter. In Situ Zhao's "Tibetan Girl with Mila on Her
Head" (1979), presented at the Fifth National Exhi-
bition, it is only the head of the Tibetan girl that is
carved in detail, while the lower part of the sculpture
presents a material preserved in its original, natu-
ral form, which leaves much room for the viewer's
imagination. As for the artistic image of the char-
acter, there is a certain incompleteness, even dete-
rioration, rendering it significantly more expressive
than if it had been done in a realistic manner.

2. From Canon to Authenticity: the Discovery
of National Traits in Sculpture Depicting National
Minorities

The decade of the 1980s marked a turning point
in the history of Chinese fine arts. In artworld it was
a time of emancipation from the doctrines of the
preceding era, a time of rejuvenation and explora-
tion. The theme on national minorities, regarded
as part of the broader theme of national culture,
also started to be re-examined in sculptural works
through a lens of defiance towards the socialist ide-
ologies and established canons of the prior period.
The whole world of sculpture, driven by the quest for
the new ideas and themes, as well as artistic style,
language and techniques, is engulfed in the long-
ing to create a national, truly Chinese national art.
As a consequence, many sculptors were drawn to
the theme of national minorities as the most “Chi-
nese” subject, both in terms of cultural code and
artistic expression. The distinctiveness and individ-
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Il 2. Jing Yuming. Return to the East - The Epic Tale of the Torgouts. Foundry copper. 2009.

uality of regional culture have rendered the theme
of minorities a highly productive domain for explo-
ration on the path of "nationalizing” art.

The sculpture of this period dealing with the
theme of national minorities exhibits two distinc-
tive features. Firstly, it departs from the political nar-
ratives of earlier artworks and a return to real life,
and the aspiration to deeply explore the culture of
minorities as well as to gain the "experience of lo-
cal life”. Many sculptors go on trips to Tibet, Yun-
nan, and Guizhou to observe in person how the life
of various national minorities is organized, to col-
lect material, and then try to authentically portray
the traditions, nature, and feelings associated with
them through their individual artistic means. Sec-
ondly, the individual styles of artists were gradually
taking shape, indicating a diversification of sculp-
ture styles. For instance, Yin Xiaofeng's “The Tungus”
(1989), a Silver Medal winner at the 7th National Ex-
hibition, was created when Yin Xiaofeng was doing
his graduate project at the Lu Xun Academy of Fine
Arts in 1988. He spent three days traveling through
the forests of the remote regions of Northeast Chi-
na in search of the Evenks (i.e., “the Tungus”), who
had been living there since ancient times leading
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a nomadic lifestyle. Inspired by their primitive way
of life and the vivid images of this trip,

Yin Xiaofeng crafted a head out of stone. The
1980s saw a shift from the ‘collective’ to the ‘indi-
vidual’ in artistic creation, with the artistic style and
language of individual creativity taking on primary
tasks of artistic practice. As a part of the “Guizhou
phenomenon” of the 1980s in the art world, Tian
Shixin, who has lived in Guizhou for 25 years, was
very familiar with the life and culture of local minor-
ity nationalities. He created a series of works on the
theme of Guizhou minorities. Thus, his work “Pillar of
Joy” (1984, ill. 2), which highlights the theme of re-
storing the national culture and way of life of minor-
ities, was exhibited in the Sixth National Exhibition.

Using traditional sculpture techniques, the au-
thor conveyed the spirit of ancient times, and he also
used xie-yi techniques to enhance the expressive-
ness of the work. Another sculptor who addressed
the theme of ethnic minorities and is worthy of men-
tion is He Ao, who became interested in Western ab-
stract sculpture and tried to combine it with Chinese
decorative sculpture and traditional anthropomor-
phic ceramics, which became her signature artistic
language. Her work “Concord” (1984), selected for
the 6th National Exhibition of Fine Arts, portrayed

the warmth and hospitality of the Tibetan people
in a simple, concise and vivid form.

3. The New Century: Contemporary Interpre-
tation and Diversification of the Theme of Nation-
al Minorities in Sculpture

Since the beginning of the 21st century, Chi-
na has organized four National Exhibitions of Fine
Arts, marking a real breakthrough in the art world
in terms of the renewal of ideas and language, the
expansion of art forms and the development of new
techniques. Sculpture on the theme of minority na-
tionalities, which has become a classic theme of the
exhibition, is facing new challenges: how to secure
its standing amidst the dynamic array of diverse
concepts and forms within the artworld while pre-
serving, renewing and successfully transforming tra-
ditional, national and contemporary culture. This has
already become one of the important issues of con-
temporary “national” culture and art. The portrayal
of “orientality” in the artworks of the National Exhi-
bition largely relies on the core theme of tradition-
al culture, which consists of various elements, such
as national culture, provincial culture and region-
al culture. The theme of national minorities, as an
important component of national culture, is in fact
demonstrated primarily through referencing the tra-
ditional history of minorities, identifying and inte-
grating their regional culture, and portraying current
local life. This leads to a diverse, unified balance of
theory and practice. Alternatively, the ethnic theme
is explored from the viewpoint of modern cultur-
al diversity, and its scope expands and intersects
with numerous challenges of today’'s society, such
as the conservation of natural environment, the in-
heritance of traditional culture, the revitalization of
rural areas, and other concerns, through which we
uncover the significance and social value that the
national minority theme has in the present times.

Jing Yuming's sculpture “Return to the East —
The Epic Tale of the Torgouts” (2009, ill. 3), which
won a silver medal at the 11th National Exhibition
of Fine Arts, in a sorrowful and romantic manner
and employing realistic methods of expression re-
veals the theme of returning to one’s homeland, to
one’s roots, and thus places historical and cultural
national traditions in a contemporary context. The
12th National Exhibition featured Chen Jian's work
“The Image of the Steppe — Heaven’s Dome” (2014).
The sculptor lived in the steppe for a long time and
drawing inspiration from an image of a robust, vig-
orous horse, portrayed a horseman on a galloping

L 3. Tian Shixin. Pillar of Joy. Wood. 1984.
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Ill. 4. Deng Ke. Observing: the Buryats. Stone. 2019.

horse, depicted utilizing the xie-yi technique, flaw-
lessly conveying the strain and velocity. Uyghur sculp
tor Arman Memet's work “Forward” shows a com-
mon scene of everyday life and realistically and viv-
idly conveys a simple and romantic image of Uyghur
brothers singing and dancing. Deng Ke's "Observ-
ing: the Buryats” (2019, il. 4) and Wang Bei's "Ob-
serving the Orochons” (2019), featured in the 13th
National Exhibition, are a series of works present-
ing the results of observing the ethnic minorities.
The artworks is referring to the certain psychology
characteristics that ethnic group tend to form in the
process of long-term practice. The works show the
national characters of peoples that are forged over
a long history and many generations, and which are
difficult to change. As V. Lenin wrote in Philosoph-
ical Notebooks, "Human practice, repeated billions
of times, is fixed in human consciousness by the
figures of logic. These figures have the strength
of prejudice, an axiomatic character precisely (and
only) because of this billion-times repetition.”" Thus,

1. V.I. Lenin. Philosophical Notebooks. / V.I. Lenin. Complete
Collection of Works. Fifth edition. Volume 29. - Moscow:
Publishing House of Political Literature, 1969. - P. 198.

these sculptures do not just serve as a modern day
interpretation of the theme of national minorities,
but are also a historical generalization, inheritance
and continuation of this theme; they also raise the
issue of the impossibility for minorities to give up
their national traditions when faced with the pas-
sage of time.

4. Conclusion

Romain Rolland once said that the greatness of
art lies in its ability to reveal a person's true emo-
tions, the secrets of one's inner life and the world
of one's passions. It allows different people to com-
municate and find empathy. Being an important
symbol of “national culture” at the National Exhibi-
tion of Fine Arts, the creation and development of
sculpture on the theme of national minorities has
always been in a broader cultural context and was
influenced by politics in the field of art and liter-
ature. This is closely related to the social environ-
ment and the background of the time in which the
sculpture is made. Having traced the evolution of
the theme of national minorities in the sculpture of
the National Exhibition for more than half a century,
we see that “ethnicity”, or "nationality”, is the main
idea throughout the period. In other words, among
the many tasks associated with the development
of modern Chinese art, the creation of a “national
cultural identity” has always been and continues to
be of great importance to this day. Thus, if we ex-
amine the works presented at the National Exhibi-
tion as a phenomenon, it is obvious that sculpture
on the theme of national minorities has enormous
theoretical and practical value in the past, present
and the future.
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HAUMNOHAJIbBHAA TEMA B CKY/IbITYPE
BCEKUTAMCKOW BbICTABKW N3OBPA3UTENBHOTO
NCKYCCTBA

AHHOmayus: Tema HauMOHaNbHbIX MEHbLUMHCTB
Kutas aBadeTca BaxkHOW, 061a4atoLLel HaunoHaNb-
HbIM KOJIOPUTOM TEMOW BO BCEX BMAAX MCKYCCTBA,
npeAacTaBaeHHbIX Ha BcekmTaickoi BbicTaBKe 130-
6pasunTenbHoro nckyccrea. Ee passutue B ckynbntype
MOXHO pa3fennTb Ha TPW 3Tana: NepBbli 3Tan —
3TO pacuBeT TeMbl HaLUMOHaAbHbIX MEHbLUNHCTB B
KOHTEKCTe BEJINKON HaLlMOHabHOW UHTerpaumm
B PaHHMI nepunog ctpouTtenbctea Hosoro Kuras.
CkynbnTypbl 3TOro Nepuoja, NpeacTaBaeHHble Ha
BbICTaBKe, NMOKa3bIBaOT NpPeEXAe BCero Apy>by Bcex
HapoAoB, HacensArLWwmx Kutan, n xapakrepusyotcs
NPVBEPXXEHHOCTbIO K «KOMMYHUCTUYECKMM KaHOHaM»
TBOpUYecTBa. Bropoli atan, ¢ Hauyana 1980-x rr. n go
KoHua XX B., MOXHO OnucaTb Kak Bpema nepexoga ot
KOMMYHWUCTUYECKOrO KaHOHa K bosiee yKOpeHEHHOMY
B peanbHOCTU n3o0b6paxkeHunto HapogoB Kutas, oT-
MEeUYEeHHOMY CTPeMJIEHNEM K IKCMepUMeEHTaM,
nomckam HOBOTO, a TakXe UAeann3npoBaHHOIO 130-
OpaxeHunsa Manbix HapoaoB. [Mpon3BeseHMs yac-
TO OCHOBbIBa/IUCb Ha MaTepuanax, CobpaHHbIX
CKy/NIbMTOpPaMu BO BpeMs MyTeLlecTBUIA MO MecTam
NPOXXMBaHWSA HaLMOHabHbIX MEHBLUUHCTB. TpeTuin
3Tan — 3TO CKy/AbNTypa Ha TeMy HaLMOHaNbHbIX
MeHbLMHCTB B XX| Beke. Ee ocobeHHOCTU — 3TO
BHUMaHMe K aKkTyalbHbIM MpobaemMam COBPeEMEH-
HOCTW M TEeHAEeHUNA K agnBepcndukaymm tem um
XYZOXECTBEHHbIX cTunel. VIHTepnpeTtupys Te-
MY HaUMNOHaNbHbIX MEHbLUNHCTB, CKY/JbNTOPbI UC-
NO/Ab3YyOT NHANBUAYaNbHbIE, aBTOPCKMNE A3bIKN
XYZ,0>XXeCTBEHHOrO BblpaXeHus. TakMm obpasowm,
B JaHHOM CTaTbe paccMaTpuBaeTCs pa3BuUTUE
CKYNbATYPbIHa TEMY HaLMOHaAbHbIX MEHBLLMHCTB,

oTO6paHHOW ANA yyactusa u npeacTaBAeHHOW
Ha BcekunTamckon BbiCTaBKe M300Pa3NTENbHOTO
MCKYCCTBA, aHa/JN3MPYHTCA W BbIABAATCS
NMOCTOAAHHbIE U MEHSAIOLWMECA B 3aBUCMMOCTM OT
NCTOPMYECKOTO nepuosa ocobeHHOCTH, 3aTeM
fJenaeTcs BbIBOJ O 3HAYMMOCTU U LLEHHOCTH
3TOM TeMbl B UCTOpUU BceknTalickon BbICTaBKMU.
Ha npoTtsXxeHun Bcero nepuoga cyliec-
TBOBaHUSA BcekmTtanckoln BbICTaBKU nM306pasm-
Te/NbHOIO WCKYCCTBa, NpeAcCTaBNeHHOE Ha Hel
CKY/IbMTYpPHOE TBOPYECTBO HEC/IO Ha cebe OTrneyaTok
rocyAapCTBEHHON HaLMOHaNbHOW NOAUTUKM. B TO
Xe Bpemsi Mbl BUAMM, UTO «HaLMOHaNbHas UAeH-
TUYHOCTb» ABJAETCS OCHOBHOW UAEeW Ha MPOTAXEHUN
BCEro pacCMOTPEHHOro nepuoga. HeimMu ciosamum,
cpesmn MHOXECTBa 3a/jay, CBA3aHHbIX C Pa3BUTMEM
COBPEMEHHOr0 KMTaCKOro MCKYCCTBa, CO3jaHune
«HaLUMOHANbHOMN KYNbTYPHOW MAEHTUUYHOCTU» BCErda
6bI10 Y NPOAONKAET UMETH OFPOMHOE 3HaueHue No
celi aeHb. TaknM 06pa3oM, ecim UccnesoBaThb PaboTsl,
npejcTaB/iieHHble Ha BceknTalickol BbicTaBKe, Kak
beHOMeEH, TO OUEBUAHO, UYTO CKY/AbMATYpa Ha Temy
HaLMOHaAbHbIX MEHbLUWMHCTB MMEEeT KOJ0CCa/lbHYH
TEOPETMYUECKYHO 1 MPAKTUYECKYH LIEHHOCTb B MPOLL-
oM, ceilyac u B byayLuem.

Knroueswle cosa: ckynbnTypa Ha TEMY HaLMO-
HaJIbHbIX MEHbLUMHCTB, HaLMOHaNbHOCTb, NCKYCCTBO
HaLMOHaNbHbIX MEHbLUMHCTB, PErMOHabHOCTL, Bee-
KuTalckas BblCTaBKa M3006pa3nTeNbHOro UCKYCCTBa

1. HauyanbHbIn nepuog nocne ocHoBaHmsa KHP:
pacLBeT CKYyAbNTYpbl Ha TEMY BEIMKOTO efjMHeHNA
HaLMOHaNbHbIX MEHbLUMHCTB
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MepBble rogbl nocne ocHoaHua KHP 66111 Bpe-
MeHeM rnobasbHOro NAeoa0rM4yeckoro casura u
OXXMBJIEHUS, UTO HbLNIO OBYCNOBAEHO NOANTUUECKUMM
npuumHamu. OcTpas Hy>XJza B BOCCTaHOBJAEHUWN MO-
pAjgKa nocae AOATUX NeT pa3pyLleHnii Nopoanaa B
obuiecTBe cTpemMaeHne K OGHOBNEHMWIO COLMANbHOM
cucTeMbl U ngeonornn. Ha poHe noamtukmy, Ha-
MpaBAeHHON Ha JOCTUXKEHWE CONMNAAPHOCTU MEXAY
Hapodamu KuTas, a Takxe Kypca «MyCTb pac-
LBEeTarT CTO LBETOB, NMYCTb COMEPHMYAIOT CTO
LKOA» B IUTEPAType M NUCKYCCTBE, HaLMOHabHble
MEHbLUMHCTBA CTAHOBATCA OAHOW 13 KNHOUEBbIX TEM
B MCKYCCTBE, COCTaB/SAOLLNX OCHOBY HaLMOHabHOM
naen. CKkynbnTypa Ha TeMy HaLuMOHaNbHbIX MeHb-
WWHCTB 3TOro nepuoga, KoTopblii B KUTal-
CKoOM uctopmorpadum NpuHATO obo3HauaTb Kak
BPEeMSA «KpPacHOro (T.e. KOMMYHUCTUYECKOTO) Ka-
HOHa», COOTBETCTBOBaja 0obLWeMy coumnanibHO-
NONIMTUYECKOMY KOHTEKCTY M Mnoka3blBaja
0CBOBOXAEHME MaNbIX HAPOAOB U UX PafoCTb OT
Hayana HOBOW XM3HW. [naBHas nges — Beankoe
eAnHeHMe 56 HapoAOB, NpU 3TOM B CKYAbNType
NPUCYTCTBOBaNM 1 HbITOBbIE TEMbI, MOKa3biBaBLUNE
>KW3Hb HaLMOHaNbHbIX MEHBLUMHCTB B HOBYHO 3MOXY.
Penbed «Benvkoe egnHcTBO Hapogos» (1949) BaH
JInHbYW, NoKasaHHbIM Ha nepBol BceknTanckomn
BblCTaBKe M306pa3nTeslbHOro MCKycCTBa — 3TO
n3obpaxkeHne 3MnUYeckon, MacliTabHOM CLLEHBI,
Ha KOTOPOW NpeACTaB/ieHbl Pa3ivyHble HapOAbI,
OHW BMeCTe TaHLYOT, MOKT NEeCHU U NpasaHyoT
HaCTyn/eHne HOBOM XW3HW B HOBOM KuTae. [Moxoxum
06pa3oM TeMa HaLMOHaNbHOCTEW packpbiBaeTCs B
paboTe, kKoTOpas bblna NpescTaBAeHa Ha BTOPOM
BcekuTalickoli BbicTaBke — «Kopenckunii napHbIi
TaHeu» (1955) YUxxaH YyHxx3HA. [TponsBeseHme no-
Ka3blBaeT OUeHb CaMODObITHbIN TPAAULIMOHHbBIA KO-
Pencknii TaHew, akLeHTUPYs BHUMaHWe Ha TOM, Kak
B TaHL,e NMOAHMMAtOTCA PyKaBa, B CKY/IbNType OYeHb
nepegaH putM TaHua. beiin Takxke 1 npoussege-
HWA, B KOTOPbIX TEMa HaLMOHaNAbHON KYAbTypbl
packpbiBanacb AOCTaTOMHO OPUTMHaNbHO, Kak, Ha-
npumep, B pabote Jlto Kanyrosa «Ak». B otanune ot
Apyrux paboT, 34ecb CKy/bNTOP He CTan co3gaBaTtb
ob6pasbl YesloBEYECKUX NEPCOHAXeN, HO Mokasas
XMBOTHOE, KOTOPOE ABAAETCA CMMBOJIOM Tnbeta n
TMOETCKON KyNbTypbl — AKa. ABTOP, ncnoab3ya obpas
fIka, KOTOPOro OH Bblpe3an U3 Mpamopa, Hamekaet
Ha YMCTOTY, NepBOBBLITHOCTb CHEXXHOIO TMHETCKOro
pervoHa, a Takxe Ha NPSMOANHENHBIA, HEYyTOMUMBINA,
CW/IbHBIN HaLMOHaNbHbIA XapakTep TMOEeTLEB.
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UT0 KacaeTcs XyA0XKeCTBEHHOIO CTUAS, TO CKYJbM-
Typa Ha TeMy HaLMOHabHbIX MEHbBLUMHCTB, B LLESOM,
OTpakafna OCHOBHblE TEHAEHLMU MUPa UCKYCCTBa
paccmaTtpuBaemoro nepuoga. C ogHON CTOPOHBI,
3To BOCNpuUHATLIN 3 CCCP coumannctmyeckmnin pe-
ann3M, C Apyrom — 3To NOUCK HaLNOHaNbHOW CaMo-
6bITHOCTN B paMKax coupeanm3ma, OCHOBaHHbIN,
npexae BCero, Ha 3aMMCTBOBaHMAX U3 HAPOAHOTO
nckycctBa. [ockonbky TeMa Masbix HapoaoB B 60J1b-
el CTENeHN, HeXeNn Jpyrve TemMbl, OTpaXaeT Ha-
LMoHanbHOe cBoeobpasne U MeCTHYH KyabTypy,
TO 3/€Cb B XyAOXECTBEHHOM CTWUE TakxXe bonee
SIBHO NPOABAAKOTCSA 3NEMEHTbI PErMOHaNbHON Kyb-
Typbl, POPMUMpPYETCA HALMOHa/IbHbIN BU3YaibHbIN
cTunb. Tak, Hanpumep, ckyabnTtypa BaH BaHbL3uHa
«[leByLKa 13 Hapogaa fan» (1962, un. 1), BbibpaHHas
ANS ydacTma B TpeTbel BcekmTalickon BbicTaBke
n306pasnTeNbHOro UCKYCCTBA, BblJENIEHa OYeHb
MPOCTO, MATKO, C 6ONBbLUNM YYBCTBOM JIMHWM, BNOJIHE
B AyXe KUTAUCKOW TPagMLMOHHOW CKyAbMTypbl. Bo
BCEM NMPOM3BEAEHUN BUAEH APKUA HaLMOHasbHbIN
KonopuT. B npeacTaBieHHOM Ha nsToli BcekuTalickon
BbiCcTaBke npowussegeHnn CoiTy Yxao «Tnbetckas
AeByLLKa C Muaa Ha ronose» (1979), Tonbko ronosa
TMOETCKOW AeBYLUKM Bbipe3aHa AeTanbHo, Toraa kak
HWXKHAS YacCTb CKY/IbNTYPbl — 3TO COXPaHEHHbIN B
CBOEM M3Ha4yanbHOM, MPUPOAHOM BUAe MaTepua,
OCTaBAAOWMI 3pUTento 60/bLoe NPOCTPaHCTBO
A1 BOOBpaxkeHWs. YTo KacaeTcs XyA0KeCTBEHHOrO
obpasa nepcoHaxa, To MPUCYTCTBYET ONnpeaeeHHas
He3aBepLUEHHOCTb, AaXe NOBPEXAEHHOCTb, UTO Ae-
naet ee ropaszo 6osiee BbIPa3nTENbHOW, YeM ecan
6bl OHa Oblsia caenaHa B peaancTm4eckon MaHepe.

2. OT KaHOHOB K pPeannCTUYHOCTU: 0bpeTeHne
HaLMOHaNbHbIX YEPT B CKY/IbMTYPe Ha TeMy HaLu-
OHaJ/IbHbIX MEHbLUNHCTB

80-e rr. XX B. 661111 NOBOPOTHLIM MOMEHTOM B
NCTOPUM KUTaANCKOTO M306pasnTebHOTO NCKYCCTBa.
3T0 BpeMs 0CBOBOXAEHWSA OT AOMM MpeabliayLLiero
nepuoaa, anoxa o6HOBAEHUSA N XYA0XECTBEHHbIX
NonckoB. TemMa HauMOHaNbHbIX MEHbLIWNHCTB,
KaK acnekT TeMbl HaLMOHaNbHOW KyaAbTypbl, B
CKYNbMATYpe TakXKe HauMHaeT NepeocMblCAATLCA C
NO3WLMIA 0TKa3a OT KOMMYHUCTUYECKUX MPUHLMMOB
M KaHOHOB Mpeablayuiero nepunoga. Beco mup
CKY/IbNTYpPbl, YCTPEMUBLUUACS K MOUCKY HOBOTO, Kak
NAENHO-TEMATNYECKHN, TaK 1 MO XyJ0XKeCTBEHHOMY
CTWAHO, AI3bIKY M TEXHMKAM, OKa3blBAeTCA OXBayeH
CTpeMieHNeM K CO34aHN0 HaLMOHaAbHOTO, UC-
TUHHO KMTaCKOro MecTHoro mnckyccrea. Kak cnea-
CTBME, MHOXECTBO CKY/IbMTOPOM obpalLatoTcs K

TeMe HaLuMOHaNbHbIX MEHbLUNHCTB, Kak Hanbonee
«KUTaNCKOM», KaK Mo KyAbTypPHOMY Koay, Tak U Nno
Xyf,0KeCTBEHHON Bblpa3utesibHoCcTh. CaMOBbITHOCTb,
YHUKaNbHOCTb PErMOHaNbHOWM KYAbTYpbl Caenanu
TEMY MaJjlblX HAPOAOB OYeHb NAOAOTBOPHbBIM Ha-
npaBieHNEM ANS SKCMEPUMEHTOB Ha NYTW «HaLW-
OHasIM3aLnmn» UCKYCCTBa.

B ckynbnType 3aTtoro nepuoga Ha Temy Ha-
LMOHaNbHbIX MEHBLUMHCTB MOXHO OTMETUTL ABe
XapaKTepHble 0CO6eHHOCTW. Bo-nepBbiX, 3TO yxog oT
NOJIMTUYECKNX HappaTUBOB Hosiee paHHUX NPOU3-
BELEHMA N BO3BpaLLeHMNE K AeNCTBUTENbHOCTY,
CTpeMJ/IeHne K r1yboKoMY NCCe0BaHMIO KybTypbl
MasiblX HapoAOB, NMOAYYEHUU «OMbITa MECTHOM
XXU3HW». MHOTMe CKyAbNTOpPbl OTNPaBAAOTCA B
nytewecTtsua no Tubety, FOHbHaHW, Tyuxoy,
4YTO6bI IMYHO MOCMOTPETb Ha TO, KaK yCTpoeHa
>KM3Hb Pa3iNYHbIX HaLMOHaNbHbIX MEHbLUUHCTB,
cobpaTtb MaTepwuan, a 3aTeM MbITatOTCA Yepes CBOU
WHANBUAYaNbHblE XyJOXeCTBEHHble CpeAcTBa
nepesatb CaMOBbITHOCTb TPAAULMIA, NMPUPOAY, ac-
couunmpyemble ¢ HUMWU YyBCTBa. Bo-BTOpBIX, NO-
cTeneHHoe GopMmUpoBaHME aBTOPCKMX CTUIEN Y
CTUANCTMYECKan amBepcndukaumsa. Hanpumep, pa-
60ota NHb CaodaHa «TyHrycel» (1989), nonyumsLuas
CepebpsHyto meganb Ha CelbMOW BCEKMTANCKOWN
BbiCTaBke, bblna co3saHa, korga ViHb CaodaH BbI-
noaHan B 1988 r. aunaomHyto paboty B Akagemmm
n3AWHbIX nckyccts umenmn Jly Cronsa. OH npoBen Tpoe
CYyTOK B noe3sgke Mo jiecaM OTAa/NeHHbIX PEFMOHOB
CeBepo-BocTtouHoro Kutas, rae nckan 3BeHKoB (T.e.
«TYHIYCOB»), U3 PEBJIE XMBYLLMX TaM, Befs KOUEBOW
o6pas Xun3HW. BAOXHOBAEHHbBIA X NPUMUTUBHBIM
06pa3oM XU3HW 1 APKMMU 0bpasamu 3TON NOe3AKM,
NHb Caodan co3pan ronosy n3 kamHsa. B 1980-x
rogax B XyZ0>KeCTBEHHOM TBOPYECTBE Npoun3oLlen
CABWUI OT «KONNIEKTUBHOIO» K «MHAUBUAYAJIbHOMY>,
W XYAOXECTBEHHBIV CTWU/b U A3bIKOBble OCOBEHHOCTM
WHAWBMAYANbHOTO TBOPYECTBA CTaAN KAHOYEBbIMU
3afja4amMu XyLOXEeCTBEHHOM NpakTuku. byayumn npea-
CTaBUTENEM «TYNUXKOYCKOro peHomeHa» 1980-x rr.
B MUpe nckycctBa, TaHb LUncnHb, npoxunemi B
Fynuxon 25 net xunset B Nynuxoy yxe 25 ner,
OY€eHb XOPOLIO 3HaN XU3Hb N KYAbTYPy MeCTHbIX
HauMoHanbHbIX MeHbLWMHCTB. OH co3aan ceputo pa-
60T Ha TeMy FyMuUXKOYyCKMX Masbix HapoAoB. Tak, B
LecTon BceknTackon BbicTaBke Bblaa npeacTaBaeHa
ero pabota «Ctonb pagoctun» (1984, na. 2), B Ko-
TOpOW NoAYepKMBaeTCA TeMa BOCCTaHOBAEHWS Ha-
LMOHaNbHOW Ky/NbTypbl N 06pasa >XXM3HU MasbixX
Hapogos. [py NOMOLLN TPAANLMOHHbBIX TEXHUK

CKyNbNTYpbl aBTOP Nnepegan fyX 4PeBHOCTY, TakxXKe
OH UCMOJIb30BaJl MPUEMbI «Ce-U» ANS TOrO, YTOObI
YCWIWTb BbIPa3nTeNbHOCTb Npou3BeseHus. Ewe ogHa
CKyNbNTOP, O6palLaBLIAACcs K TeMe HaLMOHaAbHbIX
MEHbLUMHCTB U AOCTONHAs ynoMuHaHusa — X3 Ao,
KOTOpas 3aMHTepecoBasiacb 3anajHon abcTpakTHOM
CKYNbMTYpOl 1 nonpoboBana o6bEAUHUTL ee C
KWTaNCKOW AeKOPaTUBHOW CKYybNTYPON U Tpaam-
LMOHHOM aHTPOMNOMOP®HOM KEPaMUKOM, UTO U CTa-
No ee xapaKTepHbIM aBTOPCKMUM XyAOXECTBEHHbIM
A3bIkoM. Ee npounsseseHmne «Cornacme» (1984), oto-
6paHHOe A1 yyYacTus B LUeCTOW BcekmTanckow Bbl-
cTaBke M306pa3nTesIbHOro UCKYyCCTBa, B MPOCTOM,
NakoOHWYHOM U ApKoM popme nokasana Tensio u pa-
Aylwmve TM6eTCKoro Hapoaa.

3. HoBbI1 BeK: COBpeMeHHOe NpoYTEHNE U AnBEP-
cndurKaumsa TeMbl HaLMOHa/bHBIX MEHBLUUHCTB B
CKyNbNTYpE

C Hauana XXl B. B Kutae npowno yetbipe Bce-
KUTaWCKNX BbICTABOK M306pa3nTeIbHOTO UCKYCCTBa,
OTMEUEHHbIX HACTOSALLMM CKaUKOM B MUPE UCKYCCTBa
B TOM, UTO KacaeTcsa OO6HOBAEHUNA UAeN 1 A3bIKa,
paclinMpeHmns BUAOB UCKYCCTBa U Pa3BUTUS HOBbIX
TexHuK. MNepes CKyAbNTYpOR Ha CTaBLUYHO YyXKe Kac-
CMYECKOWN TEMOM BbICTaBKM TEMY HaLMOHaNbHbIX
MEHbLUWHCTB, CTOUT PsJ, BbI3OBOB: Kak HalTK CBOe
MecTo B 6YpHOM MoTOoke MHOroo6pasHbIX uaen u
dopM MUpa 1ckyccTBa, UTOObLI COXpaHATb, OOHOBAATbL
M ycnewHo TpaHcdopMmMpoBaTh TPAAMLNOHHY!HO,
HaLWOHAaNbHYIO N COBPEMEHHYH KyabTypy. TO
y>Xe cTano OAHWM M3 BaXKHbIX BOMPOCOB CO-
BPEMEHHOM «HALMOHANbHOW» KYAbTypbl N UCKYC-
cTBa. KOHCTpynpoOBaHMe «OpUEHTaNbHOCTU» UIn
«BOCTOYHOCTU» B NPOM3BeAeHUAX BceknTalickomn
BbICTaBKM B OCHOBHOM OMUPAaETCs Ha KAOUEBYHO
TeMy TPaAMLMOHHOW KyAbTYpbl, CBOeobpa3zme Ko-
TOPOW CKNaAblBaeTCA M3 HECKONbKUX acnekToB
— HaLMOHaNbHOW Ky/bTypbl, MPOBUHLMANBHOW U pe-
TMOHaNIbHOM KYbTypbl. TeMa HaLMOHa/IbHbIX MEHb-
LUMHCTB, KakK BaXXHOTO KOMMOHEHTa HaLMOHaAbHOM
KyNbTYpbl, Ha NPaKTUKe NPOABAAETCS rNaBHbIM 00-
pa3oM B obpalleHNn K TPAAULLMOHHOM NCTOPUM
MaJiblX HapOAOB, BbIABJEHUN U UHTErpaLum mnx
pervoHanbHOW KyabTypbl, @ Takxke n3obpaxeHumn
COBPEMEHHbIX MECTHbIX peaanin. 3To NPUBOAUT K
MHOTFOrpaHHOMY, MHTErPUPOBAHHOMY €ANHCTBY
Teopun 1 npakTnku. C Apyron CTOPOHBI, ITHMYEC-
Kasl TeMa paccMaTpPUBAaETCs C TOYKM 3PEHUS COB-
PeMeHHOro Ky/JIbTYpPHOTO MNAopann3mMa, a paguyc ee
oxBaTa pacLIMpPAETCa U NepecekaeTcs CO MHOMUMM
npobaemMamMu COBpeMEHHOro obuiecTBa, TakMmm
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KaK 3alMTa NPUPOAHON 3KONOTNK, HacNes0BaHue
TPAANLNOHHOW KYNbTYpPbl, BO3POXAEHNE CENbCKO
MECTHOCTU W APYrMMU PeasuCTUYHbIMK BONPOCaMy,
Ha OCHOBE KOTOPbIX pPacKpblBaeTCA COBPEMEHHOe
3HayeHuVe 1 coumanbHasa LLeHHOCTb TeMbl HaLMo-
Ha/IbHbIX MEHbLUNHCTB.

Ckynbntypa Li3nH FOimnHa «Bo3BpaleHune
Ha Boctok — anoc o Toproytax» (2009, wa. 3), no-
nyyumBlan cepebpaHyto meganb 11-i1 Haumo-
Ha/IbHOW BbICTaBKe M306pasnTeNbHbIX UCKYCCTB, B
TParnmuyHoM POMaHTUYECKON MaHepe packpbiBaeT
peanncTnyeckMMm CpeacTBaMu TeMy BO3BpaLLEeHNs
Ha POAMHY, K CBOMM UCTOKaM, 1 TeM CaMbIM NMome-
LWaeT NCTOPUKO-KY/IbTypHble HaLMOHaAbHblE
TpPaguLMnN B COBPEMEHHbI KOHTeKCT. Ha 12-
Ol BcekmnTalickoli BbicTaBke Gblna npeAcTaBieHa
pabota YsHb L3aHa «Obpa3 ctenn — Hebocsog»
(2014). Ckynbntop AOATOE BPeMSA XWUA B CTenwu, u
BAOXHOBW/ICA 06Pa3OM CUABHOTO, 340POBOrO KO-
HA, N306pa3mnB BCaZHMKa Ha MYalLLeMca CKakyHe,
MOKa3aHHOro NMPW MOMOLLM TEXHUKU «CE-WU»,
npeKpacHo nepeAaB HanpaXeHue N CKOPOCTb.
MpounsBeaeHne yurypckoro ckyabntopa ApmaHa
MewmeTa «Bnepea» nokasbiBaeT 06bIJEHHYIO CLIEHY
OBbIYHOWM XU3HN U PeanCcTUUHO U APKO nepesaet
MpPOCTOM M POMAHTUUECKMA obpa3 yrUrypckumx
6paTbeB, KOTOpble NOIOT M TaHuytoT. PaboTbl [3H
K> «Habntogas: 6ypatbl» (2019, na. 4) n BaH bas
«Habntopgas 3a opoyoHamu» (2019), npeacTaBaeHHble
Ha TpWHagLaTon BcekMTanckomn BbICTaBKE, - 3TO Cepust
Npou3BeAeHWI, B KOTOPbIX NOKa3aHbl pe3yibTaTbl
HabnroAeHNA 33 HaLMOHaNbHBIMU MEHBLLUMHCTBAMMY,
BypsATamMun 1 OPOYOHaMU. ITO CBA3AHO C TEM, YTO B
npotiecce ANUTENbHOW NPAKTUYECKON AesTENbHOCTY
y 3THUYecKMX rpynn GopmmpyeTtcs onpeseneHHas
ncuxonorus. B npovseeseHmax nokasaHbl Haum-
OHa/ibHble XapaKTepbl HAPOAOB, KOTOPblE Bbl-
KOBbIBAlOTCA B XO4e ANUTENbHOW UCTOPUUN U
LenblX MOKONAEHWI, K KOTOPbIe TPYAHO NoaaatoTca
n3meHermam. Kak nucan B.U. JleHnH B «®unocodcekmx
TeTpaaax», «[1pakTuka yenoseka, MUIMapabl pas
NMOBTOPAACH, 3aKPENAAETCA B CO3HAHUN YenoBeka

burypamu norvkn. ®urypbl 3TM UMeEOT NPOYHOCTb
npeApaccyka, akcMoMaTUYeCKunii xapakTep MUMEHHO
(M TONBKO) B CUANY 3TOFO MUAIMAPAHOTO MOBTOPEHUSA»
. Tak, faHHbIe NPOV3BELEHUSN ABASIOTCSA HE TOJIbKO
COBPEMEHHOW TPAKTOBKOM TeMbl HaLMOHaNbHbIX
MEHbLUMHCTB, HO U UCTOPUYECKUM 0606LLEeHNEM,
HacnefoBaHUEM M MPOAOKEHNEM 3TON TEMBI; B HUX
TaKkXKe NMOAHNUMAETCA M TeMa HEBO3MOXHOCTM OTKa3a
419 ManblXx HAPOAOB OT HALMOHANbHbIX TPAANLMN
MpW CTONIKHOBEHUMW C XOA4OM BPEMEHU.

4. 3akntoueHue

Pomen Ponnan oaHaxxabl ckasan, 4yto Beanyuve
MCKYCCTBA 3aK/0UaeTCs B ero cnocobHoCTM pac-
KpblBaTb MUCTUHHbIE 3MOLINK YeNoBeKa, TalHbl
€ro BHYTPEHHeN XM3HU 1 Mup ero ctpactein. OHO
MO3BO/AET Pa3HbIM JHOAAM OBLLATLCA U HAXOANTb
conepexwuBaHve. ABNSACb BaXXHbIM CMBOJIOM «Ha-
LMOHaNbHOW KyNbTypbl» Ha Bcekntanckown Bbl-
CTaBKe M306pa3nTenbHOro UCKYCCTBA, CO3jaHne
N pa3BUTUE CKYAbNTYPbl Ha TEMY MajblX HapOAOB
BCerAa HaxoAnnocb B 6onee LWMPOKOM KyAbTypPHOM
KOHTEKCTE 1 HecNo Ha cebe oTneyvaTok NoAUTUKM B
obnacTn nckyccTBa n aMTepaTypbl. 3TO TECHO CBA3AHO
C coumanbHOM cpeson n GoHOM TOro BpeMeHu, B
KOTOPOM CKyAbMTypa HaxoamnTcs. Mpocneams 3Boto-
L0 TeMbI HaLMOHaNbHbIX MEHbLUMHCTB B CKYJIbMType
BcekuTalickon BbICTaBKM 3a 6osiee yem NosBeka, Mbl
BUAMM, UYTO «3THUUYHOCTb», AN «HALNOHANIbHOCTb,
ABJISIETCA OCHOBHOWN MAEeeN Ha NPOTAXEHWN BCEro
paccMOTpeHHoro nepuoga. NHbiMun cnosamum, cpe-
AW MHOXeCTBa 3ajay, CBA3aHHbIX C pa3BUTUEM
COBPEMEHHOrO KMTalCKOro MCKyccTBa, co3faHue
«HaLMOHaNbHOW KYNbTYPHON MAEHTUYHOCTU» BCeraa
66110 1 NPOAOKAET UMETb OTPOMHOE 3HauYeHme No
ceit aeHb. TaknM 06pazomM, eciv UCCIeA0BaTb PaboTbl,
npeacTaB/ieHHble Ha BceknTtalickol BbicTaBke, Kak
beHOMeH, TO OUEBUAHO, UTO CKY/NbMATYpa Ha Temy
HaLMOHa/IbHbIX MEHbLUNHCTB MMEEeT KONOCCaNbHYHO
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TRADITIONAL CHINESE PAINTING AND WORLDVIEW
IN THE CONTEXT OF PHOTOGRAPHIC ART OF THE
1930S

Summary: Traditional Chinese painting is a unique
and original national type of painting, an artistic sys-
tem reflecting the way of thinking, aesthetic con-
sciousness and philosophical ideas of the Chinese.
Its development process lasted for a long time and
involved a significant amount of work. Thus, paint-
ing is not only deeply rooted in China's rich cultur-
al tradition but also has evolved with the changes
of time. As for the subject matter, it was not limit-
ed only to natural landscapes but covered a wide
range of religious and philosophical ideas. In the
1930s, the gradual influx of Western art forms and
ideas into China brought new inspiration to artists,
accelerating the change in traditional Chinese cul-
ture and art through the process of modernization.
Chinese artists of the 1930s such as Xu Beihong and
Qi Baishi tried to find an innovative path between
tradition and modernity.

In the 1930s, a noticeable increase in the popu-
larity of photography appeared in China despite war
and social unrest which were also closely related to
political and economic conditions and cultural ex-
changes. The growth of photographers' associations
and specialised exhibitions promoted exchanges and
development of the art of photography, at the same
time giving rise to a number of photographers who
combined traditional Chinese painting techniques
and photography, such as Lang Jingshan and Luo
Bonian. Most of them turned to photography after
painting. Seeing photography as an extension and
improvement of painting, they used photomontage
and other darkroom techniques, as well as added
traditional Chinese worldviews to their work. Pho-
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tographic techniques and trends of the period had
a profound influence on fine art and aesthetic con-
cepts. Additionally, photography's immediacy and
proximity to reality challenged traditional methods
of artistic expression, prompting artists to seek more
varied and innovative ways of creating.

The article analyses the stylistic features and pre-
requisites for the formation of traditional Chinese
painting, considers Chinese photography of the 1930s
through the prism of traditional Chinese culture, and
reveals the interdependent nature of Chinese tra-
ditional painting and the spiritual culture of China.

Keywords: Chinese Guo Hua painting, photogra-
phy, national culture, nature, tradition.

Traditional Chinese art has existed for thousands
of years; when new forms of Western art such as
film and photography emerged, a need to integrate
them into the local culture inevitably appeared. Tradi-
tional Chinese painting can be compared with many
new forms of art, in particular pictorial photography.

In China, photography appeared after 1842. All
first photographers were educated people and art-
ists of the Qing Dynasty, they were innovators; how-
ever, traditional cultural as well as religious and phil
osophical values, such as Confucianism and Taoism,
calligraphy and painting, remained the root of their
entire system of thought. The composition (plot) in
photography seems to freeze - just like in traditional
Chinese painting. The act of creativity is contempla-
tion, the transmission of the relationship between

Il 1. Yxoy @aH. MpudsopHsie damel ¢ ygemamu e npudéckax. 3noxa TaH Mamu duHacmuli u decsmu yapcms. 46 cm x 180 cm. Llesk,

nature and man. Chinese photography has absorbed
similar values from traditional Chinese culture.

Therefore, it is important to begin the study of
Chinese pictorial photography with the basics of
traditional Chinese painting.

Classification, Analysis and Photographic Aes-
thetics of Traditional Chinese Painting

Chinese traditional Guo Hua painting can be di-
vided into three large genres: Jen-wu - people and
objects, Shan shui - mountain and water landscapes,
and Huaniaohua - flowers and birds.

Jen-wu, people and objects, is the earliest gen-
re of Chinese painting directly related to Chinese
cultural ideas.

From ancient times, both in the pre-imperial and
classical periods, in China, human culture and civili-
zation were paramount in painting, and the central
concepts of art were “man” (ren A) and “culture”
(wen xX).

Confucian culture highly values humanism and
the written word, believing that through “wen the
Tao is revealed” ("wen” as the written word, culture).
Artists often used images of people to convey their
ideas and feelings. Since the Tang era, Jen-wu paint-
ing has reached the peak of its development. Thus,
such works of the Tang era as Court Ladies Adorn-
ing their Hair with Flowers (Fig. 1) by artist Zhou
Fang' are very representative.

In the period following the May 4th movement?
, traditional Jen-wu painting techniques were no
longer suitable for depicting reality. Intellectuals of

1. Zhou Fang (life dates unknown), Chinese artist of the Tang
era, born in Chang'an (present Xi‘an, Shaanxi).

2. The May Fourth Movement was an anti-imperialist and
anti-feudal patriotic movement that began in Beijing on May
4, 1919; it had a huge impact on the politics, economics,
ideology, education and culture of China. It is closely related
to the movement for a new culture.

myuws, kpacku. Mecmo xpaHeHusi Kumadi, JIS0HUH,

the time who spoke for cultural reform, such as New
Culture Movement?® advocate Chen Duxiu, declared
the need for a revolution in the arts [11]. In the con-
text of Jen-wu painting, "revolution" meant the syn-
thesis of some traditional pictorial techniques with
Western painting to create a new type of painting -
modern Jen-wu ink painting. Works such as Jiu Fang
Gao (Fig. 2) by Xu Beihong and others appeared,
which contributed to the transformation and devel-
opment of Jen-wu. In addition, during the May 4th
Movement, many Chinese photographers came un-
der the influence of the New Culture Movement, in-
cluding Lang Jingshan, who combined science and
technology photography with Chinese painting. In
the photograph Calmness and Self-Satisfaction (Fig.
3), the main characters are Taoist priests, four of
whom are standing in long-sleeved Taoist robes,
two of them are slightly curled up with their hands
clasped, which indirectly indicates the cold climate
of that time. Four people are looking with interest
and curiosity at the books in the hands of Taoist
priests wearing hats - the whole picture is straight-
forward and simple.

Compared to the Jen-wu or Huaniaohua genres,
Shan shui landscape painting has a shorter history
[2]. Traditionally, Chinese culture was more inter-
ested in people, relationships between people, and
paid much less attention to the natural sciences. In
the Sui and Tang eras, Shan shui landscape painting
had a subordinate role to Jen-wu; mountains and
water served as the background for images of peo-
ple. Therefore, even the study of nature in paint-
ing was in fact a study of the relationship between
man and nature, its philosophical understanding.

3. The New Culture Movement was an ideological liberation
movement against feudalism initiated by some advanced
intellectuals in China at the beginning of the 20" century.
Based on the theory of evolution and the idea of individual
liberation, supporters of the movement fiercely criticised
the so-called "old" culture represented by Confucianism and
advocated the creation of a "new" one - including promoting
"new literature" that would replace the "outdated" classical
literature.
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This determined the formation and development
of the Shan shui genre. Sui Dynasty artist Zhan Zi-
gian's* painting Spring Excursion (Fig. 4), now kep-
tin the Palace Museum in Beijing, is considered the
first Chinese landscape. It is also the earliest sur-
viving brush painting. The theme of the painting
is people walking in the spring; however, the main
subject of the image is the spring landscape. The
influence of Chan Buddhism® and Taoism on Shan
shui landscape painting and Chinese culture led to
traditional ideas of mountain hermitage and mental
journeys along rivers and mountains while viewing
paintings or reading. Fan Kuan® and Huang Gong-
wang’ are recognized Shan shui masters.

This is precisely what the origins of Chinese pic-
torial photography are based on. Zhang Dagian, a
famous Chinese artist, also showed his talent in pho-
tography. Huangshan Mountain (Fig. 5) is his repre-
sentative work of landscape photography - the image
of virtual and real echo, distant smoke, a pine tree
growing in the rock, highlighting the spirit of pine
tree perseverance in the culture of Chinese Taoism.

As for the Huaniaohua flowers and birds paint-
ing, it also appeared in ancient times, although lat-
er than Jen-wu. Already seven thousand years ago,
flowers and birds became the object of artistic de-
pictions, as evidenced by archaeological finds in
Hemudu, where carvings on bones with images of
two phoenixes facing each other, “facing the sun”,
were found. On painted ceramics of the Yangshao
culture, decorative patterns with images of plants
and animals (fish, birds and deer) are often found,
which became one of the distinctive features of this

4. Zhang Zigian (life dates unknown) born in Bohai (present
Yangxin, Shandong) was a famous master of painting from
the Northern Qi, Northern Zhou and Sui dynasties.

5. The Chan school (school of dhyana, “contemplation”) is a
Chinese school of Buddhism that emphasises the practice
of meditation, hence the name.

6. Fan Kuan (c. 950 - c. 1032) born in Huayuan (present
Yaozhou, Tongchuan, Shaanxi Province) was a great artist
of the Song era.

7. Huang Gongwang (1269 — 1354) was an artist of the Yuan
dynasty.
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culture [7]. Despite this, the development of Hua-
niaohua painting proceeded extremely slowly, and
until the Wei, Jin and Northern dynasties, images of
flowers and birds were present primarily on ceram-
ics. After the founding of the People's Republic of
China in 1949, there was a sharp leap in the Huani-
aohua techniques, and many outstanding masters
and works of art appeared.

Although the development of flower and bird
painting was slow, the advent of photography
brought a wealth of exploration into the genre, main-
ly in the form of still lifes such as Luo Bonian's Sea
and Sky - Eagle (Figure 6). In this piece, the eagle
image is combined with grasses and trees, present-
ed as a combination of photography, Chinese cal-
ligraphy and poetry.

Influence of Chinese Philosophy and Tradition-
al Painting on Photography

Since the Qin dynasty, China has been constantly
expanding its territories, which has led to a great di-
versity of regional cultures and has had a profound
impact on national painting. “The debate between
the East, represented by poets and philosophers, and
the West, represented by logicians and mathema-
ticians, can be endless” [8]. Unlike Western culture,
where the emphasis was on scientific methodology
and analysis [10], including the scientific analysis of
light, which led to the discovery of the three prima-
ry colours - red, yellow and blue, Chinese philos-
ophy adhered to a macroscopic view of the world.
Due to this, ideas about dualistic pairs - the eight
trigrams of bagua® and yin and yang?®, appeared
very early in it, which also greatly influenced Chi-
nese painting.

Chinese painting, in turn, had the most direct and
profound influence on Chinese photographers. First
of all, it changed under the influence of the ideas
of Confucianism, Taoism and Buddhism [5]. Thus,
the Confucian concept of wen (“culture / written
word"), through which the Tao is revealed (wen yi
zai dao, XX &K &), influenced both the way paint-
ers expressed themselves and the educational role
of painting: artists from the Shandong region, for

8. The eight trigrams of bagua are a complex of symbolic signs
related to natural phenomena, dynamics and statics, which
underlies the Book of Changes (I Ching).

9. Yin and yang are one of the fundamental categories of
Chinese philosophy, a pair of opposing but interconnected
forces.

example, are still influenced by the Qi and Lu™ cul-
tures today. In photography, Confucian ideas have
led to images that focus on the character and in-
ner culture of people and emphasise traditional aes-
thetic concepts. Taoist teachings about the unity of
Heaven and man™ and the nature of Tao™ led to
the development of ideas of hermitage in nature
and the blurring of boundaries between the real
and the imaginary, which was reflected in the paint-
ings of Literati painting™ . Tacism led Chinese art-
ists and photographers to work more abstractly and
imaginatively, focusing on mood and soul [9]. Final-
ly, ideas about the process of painting as a form of
meditation and about the possibility of capturing
the elusive and indescribable spiritual world with a
brush by consciously leaving part of the space blank
in the picture appeared in Chinese painting owing
to Chan Buddhism, with its desire for direct con-
tact with the spiritual essence of man [12]. In picto-
rial photography, photographers typically promote
a sense of stillness and transcendence that empha-
sises the mystery of photography.

Chinese Traditional Painting and Worldview

As can be seen from the text above about the
classification of Chinese painting and Chinese phi-
losophy, reverence for nature is one of the main
elements of the Chinese worldview, embodied in
Chinese painting. Taking landscape painting as an
example, it can be seen that artists of traditional
Chinese painting, unlike Western artists, do not pro-
ceed from the fact that the landscape is an image
of a specific geographical or natural environment,
although the accuracy of the rendering of natural

10.  The culture of the kingdoms of Qi and Lu is the common
name for the regional cultures of the two kingdoms of the
Warring States dynasties - Lu and Qi. The Qi culture is a
desire for renewal, the Lu culture is a reverence for traditions.
Gradually, over the course of history, the cultures of the two
kingdoms merged together.

11.  The unity of Heaven and man is the Taoist idea of the
unity and correlation of the macrocosm (nature) and man.
In Taoism, it was believed that an experienced Taoist monk,
through the practice of self-improvement and magic, was
able to sense nature and thereby stop or cause rain and help
people.

12.  The doctrine of the nature of Tao is the basic philosophical
idea of the Tao Te Ching about the “naturalness” of Tao.

13.  Literati painting is the general name for the direction
of painting in classical China. Educated people, officials,
avoided social reality and painted paintings in the genres
of mountains and water Shan shui, flowers and trees
Huaniaohua, expressing in them their personal ideas,
including those critical of national oppression or government
corruption.
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views is important for it; they proceed from the fact

that through the landscape the artist expresses their

feelings about nature [1]. For landscape painting,

the artist’'s impressions are important; the paint-

ing combines the natural appearance and feelings
of the creator.

When picturing wildlife, Chinese painting pays
little attention to “light”. The observations and emo-
tional experiences of the artist, who must not only
master the brush and be able to record what they
see but also possess developed powers of obser-
vation and sensitivity, are much more important
for it [4]. Let us take images of pine trees as an ex-
ample: from the point of view of traditional paint-
ing, it does not matter at what hour of the day the
artist paints a pine tree - at sunset or at dusk, at
eight in the morning or at noon. A pine is an ever-
green tree that retains its strength at any time of the
year. When depicting a pine tree, the most impor-
tant thing is to express the spiritual essence of the
pine tree. Here, the pine tree is a symbol, a meta-
phor. Likewise, a crane, for example, is a symbol of
health and longevity. Thus, a painting in the Shan
shui genre can be considered as a symbol of pros-
perity and wealth, and a painting with a lotus can be
considered as a symbol of altruism and truthfulness.
Chinese paintings often include symbolic elements
intended to convey a specific message or idea, and
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the use of such metaphors reflects the Chinese un-
derstanding of the deeper meaning of things [6].

Chinese traditional culture highly values balance
and harmony, meaning it is opposed to extremes of
any kind. “Harmony" as a distinctive feature of Chi-
nese philosophy is based on the recognition that
everything in the universe contains “differences”
and “inconsistencies” [3].

Using the example of Guo Xuequn's photograph
Watching the Clouds (Fig. 7), these three character-
istic features of traditional Chinese culture can be
identified. It is a silhouetted image with vast ex-
panses of white, making it impossible to determine
the current season or see specific plants or people.
However, the composition is maintained in the cor-
rect proportions, expressing the greatness of heaven
and earth, as well as the deep meaning of harmo-
ny between man and nature.

Conclusion

Traditional Chinese Guo Hua painting, tradition-
al Chinese culture and the Chinese worldview are
interconnected. In other words, Chinese painting
reveals the worldview of the Chinese, and vice ver-

sa; knowledge about philosophical ideals and ap-
proaches allows us to analyse Chinese traditional
painting, revealing external and internal connec-
tions between them.

Having become a kind of heir to traditional Chi-
nese painting in the eyes of society and photo-
graphic art masters, photography has adapted the
classical school and its values to the tasks and capa-
bilities of the new media. Among the most impor-
tant values, mention should be made of the genre
structure and specific compositional and plot fea-
tures of each genre (people and things of Jen-wu,
mountain and water landscapes of Shan shui and
flowers and birds of Huaniaohua); contemplation
as a way of establishing artistic contact with the
surrounding reality (the subject of photography);
subject symbolism; the monochrome nature of the
drawing, which, within the art of photography, be-
comes the basis for working on the tonal nature of
the photograph.

Moreover, photography reinterprets and con-
veys the spiritual implications of traditional Chinese
painting and the Chinese worldview through mod-
ern methods and technical means, presenting works
of art with traditional cultural heritage.
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TPAVILMOHHAS XWVBOMWCh M MPOBO33PEHIE
KWTAA B KOHTEKCTE ®OTOMCKYCCTBA 1930-X
rof0B

AHHOmayus: TpafnLMOHHasA KUTacKas XMBOMUCh
— 3TO YHUKAJIbHbIA Y CAMOBbITHBIN HALMOHA/bHBIV BUA
SKNBOTMUCK, XYA0XKECTBEHHAsA CUCTEMa, OTpaxkatoLLas
CNoCco6 MbILLIEHWS, 3CTETUYECKOE CO3HAHWE U du-
nocodckme npeacTaBieHns Kutanues. E€ passutme
6b1710 LOATMM N NOTPEDOOBANO BAOXKEHNA MHOXECTBA
cun. Taknm 06pa3om XXMBOMMUCH He TONbKO ry6oKo
yKOpeHMunacb B 6oraton KynbTypHOM Tpagmumm Kutas,
HO 1 pa3BuBaiacb BMeCTe C U3MEHEHVNAMMN BPEMEHW.
YTo KacaeTcA TeMaTMKK, TO OHa He orpaHn4YMBanach
TO/IbKO MPUPOAHBLIMY Mer3axkaMu, HO 1 OxBaTbiBana
LUMPOKMI CNEKTP PEUTUO3HBIX 1 PUIOCODCKNX NAeN.
B 1930-e rogbl nocTeneHHbI NPUTOK 3anagHblX
dopM unckyccTBa 1 naen B Kutai npuHec HoBoe
BAOXHOBEHWE ANS XYAOXKHWNKOB, UTO YCKOPWU/IO XOZ
N3MEHEeHW B TPAAMLIMOHHOWN KUTANCKOW KyabType
W UCKYCCTBE B NpoLecce MogepHusaummn. Kutainckme
XyZoXHUKN 1930-x rogos., Takme kak Croi BanxyH un
Ll balilum, nbiTannCb HalTV MHHOBALMOHHBIA MyTb
MeXxay Tpajuumnen n COBPEMEHHOCTbIO.

B 1930-x rosax Habatoganca 3aMeTHbIN pocCT
nonynapHoctn potorpadun B Knutae, HecMoTps Ha
BOWIHY 1 coumanbHble 6ecnopsaaku, Takke TeCHO
CBfi3aHHble C NOAUTUYECKON N IKOHOMMUYECKOMN
06CTaHOBKOW U Ky/AbTypHbIMW obMeHamu. PocT
yncna obvesmHeHNn poTorpadoB 1 NPOPUAbHBIX
BbICTaBOK NOCMOCO6CTBOBaN O6MeHaM ¥ pa3BUTUIO
nckycctesa dotorpaduum, m B TO Xe Bpems
nopoawnn psag ¢otorpados, coUeTaBLLMX TEXHUKY
TPaAWLMOHHOW KMTaNCKOM XnBonucu n otorpadun,
Takux Kak JlaH LsnHwaHb n Jlyo boHAHb. bonb-
WWHCTBO M3 HUX Npuwnu B GoTorpadunto n3 xu-
Bonucu. PaccmatpuBasa dotorpaduio kak eé

NPOAOJIXEHME N YCOBEPLUEHCTBOBaHWE, OHMU
ncnonb3oBan GOTOMOHTaX U APYrve TEXHUKN
paboTbl B doTonabopatopuu, a Takxxe gobasasam
B CBOM paboTbl TPaAMLMOHHOE KUTaliCKoe MUpPO-
BO33peHue. PoTorpaduryeckme NpuEMbl N TEHAEHLIMN
TOro nepuoja okasaaun rnybokoe BAUAHME Ha
n3o06pasnTesbHOE NCKYCCTBO M 3CTETUUECKNE KOH-
uenuwnmn. Kpome TOro, HenocpeacTBeHHOCTb Go-
Torpadumm n eé 61130CTb K peanbHOCTU Bpocuam
BbI30B TPaANLMOHHbIM METOAAM XYyAOXECTBEHHOTO
BblpaxkeHus, NobyaAnB XyA0XHMKOB UcKaTb bosee
pa3zHoobpa3Hble U MHHOBALLMOHHbIE CMOCOOLI
TBOpUeCTBa.

B cTraTbe aHanM3npYyrOTCA CTUUCTUYECKMNE OCO-
6eHHOCTM 1 NpeanocbinkM GOPMUPOBaHUA TPaAn-
LMOHHOW KNTaNCKOM XXMBOMUCK, aHaNIU3NpyeTcs
kuTtanckas potorpadus 1930-x rogoB Yepes npusmy
TPaAVLMNOHHON KMTANCKOM KYAbTypbl, packpbiBaeTcs
B3aMMOODYCNOBNEHHbIV XapakTep KUTalCcKon Tpa-
AVLIMOHHOW XXMBOMMWCK 1 YXOBHOW KynbTypbl Kutas.

Knroyesele c108a: KMTanckas XMBOMUCh roxya,
doTorpadus, HaumoHanbHas KyabTypa, Npuposaa,
Tpaamums. TpagnLMOHHOE KUTaCKOE MCKYCCTBO
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