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FORMATION OF ARTISTIC STYLES
IN LANDSCAPE PAINTING OF NORTHERN CHINA
AT THE END OF THE 20'TH -
BEGINNING OF THE 21'ST CENTURY

Summary: In 2024, contemporary artists continue
to use techniques, forms, and methods of depiction passed
down by their predecessors over the centuries. Chinese
landscape painting, a separate branch of traditional
Guo Hua painting, has always played a significant role
in the fine arts of the north of the country. The study
of artistic style formation in landscape painting of North-
ern China towards the end of the 20'th century is com-

The collapse of the Qing dynasty and the impe-
rial house left many court artists unemployed, caus-
ing a significant shift in the perception of Chinese
painting — from an exclusive pastime of intellectu-
als to a more accessible form of artistic expression
for the masses. This transformation was brought
about by a tumultuous period of political upheaval,
military conflict, and revolutionary movements that
swept through China in the 19'th and 20'th centuries.

Despite these enormous difficulties, Chinese land-
scape painting, an integral genre of the traditional
Guo Hua painting style, has maintained its prom-
inent position in the country’s landscape painting.
The techniques, styles, and methods of representa-
tion honed by generations of artists have endured
through time, serving as the foundation upon which
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plemented by considering two different movements
in Chinese traditional painting: salon painting and paint-
ing by artists-intellectuals. In addition, the analysis in this
article covers examples demonstrating the influence
of Soviet landscape painting on the traditional art
of Northern China.

Keywords: Northern China, fine arts, Guo Hua, paint-
ing, Chinese painting, oil painting, artists.

contemporary artists build their work. This stability
highlights the enduring legacy and adaptability
of this ancient art form in the face of changing
social landscapes and artistic trends.

In the 1980’s, the dominance of realist paint-
ing faced challenges, leading to a reassessment
of its role along with other artistic styles. This shift
epitomised the evolving Chinese landscape paint-
ing in the second half of the 20'th century, a period
marked by numerous significant events [3].

The proclamation of the People’s Republic
of China in 1949 marked a turning point in the coun-
try’s development, coinciding with the growing
influence of Western art on Chinese painting. Due
to the foreign studies of many Chinese masters,
this influence introduced foreign traditions into

their artistic practice. It is noteworthy that artists
trained in Europe and Russia played a key role
in the blending of Western and Chinese painting
techniques, materials, and aesthetics [1].

This process of integration and transformation,
begun in the 1950’s, brought realism to the fore-
front of landscape painting, drawing inspiration from
Soviet oil painting techniques. Throughout the 1940’s
and beyond, realism asserted its dominance as the
primary mode of depiction in Chinese landscape
painting, shaping the artistic environment until
its gradual evolution in the final decades of the
20'th century.

In the late 1950s, respected artists of Chinese
traditional painting, Guo Hua, received prestigious
commissions for significant projects, including the
design of public buildings in Beijing. Notably, figu-
res such as Fu Baoshi and Guan Shanyue played
a key role in creating the expansive landscapes
for the Palace of the People, located in the heart
of the capital of the People’s Republic of China.
This endeavour highlighted the government'’s sup-
port for art imbued with political ideologies
and narratives of social significance [2].

Before this, in the early 1950’s, artists origi-
nally from Northern China created notable works
of Chinese traditional Guo Hua painting. Moving
away from the consistent Huang Yao genre, these
works depicted signs of the industrialization that
prevailed in that era [5].

Picturing such imagery as highways, dams, and po-
wer lines, these landscapes marked a departure from
traditional themes. This period heralded a noticea-
ble shift in the thematic focus of Chinese landscape
painting, since it began to reflect the socio-polit-
ical landscape and the developmental successes
of the nation.

In the mid-1960’s, Northern China saw a marked
rise in far-left ideological movements in artistic circ-
les, leading to increased politicisation of art, primarily
driven by political goals. Also, this period saw a surge
of nationalist sentiment in Chinese politics, which
was reflected in the field of fine arts. At the same
time, landscapes of this era often evoked a feeling
of solemnity and apprehension among artists [4].

Moreover, in the second half of the 20'th century,
close cooperation and extensive artistic exchanges
developed between Northern China and the Soviet
Union. Consequently, the realistic traditions of Sovi-
et art left a significant imprint on landscape oil paint-
ing in Northern China.

[1I.1. Li Keran. Song of the Fishermen. 1979. Ink

However, after the 1950's, the trend of borrowing
foreign artistic influences faced limits as Stalin-era
Soviet oil painting became the dominant model.
This represented a departure from the previous strong
influence of Western art, especially the Impression-
ists, which had characterised Chinese painting in the
first half of the 20th century.

In 1979, Northern Chinese landscape painting
embarked on a path of transformation, fuelled
by critical reappraisal and rejection of the Cultur-
al Revolution and its consequences. This marked
the beginning of a period characterised by artis-
tic rejuvenation and diversification, offering fertile
ground for creativity to flourish in a variety of direc-
tions. Chinese painting embraced a newfound sense
of pluralism and individuality, freeing itself from
the shackles of the past [6].

This era of openness and freedom encouraged
artists to venture into uncharted territories, explor-
ing a range of perspectives and innovative ideas.
Unrestricted exploration created an environment
for experimentation and evolution in the field of art.
With Northern China’s deepening engagement with
the global art community, a wave of young artists
eagerly embraced new foreign influences, bringing
new perspectives to their work.
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Consequently, this era witnessed the emergence
of new trends and approaches in landscape painting,
reflecting the dynamic essence of time and the evolv-
ing spirit of artistic expression.

The creation of a normative model of higher art
education in Northern China was largely due to the in-
fluence of Soviet art in the second half of the 20'th cen-
tury. In the 1950’s, the Chinese government invit-
ed Russian artist Konstantin Maksimov and sculptor
Nikolai Klindukhov to lecture at the Central Aca-
demy of Arts of Northern China.

Their pedagogical contributions, combined with
the influence of socialist realism from the Soviet Un-
ion and the techniques of the Russian Peredvizhni-
ki, largely shaped the trajectory of Chinese painting.
In addition, the teaching methods of Pavel Chist-
yakov (1832-1919), especially in the field of draw-
ing, played a key role in the formation of Chinese
art education.

Consequently, since the mid-1980s, Northern
Chinese landscape painting has witnessed a reviv-
al of cultural beliefs reflecting artists’ deep engage-
ment with indigenous issues and renewed interest
in local culture.

Artists guided by different concepts and ideol-
ogies are increasingly emphasising local subjects
and forms, marking the prevailing trend in the
evolution of modern Chinese painting. This shift
denotes a departure from intensive study of Euro-
pean and Russian artistic traditions as contempo-
rary Chinese artists refocus their attention on local
artistic roots.

The harmonisation of Chinese and foreign influ-
ences and the fusion of ancient traditions with mo-
dern elements were the main principles underlying
the work of these masters. Many foreign-trained
artists sought to integrate Western artistic conven-
tions with the essence of traditional Northern Chi-

nese Guo Hua painting. It is clearly demonstrated
in the artistic endeavours of characters such as Guan
Liang, Zhang Qian, Liu Haisu, Lin Fengmian, and
others. Their goal was to find a delicate balance
between the rich heritage of Northern Chinese art
and the innovations of the Western world, synthe-
sising ancient techniques with modern understand-
ing [6].

Li Keran became a key figure in preserving the
essence of the national style of education. Fol-
lowing in the footsteps of mediaeval masters,
he used the Guo Hua technique to depict nature from
elevated angles, skillfully conveying the characte-
ristic landscapes of Northern China (ill.1). Through
direct interaction with nature, Li Keran sought
to carefully capture the mountains and rivers of his
northern homeland, giving his landscapes a har-
monious combination of lyricism and dynamism.
This artistic approach reflects his deep respect
for the natural beauty of his homeland.

Wu Guanzhong, a prominent figure in 20th-cen-
tury art, challenged conventional wisdom by de-
claring that “brush and ink have lost their value”,
signalling a stagnation in the development of Chi-
nese Guo Hua painting.

Known for his decorative style that combined
Eastern and Western artistic traditions, Wu Guan-
zhong prioritised conveying complex emotions
through a vibrant palette of colours (ill.2). His unique
approach to painting played a key role in shaping
the trajectory of national painting, marking a sig-
nificant evolution in artistic expression.

His artistic approach was based on the tra-
ditional Se-i painting principle, which emphasi-
ses the importance of capturing the essence and
atmosphere of a subject while maintaining a flexible
approach to physical likeness. His paintings, marked
by a sensitivity reminiscent of poets, masterfully

IIl.2. Wu Guanzhong. Landscape of Northern China. 1979. Oil
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convey the world around us with deep overtones
of tragedy (ill.3).

Chen Danqing’s artistic endeavours represent
a turning point in the development of modern Chi-
nese art. By depicting Tibet in colour, he challenges
conventional weapons by presenting tranquil land-
scapes devoid of the typical tropes of folk songs
and dances.

Using the pure language of oil painting, Chen
Dangqing redirected attention to the spiritual and in-
ner essence of the Tibetan people, effectively chal-
lenging prevailing social prejudices.

His creative endeavours resonate deeply with-
in the vast lineage of Chinese landscape painting,
a tradition cultivated for centuries, and character-
ised by diverse schools and evolving trends, each
bringing their own distinctive styles and method-
ologies. Rooted in the legacy of the Song Dynasty,
this tradition has been passed down from genera-
tion to generation, developing into a comprehen-
sive framework for artistic expression and scientific
research.

The evolution of Northern Chinese landscape
painting into its modern form reflects the profound
influence of the political and socio-economic trans-
formations of the second half of the 20'th century.
These shifts, largely influenced by foreign inter-
actions, especially from Europe, the Soviet Union,
and Japan, served as a defining moment in the deve-
lopment of art in Northern China [9].

In this dynamic environment, many artists redi-
rected their attention to alternative painting styles
and movements, thereby changing the trajectory
of landscape painting. Throughout its history, Chi-
nese landscape painting has seen the flourishing
of various schools and movements, each bringing
different artistic styles, techniques, and formal ele-
ments to its visual vocabulary.

Rooted in a tradition dating back to the Song Dy-
nasty, this rich artistic heritage has been preserved
through practical innovations and theoretical re-
search of generations of artists, forming a coher-
ent system of landscape painting traditions passed
on from one era to another.

Driven by the influence of foreign traditions
and the processes of globalisation, Chinese land-
scape masters have made an attempt to adapt
national art to modern conditions. Some artists

l11.3. Chen Danqing. Painting from the series Tibet.
1983. Qil

have sought to blend Eastern and Western painting
traditions, integrating Guo Hua techniques with mo-
dern approaches. Drawing inspiration from the nat-
ural beauty of their northern homeland and the iden-
tity of the nation, they have experimented with
traditional materials and techniques.

While some have chosen to distance themselves
completely from the traditional foundations of paint-
ing, others have reaffirmed their commitment to nati-
onal ideals, seeking to promote Chinese art in a mo-
dern context. These diverse projects reflect the deep
desire of Chinese artists to navigate and innovate
in the face of changing global influences, discov-
ering new forms of expression and interpretation
of their artistic heritage.

The revival of landscape painting traditions, cau-
sed by the lifting of political restrictions and the aban-
donment of political motives, has contributed to di-
versity in the choice of painting tools and techniques.

Innovative trends, combined with the preserva-
tion and continuation of national painting traditions,
highlight the diversity of creative methods used by ar-
tists. These efforts, reflecting the desire to moder-
nise the national style and introduce elements
of national poetry and calligraphy into painting,
characterised landscape painting in the second half
of the 20th century, influencing modern art.

Thus, the use of Western materials by North-
ern Chinese artists to depict national themes and
subjects illustrates the influence of the penetration
of European oil painting into Chinese landscape
painting during the 20'th century.
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OOPMUNPOBAHUE XYAOXECTBEHHbBIX CTUNEN
B MEN3AXHOM TBOPYECTBE
N30OBPA3SUTEJIBHOTO NCKYCCTBA CEBEPHOTO KUTAA
KOHUA XX-HAYANA XXI CTOJETUI

AHHomayus: B 2024 ropy coBpeMeHHble XyA0XHUKN
NPOAOXKAOT NCMONb30BaTb TEXHUKW, GOPMbI U METO-
Abl N306paxeHuns, nepesaHHble Ha NPOTAXEHUN BEKOB
UX npegluecTBeHHNKamn. Kutarickas nerisaxHas XX1BO-
MWCb, OTAENIbHOE HanpaBaeHWe TPAAULIMOHHON X1BONUCK
loxya, HEM3MEHHO Urpana 3HauYnTeNbHYH POb B U30-
Bpa3nTeNbHOM NCKYCCTBe ceBepa CTpaHbl. ViccnegosaHue
bopMMpOBaHUA XYAOXKECTBEHHOTO CTUASA B N306pa3nTesb-
HOM MCKycCTBe ceBepHOro Kutas K KoHUy XX Beka f0non-

Kpax guHactum LK n nmnepatopckoro goma
OCTaBWA MHOTUX NPUABOPHbIX XYJ0XHMKOB 6e3 pa-
60Tbl, BbI3BaB 3HAYUTE/bHBIN CABUT B BOCMIPUATUAN
KWTaCKOM XXMBOMUCU — OT 3KCKAHO3MBHOTO Bpe-
MANPEeNpPOBOXAEHMA NHTeNNeKTyanoB K 6osee go-
CTynHol Gopme Xy[0XKeCTBEHHOTO CaMOBbIPaXXeHUA
4NA WNPOKMX Macc. OTa TpaHcdopMaunsa bbina
Bbl3BaHa OypHbIM MEPMOAOM MOJANTUYECKUX
NOTPACEHWW, BOEHHbIX KOHGANKTOB U PEBONIOLIN-
OHHbIX ABWKEHWIA, KOTOPbIE NpoKaTUANCL Mo Kutato
B XIX-XX Bekax.

HecmoTps Ha 3TV OrpomHble TPYAHOCTH, KUTal-
CKas ner3axHas XUBOMUCb, HEOTBEMAEMbIW XaHP
TPaAMLMOHHOIO CTUAA XMBONUCK [OXya, CoOXpaHu-
Nla CBOe BMAHOE MONOXeHNe B 306pa3nTeNbHOM

HAETCA PacCMOTPEHNEM ABYX Pa3/IMUHbIX HanpaBAeHWN
B KMTANCKOW TPaAULMOHHOW XMBOMUCU: CaNOHHOWN
SKMBOMUCK U1 XXMBOMUCU XYLOXHUKOB-UHTENNEKTYaNOB.
Kpome Toro, aHanv3 B AaHHOW CTaTbe OXBaTbIBAET NpUMe-
pbl, AEMOHCTPUPYIOLLME BANSHNE COBETCKOM Men3axHOoM
>KMBOMUCU Ha TPaAMLMOHHOE MckyccTBO CeBepHoro Kutas.

Knrouesole cnosa: CeBepHbli Kntali, n3obpasmtenbHoe
MCKYCCTBO, [OXya, KapTWHa, KMTalrckas XXMBOMUCb, Macas-
Has XXMBOMMUCb, XYAOXHUKM.

NCKYCCTBE CTPaHbl. TEXHWKW, CTUAN U METOAbI N30-
OpaXkeHns, OTTOUEHHbIE MOKONEHUAMMN XYLOXKHM-
KOB, NMepexuan Bpems, Cyxa OCHOBOW, Ha KOTOPOW
COBpPEMEHHbIE XYAOXHUKN CTPOAT CBOU paboTbl.
DTa YCTOMUYMBOCTb NOAYEPKMBAET HeNMpexoasilee
Hacneaue v afanTMBHOCTb 3TOTO APEBHEro BuAa
NCKYCCTBa B YC/NIOBUAX MEHAOLWMXCA OBLLECTBEH-
HbIX TAHALWAPTOB N XYA0XECTBEHHbIX TEHAEHLMN.
B 1980-x rogax AOMVHMPOBaHNE PeaNNCTUUYECKON
>KMBOMUCK CTOJIKHYI0Ch C NpobiemMamu, Bbi3BaBLUN-
MW MepeoLeHKy ee poan Hapaay C APYrMMn Xyao-
>KECTBEHHbIMU CTUAAMU. ITOT CABUT ONINLETBOPSAN
3BOJIFOLMIO KMTANCKOW XXMBOMMUCK BO BTOPOW MOJO-
BuHe XX Beka, nepmoga, OTMEUYEHHOro MHOIroO4YnC-
JNIEHHbIMU 3HaYUTENbHBIMKU CcObbITUAMMK [3].
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MpoBo3rnaweHne Kutaiickon HapogHoi Pecny-
6anKkn B 1949 rogy o3HaMeHOBaN0 MOBOPOTHbIN
MOMEHT B Pa3BUTLM CTPaHbl, COBMNaBLUWNA C pacTy-
LM BAVSIHUEM 3anaZHOro MCKYCCTBA Ha KUTaMCKyro
>KMBOMWUCH. ITO BAWAHME, 0BycnoBaeHHOe 3apybex-
HbIMW MCCNEeA0BaHMAMUN MHOTUX KMTaWCKMX MacTepoB,
NPWBHECNO NHOCTPaHHbIE TPAAULUN B UX XYAOXKECT-
BEHHYO NpaKTuky. MprmeyaTtenbHO, YTO XyAOXKHM-
Kun, nony4msne obpasosaHuve B EBpone n Poccun,
CbIfPaau KAKOYEBYO POJib B CMELUEHUN 3anajHblX
N KMTaNCKMX XXMBOMUCHbIX TEXHUK, MaTepunanoB
n actetuku [1].

DTOT NpoLecc nHTerpaunn n TpaHchopmauymm,
HayaTbIi B 1950-X rogax, BolBeN peann3m Ha nepes-
HWI NJaH Nen3aXKHOM XUBOMUCK, Yepnas BAOXHO-
BEHME B COBETCKMX METOAMKAX MACASIHOM XXMBOMUCK.
Ha npoTtaxeHun 1940-x ronos n ganee peanvsm
yTBEpXan CBOe roCnoACTBO B Ka4eCTBE OCHOBHO-
ro cnocoba penpeseHTaLnmn B KNTaNCKON nemnsax-
HOW XXMBONUCK, POPMHAPYSA XyJOXKECTBEHHYIO CpEeAY
BMJOTb A0 €e NOCTeNEHHON 3BONOLMN B NOCAEA-
HWe aecatunetma XX Beka.

B KoHue 1950-x rosoB yBaXkaemble XyAOXHUKN
KWTaCKOWM TpaaMLMOHHON Xusonucy Foxya nony-
UMM NPECTUXHbIE 3aKa3bl Ha 3HaUMMble NPOEKTHI,
BKJ/IHOUas AM3alH 0BLEeCTBEHHbIX 34aHnN B [NeknHe.
MNpumeyaTtensbHo, UTO Takne geatenu, kak Py baowun
1 l'yaHb LLlaHbIo3, Cbirpanu Ka0YeBYO POJb B CO3-
AaHny obWNpHbIX NaHawadToB Ana [JBopua Ha-
poaHOro cobpaHms, pacnoaoXeHHOro B CaMOM
cepaue ctonnupl Kutarickot HapogHoin Pecny6avku.
JTO HauMHaHWe NoAYEPKHYNO NOALEPIXKKY MpaBu-
TE/IbCTBOM MCKYCCTBA, MPOHWKHYTOro Noantmuye-
CKUMUW MAE0NOTUAMU N HappaTUBaMy, UMEOLLUMN
obuiecTBeHHOEe 3HauveHue [2].

[o atoro, B Hauane 1950-x rogoB, Xyf0XHU-
k1, pogom 13 CeBepHoro Kutas, cosgann 3amet-
Hble paboTbl B 06/1aCTN KUTAUCKOM TPAANLNOHHON
xumBonucy Foxya. OTxoaa OT HEM3MEHHOTO XaHpa
XyaHbs0, 3T NPOU3BeAeHMA N306pa3naN NPUIHAKK
WHAYCTpUanvsauum, npeobnagasluelt B Ty anoxy [5].

Bkatouatowme B cebs Takme ob6pasbl, Kak LWOC-
ce, NAOTUHbI U IMHUW 31eKTponepesad, 3T1 nen-
3aXMN 03HAMEHOBANWN OTXOZ, OT TPAANLIMOHHBIX TEM.
OTOT Nepnogs 03HaMeHOBas 3aMeTHbIN CABUT B TeMa-
TUYECKON HanpPaBAEHHOCTUN KUTaCKON Mer3axHOoM
>KMBOMMWCK, NOCKOJ/IbKY OHa Hayana oTpaxaTb COoLM-
aNbHO-MONNTNYECKMI NaHAWadT 1 ycnexn B pas-
BUTUWN HaL K.

B cepeavHe 1960-x rogos B CeBepHOoM Kutae
Habatofancs 3amMeTHbI POCT yAbTPaNeBbIX NAE0-
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JNIOTNYECKMX TEUEHUIN B XY 0XKECTBEHHbIX Kpyrax,
UTO NPUBESIO K YCUNEHHOW NOANTU3ALMMN UCKYCCTBA,
B NepBYyto ouepesb 06yCNOBAEHHON NOANTNYECKM-
MW LlefsiMU. DTOT Nepuos Takxe CTaa CBUAETeNEM
BCMJ/IeCKa HaLMOHANNCTUYECKMX HAaCTPOEHWIA B K1Tal-
CKOWM NONNTKKE, YUTO OTPa3maoch Ha chepe n3obpa-
3UTENbHOro UCKyccTBa. B To e Bpems nensaxHble
paboTbl 3TOM 3MOXM YaCTO BbI3bIBaIN Y XYAOXKHMNKOB
UYYBCTBO TOPXXECTBEHHOCTWN W onaceHua [4].

Bonee Toro, BO BTOpOIi NoIOBUHE XX BEKa MeX-
Ay CesepHbiM Kntaem n Cosetcknm Coro3om ycTa-
HOBW/I0Cb TECHOE COTPYAHMNYECTBO M OBLIMpPHbIE
XyZAOXeCTBeEHHble 0OMeHbl. CefoBaTeNbHO, pe-
anncTnyeckme TpagmLmMmn COBETCKOro MCKYCCTBa
HaNOXWAN 3HAYUTENbHbIM OTNeYaToK Ha nemnsax-
Hyto >xmBonucb macaom B CeBepHoM Kutae.

OaHako nocne 1950-x roaoB TeHAEHUMA 3aUM-
CTBOBaHMA 3apybeXHbIX XYA0XKECTBEHHbIX BAVAHWI
CTONIKHY1aCb C OFPaHNYeHMAMK, MOCKObKY npeoba-
AatoLLell MOZENbIO CTana COBETCKas XXMBOMUCh Mac-
JIOM CTa/IMHCKOM 3MOXWN. ITO NPeACTaBasio cobon
OTXOZ OT NPEXHEro CUAbHOIO BAUAHMSA 3aNagHOro
NCKYCCTBa, OCOBEHHO MMMPEeCCMOHMCTOB, KOTOPOE
6bIN0 XapaKTEPHO 4151 KUTAWCKOW XMBOMUCK B Nep-
BOW nosioBMHe XX Beka.

B 1979 roay ceBepo-kuTalickas nemsaxHas
KMBOMWUCb BCTYNWAa Ha NyTb npeobpa3oBaHui,
NOANUTBLIBAEMBIV KPUTUUECKOW NEPEOLIEHKON U Hemnpu-
ATemM KyabTypHOM peBOOLUN 1 ee NOCAEACTBUA.
DTO 03HaMEHOBAaJIO Ha4yano Nepunosa, Xxapakrepusy-
FOLLLErOCs Xy0XKECTBEHHBIM OMOJIOKEHUEM U AMBEP-
cudukaumen, npeanaras 6aarofaTHyrO NoO4YBYy
419 pacuBeTa TBOPYECTBa BO MHOXECTBE Hamnpas-
NeHuni. Kutalickas )XMBOMUCb BOCMPUHSAIA BHOBb
obpeTeHHOe YyBCTBO MAtOpPanan3Ma n MHANBUAY-
aNbHOCTK, OCBOBOAMBLUNCE OT OKOB MpoLuioro [6].

JTa 3noxa OTKPbITOCTY 1 CBO6OAbLI NOByANNA XyA0XK-
HWKOB OTBaXXWUTbCA Ha HEM3BEeJaHHbIE TEPPUTOPUN,
nccneays CnekTp nepcrnekTMB M HOBAaTOPCKUX UAEN.
Takoe HeorpaHWYeHHOe UCCef0BaHMeE CO34ao cpe-
Ay ANA IKCMEepPUMEHTOB 1 3BOAOLMK B chepe nc-
KyccTBa. B cBA3n ¢ yrnybneHnem B3aMmogencramsa
CeBepHoro Kntas ¢ MMPOBbIM XyZOXECTBEHHbIM CO-
06LLeCcTBOM BOJHA MONOABIX XYAOXHWNKOB C rOTOB-
HOCTbIO BOCMPUHSANA HOBble 3apybexxHble BANAHUS,
npuaasas cBoMM paboTaM HOBble NEPCNEKTUBBI.

CnepoBaTenbHO, 3Ta 3Moxa CTana CBuaeTeneM nose-
JIEHVSA HOBbIX TEHAEHL M U NOAXOA0B B NEN3aXKHOM
SKMBOMUCK, OTPaXKarOLLNX AMHAMUYHYHO CYLLHOCTb
BPEMEHU 1 3BOJIOLMOHMPYIOLWNIA AyX XYA0XKECTBEH-
HOro CaMOBbIpPaXeHWA.

Co3zaHne HoOpMaTUBHOM MOZENN BbICLUEro XyAO-
>ecTBeHHoro obpazosaHua B CeBepHom Kntae
BO MHOIOM CBfi3aHO C BAWAHMEM COBETCKOIO UCKYC-
CTBa BO BTOpOU nosoBuHe XX Beka. B 1950-x rogax
KuTalicKoe NpaBmUTeNbCTBO NPUINAcUI0 PYyCCKOro Xy-
foxHuka KoHctaHTnHa Medogunesnua MakcmmoBa
n ckyabntopa Hukonasa Hukonaesmnua KnnHayxosa
npounTath Nekuun B LieHTpanbHoM akagemun xyao-
xectB CeBepHoro Kutas.

Wx negarornyeckunii Bkaag B COUeTaHUUN C BAU-
AHWEM coumanncTnyeckoro peaamsma ns Co-
BeTckoro Coro3a M TeEXHUK PYCCKUX NMepeaBuxK-
HWKOB B 3HaUMUTENbHON CTeneHn chopmmpoBau
TPaeKTOPUIO Pa3BUTUA KMTANCKOM XUBOMUCK.
Kpome Toro, metoaunka npenogasaHus lMaena lMet-
poBuuya Yuctakosa (1832-1919), ocobeHHO
B 0621aCTN pncoBaHMA, Cbirpana KAK4YeByro pob
B POPMUPOBAHNN KMTANCKOrO XyA0XECTBEHHOTO
obpazoBaHus.

CnepoBatenbHo, ¢ cepeanHbl 1980-x rogos cesep-
Has KMTaickas nersaxKHas X1BOMUCh CTana cBuae-
TeseM BO3POXAEHUSA Ky/bTYPHbIX NpeacTaBaeHNH,
OTpaXkaroLLMX rNyHboKy BOBAEYEHHOCTb XYAOXHM-
KOB B NpobieMbl KOPEeHHbIX HapOAO0B N BO3OOHO-
BMBLUMNINCA MHTEPEC K MECTHOM Ky/bType.

XyAOXHUKM, PYKOBOACTBYHOLLMECH Pa3NNUYHbBIMM
KOHLeNUMAMU N NAe0N0rMAMM, BCe Yallle JenatoTt
aKLEHT Ha MECTHbIX CtoXeTax U popmMax, oTMeyas
npeobnaaroLLyto TeHAEHLUMIO B 3BOIOLMM COBPE-
MEHHOW KUTANCKOM XXUBOMUCK. DTOT CABUT O3HAYa-
€T OTXOJ, OT UHTEHCUBHOIO N3yYeHUs1 eBPOMeNnCKnx
N POCCUNCKUX XYAOXECTBEHHbIX TPaaULUN,
NMOCKO/IbKY COBPEMEHHbIE KMTaNCKMNe XyA0XHUKN
nepeopueHTPYIOT CBOE BHMMaHMe Ha MeCTHble
XYAOXECTBEHHblEe KOPHW.

OCHOBHbIMY MPUHLMNAMWU, NeXaLMMK B OCHO-
Be TBOpYECTBa 3TUX MacCTepoB, Hblia rapMoOHU3a-
LWsA KMTaCKOrO M MHOCTPAHHOIO BAUSHWUI, CANsHNE
APEBHUX TPAAULIMIA C COBPEMEHHbBIMU 3NEMEHTAMMU.
MHorune xyAo>XHUKN, NoayumnslLme obpasoBaHue
3a rpaHuLen, CTPEMUANCE MHTErpMpoBaTh 3anaj-
Hble XYZ0XXeCTBEHHbIE YCNOBHOCTU C CYTbtO Tpaam-
LLMOHHON CeBEePHOI KUTACKOM >XmBonuck Foxya.
JTO APKO NPOAEMOHCTPUPOBAHO B XYOXECTBEH-
HbIX HAYMHAHWAX TaknxX NepcoHaxew, kak lyaH JIsH,
YxaH LaHb, Jlto Xaricy, JInHb P3HMAHD 1 APYTUX.
Mx uenb coctosna B TOM, UTOBblI HANTU TOHKUMN
H6anaHc mexay 6oraTbiM Hac/iegMeM CEBEPHOTO
KWTaMCKOro MCKYCCTBA U MHHOBALMAMM 3anagHoro
MMpPa, CMHTE3NPYA APEBHME TEXHUKN C COBPEMEH-
HbIMW OLLyLeHnaMu [6].

JIn KaXaHb cTaHOBUTCA KHOUEBOMN GUIrypoi B coxpa-
HEHWW CYLHOCTN HaLWOHaNbHOro CTUAA BOCMUTA-
Husa. Cnegys No cTonam cpefHeBEKOBbIX MacTEPOB,
OH 1CMnosb30BaN TexHUKY Foxya Ana nsobpaxe-
HWUA NPUPOABLI C BO3BbILLIEHHbIX PaKypCoOB, yMeno
nepepfaBas xapakTepHble nensaxun CeBepHOro
Kutasa (pwuc.1). brarogapa HenocpeACTBEHHOMY
B3aUMOAENCTBUIO C Npupogon Jin KaxaHb cTpe-
MWACS TLLaTeNbHO 3aneYyaTtneTb ropbl Y PeKn CBOeWn
ceBepHol PoanHbl, NpuaaBas CBOUM nensaxam rap-
MOHWYHOE CoYeTaHne AMpu3mMa 1 AMHammnsma. IToT
XyAOXECTBEHHbIM MOAX0J OTpaxaeT ero raybokoe
noYTeHWe K NPUPOAHOI KpacoTe CBOEN POAMHLI.

Y TyaHbuXyH, Bblgatowanca urypa B MCKyccTBe
20-ro Beka, 6pocKn BbI3OB OOLLLENPUHATLIM Npes-
CTaBAEHMUAM, 3asiBUB, UTO «KUCTb U YepHUaa note-
PANV CBOK LLEHHOCTb», CUTHaZN3NPYSA O 3acToe
B Pa3BUTMM KMTaNCKOM xunonucu Moxya.

I3BeCTHbIN CBOUM AeKOpPaTUBHbLIM CTUEM,
COYeTatoLLMM BOCTOUHbIE W 3anajHble XyAoxXe-
CTBEHHble Tpaanumu, ¥ NyaHbUXyH yaensn npuno-
pUTETHOE BHMMaHWe nepegayve ClOXHbIX IMOLUN
C MOMOLLbIO IPKOW NanuTpsbl LBeToB (puc.2). Ero
YHUKaNbHbIA NOAXOA K XXMBOMUCU CbIrpa KIOYEBYHO
ponb B GOPMMpPOBaHMM TPAEKTOPUN HALMOHAIbHOM
>XMBOMWUCKU, O3HAMEHOBAB 3HaUNTE/IbHYHO 3BOJIIO-
LMIO B Xy0XECTBEHHOM CaMOBbIPaXXeHMUU.

Ero xyso0>ecTBeHHbI NOAXO4 OCHOBAH Ha Tpa-
AVNLMOHHOM NpuHUMne xunsonucy Ce-u, KOTOPbIN
noAyepKMBaeT BaXKHOCTb nepesaudn cyTm u aTMo-
chepbl NpegMeTa Npu COXpaHeHUN rTMBKOro noaxo-
Ja K BHELHeMy CXOACTBY. Ero KapTuHbI, OTMeYeH-
Hble YyBCTBMTENbHOCTbIO, HAMOMMHAIOLLEN O NO3TaXx,
MacTepcku nepeAaroT oKpy>Karowmii Mup ¢ raybo-
KVMM MOATEKCTOM Tpareaunn (puc.3).

Xypo>xecTBeHHble HaunHaHnA YsHb JaHbum-
Ha npeacTaBAAoT cOH60M MOBOPOTHBIN MOMEHT
B Pa3BMTMM COBPEMEHHOTO KMTaNCKOrO MCKYCCTBa.
M3obpaxas Tnbet kpackamun, oH 6pocaeT BbI3OB
06bIYHOMY OPYXWIO, NPEeACTaBAAS CMOKONHbIE Nel-
3aXW, NNLLEHHbIE TUMNYHBIX TPOMOB PONBLKAOPHbIX
neceH v TaHLEB.

Vicnonb3ys YnCTbIA A3blK MaCASIHON XUBOMMKCH,
YsHb [laHbUWH NnepeHanpaBuna BHUMaHME Ha AyXOB-
HYIO M BHYTPEHHIOK CYLLHOCTb Xutenen Tnbeta,
3¢ dexkTMBHO Bpocas BbI3OB Npeobaagatomum ob-
LLLeCTBEHHbIM NnpegybexxaeHnam.

Ero TBOpUecKMe HauMHaHMA HaxoAAT rnyboKuin
OTK/MK B OBLUMPHOM MHUM KUTaiCKON Nel3ax-
HOM XXMBOMUCK, TPAAMLIUK, KYbTUBUPOBABLUENCS
BeKaMM, XxapakTepu3yroLlencs pazHoobpasHbIMK
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LUKOJIaMU W Pa3BMBAIOLLIMMUCS TEHAEHLMAMM, Kaxaas
N3 KOTOPbIX MPUBHOCUT CBOU OTNYUTENbHbIE
CTUIN U METOL0/IOTUN.

DBOIOLNSA CEBEPHON KUTAUCKOW Mer3axXHOoM
>KMBOMUCK B €e COBPEMEeHHY GopMy oTpaxkaeT
rnybokoe BAVsIHWE MONNTUYECKUX U COLMabHO-
3KOHOMMYECKUX Npeobpa3oBaHNiA BTOPON MNONOBUHI
XX Beka. TV CABUIU, HA KOTOPbIe B 3HAYUTEbHON
CTeneHn NoBAMANMN 3apybexkHble B3anMoAEeNCTBUSA,
ocobeHHo u3 EBponbl, CoBetckoro Cotosa 1 Ano-
HWW, NOCAYXWUAW ONpesensrowumMm MOMEHTOM B pas-
BUTUM nckycctea B CesepHom Kutae [9].

B 3TOM AMHaMUYHOI cpese MHOTME XYA0XXHUKM
nepeHanpasuIn CBOE BHUMaHWe Ha ajbTepHaTUB-
Hble CTUAW W HamnpaBJEHUS XMUBOMUCK, TEM ca-
MbIM W3MEHWB TPAEKTOPUIO Pa3BUTUS Nen3axHON
XMBOMUCU. Ha npoTaxkeHWn BCeN CBOEN NUCTOPUU
KuTanckasa nemsaxkHas >XMBonuck bbiia ceunjerte-
NeM pacuBeTa Pas/IMUHbIX LLIKOJ U TEYEHUN, KaXKa0e
N3 KOTOPbIX MPUBHOCK/IO B CBOM BU3YyasibHbIN C/10-
Bapb pPa3/MUHbIe XyLOXECTBEHHbIE CTUIN, TEXHWKM
1 dopManbHble 3EMEHTHI.

Yxogasuiee KOPHAMU B TPaAULMIO, BOCXOAALLYHO
K AvHactm CyH, 3T0 boraTtoe XyA0XeCTBEeHHOe Hacne-
Ave coxpaHuaoch baarogaps NpakTMyeckum MHHO-
BaLMAM M TEOPETUYECKUM UCCeL0BaHMAM MOKO-
NEHWM XyA0XHNKOB, 06pasys LLeNOCTHYIO CUCTEMY
TpagMLUmMiA Ner3axKHOM XMBONUCK, NepesaBaeMblx
N3 OZHOM 3MOXUN B APYTYHO.

ABV>XKMMble BANAHMEM 3apybexKHbIX TpaauLni
n npoueccamu rnobanmsaumm, kutackme Mmacre-
pa ne3axa NpeanpuUHANN NOMbITKY a4anTupoBsaTb
HaLMOHaNbHOE NCKYCCTBO K COBPEMEHHbBIM YC0BU-
AM. HekoTopble XyAOXHUKU CTPEMUANCH CMeLlaThb
BOCTOUHbIE W 3anajHble XMBOMMWCHbIE TPaaMLIUW,
WHTErpupys TexHuky foxya ¢ coBpeMeHHbIMY NoA-

xofamu. Yepnas BLOXHOBEHMWE B MPUPOAHON Kpa-
COTe CEBEPHON POAMHBI N CAMOBBITHOCTM HaLmy,
OHW 3KCNEPUMEHTUPOBAAN C TPAANULNOHHbBIMU
MaTepuanamu 1 MeToAamu.

B To Bpemsa kak HekoTOpble MpeAnoYan NOAHO-
CTbO AUCTAHLMPOBATbCA OT TPAAMLMOHHbBIX OCHOB
>XXMBOMWUCHK, Apyrve NoATBEPANAN CBOKO NMpUBeEp-
>XEHHOCTb HaLMOHabHbIM MAeanaM, CTPEMACH NPO-
ABUraTb KUTaNCKoOe UCKYCCTBO B COBPEMEHHOM
KOHTeKCTe. 3TV pa3HoobpasHble NPOeKTbl OTpaxa-
+OT r1yboKOe CTpemieHre KUTaNCKUX XYAOXKHUKOB
OPVEHTMPOBATLCA W BHEAPATb MHHOBALMW B YCIO-
BMAX MEHSIOLLMXCA TNOBanbHbIX BAUSHWUNA, OTKPbI-
BaA HOoBble GOPMbI BbIpaXXeHUs 1 MHTepnpeTauum
CBOEro Xy 0XeCTBEHHOro Hacneauns.

Bo3podkaeHune TpaauLmii Nen3aXKHoN XXMBOMUCH,
BbI3BAHHOE CHATMEM MOJIUTUYECKMX OrpaHNUYEeHN
M OTKa3oM OT MOJANTUYECKNUX MOTUBOB, CNOCO6-
CTBOBaJIO pa3HOObpa3nto B BbIGOpe XXMBOMUCHBIX
[MHCTPYMEHTOB M TEXHUK.

MHHOBaLMOHHbIE TEHAEHLMN B COUYETaHUM
C COXpPaHEHNEM U NMPOAOIKEHNEM HALMOHaAbHbIX
>KMBOMUCHBIX TPAAULMIA NOAYEPKUBAKOT Pa3HOOb-
pasvie TBOPUYECKNX METOAOB, UCMOJb3YEMbIX XYAOXK-
HUKaMUW. TN yCUAMA, OTpaxarLine cTpeMaeHne
MOAEPHN3NPOBATb HaLMOHa/bHbIA CTUAb U NpPU-
BHECTWU B XXWBOMMUCb 3/1eMEHTbI HAaLMOHaNbHOM
Nno33un U Kanaurpadum, xapakTepmusyroT nemnsax-
HYHO XXMBOMUCb BTOPOW NOJ0BUHbI XX BeKa, OKa3bl-
Bas BAWAHME Ha COBPEMEHHOE MCKYCCTBO.

Taknm obpa3om, ucnosib3oBaHWe 3anagHbiX
MaTtepuanos xygoxHukamun CesepHoro Kutas
419 N306padkeHNs HaLMOHabHbIX TEM U CHOXKETOB
WANKOCTPUPYET BANSIHWE NPOHUKHOBEHWS €BpONnei-
CKOW Mac/IiHOM XXMBOMUCU B KUTANCKYHO Men3ax-
HYIO XMBOMUCh B TeueHne XX Beka.
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