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THEMATIC SCULPTURES
IN CHINESE NATIONAL ART EXHIBITIONS
SINCE THE REFORM AND OPENING-UP

Summary: The All-China National Art Exhibition,
serving as a platform to showcase masterpieces
from various art disciplines within the national art
system since the establishment of New China in 1949,
remains one of the most large-scale, prestigious, and
significant events in the art world, that attracts a vast
number of participants. Sculpture is an important sec-
tion of the Exhibition, and the works displayed over dif-
ferent years reflect the progression of the New China
art. Thematic sculpture constitutes an essential seg-
ment of sculptural work, especially in the present
day, as thematic sculpture in China is liberating itself
from the constraints of political service and beco-
ming more diversified in terms of theme selection,
style, materials, and methods of conveying the
artist’s intent. Therefore, the analysis and summarizati-
on of thematic sculpture at the National Art Exhibition
holds particular importance for the systematic study
of Chinese sculpture in general.

The All-China National Art Exhibition is an art
exhibition that is held jointly by the PRC's Ministry
of Culture and Tourism and the China Artists Asso-
ciation. The coordination of each Exhibition, from
preparation, selection, and presentation, is performed
according to the state-specified procedure. The Exhi-
bition is a national project aimed at the develop-
ment of art and the presentation of major trends
and is held regularly. Thematic sculpture refers
to sculpture where the author uses different
the forms and means of expression to depict a cer-
tain theme, usually relating to areas such as politics,
sociology, psychology, history, philosophy, while
exploring various forms, materials, and styles of sculp-

36

This article analyzes the theme and expression of
thematic sculpture pieces exhibited at the National Art
Exhibition after the beginning of the Reform and Open-
ing-up period in the late 1970's. The specific characteristics
of the sculpture and the reasons behind them are explored,
summarized and classified. We aspire that this will not only
contribute to the existing theoretical literature on the-
matic sculpture and provide guidance for creative prac-
tice, but also have methodological and referential value
in the study of thematic art in general. It also delivers
a comprehensive summary, analysis, and interdisciplinary
study of the diversity of thematic sculpture, integrating
the methods of art history and sociology, which will aid
in structuring and enhancing our understanding of the va-
ried creative approaches employed in the creation of the-
matic sculpture. We hope this study holds both theoreti-
cal and practical significance.

Keywords: All-China National Art Exhibition, themat-
ic sculpture, sculpture, sculpture, national theme, figura-
tive sculpture, xie-yi.

ture. This process demands the author to interpret
the theme while conveying his or her ideas, feel-
ings, and views through appropriate means of ex-
pression. The themes of thematic sculpture at
the National Art Exhibition are an important factor
that determines the overall framework of the sculp-
tural form. The factors listed above serve the form,
while the form of sculpture serves the theme.
The form of thematic sculpture is refined and cre-
ated by the sculptor in the process of conceptua-
lizing the theme. It aids in the interpretation of the the-
me and reflects the creator's perspective and view-
point, serving as a crucial aspect of the expressive-
ness of the sculptural piece.

1. THE SIGNIFICANCE AND VALUE OF THEMATIC
SCULPTURE IN THE NATIONAL ART EXHIBITION

The thematic sculptures displayed at the Nation-
al Art Exhibition are essential for promoting tradi-
tional Chinese culture and bringing public attention
to important social issues. They stimulate social pro-
gress, increase openness and tolerance in society,
and have aesthetic and emotional value for the view-
er. Additionally, these works of sculpture are of great
socio-cultural significance. Firstly, they often docu-
ment historical figures, events, even the spirit of the era
in material form, evoking a sense of national pride
and memory. Secondly, they constitute an interpre-
tation of history and reflect the ideals and values
of the author. Finally, amidst the constant chan-
ges that society undergoes, the authors of thema-
tic sculpture continue to experiment with the forms
and materials of sculpture, enriching and expand-
ing its language.

The themes of the sculptures at the National
Art Exhibition have evolved over time, influenced
by new artistic trends in the country and the chang-
ing social landscape. As China entered the Reform
era in the late 1970's and encountered globaliza-
tion and cultural diversity, Chinese sculpture start-
ed to gain recognition on the international stage.
Some sculptors, while actively engaging in intercul-
tural dialogue and showcasing their works overseas,
produced pieces with unique national traits or on sub-
jects pertinent to China of that period. This has sig-
nificantly enriched the world of Chinese sculpture.
In the 21'st century, with the deepening of Reform
and Opening-up policies and the ongoing advance-
ment of the cultural sphere, the thematic sculpture in
the National Art Exhibition has become more and mo-
re important to enhance China’s “soft power” and en-
rich culture in the new era.

The thematic sculpture works presented at the Na-
tional Art Exhibition are notable for their clarity
in interpreting theme, genre, and narrative, as well
as the clear differentiation between primary and se-
condary elements, and the expressiveness of the
depicted characters. Generally speaking, sculpture
on social and historical themes is represented
in the history of global art extensively and consti-
tutes a significant part of it, appearing in the cul-
ture of all nations.

These works serve as a reflection of the nation's
culture and the challenges it confronts, holding
significant importance in expressing the national spirit

ll.1. Zhang Dedi. Day and Night. White marble. 1984

or portraying a specific historical period. Furthermore,
there are sculptures dedicated to pivotal aspects
of human existence, and their content similarly mir-
rors the culture of their respective eras. Currently,
thematic sculpture in China is experiencing a peak
of development, playing a crucial role in the enrich-
ment of Chinese culture and art.

2. TYPOLOGICAL ANALYSIS OF THEMATIC
SCULPTURE AT THE NATIONAL ART EXHIBITION

1) FIGURATIVE EXPRESSION

Figurative sculpture represents a significant seg-
ment of thematic sculpture at the National Art Ex-
hibition. This pertains to sculpture that embodies
a concrete, reality-based image, that relies on the ra-
tional comprehension of artistic form, composi-
tion, dynamics, attributes, mood, costume, and
shape, that all convey certain information about the
artwork. By the mid-1980’s, a number of sculptors
commenced an exploration not merely of reinterpreting

[1l.2. Pan He. “Bull Plowing the Land - Tribute to
Shenzhen Free Trade Zone". Bronze. 1983
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I1I.3. Chen Yanying. 1949 — the Pioneers of New China.
Fiberglass. 2009

Chinese tradition, but of delving into profound in-
quiries regarding the language of sculpture. This era
was marked by a period of experimentation with
form. Shao Dazhen once noted, “When creating
a character, it is very important to create a com-
plex, sensually and ideologically rich image. To simp-
lify the feeling and thought is to take away from
the depth and expressiveness of the character.”! Consi-
der the example of “Day and Night” by Zhang Dedi
that was presented at the 6th National Exhibition.
This artwork is made of white marble and is dedi-
cated to medical workers. It depicts a nurse holding
a spoon of soup in her hand, blowing on it. The ima-
ge is very pure, expressive, and shows how loving
and caring the nurse is to the patient. Apart from
compositions with characters, thematic sculpture
at the Exhibition is often represented by figura-
tive sculpture depicting everyday life or the trans-
formation of times. Pan He's work “Bull Plowing
the Land — Tribute to Shenzhen Free Economic Zone”
was shown at the same 6'th Exhibition. This art-
work symbolically represents the government’s re-
solve and energy in executing the policy of reform
and opening-up. The bull, with its head lowered
to the ground, is in immense tension, with its right
front leg lifted and its entire body pushing forward.
It is as if energy is almost bursting out of its body.
Behind the bull is a tree stump with ugly, crooked
roots, partially uprooted but still clinging to
the soil. This sculpture makes a strong impression,

1. Shao Dazhen. Series «Theory and Criticism of Contemporary
Chinese Art» / Shao Dazhen — Beijing: Renmin Meishu
Publishing House, 2011. — p.51.
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and is even considered a “symbol of the era,” em-
bodying the spirit of post-reform Shenzhen.

Chen Yanyin's “1949 - the Pioneers of New Chi-
na” from the 11'th National Art Exhibition reflects
the relationship between teachers and students
in the 1950's. The sculpture, like a three-dimensional
old photograph, expresses not the romantic hero-
ism featured inart of the pre-reform period, but
the nostalgia of the author, who evaluates the past
with the knowledge of all the trials of the bygone era.
Wang Shushan’s “A Day at Yan'an’s Lu Xun Acade-
my”, presented at the 13'th National Art Exhibition,
recreates a vivid moment in time. It is a multi-figure
composition featuring a total of 9 characters in dif-
ferent poses and with different facial expressions.
Central figure is the artist painting a portrait of an old
man from Shaanxi North. Next to him is Chairman
Mao Zedong, who, along with several workers, peas-
ants, and soldiers, is watching the artist at work.
When viewed from the front, the old man, the artist,
and Chairman Mao form a clear natural line. They
are the main figures, of which Mao is the main figu-
re, indicating his key role in the establishment
of the Lu Xun Academy in Yan'an. Also noteworthy
are Wang Jinhua and Zhang Ziyong's "Aviation Hero
Luo Yang” from the 13th Exhibition, and Lu Guang's
“Forging Swords to Protect the Country — Ye Qisun
and the Fathers of Hydrogen and Atomic Bomb”
from the 14'th Exhibition, which also expressed
the spirit of the era.

2) DECORATIVE EXPRESSION

Another important feature of thematic sculpture
at the All-China National Art Exhibition is its deco-
rative nature, bordering on abstraction. Expression
in such sculpture is most concise, and the main focus
of the sculpture is to find a balance between gene-
ralization and extraction, uniformity and diversity,
contrasts and coherence.

For example, Ceng Chenggang’s “Three Heroes
from Jianhu”, which won gold at the 7'th Exhibition.
The design of the sculpture meticulously evaluates
the mass and volume of the occupied space, creat-
ed by “subtracting” elements, which makes it look
coherent and complete. The way author uses concise
expression, generalizations to portray three revolu-
tionaries from Chinese history — Qiu Jin, Xu Xilin
and Tao Zhenzhang - reflects not only his know-
ledge of European art, but also his interest in the
language of traditional Chinese sculpture. With a sub-
tle, delicate, and generalized approach, the bronze

medalist of the 7'th National Art Exhibition, Ho Boyan,
crafted a gentle, seemingly effortless portrayal
of a young girl standing with her hands clasped be-
hind her back in his piece “Zhao Yiman". Minimalis-
tic, devoid of unnecessary details forms highlight
the resolve in the character’s expression and the gun
on her belt. The carefree, hopeful image of the girl pa-
radoxically merges serenity with the cruelty and un-
forgiving nature of wartime. This work shows the au-
thor's inner spiritual quest, which finds expression
in the concise language of artistic expression.
The contrast between the overall softness of the ima-
ge and the gun on his belt enhances the expres-
siveness of the work.

3) XIE-YI

While aiming to localize the language of artis-
tic expression, numerous Chinese sculptors started
to integrate the visual characteristics of tradition-
al Chinese painting and calligraphy into their cre-
ations, developing a unique appearance for their
works. Wang Jianyu's sculpture "Drunken Li Bai”
presented at the 6th National Art Exhibition
is an attempt to utilize the language of lines from
traditional calligraphy and painting in sculpture.
Rodin once remarked that the only thing that is beau-
tiful in nature is that which has personality, even if it
appears ugly?. Wang Jianwu's work follows this prin-
ciple perfectly. Xing Yongchuan's sculpture “General
Yang Hucheng”, from the 6'th National Exhibition,
presents an “image” emering from the dialogue be-
tween the consciousness and subconsciousness
of the author, born out of the “opening chaos”.
It is a deliberately non-objective, generalized
image that emphasizes the character’s personality
and makes the form much more expressive. As the ar-
tist Ye Qianyu accurately described this work: “Man
is a frozen idea that has taken shape. The perfect
fusion of ideal and real”3. In addition to the works
already mentioned, it is also worth noting the silver
medalist of the 10'th Exhibition, Chen Yungan'’s sculp-
ture “Chinese Laozi". The curves of the character’s
eyebrows, eyes, mouth and nose obviously echo
the lines of Chinese renwu (the “people and things”
genre) contour painting, while the beard and cloth-
ing are depicted in an abstract, simplified manner,
with many flowing, convex lines merging together

2. Rodin A.Rodin on Art. — Beijing: zhenmin meishu publishing
house, 1978. - P.1.

3. Ye Qianyu. Lessons from the 6t All-China National Art
Exhibition. // Meishu ("Art”). — 1985 — Ne2.

lll.4. A Day in Yan'an's Lu Xun Academy. Bronze. 2014

and reminiscent of clouds or water. It is an illus-
tration of a key idea in Chinese traditional thought
about the unity of Heaven and man, and thus ano-
ther successful example of renewing the language
of contemporary Chinese sculpture through a rein-
terpretation of traditional painting. Cheng Yange's
“Seven Sages from the Bamboo Grove” and Duan
Huasong's “War of 1894" (also “Jia wu. Jia wu"),
revealing historical themes with the help of xie-yi
techniques, belong to the same category of the-
matic sculpture.

3. METHODOLOGICAL STUDY ON THE THEMATIC
SCULPTURE OF THE NATIONAL ART EXHIBITION

1) LOCALITY

Locality refers to the analysis and dissection
of factors such as time, place, space and theme,
to purposely express national culture, local customs
and historical events. Depition of major events
for social development is an important area

lI.5. Lu Guang. Forging Swords to Protect the Country — Ye Qisun
and the Fathers of the Hydrogen and Atomic Bombs Bronze. 2019
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IIIl..6. Ceng Chengang. Three Heroes of Jianhu. Fiberglass. 1989

of thematic sculpture in the All-China National
Art Exhibition. The artists adhere to the princip-
le of people-oriented artistic creation, delve into
the subjects of human existence, the developmen-
ts and changes of the new era, and use art
to express the thoughts and hopes of the people.
By emphasizing the main aspects of life in modern
society, sculptors show their social responsibility
and humanism. While choosing the subjects
of thematic sculpture, the artists focus on the ma-
jor current events and persistent occurrences of so-
ciety, which further shows the significance
of thematic sculpture for the formation and prosperi-
ty of contemporary culture. For example, in the 9'th
Exhibition, Tang Yonghui and Gao Meng's work
“Snowy Winter of 1935” (lit. “Snowy Winter 09.12")
depicts an anti-Japanese student demonstration
that happened on December 9, 1935. The costumes
of the characters emphasize the theme of the work.
Li Tongtong's artwork “Critical State — Seven Sages
of the Bamboo Grove” shown at the 10'th National
Art Exhibition depicts figures from the distant past

IIl.7. Wang Jianwu. Drunken Li Bai. Stone. 1984
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emerging again on the scene and presents a dialogue
between history and modernity.

2) MATERIALS AND IDEAS

While discussing the expressive possibilities
and means of expression, one often has to pay
attention to the materials. He Zhonglin when creat-
ing his “Spirit of the White Mountain” from the 6'th
Exhibition carved the head of the hero of the anti-
Japanese war Yang Jingyu in the stone from the
Changbai Mountain. In this case the material
is a key to understanding the theme of the sculptu-
re. The color and texture of the stone are skillfully
used by the author to deepen and enrich the work.
The carving technique used by He Zhonglin is quite
close to traditional jade carving methods, but it lacks
decoration and abundance of details. The author
simply carved the hero's face, emphasizing his love
of freedom and determination. This allowed tim
to create an imaginative, expressive artwork. The hea-
ve stone is transformed into the “spirit of the moun-
tain”, elevating the pathos of the theme. This is
an example of mastery in expressing author'’s
intent, which is sadly often lacking in contempo-
rary Chinese sculpture. Another work exploring
the “language of stone” and even the exploration
of the stone texture to its limits was presented
at the 8th National Art Exhibition. This is a sculpture
by Shi Cun made of fiberglass imitating stone - “The
Spirit of the Great Wall of China,” where the charac
ter’'s face was distorted according to the shape
of the stone. The outstanding work of the 12’th
National Art Exhibition, "Black Rain” by Jing Yumin,
is a multi-figure composition that showcases the phy-
sical and mental state of miners. The rain falling from
the sky is colorless, but the drops on the miners be-
come “black rain.” The author wanted to draw peop-
le's attention to vulnerable groups for whom
the quality of life, safety issues, and the injustice
they may face remain unresolved social problems.
The wooden sculpture by Jiao Xingtao "Youth in the
Raging Fire,” which won the gold medal at the 13'th
Exhibition, depicts the state of firefighters who have
to run towards the fire. Wood is a highly flamma-
ble material, so a firefighter made of fire is likely
to burn while saving people. When analyzing
this sculpture, the material is often ignored by crit-
ics, yet in this case it is perhaps the most powerful
and important means of expressing the author’s
intent.

CONCLUSION

In the thematic sculpture of the National All-
China Art Exhibition, we discover limitless possibilities
of artistic expression. To create a successful piece,
a sculptor must broaden their horizons, find
an appropriate point of intersection between Eastern
and Western cultures, and tradition and modernity,
and create a thematic sculpture that expresses
a specific theme and the spirit of its time. Overall,
the national spirit plays an important role in the
thematic sculpture of the National Art Exhibi-
tionin the Reform era. This can be a call for natio-

nal unity, glorification of heroes, or the creation
of a national image. The development of thematic
sculpture at the Na-tional Art Exhibition in the Reform
era mirrors the trajectories of Chinese society’s
development and represents stages of its history.
It is very important to deeply study the phenomenon
of thematic sculpture at the National Art Exhibition
in all its diversity, to understand the main principles
of creativity, thus supplementing the academic
literature on the topic, which is of great importance
for the further development of thematic sculpture
in China.
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MPOW3BEAEHWA TEMATUYECKOW CKY/IbMNTYPHI
HA BCEKUTAMCKOW XYAOXECTBEHHOW BbICTABKE
B MEPWO/A, NMOCJ/IE HAYAJIA PEOOPM 1 OTKPLITOCTU

AHHomayus: Bcekntarickas xy0XecTBeHHas BbICTaBKa,
ABNAACL NNaTPOPMOW ANA NpeACTaBAeHNSA LejeBPOB pas-
JINYHBIX XYA0>KEeCTBEHHbIX ANCLMIJIMH B pamKax obLuero-
CyBApPCTBEHHOMN CUCTEMBI MCKYCCTBA C MOMEHTa OCHOBaHMA
Hosoro Kutas B 1949 r., 4o cnx nop ocTaeTcs OAHUM
13 Hanbosnee MaclTabHbIX, aBTOPUTETHBIX U 3HAYNMbIX
MepOonpuATUA B MMPe NCKYCCTBa C 60bLLIMM KOANYECTBOM
yyacTHmkoB. CKynbnTypa ABASETCA BaXXHOW KaTeropven
BbICTaBKM, W NpeAcTaBieHHble Ha BbicTaBke pasHbIx et
paboTbl OTpaxaroT 3BOAOLMIO NcKyccTBa HoBoro Kutas.
TemaTnyeckas cKyabnTypa — BaXkKHas YacTb CKY/bMTYPHO-
ro TBOpYecTBa, 0COB6EeHHO B HalUW AHW, KOrAa TemaTuye-
ckas ckynbnTypa Kutas paspbiBaeT OKOBbI MONTUYECKOM
cnyxbbl 1 cTaHOBUTCA bonee anBepcndULMPOBAH-
HOW, Kak No BbIGOpYy TeMbl, Tak U MO CTUANCTUKE,
MaTepuanamM 1 CpeiCcTBaM BblpaXKeHMA 3aMblCaa aBTo-
pa. AHanm3 n 0606bLLeHe NPoOV3BEAEHNA TEMATUYECKON
CKy/NIbNTYpbl Ha BcekmTanckom Xy[0KeCcTBEHHOW BbICTaBKe,
Taknm o0bpasom, MMeeT ocoboe 3HayeHne A9 CUCTEMHO-
ro UCCNe0BaHUA KUTANCKOM CKYNbNTYPbl B LLEJIOM.

B gaHHOW cTaTbe aHanU3npyeTca TemaTvka 1 Bblpa-
3UTeNIbHOCTb NPOU3BEAEHN TeMaTUUYeCKOWN CKYAbMTYpbI,

BcekmnTalickas xyfo>XKecTBEHHas BblCTaBKa —
3TO BbICTaBKa NMPOW3BEAEHNIN NCKYCCTBaA, KOTOPas
NPOBOANTCA COBMECTHO MUHNCTEPCTBOM Ky/bTYpbl
n Typusma n Coro3oM XyaoxxHnKoB Kutaa. OpraHu-
3auma Kaxxaoun BbicTaBky, HauMHas ¢ NOArOTOBKY,
oTbopa v 3akaHuUMBasA BbICTaBKON, OCyLLecTBAAET-
€Sl B COOTBETCTBMM C rOCYAaPCTBEHHBIM MOPALKOM.
BbicTaBka ABASETCA HaLWOHaNbHbIM MPOEKTOM
Mo PasBUTUIO NCKYCCTBa U NPeACcTaBAEHNSA OCHOB-
HbIX TEHAEHLMIA 1 MPOBOAMTCA peryaspHo. MNoa Tema-
TUUYECKOWN CKyNbMNTYpOl nojpa3ymeBaeTcsa Takas
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npeacTaBAeHHOWN Ha BceknTanckon Xya0>KecTBEHHOM
BbICTaBKe Mocae Havana nepnoga pedpopm 1 OTKPbITOCTM
B koHLUe 1970-x rr. Nccnepytrotcs, o606watoTcs u knac-
cnPuLMpPYoTCa 0COBEHHOCTM CKY/bMTYpPbI N 0bycnaBan-
BatoLL e UX MPUYMHBI, YTO, KaK Mbl Ha,eeMCs, He TOJIbKO
AOMOJTHUT CYLLLECTBYHIOLLYIO TEOPEeTUYECKYHO anTepaTtypy
0 TemMaTUyUeCcKoW CKy/bMType v JacT maTepuan ANs TBOP-
YecKow NPaKTUKK, HO 1 ByaeT MEeTb METOA010TNYECKYHO
1 CMPaBOYHYHO LIEHHOCTb NP NCCeAO0BaHNM TeMaTNYEeCKo-
ro UCKYCCTBa B LieNOM. Tak>Kke NpOoBOAUTCA BCECTOPOHHee
o6o0b6LeHre, aHaNn3 N MEXANCUUTNINHAPHOE NCCneao-
BaHWe MHOroobpasuns TemaTnmyeckon CKyabnTypbl, 06b-
efVHsAIoLLee MeTOAbl MCKYCCTBOBEAEHWNA N COLMONOTNN,
4YTO MO3BOJINT YNOPAZOUNTL U AOMOJAHUTL Hallle NOHUMa-
HWe pazHOObpa3HbIX TBOPYECKUX MOAXOAOB, NCMONb3Y-
FOLMXCH MPU CO3A4aHNM TeMaTU4eCcKoW CKy/NbNTypbl.
3TO nccnepoBaHue, Kak Mbl HaZleeMcs, UMeeT U TeopeTu-
Yeckyto, N NPaKTUYecKyto 3Ha4YMMOCTb.

Knroyeseole cosa: BceknTarickas Xyf0XKeCTBEHHas BblC-
TaBKa, TeMaTuyeckaa CKyabnTypa, CKyAbMNTypa, Haumo-
HasbHaa Tema, urypaTvBHas ckyabntypa, ce-u

CKy/NbNTYpa, NPV CO34aHNUN KOTOPOW aBTOp Mccae-
AyeT GOpMbI U CPEACTBA BbIPA3UTENBLHOCTM B ONpese-
JIeHHOW TeMe, Kak NpaBu/IO, CBA3aHHOM C MOJIUTUKOWN,
COLMONOTUEN, MCUXONOTNEN, UCTopUein, dunocodu-
el 1 Apyrumu obnactamu, a Takxe uccnegyet dop-
Mbl, MaTepwuabl U CTUAW CKYIbNTYPbI. ITOT NpoLecc
TpebyeT OT aBTOpa MHTepnpeTaLMn TeMbl NPOn3Be-
AEeHVA C OZHOBPEMEHHBIM BbIPaXXEHNEM CBOVIX UAEN,
YyBCTB, B3rNAA0B NPU NMOMOLLM COOTBETCTBYHOLLMX
CPeACTB BblpaxeHus. TeMbl TEMaTUYECKOM CKYbM-
Typbl Ha Bcekntanckom xya0KeCcTBEHHOM BbICTaBKe —

3TO BaXkKHbIV dakTop, onpejenatoLmii obLimne pam-
KW CKy/NIbNTYPHOU GOpMbl. BbilwenepeumnciaeHHble
dakTopbl nogumHeHbl dopme, a dopma NojgumHeHa
Teme. PopmMa TeMaTUYECKOW CKYAbNTYypbl YyTOY-
HAETCA M CO3jaeTca CKy/bMTOPOM B npoLecce oc-
MbICNIEHWNA TEMbI U CNYXXUT ONOPOW ANA packpbl-
TVA TeMbl U BblpaXXeHUSA BOCNPUATUA, NO3MLNN
aBTOpa, 3a/10T BblIPa3nUTeNbHOCTA CKYNbMNTYPHOro
npov3BeseHuns.

1. 3HAYEHWE W LEHHOCTb TEMATUYECKOW
CKY/IbNTYPbl HA BCEKUTAMNCKOWN
XYLOXECTBEHHOW BbICTABKE

TemaTtnueckme cKynbnNTypbl, NpeaCcTaBAeHHble
Ha BcekmTalckol Xy0XKeCTBEHHON BbICTaBKE, UMELOT
Ba>KHOE 3HayeHue ANA NMPOABUXKEHNA TPaAULIMOH-
HOW KMTaWCKOM Ky/AbTypbl, MPUBAEYEHNS BHUMaHUA
06LWeCTBEHHOCTH K BaXXKHbIM COLManbHbIM Npobae-
MaM, OHW CTUMYPYIOT OBLLLECTBEHHbIV NPOrpecc,
MOBbILLAIOT OTKPbLITOCTb M TEPNNMOCTb B 06LLECT-
BE, KPOME TOro, ANA 3pUTENSA OHN HEeCyT 3cTeTnye-
CKYH M 3MOLMOHaNbHYH LeHHOCTb. Kpome Toro,
3TV NPOM3BEAEHNA CKYNbMTYPbl UMetoT 60/bLLIOE CO-
LIMOKYNbTypHOE 3Hauveune. Bo-nepBbIx, 4acTo OHW GUK-
CUPYHOT MCTOPUYECKUX MEePCOHaxXew, CobbITUA, faxe
JyX 3MOXM B MaTepuranbHON popme, Npoby>kaas YyBCT-
BO HaLMOHaNbHOW ropAoCcTM 1 namatu. Bo-BTo-
pbiX, OHW NPeACcTaBAAOT COOOM UHTepNpeTaLnto
NCTOPUN N OTPaXKatoT naeanbl U LLEHHOCTW aBTopa.
HakoHeu, Ha poHe NOCTOAHHBIX TPaHCGOPMaL A,
C KOTOpPbIMW CTankmBaeTcs obLLecTBO, co3gaTenu
TEMaTUUYECKOWN CKYAbNTYpPbl MPOAOIXKALOT 3KCNepw-
MeHTUpoOBaThb C GOpPMaMu N MaTepuanamMm CKyab-
Typbl, oboraias n paclumpssa ee A3bIK.

Copep>kaHne TeMaTUYECKMX CKYbNTYp Ha Bcekn-
TaNCKOM XyZO>XXEeCTBEHHOW BbICTaBKE MEHANOCH
C XO,0M BpPeMeHU, NOABNEHNEM B CTPaHe HOBbIX
XYAOXECTBEHHbIX TEYEHWI N CMEHON COLMaNbHOrO
KoHTekcTa. C HayanoM 3Moxm pepopmM 1 OTKPbLITOC-
1 B Kutae B koHue 1970-x rr., Ha doHe pa3sutma
npoueccoB rnobannsaunm n KyabTypHON AMBEpCH-
buKaumm, KuTackas CKynbnTypa Havana BbIXOAUTb
Ha MeXAyHapOoAHYHo cLieHy. HekoTopble CKynbnTo-
pbl, aKTVBHO Y4acTBYys B MEXKY/bTYPHOM Ananore
1 BbICTaBAAA CBOW paboTbl 3arpaHunLeit, Co3jaBa-
2N NpY 3TOM NPOU3BeAEHNS C APKUMU HaLMOHab-
HbIMW YepTaMu UK Ha akTyanbHble ana Kutas Toro
BPEMEHM TeMbI, YTO OYeHb 060raTUAO KuTanckoe
CcKynbnTypHOe mnckycctso. C HactynaeHmnem XXl B.,
yrnybneHvnem pedopm 1 OTKPbITOCTW, MOCTOAHHBIM

Il. 8. Xing Yongchuan. Granite. 1983.

pa3suTMem cdepbl KyabTypbl, TEMaTUYECKas CKyJbn-
Typa Ha BceknTalickon XxyAoXKeCTBEHHOW BblCTaBKe
npuobpeTaeT Bce HonbLee 3HaUeHWe A/ NOBbILLe-
HUA «MAFKON cuibl» KnTas 1 oboraweHns KyabTy-
pbl B HOBYIO 3MOXY.

Mpowvi3BeAeHNs TeMaTNYECKON CKYAbNTYPbI, NPeA-
CTaB/iieHHble Ha BcekunTalickol Xy0>XKeCcTBEHHOM
BbICTaBKe, OT/INYAOTCA ACHOCTbIO B PacKpbITUM
TeMbl, XXaHpa, CloXKeTa, O4EeBUAHOCTbIO M1aBHbIX
1 BTOPOCTEMEHHBIX 31EMEHTOB 1 BbIPaXXEHHOCTHIO

[11.9. Chen Yungang. Chinese Lao-zi. Fiberglass. 2003
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I11.10. Tang Yonghui, Gao Meng. Snowy Winter of 1935.
Fiberglass. 1999.

XapakTepoB nepcoHaxem. B uenom, ckyabntypa
Ha couuranbHble U UCTOopUUYecKMe TeMbl LWNPOKO
npeacTaBAeHa B UCTOPUN MUPOBOTO MCKYCCTBa
N ABNSIETCSA BAXKHOW €ro 4acTbho, BCTPeYasnch B Ky/b-
Type Bcex cTpaH. Takne NpounsBeseHus aBASOTCA
OTpaKeHWeM KyNbTypbl CTPaHbl, BbI3OBOB, C KOTO-
pbIMY OHA CTa/KMBAETCA, U UMEHOT OUYeHb BonblUoe
3HauYeHune 415 BblpaXeHWs HaLMOHaAbHOrO Ayxa
1 3amnevaTtieHuns KOHKPETHOW UCTOPUYECKOM 3Mo-
xn. Kpome Toro, ectb 1 CKyNbNTypHble Npoun3Be-
[EHVs, NOCBALWEHHbIE BaXHbIM BOMPOCaM >XM3HU
yesoBeKa, N X CoZepXaHue oTpaxkaeT KyabTy-

lI.11. Tang Yonghui, Gao Meng. Snowy Winter of 1935.
Fiberglass. 1999.
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py cBoero BpemeHu. B HacToawee Bpemsa B Knutae
TemaTnyeckas CKyabnTypa nepexusaeT Nk passu-
TWA W UTpaeT BaXkHY0 posib B oboralleHnn Kntam-
CKOW KyNbTYpPbl U UCKYCCTBA.

2. TUNONOTNYECKIA AHANTN3 TEMATUYECKOW
CKYIbMTYPbl HA BCEKUTANCKOW
XYLIOXECTBEHHOW BbICTABKE

1) ®UTYPATVBHOE BbIPAXEHWE

®urypatmBHasa ckynbntypa — 60Abluas KaTero-
pus TeMaTU4eCcKon CKy/abNTypbl Ha BceknTalickon
XYAOXEeCTBEHHOW BbICTaBKe. 34eCb UMEeTCs B BUAY
CKYNbMTYpa, UMetoLas KOHKPETHbIW, MPUBA3aH-
HbI K peasbHOCTM 0bpa3s, onuparoLWniicsa Ha pa-
LIMOHaIbHOM OCMBbIC/IEHNE XYA0XKECTBEHHON HOPMBI,
KOMMO3ULMKW, ANHAMNKK, aTpnbyTOB, HAaCTPOEHMS,
KOCTOMa 1 GopMa, KOTopble ABASHOTCA 31eMeHTaMu,
HecyLwmMm B cebe Hekyto MHPopMaumto. K cepeam-
He 1980-x rr. psag, CKyJbNTOPOB HauYMHAET UCMbITbI-
BaTb MHTEPEC He K NePEOCMbICNIEHNIO KMTANCKOMN
Tpaamuunm, Ho 6onee rnyboknmM BONpocam f3bika
CKYyNbMATYpPbl. OTO NEpuNog 3KCnepmmeHToB ¢ dop-
mol. LLao [JauxaHb Kak-TO OTMETWUA, «Npu co3aa-
HWUM NepCcoHaxa OUeHb BaXXHO CO3/aBaTb CIOXHbIN,
UYYBCTBEHHO U MAENHO BoraTbii 0bpas. Ynpolye-
HMe 4YyBCTBa M MbICAN NuLaeT ob6pas rnybuHbl
1 BblpasuTesbHOCTU» . OBpatumcs K npumepy pa-
60TbI, KOTOpas b6blna NpeacTaBaeHa Ha 6-oi Bceku-
TaliCKOW BbICTaBke — «/lHEM 1 HOubto» YUxkaH [aan.
370 Npowv3BeAeHWe, BbINOJHEHHOE 13 6enoro MpaMo-
pa, NOCBALWEHO MeAULMHCKMM PaboTHNKaM — mea-
cecTpa Aep>XUT B pyKe NOXKKY C CYNoM 1 JyeT Ha Hee.
O6pa3 ouveHb YMCTbIN, BbIPa3UTENbHbIN, MOKa3bl-
BaeT 3aboTy cecTpbl 0 NauneHTte. Kpome komno-
3ULMIA C NepcoHaXxaMu, TeMaTuyeckas CKybnTypa
Ha BbicTaBke YacTo npejcTaBaeHa NPOW3BeAEHM-
AMU GUTYPHON CKYAbNTYpPbI, 3anevyaTtieBaowmmMm
MOBCEAHEBHYIO XM3Hb UAN TpaHCchopMaLuio Bpe-
MeHW. Ha Toli e 6-oi BbicTaBke Obliia Noka3aHa
pabota lMaHb X3 «bblk BO3Ae/bIiBAaeT 3eMA0 —
MoceaweHme C33 LLsHbUYX3Hb», KOTOPas B CUMBO-
nnyeckon GopmMe nepesaet peLIMMOCTb U SHepV-
TMYHOCTb NPaBUTENbCTBA B Peann3aunm noamuTuKm
pedopM 1 OTKPLITOCTM. BbIK, C TONOBOW, CKNOHEHHOMN
K 3emse, n3o6paxKeH B CUbHENLWEM HanpsxXe-
HWW, NpaBas NepeaHAs HOra NOAHATA, BCEM Te/IOM

1. Wao fauwxaHb. Cepusa «Teopua U KpUTMKa COBPEeMEHHOTO
Kutamckoro nckycctsa» / Wao [lauxaHb. — MNekuH: usa-so
XKaHbMuHb Mawy, 2011, — C51. BBAREE (PEIMREARIEL
HETSCA BRAEED M. dE32:45 , 20114F, 28517,

OH TAHeTcA Bnepes. Cuna kak 6yato 6kl rotoBa
BbIPBaTbCA 13 Tesa. MNo3aam 6bika — neHb ¢ ypoanu-
BbIMW, KPUBBIMW KOPHAMMW, YaCTUYHO BbIPBaHHbIN,
HO eLle LienaaoWmics 3a NoYBy. 3Ta CKy/1bMNTypa
NPOM3BOAMNT CU/IbHOE BrevaTNeHne, 1 Aaxe cumTa-
€TCA «CMMBOJIOM Beka», BOMJIOLLAOLNM AyX nope-
dopmeHHOro LL3HbUXKIHA.

MpowunsseaeHne YsHb AHbMHA «1949 roa — nnoHe-
pbl HoBOro Kutas» ¢ 11-i BcekmTackom xyaoxecT-
BEHHOW BbICTaBKM OTpaXkaeT OTHOLLEHUS MeXAY
yuntenamm un yyeHmkamum B 1950-e roabl. Ckynbn-
Typa, nogobHas crapon ¢oTorpadmn B o6bEME,
BblpaXkaeT He POMaHTUYeCKNIA reponsMm, Kak pa-
60Tbl fopedOpPMeEHHOro Nepmnosa, Ho HOCTabInIo
aBTOpPa, KOTOPbIN OLEHMBAET NPOLLIOE, YMYAPEHHbIN
3HaHMeM 060 BCex UCMbITaHUAX YLeALLEenA SMOXU.
Pabota BaH LUywaHs «/eHb B AHbaHbCckOM Akage-
mun Jly CroHs», npeactaBieHHas Ha 13-oi Bceku-
TalCKOM XyA0XEeCTBEHHOW BbICTaBKe, BOCCO3AaeT
APKUI MOMEHT BPEMEHW. DTO MHOTOGUrypHasi KOM-
no3unums, NpeAcTaBaaloLLan Bcero 9 nepcoHaxken
B pa3HbIX M03ax 1 C Pa3HbIMU BbIPaXKEHUAMU AUL,.
B ueHTpe npousBeaeHns — XyAOXHWK, KOTOPbIA M-
LeT ¢ HaTypbl nopTpeT cTapuka 3 Cesepa LL3Hb-
cun. Papgom npeacepatens Mao Li33ayH, koTopbiit
BMeC-Te C HECKO/IbKUMWN paboumMm, KpecTbaHamu,
congatamu HabatogaeT 3a paboTon XyAoXKHMKa.
Ecam cmoTpeTb cnepean, TO CTapuk, XyAOXHMK
n npeacesatens Mao obpasytoT eCTeCTBEHHYHO
JINHWIO, M ABAAIOTCA OCHOBHBIMU QUrypamu, 13 Ko-
TopbiXx Mao fBAAeTCA rNaBHOW, YTO yKa3blBaeT
Ha ero KA4YeBYyH POJb B CO34aHUU IHbaHbCKOM
Akagemun nm. Jly CroHa. Takoke CTOUT OTMETUTL pa-
60Tbl BaH Li3nHbxya 1 YxaH Li3ntoHa «epoii aBra-
umnn Jlo AH» ¢ 13- BcekmTamckom XyA0)KeCTBEHHOM
BbICTaBKM, a Takxxe «KoBKy Meuel Ans 3alumTbl CTpa-
Hbl — E LlnCyHb ¥ OTLbI BOAOPOAHOW N aTOMHOM
60M6» Jltoin l'yaHa ¢ 14-i BbicTaBkK, KOTOpbIE TakK-
K€ BbIPasnan Ayx 3Mnoxu.

2) JEKOPATVBHAA 3KCMPECCAA

Ewle oaHa BaxxHas 0COBEHHOCTb TEMATUUECKOW
CKYNbNTYpPbl Ha BceknTackom XyAoXeCcTBEHHON Bbl-
CTaBke — AEeKOpPaTMBHOCTb, rpaHMyallasn ¢ aber-
pakLumen. SKCnpeccus B TakOW CKYAbNType MaKcu-
MaJIbHO IaKOHWYHa, a FNaBHbIM ABASETCSA NOUCK GanaH-
ca Mexzay 060bLLeHNEM N IKCTPaAKLIMEN FNaBHOTO,
eMHCTBOM GOpMbl U pasHOObpa3meM, KOHTpacTa-
MW 1 COTNacoBaHHOCTbHO.

Hanpwvmep, 3aBoeBaBLIas 301070 Ha 7-1 BbicTaB-
ke pabota LI3H YaHraHa «Tpu repos n3 Li3sHbxy».

B KOMNO3MLMM CKYAbNTYPbI TLWATENbHO MNPOAYMaHbI
BeC U 06bEeM 3aHMMAEMOrO NPOCTPaHCTBa, GOpMu-
pPyeMOro npu NOMOLLM «BbIYMTAHUSA» 3/IEMEHTOB,
YTO NPWAAET NPOU3BEAEHUIO LIEJIOCTHBIN 1 3aKOHYEH-
Hbl 061K, JlTakOHMYHas 3Kcnpeccus, 06obLeHns
A1 TOro, UTOBbI 3amneyaT/ieTb TPEX PEBOJIIOLIMOHEPOB
n3 knTamnckon ncropum — Lo LUaunHb, Croit Cunm-
HA 1 Tao Y>XaHbUXKaHA, — OTpaxkaeT He TONbKO 3Ha-
HVEe aBTOPOM EBPOMENCKOrO UCKYCCTBA, HO U €ro UH-
Tepec K TPaaULIMOHHOMY KUTaiCKOMY CKY/IbMTYPHOMY
A3bIky. ObnagaTtens 6poH3oBON Megann 7-1 Bee-
KMUTaMCKOM XyA0>XEeCTBEHHOM BbICTaBkW, X0O bosH
B CBOEM Nnpou3BeseHUn «4xao VimaHb» B TOHKOW,
0606LEeHHON MaHepe co3aaeT Kak byaTo 6e33aboT-
HbIW, MATKUIA 06pa3 MONOAON AEeBYLLUKM, CTOALLEN
C pyKaMu, CIOXKEHHbIMY 3a CrnHON. DOpMbI NPOCTHIE,
JNLWEHHble NWHKX AeTanen, 0OCOBeHHO BblaenseTcs
pelunTebHOe JIMLO NepcoHaXka U NUCTONET Ha nos-
ce. be3amMATeXXHbIN, MPEeNCNONHEHHbIN HageX bl 06-
pa3 coyeTaeT B cebe CMOKOWCTBME C XECTOKOCTbIO
1 HEYMOJIMMOCTBHO BOEHHOTO BpeMeHu. 3Ta pabo-
Ta NOKa3blBaeT BHYTPEHHME AYXOBHble MOUCKN aB-
TOpa, KOTOPblE HAXOAAT BblpaXXeHWe B NaKOHUUYHOM
MAacTMUYECKOM aBTOPCKOM f3bIKE Xy0XEeCTBEHHO-
ro BblpaxeHus. KOHTpacT Mexay obLelt MArKOCTbHo
obpasza v NUCTONETOM Ha MOsiCe YCUAMBAET Bblpa-
3UTENbHOCTb NPOU3BEAEHNS.

3) CE-U

B npouecce fokanmsaumnm xygoxXecTBEHHOTO
A3blKa MHOTME KMTaNCKMe CKyAbMTOPbl CTaau Mbi-
TaTbCA BKAOUYUTL B CBOW TBOPEHUS XXMBOMUCHbIE
XapaKTepUCTUKM TPAANLLMOHHOW KUTANCKOM XU-
BOMUCK N Kanaurpapum, popmmnpysa ocobbii 06-
JINK CBOUX Npoun3BeaeHunii. MpeacrtaBaeHHas Ha 6-i

l1.12. He Zhongling. The Spirit of White Mountain.
Stone carving. 1984
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II1.14. Jiao Xingtao. Youth in Raging Fire. Wood. 2019.

BcekwmTalckol Xy0XKeCTBEHHOM BbICTaBKe CKyAbMTypa
BaH Li3saHby «[MbsHbIi JIn bali» npeactaBaset cobon
MOMbITKY MCMOAb30BaTh A3blK INHUN Kaaamrpadum
N XXMBOMWUCK B CKyNbNType. PoseH ogHaxabl OT-
METWJI, UTO NMPUPOLE NPEKPACHO eANHCTBEHHO TO,
UTO MMEET XapakTep, AaXe eC/v OHO KaXeTCcs YPOA-
nmBbIM?. B 3TOM npowusseseHnn BaH Li3sHby BnoaHe
cnepyet atomy npuHumny. Ckyabntypa CuH FOH-
yyaHs «eHepan AH XyusH», c 6-o BcekmTanckon
BbICTAaBKW — 3TO «0bpa3», BOSHUKLUNIA B MOMEHT
0bOLEeHMA CO3HaHNA U Becco3HaTeNbHOro aBTo-
pa, POXAAIOLLMNCA U3 «OTKPbIBAKOLLLErOCA Xaoca».
OH HamMepeHHO HeobBbekTUBEH, 0606LLLeH, UTOOBI
noA4YepKHyTb XapakTep nepcoHaxa n caenatb Gopmy
6onee BbipasnTenbHoe. Kak TOYHO onuvcan 3Ty pa-
60Ty XyaoxHuK E LiaHbton: «YenoBek — 3acTbiBlas
naes, obpetwas popmy. CoBepLueHHOe eaNHCTBO
naeanbHOro 1 peanbHoro»3. Kpome yxe ynomMmsHy-
TbiX paboT, CTOUT TakXe CcKasaTb 1 O cepebpsiHOM
npu3sepe 10-o# Bcekntalickol BbICTaBKM — CKyJlb-
nType Y3Hb FOHbraHa «Kutanckmii Jlao-u3bi». N3ru-
6bl 6poBel, r1as, pTa U Hoca NepcoHaXxa 04YeBUAHO

2. PopgeH O. PogeH 06 uckycctee. — lMekuH: n3a-8o X3HbMUHb
My, 1978. — C.1. (B FHZARL) M]. dbni: NRFEAR IR
AL, 1978%F, 1T,

3. E UgaHbtol. Ypoku 6-oi Bcekutaickom Xyf0>KeCTBEHHOM Bbl-
cTaBku. // Maiwy («MckycctBo»). — 1985. — N22. MikF (
AN EEREROR) [J]. €A, 19854, 2.
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MOBTOPAOT IMHUMN KMTANCKON KOHTYPHOW XMBOMM-
CW XK3HbY (KaHpP «IHOAW 1 BELWM»), Npu 3ToM Bbopoaa
N ogexza nsobpaxkeHbl abcTpakTHO, YyNPOLLEHHO,
C MHOXECTBOM MJIaBHbIX, BbINYKJbIX JUHWNW, Nepe-
TeKalLWMX OfHa B APYryHo, N HaroMMUHarLWMX 06-
Jlaka nuav Bogy. 3TO UANKOCTPaLMs KIHOUEBOW ANs
KUTaNCKOW TPaAULMOHHOM MbBICAW UAEN O eAMNHCTBE
Heba n yenoseka u, Takum obpasom, ele oanH
yCneLHbIn npuMep OO6HOBNEHMA A3bika COBPEMEH-
HOWM KNTaCKOM CKyNbNTYpbl Yepes NepeocMbICieHme
TPaaULMOHHON XMBonmcK. K 3Tol Xe KaTeropum Te-
MaTWUUECKOW CKYAbMNTYpbl OTHOCATCA U «CeMb MyJ-
peuoB 13 bambykoBol poLm» LsH AHbra 1 «Boli-
Ha 1894 roga» (Takxe «L3qa y. LI3a y») [lyaHb Xya-
CyHa, packpbiBatoLie Npy NOMOLLM NPUEMOB ce-u
ncTopuyeckme CHoXeTsl.

3. METOAONOTNYECKOE WNCCNEAOBAHUE
TEMATUYECKOW CKYIbMTYPbI BCEKUTAMCKOW
XYLOXECTBEHHOW BbICTABKM

1) TOKANTBHOCTb

Moa NokanbHOCTBHO Mbl MOApPa3yMeBaeM aHann3
1 pa3bop Takmx GakTOpOB Kak BpeMs, MeCTo, MPoCT-
PaHCTBO U TeMa, Yepes3 KoTopble LieneHanpaBaeH-
HO BbIpaXkaeTcs HaLUMOHaNbHasa KyabTypa, MECTHble
0ob6blyaun 1 nctopryeckune cobbitus. BaxxHoe Hanpas-
NleHVe TeMaTNYeCcKon CKyAbNTypbl Bcekntanckom
Xy[0XKECTBEHHOW BbICTAaBKM — 3aneyat/ieHne KpyrHbIX
417 06LLeCTBEHHOTO Pa3BUTNA COOBbITUNA. XyA0XKHM-
KW NPUAEPXXMBAKOTCS NPUHLMMNA HAPOAHO-OPUEHTH-
POBaHHOIO Xy 0XECTBEHHOrO TBOPYECTBa, BHUKAKOT
B XMW3Hb Ntofen, GOKYyCUPYHOTCA Ha pa3BUTUU
Y U3MEHEHMAX HOBOM 3MOXM, UCMOJIb3YHOT UCKYCCTBO
[J/151 BbIPAXKEHMSA MbIC/IEW U HageXA Hapoaa. AKLEeH-
TUPYA BHYMaHWE Ha OCHOBHbIX ABAEHNAX XXU3HU
COBPEMEHHOTO 06LEeCTBa, CKYNbNTOPbI NOKa3bIBatOT
CBOMO COLMaNbHYHO OTBETCTBEHHOCTb U FTyMaHM3M.
A XyZOXHWKM B TEMaTUYECKOM CKY/IbMTYPHOM TBOp-
yecTBe Npu BbIBOpE TEMblI OPUEHTUPYHOTCS Ha OC-
HOBHblE TekyLe cOBbITUA N NOCTOSHHbIE ABJEHUS
0obLecTBa, UTO eLle pa3 roBOPUT O 3HAYEHUN TeMa-
TUYECKON CKyNbMATYpbl AN GOPMUPOBaAHUS U NPO-
LBETaHUSA KYNbTypbl COBPEMeEHHOCTU. Hanpumep,
Ha 9- BbictaBke pabota TaH FOHxy3a n Fao MaHa
«CHexHas 31uma 1935 roga» (mocn. ¢ kuT. «CHexxHasn
3uma 09.12») 3anevaTneBaeT CTyAeHYECKYH aHTuU-
ANOHCKYI AemMoHcTpauuto 9 aekabpsa 1935 roaa.
KocTtoMbl nepcoHaxei noguyepkuBatoT TeMy Npous-
BeAeHusA. PaboTa, nokasaHHas Ha 10-on BcekuTaii-
CKOW XyJ,0>KECTBEHHOW BbICTaBKe W NpUHaAnexallas

JIn TyHTyHY «KpnTnyeckoe coctosiHme — ceMb My[-
peuoB 13 6aMbyKOBOWN poLLMn», NpeacTaBaAseT
coboW CLeHy, Ha KOTOPYHO BblLAW GUrypbl U3 gane-
KOro NpoLAoro — 3TO AManor MeXay Uctopuen
N COBPEMEHHOCTbIO.

2) MATEPUANBI N NAEWN

Ob6cyxaas Bblpa3nTeNbHble BO3MOXHOCTHU
1 CpeACTBa BblPa3nTeNbHOCTU NPOU3BEAEHNA, HaCTO
npuxoAnTcs obpallaTb BHMUMaHUE Ha MaTepuansbl,
ncnonb3oBaHHble B paboTe. B pabote X3 YxyHanHa
«[lyx benow ropbl» ¢ 6-01 BbicTaBku aBTOp Bblpe3an
rO/IOBY repost aHTUAMNOHCKOW BOWHbI fIH Li3nHbtos
Ha KamHe ¢ ropbl YaHbalwaHb. MaTepwan sasasietcs
K/OUEBbIM CPEACTBOM PACKPbITUA TEMbI NMPOU3BE-
AeHus. LiBeT, TekcTypa KaMHs YMeNo 1cnosb3yoTcs
aBTOPOM Ans yraybneHmsa n oboralyeHns cogepxa-
HWA npounssegeHuna. icnonb3osaHHasa X3 YXyHANHOM
TEXHWKA pe3bbbl A4OCTaTOUHO 6aM3Ka K TpaguLum-
OHHbIM MeTOoZaM pe3bbbl No HedpUTY, HO AULLEHA
LEeKOPaTMBHOCTM U 06MAns AeTasnen, aBTop NpocTo
Bblpe3as N1L0 repos, noguyepkunsas ero ceoboso-
nobue 1 pelwmnTenbHOCTb. Tak Noay4mnnocb obpas-
HOe, Bbipa3nTeNbHOE NPOU3BEAEHME, U TAXKENbIN
KaMeHb CTan «AyXOM ropbl», NpUAaB CKy/AbnType
BO3BbILWEHHbIN Nadoc. DTO NPUMep MacTepcTBa
B BbIPaXXeHWM 3aMbIC/la, KOTOPOro He XBaTaeT COo-
BPeMEHHOW KuUTalckom ckyabnTtype. Elle ogHa pa-
60Ta, nccnegyrowan «A3blK KAMHA» U Jaxke A0BO-
AALlan CTpemeHre NCCNeoBaTh Bblpa3nTebHOCTb
TEKCTYPbl KaMHs A0 npesena, bbina npeactaBaeHa
Ha 8-ol1 BcekunTarickol BbiCTaBKe. DTO CKYAbMTY-
pa Wwn LlyHa n3 cteknonnactnka nog KaMeHb —
«[lyx Bennkow KUTancKom CTeHbl», rae AMLo nep-
CoHaxa 6bIN0 NCKaXXeHO B COOTBETCTBUM C dop-
MO KaMHS.

Boigaroweecs npounsseseHune 12-in Bcekutai-
CKOW XyZ,05KeCTBEHHOW BbICTAaBKM, «YepHbIN J0Xab»
LU3nH FOMMKUHA — 3TO MHOrodurypHas KoMno3suuums,
Bblpaxkatollas Gpu3myeckoe 1 AyLeBHOe COCTOS-
Hue WwaxTepoB. MNagatowmnii ¢ Heba Aoxab becLBe-
TEH, HO Karn/u Ha LwaxTepax CTaHOBATCA «4epPHbIM
foxzaem». Takum obpa3om aBTop XOTen nNpusaeYb
BHMMaHWe NrJel K yA3BMMbIM FpyrnamM HaceseHus,
AN8 KOTOPbIX KaueCcTBO XM3HUW, BONpockl be3onac-
HOCTU W HeCnpaBea/IMBOCTb, C KOTOPOI OHU MOTYT
CTOJIKHYTbCS, OCTAOTCA HEPa3pPeLLVMbIMU COLMab-
HbIMW Npobnemamu. [lepeBaHHas ckyabnTypa Li3so
CuHTao «MonoAoCTb B ByLUYHOLLEM OFHE», MOYUMB-
Lwas 30107yt Meganb 13- BbicTaBky, n3obpaxaet
COCTOAIHME MOXAPHBbIX, KOTOPbIM NPUXOAUTCA be-

HL73. Jing Yumin. Black Rain. Bronze. 2014

XaTb HaBCTpeuy OrHto. [lepeBo — matepuan nerko-
BOCMJIAMEHSOLLMIACA, MO3TOMY CAENaHHbIV U3 OrHs
Mo>kKapHbIA, CKOpee BCEro, CropuT, crnacas Araen.
Mpwv aHanW3e 3TOM CKyAbMNTYPbLI MaTepPUan 4acTo ur-
HOPMPYETCA KPUTMKaMK, @ MeXAY TeM OH ABASETCS,
No>anym, MOLHENLMM U BaXKHENLLNM CPEACTBOM
BblpaXeHWs 3aMbIC/1a aBTopa.

3AK/TKOYEHUE

B TemaTtnueckoii ckynbntype BceknTanckow xyao-
>KECTBEHHOW BbICTaBKM OBHapyXXMBatoTCs 6e3rpaHuy-
Hble BO3MOXHOCTUN XY0XECTBEHHOTO BbIPaXXeHs.
YT06bI CO3aTh YCMeLHOe Npon3BeaeHWe, CKYAbNTOP
[AOJKEH pacliMpunTb CBOW KPYro3op, HalnTu noaxo-
AALLYIO TOUKY COMPUKOCHOBEHWSA MEXZAY BOCTOY-
HOWM 1 3aMafgHoOW Ky/abTypamu, Mexay Tpaauunen
I COBPEMEHHOCTbIO 1 CO34aThb Takoe NpounsBeAeHune
TEMaTMYECKOW CKy/NbNTYypbl, KOTOpOe bObl Bblipaa-
N0 KOHKPETHYHO TEMY U AyX CBOEro BpeMeHu. B Le-
JIoM, co3jaeTcs BrieyaT/eHne, YTO HaLMOHaNbHBbIY
JYX UrpaeT BaXKHYHO POJb B TEMATUYECKOW CKYJbM-
Type BcekmTalickol BbICTaBKM Nepunoga nocsie Ha-
Yana nposeAeHNs NOANTUKM PePpOPM U OTKPLITOC-
TW. ITO MOXET ObITb KakK NPU3bIB K HaLMOHaIbHOM
CNAOYEHHOCTW, MPOCiaBieHe repoes, AN Xe
co3/jaHne HaloHanbHoro obpasa. Pa3sutre Tema-
TUYECKOW CKYNbNTYpbl BceknTanckon xyaoxecTBeH-
HOM BbICTaBKM B 3TOT MepUOZ NOBTOPAET TpaeKTopumn
pa3BUTUA KMTaWCKOro obLiecTBa W NpeAcTaBs-
eT 3Tanbl ero nctopumn. OueHb BaxKHO rayboko
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U3yunTb HheHOMeH TeMaTUUEeCKON CKy/bMTypbl Ha Bee-
KUTaNCKOW XyAOXECTBEHHOM BbICTaBKE BO BCEM €r0
pa3Hoo6pasmnu, NOHATL OCHOBHbIE MPUHLMMbI TBOP-
yecTBa, AOMOJHUB aKajeMUUeckyro 1nTepaTtypy

Mo Teme, UTo MMeeT 6oJbLIOe 3HaUeHWe ANa Jab-
HenLwero pasBUTUS TEMATUUYECKOW CKYAbMTYypbl
B Kutae.
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“THE MYTH OF VENICE" IN THE DRAWINGS
OF JACOPO BELLINI — OTHER FACETS OF IMAGERY

Summary: The article focuses on the drawings of Jaco-
po Bellini (c.1400-1470/1471) from two famous Albums
kept in the Louvre (c.1430-1450) and the British Muse-
um (c.1455-1470), the themes of which are related to the
mythologemes of the Venetian Republic. This publication
is a continuation of the article: "Jacopo Bellini: the Matter
of Visualising the '‘Myth of Venice™ (previously published
in the journal Burganov House. The Space of Culture).
In view of the rich thematic “repertoire” of the albums,
the main goal of the study is to discover the connection
between Bellini's drawings on different plots or motifs with
the historical and ideological basis of the “myth of Venice".

In addition to religious subjects included in the com-
plex architectural compositions of J. Bellini's “ideal city”,
the facets of “myth” are reflected in his female images,
in portraits of Venetian warriors and knights, in battle
scenes, and also in drawings of lions. This graphic mate-
rial from the albums of the founder of the Venetian Renai-
ssance will be the subject of our study.

Through the prism of the task at hand and also in con-
nection with the obvious variety of overlapping themes
in the two amazing volumes, the drawings in them do
not exhaust themselves, just like the culture of Venice.
The entire world around us seems to be included in the
graphic "cabinet of curiosities”. And it is also why the al-
bums are of great importance for fine art.

In the samples we are considering, the artist contin-
ued to "discover the world and man”, looking for picto-
rial boundaries of the objective world. He was interested
not only in modelling the spatial environment but al-
so in the anatomical nature of man, his interaction with
nature and space, portraits and multi-figure compositi-
ons in urban settings and rural areas. Albums became
not just visual evidence of the flow of life through the mas-
ter’s observations and his artistic preferences, but also
a kind of treatise on applied human anatomy, animal art,
not to mention linear perspective. The “personal char-
acter” of the drawings created for oneself (fatti per se)
is again felt. Graphics appears as an independent form
in the fine arts of Venice. And finally, “myth” takes on a new

existence in Venetian art, providing its successors with
an ideal narrative channel for the motifs and holistic ima-
ges developed by Jacopo Bellini.

However, how are drawings of female images or war-
riors and knights connected with the matter of “myth"?
Nevertheless, consistently studying the material from
the point of view of historiography, the main postulates
of the republic, which turned into its main mythologemes,
as well as examining Bellini’s sheets using the method
of formal-stylistic and comparative analysis, we discover
a subtle and sometimes obvious reference to the "myth
of Venice”, ambitions and the political climate of the city

-state. Thus, already at the turn of the 16'th century, fe-
minas drawn or painted on canvas acquired the status
of the most important element in the art of Venice. Actu-
ally, Venice identified itself with a female image. Its per-
sonification became a powerful propaganda tool in the art
of the Cinquecento. In this sense, the steps taken by Bell-
ini (in the middle of the Quattrocento) to study female
nature are especially valuable. It is no coincidence that
the artist was interested in military themes and images
of courageous Venetians, morally and physically prepared
not only for knightly tournaments but also for real victories
at sea and land. The brilliant development of the mi-
litary motif in the form of sketches and integral com-
positions is a reflection of a socially significant phe-
nomenon for Venice, which we consistently prove
in the article.

And in conclusion, we examine sheets with figures
of lions, grouping them according to iconography. A lion,
as a symbol of St. Mark the Evangelist, directly associated
with Venice, became almost the main emblem of the re-
public. In this regard, Jacopo Bellini's appeal to this tra-
ditional motif, as close as possible to the Venetian self-
consciousness, also seems to be the Venetian master's
significant contribution both to the further formation
of the "myth” of Venice and to the formation of the Vene-
tian Renaissance in art.

Key words: Jacopo Bellini, Venice Republic, Renais-
sance, album, tome, graphics, drawing, myth, mythologem.
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