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THE CITYSCAPE GENRE IN OIL PAINTING
DURING THE REPUBLIC OF CHINA (1912-1949)

Summary: The formation of the cityscape genre in
oil painting, which fell on the short period of the Re-
public of China (1912-1949), is closely connected with
the country’s transition to the Western modernisation
model of development after its defeat in the Opium
Wars. It was the time when China began to open up to
the outside world and when modern, industrial cities
started to appear there. As a rule, the artists who cre-

The country’s shift to the Western modernisa-
tion model of development following China’s defeat
in the Opium Wars in 1840-1842 and 1856-1860
marked the beginning of the gradual transforma-
tion of old Chinese towns focused on agriculture
and handicraft industry into modern industrial-
ised cities.

The Self-Strengthening movement proclaimed
by the Qing government in the 1840-1890s laid the
foundation for the construction of a railway network,
modern military and civilian factories and plants
on the south-eastern coast of China, changed the
practice of urban planning [He Yimin, 2012]. More-
over, it contributed to the spread of secular edu-
cation, and led to fundamental changes in culture,
lifestyle, and behaviour.

In the early 1870s, the Qing government allowed
Chinese students to study abroad. "The total num-
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ated works in this genre were trained in the West and
were influenced by Western, realistic, and modernist
trends in modern painting. The tradition of the Russian
school of painting, which appeared in northwest Chi-
na in the first quarter of the 20th century, was another
source of borrowing.

Keywords: China, cityscape genre, oil painting, real-
ism, modernism.

ber of Chinese students who left due to this between
1846 and 1949 was about 150,000. The majority of
them came from the aristocratic classes, and were
supposed to bring advanced knowledge from abroad
and serve the goals of modernising the country”
[Anokhina, 2012, pp. 16-17].

The brief period of the Republic of China from
1912 to 1949, which became a historical turning
point that signalled the convergence of the old
and the new worlds in China, crowned this stage
of development. The return home of young art-
ists educated abroad coincided with the New Cul-
ture Movement that unfolded in the mid-1910s.
These artists, who had experienced the influence
of modern Western trends in art, were inspired
by the radical changes taking place in the coun-
try, which were reflected in their creative style.
By the end of the 1920s, conditions were suitable

Il 1. Xu Beihong. 1942. Courtyard

for theorising innovative trends in modern Chi-
nese art. The controversy that erupted during the
First National Art Exhibition in 1929 involved Xu
Beihong (#4338, 1895-1953) and Li Yishi (2= +,
1886-1942), who studied Western realist paint-
ing, and Xu Zhimo (&5, 1897-1931), who ad-
vocated neo-expressionist art. The debate was
about whether the new Chinese painting should
follow the realist direction or the avant-garde,
modernist tendencies.

During this period, Chinese cityscape re-
mained within the genre framework of landscape,
without distinguishing itself as an independent
variety that required a good knowledge and un-
derstanding of architecture. Paintings with city
views were marked by two main stylistic trends.
One gravitated toward realism, striving to objec-
tively depict urban development and changing
urban landscape framed by multi-figure gen-
re scenes or staffage. Such are the works of Xu

L 2. Liu Haisu. 1936. View of Christ Church, Street in Qingdao
29.5x37cm

Beihong, a famous Chinese artist, an outstand-
ing mentor, one of the most influential figures
in Chinese art of the 20th century. In his artistic
style of those years, features of French academ-
icism can be found [Zhang Chengyong, 2022].
Thus, one of the master’'s most famous paint-
ings, Courtyard (1942), demonstrates the artist’s
obvious commitment to realism.

The other trend was expressed in the desire to
use the arsenal of expressive means of impression-
ism and modernism.

Thus, in 1923, Liu Haisu combined the expressive
nature of Western modernism and the free style of
traditional Chinese painting in his oil painting Bei-
Jjing Zhengyangmen. His landscapes, with their obvi-
ous interest in chiaroscuro and tonal colouring, are
nevertheless made with traditional Chinese painting
tools and materials, namely brush and ink.

Pan Yuliang (& E R, 1895-1977), who also stud-
ied abroad, in France and ltaly, is another out-
standing artist who paid tribute to the cityscape.
Her painting Fuzi Temple, created in 1937, depicts
a sunny winter day when the square in front of
the Fuzi Miao Temple is filled with performers
dancing with dragon and lion figures, surround-
ed by a colourful crowd shopping and having fun,
creating a joyful atmosphere of urban life. The
painting is saturated with bright colours, convey-
ing the atmosphere of traditional national holi-
days. Nevertheless, the planeness of the work, the
use of large local spots of colour create a sense
of spatial depth. Dynamic expressive silhouettes
are emphasised by bold lines that frame the fig-
ures, evoking the painting techniques of Europe-
an post-impressionism.

L 3. Liv Haisu. 1923.Beijing, Jiangmen Gate
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Il 4. Kichigin. 1932. Beijing. Corner Tower of the Marble Island
of Spring Shadows. oil on canvas, 67x50.5 cm

Some of the early creators of Chinese cityscapes,
for example, Chen Baoyi (B&f1, 1893-1945), also
considered themselves modernists: their taste for
decorativeness is reflected in their way of using col-
ours, lines, and forms. The program of the “mod-
ernists” was to find a modern form, combining the
real and the imaginary in an effort to convey the
spirit of the era.

*

Il 5. Kichigin. 1932. At the ferry on the Zhemchuzhnaya River.
30.8x28.8 cm. Paper, watercolor, gouache
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The dialogue between Chinese and Russian cul-
tures, which became relevant in the first quarter
of the 20th century in connection with a number
of economic and political events, is another fruit-
ful source of inspiration for artists. Firstly, we note
the large-scale construction of the Chinese Eastern
Railway (CER) by Russia in Manchuria, launched in
accordance with the 1896 treaty. In addition, sub-
sequent revolutionary events filled China with nu-
merous Russian refugees, including representatives
of the artistic intelligentsia. It was they who opened
the first European-style art studios and schools in
Harbin, which also accepted Chinese students [Chen
Wenhua, 2006]. Mikhail Kichigin (1883-1968), a grad-
uate of the Imperial Stroganov Central School of
Art and Industry in Moscow (1908) and the Mos-
cow School of Painting, Sculpture, and Architecture,
was one of the most notable figures in the cultural
life of Harbin. Kichigin lived in China for almost 30
years, leaving behind numerous students and fol-
lowers [Zubets, 2022].

In 1932, he created a series of studies in Can-
ton depicting the picturesque, densely populated
area of Guangzhou Province, cut by canals. The in-
teraction of sunlight and the water surface creates
a special state of wet radiance, shimmering waves,
and numerous highlights scattered in the air, con-
veyed by the artist in oil and gouache. The pearl
tones of the painting are composed of a pink-
blue-golden range with violet accents, confirm-
ing the name of the local river — Zhujiang (Pearl).
The objects of Kichigin's images are often rather
complex architectural ensembles, such as, for ex-
ample, the Summer Palace in Beijing. In this case,
he used a solemn pyramidal composition. Depict-
ing a fragment of the Forbidden City in Beijing,
an elegant pavilion in the middle of a lake, the
artist emphasises the beauty and harmony of the
object in the surrounding space, created by Chi-
nese masters of landscape architecture [Lebede-
va, 2009, p. 66].

The artist's student and wife, Vera Kuznetsova-
Kichigina (1908-2005), belongs to the next genera-
tion of artists. She was born in Harbin, into a family
of Russian settlers; however, she lived in a Chinese
cultural environment from childhood. It was natu-
ral for her to turn to the Chinese painting tradition:
to use motifs, style, and colour of the local culture.
At the same time, she was interested not only in
exquisite elite art, but also in folk art, attractive
for its accessibility, brightness, and decorativeness
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Il 6. Kuznetsova-Kichigina. 1930. The Big Drum Tower. Beijing.

51.3x38 cm

[Lebedeva, 2004]. Both Mikhail Kichigin and Vera
Kuznetsova-Kichigina were interested in depicting
architectural forms; however, Kichigin painted main-

ly in oils, while Kuznetsova-Kichigina worked pri-
marily with watercolours.

Han Jingsheng (E&4, 1912-1998), like Vera
Kuznetsova, was an artist of the new generation.
He studied oil painting at a fine arts school run by
Russian émigrés; then, he studied portrait oil paint-
ing at the Shanghai College of Fine Arts, founded by
Liu Haisu. Many of his works from this period are oil
paintings of Harbin cityscapes. His work Ruins of an
Airport Blown Up by the Japanese, created in 1947,
occupies a special place in the history of modern
Chinese art. The artist’'s work has become not only
a masterpiece of the genre we are studying, but also
a historical testimony to the cruelty of the Japanese
occupation. The painting depicts the ruined airport
walls in dull tones, the sky is kept in gray tones with
a small addition of blue and purple, which creates
an emotionally tense, heavy, and even tragic atmos-
phere. Here, contour lines and brushstrokes charac-
teristic of the painting style of post-impressionism
are also used, indicating that Han Jingsheng was the
heir and continuer of the traditions of the founding
fathers of new Chinese painting.

Thus, it was the period of the Republic of China
that became the time of not only mastering new
painting techniques brought from abroad but also
creating a special genre system within which the
cityscape established its foundation.
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>KAHP TOPO/CKOTIO MEMN3AXA
B MACJIAHOW XMBOMUCK
MEPMOAA KUTAUCKOW PECMYBNKW (1912-1949)

AHHomayusa: CTaHOBJIeHME XaHpa ropoackoro
nerizaxa B MacAfHOW XMBOMUCK, NPUXOAALLEECS Ha
KpaTkuin nepuog Kutanckon pecnybaunkm (1912-1949),
TECHO CBA3aHO C MepexoAoM CTpaHbl Nocae eé nopa-
XeHus B ONMyMHbIX BOMHaxX K 3anaZHOW MoZepHM3a-
LMOHHOM MOoZenn passBuTtus, korga Kuta nocteneHHo
CTan OTKPbIBATLCA MVUPY U B HEM MOCTEMNEHHO Havyanu
pa3BMBaTbCA COBPEMEHHbIE, OCHOBAHHbIe Ha MPOMbILU-
NleHHOCTM ropoga. XyaoXKHWUKMW, co3gaBaBline pabo-

MNocTeneHHasa TpaHCPOPMaLMA JPEBHUX, OPUEH-
TUPOBaHHBIX Ha CeIbCKOEe XO3ANCTBO U KyCTapHoe
NPOW3BOACTBO KMTANCKUX FOPOAOB B COBPEMEH-
Hble MPOMbILLIEHHO pa3BuUTble ropoda Havanacb
C NepexosoM CTpaHbl K 3anajHon MoAepHU3aLm-
OHHOI MOAeNu pa3BuTWA Nocne nopaxeHuns Kutas
B OnnyMHbIx BonHax B 1840-1842 1 1856-1860 rr.

MpososrnaweHHoe B 1840-1890 rr. npasu-
TeAbCTBOM AguHactum UnH «[BunxeHne no yceo-
€HWI0 3aMOPCKUX Aen», 3a0XuBLUee QyHAAMeHT
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Tbl B 3TOM XaHpe, Kak NpaBunao, npowan obyyeHne
Ha 3anage W UCNbITaaAn BANAHME 3aNajHblX, peanu-
CTUYECKUX N MOAEPHUCTCKUX TEUEHNI COBPEMEHHOW
xueonucu. Ewé ogHUM NCTOYHNKOM 3aMMCTBOBaHUI
6blna TpaAnLLIMA PYCCKOW LWKObI XXMBOMUCK, KOTOpas
noasuaacb Ha ceBepo-3anage Kutas B nepBow veT-
BepTn XX B.

Knroyessie cnosa: Kumadi, xaHp 2opodckozo nelizaxa,
MAcC/IAIHAA XUBONUCH, peanusm, MOOepHU3M.

ANA CTPOUTENBCTBA Ha HOr0-BOCTOYHOM nobepexbe
Kutas ceTn xenesHbix JOPOr, COBPEMEHHbIX BOEH-
HbIX ¥ rpaXaaHcknx ¢abpuk 1 3aBOAOB, M3MEHWO
NPaKTUKy NJaHUPOBaHWA TOPOACKUX MPOCTPAHCTB
[X> MImuHb, 2012], cnocobcTtBOBaNo pacnpocTpaHe-
HWIO CBETCKOro obpa3oBaHmA 1 NPUBENO K Kapam-
Ha/sbHbIM NepeMeHaMm B KynbType, B 06pase XN3HU
N NOBEeAEeHUMN NogeNn.

B Hauane 1870-x rr. npaBUTENbCTBO AMHACTUMN
LnH pa3pewnno obyyeHne KNTanCcKnx CTyAeHTOB

3a py6exxoM. «ObLiee KOAMUECTBO KUTANCKUX CTY-
[EHTOB, BblexaBLUMX NOoA0OHbIM 0H6pa3om B Nepuog,
1846-1949 rr., coctaBnano nopsazaka 150 teicau. Oc-
HOBHas Macca U3 Hux Hblna BbIXoALLAMU U3 apu-
CTOKpaTUUeCKUX CNOEeB, KOTOPbIe AOIXKHbI H6bin
NpuBECTM U3-3a pybexxa nepesoBble 3HAHUA U CA1y-
XUTb LEefsaM MOAepHM3aumm CcTpaHbl» [AHOXMHA,
2012, c. 16-17].

BeHuan 3TOT 3Tan pa3BUTUA KOPOTKUIA NEprOZ Cy-
wectBoBaHus Kutaickon Pecnybankm 1912-1949 rr.,
CTaBLUMI NCTOPUYECKOIN BEXOW, OTMETMBLLIEN BCTPe-
4y cTaporo un Hosoro mupa B Kntae. Bosspatue-
HVe AOMOW NonyuMBLUMX 0Bpa3oBaHWeE 3arpaHunLen
MOIOAbIX XYAOXHUKOB COBMAa0 C pa3BepPHYBLLNM-
ca B cepeanHe 1910-x rr. «[IBu>xeHnem 3a HOBYHO
KyNbTYpYy». ITUX XyAOXHWUKOB, UCMNbITaBLUNX Ha cebe
B/IMSIHNE COBPEMEHHbIX 3anafHblX TEHAEHLMI B UC-
KyCCTBeE, BLOXHOB/AAMN NPOUCXOAMBLUMNE B CTPaHe
pajuKasbHble U3MEHEHUS, OTPaXKaBLUNECS B UX TBOP-
yeckon maHepe. K koHuy 1920-x rr. co3penu ycno-
BMA 418 TeopeTn3aLmMm HOBAaTOPCKUX TEHAEHL NN
B COBPEMEHHOM KMTaNCKOM UCKyccTBe. B nonemu-
Ke, pa3pasmBLUeics B xoAe MNepBoi HaLMoHa bHOM
XyZ,0XKeCTBEHHOW BbicTaBku B 1929 r., npuHAAM yua-
ctne Cron banxyH (fR 35518, 1895-1953) u Jln Nwm
(Z=% 1, 1886-1942), n3yuasLume 3anagHyto peanu-
CTUUECKYHO XXMBOMWCH, a Takxe Cro Uxumo (IREEE,
1897-1931), BbiCTynaBLUMI 3@ HEO3KCMPECCUOHMU-
CTCKOe UcKyccTBO. CNop LWes O TOM, Kakon nyTb
BblOepeT HOBas KUTaMcKas XWBOMWUCb — Hanpas-
NeHune peanv3Ma UAN aBaHrapaHble, MOAEPHUCT-
CKWe TeHAEeHL MW,

B 37OT mepuog knTanckas «ropoAckas XuBo-
NMUCb» OCTaBajacb B XXaHPOBbIX paMKax nensaxa,
He BblAeNNBLUNCL B CAMOCTOATENbHYIO Pa3HOBUA-
HOCTb, TPebOBaBLLYO XOpPOLLIero 3HaHWA 1 MOHMMa-
HWA apxuTekTypbl. KapTuHbl € BUAaMu roposa 6biau
OTMeYeHbl ABYMSA OCHOBHbIMW CTUNCTUYECKMMN
TeHaeHumaMK, OgHa TaroTena K peaansmy, crTpe-
MACb O6BEKTMBHO NepesaTb FOPOACKYH 3aCTPOMKY,
MEHSHOLLMIACA TOPOACKON NaHawadT B obpamaeHnm
MHOTOMUIYPHBIX XXaHPOBbIX CLEeH uan ctadpdaxa.
TakoBbl paboTbl Ctoit balixyHa — 3HaMeHWTOro Ku-
TalCKOro XyA0XHWKa, BblAatoWeEerocs HacTaBHUKa,
OAHOrO N3 CaMbIX BAVATENbHbIX AeATeNen KUTam-
ckoro mckycctea XX B. B ero xyaoxectseHHON Ma-
Hepe Tex JIeT MOXHO HaWTn yepTbl GpaHLy3CKOro
«akageMmmnama» [UxkaH YsHbtoH, 2022], Tak 4TO OAHO
13 CaMblX U3BECTHbIX MONOTEH MacTepa — KapTuUHa
«/1Bop» (1942) neMOHCTpUpyeT OUEBUAHYIO NpUBEpP-
>KEHHOCTb XYZAOXHMKa peannsmy.

[pyras TeHAeHUNs Bblipa3naachk B CTPEMAEHUN
MCNONb30BaTb apCeHan BblPa3nTEbHbIX CPEACTB
MMNPECCMOHN3MA U MOAEPHU3MA.

Tak, B 1923 r. Jlto Xaiicy B CBOUX KapTUHaX CO-
eVHWA 3KCNPEeCCMBHYIO MpMpoay 3anagHoro Mo-
AepHM3Ma 1 CBOBOAHBIN CTUAb TPAAULLMOHHOW
KUTaMCKOM XMBOMMCH, YTO AEMOHCTPUPYET ero Kap-
TUHa MacaoM «MeknH YX3aHbSAHM3Hb». Ero nensa-
XM C UX OYEBUAHBIM MHTEPECOM K CBETOTEHEBOWN
Nernke v TOHa/IbHOMY KOJIOPUTY, TEM HE MeHee U1C-
MOJb3YHT TPaAULMOHHbIE KNTANCKME UHCTPYMEHTI
1 MaTepunanbl XUBOMUCK, @ UMEHHO KUCTb U TyLUb.

Elwe osaHa BblAatoLLancsa XyA0XKHMLA, OTAaBLUIAs
JaHb ropoAckoMy neisaxy, — MaHb HOWnaH (BER,
1895-1977), Takxe obyyanacb 3a rpaHuuen, Bo
®paHumm n Ntanunn. Ee kaptnHa «Xpam ®y3n», cos-
AaHHas B 1937 r., NpeACTaBAAET COJIHEYHbIA 3UM-
HWI AeHb, Korga naolasb nepes xpamom dysrmsao
3anoJ/IHeHa apTUCTaMu, TaHLyLWUMK ¢ durypamm
[pPaKOHOB W NIbBOB B OKPY>KEHMMW NECTPOW TOAMbI,
AenaroLLein NoKYNKn 1 BeCcensLLencs, co3aatoLLen
PaZoCTHYHO aTMOChepy ropoackor xunsHu. Kaptu-
Ha HacbllLleHa APKMMU KpackaMu, nepesaroLmnmm
aTMocdepy TPaaNLMOHHbIX HaLMOHAIbHbIX NPa3s-
HWKOB. [10CKOCTHOCTbL PaboThbl, UCNOAb30BaHNE
60/1bLLMX NOKANbHbIX MATEH LiBETA, TEM HE MEHEE,
CO3Ja€T oLyLLeHe NPOCTPAHCTBEHHOMN FNyOUuHbI.
XupHble avHuK, obpamasiowme Gurypbl, Nog4vép-
KMBaKOT AMHAMUWYHbIE Bblpa3nTe/bHble CUYIThI, YTO
HamoOMMWHaeT NPUEMbI XXMBOMUCK EBPONENCKOro MNo-
CTUMMpPEeccMoHm3Ma.

HekoTopble 13 paHHUX co3aaTesiell KUTalcKo-
ro ropoACKON XMBONUCK, Hanpumep, YaHb baown
(B&#8, 1893-1945), Takke cumTanu cebs MoaepHU-
CTaMu: B Ux cnocobe ncnonb3oBaHUA LIBETOB, N-
HWUA 1 GOPM CKa3biBaeTCs BKYC K 4€KOPAaTUBHOCTU.
MporpammMa «MOAEepPHUCTOB» 3akK/to4anacb B TOM,
4TOObI HANTN COBPEMEHHYIO GOPMY, COeANHUB pe-
anbHoe 1 BoobpaXkaemoe B CTPEMAEHUM NepesaThb
AyX 3MOXM.

ApyrvmM NnnofoTBOPHBIM NCTOUYHMKOM BAOX-
HOBEHWA AN XYAOXHWKOB CTan AManor KNTam-
CKOW N PYyCCKOM KYNbTyp, aKTyanan3npoBaBLUINIACS
B NepBOM YeTBepTU XX B. B CBA3M C LLENBIM Psi-
LOM 3KOHOMUYECKUX U MOJANTUUYECKNX COBBLITUIA.
Mpexae Bcero, OTMETUM MacLITabHOe CTpoUTENb-
cTBO Poccmen Kutacko-BocTouHOM XenesHom
goporn (KBX/J) Ha Tepputopun MaHbuxypun,
pa3BepHyTOe cornacHo gorosopy 1896 roga.
Momumo TOro, nocieayroLine peBoNOLMOHHbIE
cobbITUA HanoAHUAM Kntain MHOroUMCAEHHbIMN
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PYCCKMMU BexeHLaMn, B YNCAe KOTOPbIX Oblau
NpeACTaBUTENN XYAOXKECTBEHHON UHTENNNTEH-
umn. MMeHHO OHM OTKpbIIN B XapbuHe nepsbie
XYf,0XXeCTBEHHbIE CTYAUMN U LIKObl €BPONencKo-
ro TMna, NPUHUMaBLUNE U KUTANCKNUX CTYAEHTOB
[YaHb BaHbxya, 2006]. O4HOM U3 caMblx 3aMEeTHbIX
buryp KyabTypHOU XUn3HW XapbuHa ctan Muxaumn
AnekcaHgpoBny KnuurmH (1883-1968), Bbinyck-
HUK ImnepaTtopckoro CTporaHoBCKOro LeHTpasb-
HOrO XyA,0>KeCTBEHHO-MPOMbILIJIEHHOTO YyUYnanLLa
B Mockse (1908) 1 MOCKOBCKOro yumania xu-
BOMWUCK, BasHMA 1 30a4ecTBa. KnumrnH npoxmn
B Kntae noutn 30 net, ocTaBUB MHOTOUYMCAEH-
HbIX YYEHMKOB U nociegoBaTtenein [3ybeu, 2022].

B 1932 roay B KaHTOHe UM 6blna co3saHa cepus
3THOZAOB, M306paXKaBLUMX XUBOMUCHYHO, N3PEe3aHHYH
KaHanamu, ryCToHacesIeHHYH MeCTHOCTb MPOBUH-
uum MyaHuxoy. BlaumogencTBme CoONHEUHbIX AyYel
1 BOZAHOW MOBEPXHOCTU CO34aET 0coboe COCTosIHME
B/IQXKHOTO CUAHWSA, MEPLIaHNA BOJH U MHOTOUMCIEHHbIX
611KOB, paccesiHHbIX B BO3AyXe, NepeAaHHbIX XyA0X-
HVKOM Mac/0M U IyaLubto. JXXeMuy>kHble TOHa XXMBOMW-
CV CKNaAbIBArOTCA U3 PO30BO-r0/ly60BaTO-3010TUCTOM
raMmmbl ¢ GMONETOBBIMM aKL,EHTaMW, NOATBEPXKAAS
Ha3BaHWe MeCTHOM pekn — Yxxyu3saH OKeMuy>kHas).
ObbekTamu n3obpaxeHns KnumrmHa yacto cTaHOBU-
JNCb JOBOJIBHO CNOXHbIE apXUTEKTYPHbIe aHCamb-
N, Takne, Hanpumep, Kak JleTHuii aBoped, B MekunHe.
B 3TOM cnyyae OH ncnonb3oBan TOPXKECTBEHHYHO M-
pamuaanbHyto KoMnosmumto. Mizobpaxas dparmeHTt
3anpeTtHoro ropoga B NeknHe, N3sLLHbIA NaBUAbOH
nocpeamn 03epa, XXMBOMUCeL, NOAUYEPKMBAET KPacoTy
Y rapMOHMIO 06bEKTa B OKPY>KatOLLLEM NPOCTPaHCTBE,
CO3/laHHYHO KMTaCKUMUW MacTepamu Cafi0BO-MapKoBOM
apxutekTypsbl [/lebegesa, 2009, c. 66].

YyeHnua v cynpyra mactepa — Bepa Emenba-
HoBHa KysHeLoBa-KnunrmHa (1908-2005), oTHocuTCS
K CneAytoLLeMy NOKONEHNIO XyA0XHUKOB. OHa po-
Annacb B XapbuHe, B ceMbe PYCCKMX MOCENEHLIEB,
HO C AleTCTBa XWNa B KNTANCKOMN KyNbTYPHOW cpege.
[nsa Heé BblNo ecTeCTBEHHO ObOpaLLaTLCA K KATAM-
CKOW XMBOMWUCHOM TPaaULIMK: NCMONb30BaTb MOTU-
Bbl, CTUJINCTUKY, KOJIOPUT MECTHOW Ky/bTypbl. Mpu
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3TOM €& MHTepecC BbI3bIBaNO He TO/IbKO M3bICKaH-
HOe 3/IMTapHOe, HO N HapPOZAHOE NCKYCCTBO, NpuBJE-
KaTesbHOE CBOEW 06LLefO0CTYNMHOCTbIO, APKOCTbIO,
ZAekopaTtuBHOCTbO [/lebegeBa, 2004]. I Muxaunn
KnuuruH, n Bepa KysHeuoBa-KnunrnHa yesneka-
INCb M306paKeHNeM apXmUTEKTYPHbIX GOpM, 04-
Hako eciv KnuurvH nucan, B OCHOBHOM, Maciom, To
Ky3HeuoBa-KnunrnHa pabotana npenmyLLecTBeH-
HO aKBapenblo.

XaHb LsnHwsH (B4, 1912-1998), kak v Bepa
Ky3HeuoBa, — XyA0XHUK HOBOTro nokoneHusa. OH
n3yyan MacasiHyH XMBOMUCH B WWKOAe n306pasm-
TeJIbHbIX UCKYCCTB, KOTOPOM PYKOBOAUAW PYCCKUE
3MUTPaHTbI, 3aTeEM M3y4daa NOPTPETHYIO Macas-
HYto >XXmMBonuch B LLlaHxalickom konneaxe n3o-
6pa3mTenbHbIX UCKYCCTB, OCHOBaHHOM Jlto Xalicy.
MHoruve 13 ero paboT paccmaTprBaemMoro nepu-
0/,a — 3TO KapTWHbI, HanMMCcaHHble MacioM, C U30-
HpaxkeHnem xapOMHCKUX TOPOACKUX nelizaxei. Ero
paboTa «PynHbl aaponopTa, B3OPBAHHOIO AMOH-
LamMu», co3gaHHasa B 1947 r., 3aHMMaeT ocoboe
MeCTO B UCTOPUUN COBPEMEHHOTO KUTAMCKOTO UC-
KyccTBa. IT0 HaTypHas paboTa XyA0XHMKa cTana
He TONbKO LejeBPOM M3y4YaeMOoro HaMu XaHpa,
HO N UCTOPUYECKUM CBUAETENBCTBOM XECTOKO-
CTW ANOHCKOM OKKyMnauuun. Ha kapTuHe B TYCKAbIX
TOHax n3obpaxkeHbl pa3pyLlleHHble CTEHbI a3po-
nopTa, HebO BbIAEPXKAHO B CEPbIX TOHAX C He-
6onbwmm fgobaBaeHNEM CUHETO U GUONETOBOTO,
4YTO CO3JaéT 3MOLMOHANbHO-HaNPAXKEHHYO, TA-
XENYH 1 Aaxke Tparnyeckyto atmochepy. 3aechb
TakXe NCMOoAb3YTCA XapakTepHble AN XWNBO-
NMUCHOW MaHepbl MOCTUMMNPECCUOHMU3MA KOHTYP-
Hble IMHUN N Ma3Ku, CBUAETENbCTBYIOLLME, UYTO
XaHb L3NHWAH 6bln HaCNeAHMKOM M NPOAOAXa-
TeNemM Tpaguuni oTLLOB-OCHOBAaTe e HOBOW KK-
TANCKOM XMUBOMUCHK.

Takum obpaszom, UMeHHO nepunog Knutanckom
pecnybankun ctan BpeMeHeM OCBOEHMUA He TONbKO
HOBbIX TEXHWK XXUBOMUCK, MPUBHECEHHbBIX 13 3a pY-
6exa, HO U NeprMoSOM CO3AaHMNA OCOBEHHOW XaH-
POBOW CUCTEMBI, BHYTPU KOTOPOW KPUCTaNAN3YETCA
rOpPOACKON nerisax.
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