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SOME FEATURES OF REALISTIC SCULPTURE
IN CHINA IN THE 20TH CENTURY

Summary: The development of Chinese realistic sculp-
ture has always been strongly influenced by political fac-
tors, and its creative methods and social functions have
manifested distinctively at different historical stages. This
article examines how political programs, class conscious-
ness, and social changes dominated the morphologi-
cal evolution of realistic sculpture at various stages of
its development in the 20th century — during the May
4 movement, according to the “Yan’an model” during

The end of the 19th century saw Chinese socie-
ty undergo radical changes. Realistic sculpture, as
an art form that reflects social reality and resonates
with the grassroots of society, and awakens civic
consciousness and serves the political demands of
both capitalism and communism, has always been
linked to the fate of China. At all stages of its de-
velopment, from the New Culture movement and
the May the 4th movement, through revolution-
ary literature and art from the Yan'an period to
the adoption of the Soviet model as a part of the
construction of a socialist system, Chinese realis-
tic sculpture was deeply influenced by political fac-

the war, and already within the framework of the Sovi-
et school after the founding of the PRC. Analyzing rep-
resentative works and theoretical models from different
stages, this article reveals the role of political move-
ments in determining the direction of artistic creation,
and considers the problems and significance of realis-
tic sculpture nowadays.

Keywords: modern China; political factors; realistic
sculpture; classes; Yan‘an model; Soviet model.

tors in terms of creative methods, choice of themes,
and forms of expression. The purpose of this article
is to analyze the three stages of the development
of realistic sculpture in modern China, to analyze
the political and historical factors that underlie this
development, and to provide a context for under-
standing the characteristics of contemporary Chi-
nese sculpture.

After the Opium Wars, China found itself in a
deep national crisis, and as the country was seek-
ing ways to transform its society and culture, the in-
tellectuals of the May the 4th Movement proposed
slogans like “"democracy” and “science” to guide the
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Ill 1. Collective creation by teachers of Lu Xun Academy of
Fine Arts «Harvest Celebration», october 1959, stone, China
Agricultural Exhibition Hall Square.
country’s development. Realistic art, inspired by the
European Industrial Revolution, became a power-
ful tool for challenging feudal thinking and inspir-
ing people. This art form allowed artists to portray
the truth of society through their work, helping to
mobilize people and promote change.

In the field of sculpture, a group of students
who were educated abroad became the main driv-
ing force behind promoting realistic creativity. Such
works as Zhang Chongren'’s «The Fisherwoman»

Il 2. Zhao Shutong, Wang Guangyi, students Li Shaorui,
Long Xuli, Liao Dehu, Zhang Shaoxi, Fan Degao, as well as non-
academic sculptors Li Qisheng, Zhang Fulun, Ren Yibo, Tang
Shunan and people’s artist Jiang Quangui «The House of the Tax
Collector», 1965, cast copper, the exhibition hall of a landowner's
Villa in Dai County, Sichuan Province.
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(1931), Li Jinfa's «Deng Zhongyuan» (1934), and
Liu Kaiqu's «Memorial to the Heroes of the War
of Resistance to Japanese Aggression at Wusong
and Shanghai» (1935), expressed national suffer-
ing. All of the sculptures in question were created
using Western realistic techniques, which stands
in stark contrast to the symbolic style of tradition-
al Chinese sculpture. Although the Chinese indus-
try at the time was imitating European techniques,
it was still underdeveloped, materials were expen-
sive, and there were not many skilled artists. As a
result, few sculptures from this period have sur-
vived, and they do not fully reflect the full range
of Chinese realistic sculpture of that time. Mean-
while, the emergence of these works marked the
beginning of experimentation with the fusion of
Chinese and Western sculptural techniques and
laid the technical groundwork for the widespread
adoption of realism in Chinese art.

The fall of the Manchu Qing dynasty and the
national crisis caused by foreign invasion led to
a call for the «salvation» of China by intellectuals
and cultural figures. Realistic sculpture, influenced
by the West, was seen as a bearer of «progressive,
scientific, and democratic» ideas. It was entrust-
ed with a political mission to educate people and
criticize feudalism and social decline.

In 1942, at a meeting on literature and art in
Yan'an, Mao Zedong delivered a speech in which
he stated very clearly that literature and art should
serve workers, peasants, and soldiers. He empha-
sized the importance of political criteria in art
over artistic ones, asserting that the creation of
art should be based on the needs of the revo-
lutionary struggle. This speech had a significant
impact on Chinese culture and led to the devel-
opment of a new style in sculpture, which focused
on creating “typical images” that represented the
interests of the proletariat. This approach elevated
the status of realism in Chinese art and became the
dominant trend in official Chinese art since then.

The Yan'an period, which lasted from 1937 to
1949, was a time of intense war in China, both with
external enemies and internal conflicts. Due to the
lack of suitable conditions for artistic creation, only
a small number of sculptures were produced dur-
ing this period, mostly in the form of woodcuts that
were easy to produce and distribute. However, the
Luxun Institute in Yan'an (the predecessor of the
Chinese Central Academy of Fine Arts and the Lux-
un Academy of Fine Arts) was already established at

that time, and a team of sculptors was assembled.
They mostly produced a series of badges with Mao
Zedong, as well as relief portraits of Marx, Engels
and Mao. The surviving mentions of the sculptural
works indicate the existence of a singular theme.
Liu Kaiqu's relief “Worker-Peasant Family” (1945),
and "Militia” (1947), "Mao Zedong" of the 1940s
and “Liu Hulan” (1951) by Wang Chaowen create
a great image of workers and revolutionaries in a
simple and realistic way, strengthening the politi-
cal and educational function of art.

Sculptors of the New Fourth Army, who fought
against Japan, working under artillery fire during
the battle. created two memorials for the soldiers
and officers who fell at Yanba and Huaibei. These
memorials are pillars with images of the soldiers
cast in bronze and iron. The images are power-
ful, expressive, the modeling is accurate, the au-
thor of the project was Lu Man. In 1965, a group
of teachers, including Zhao Shutong and Wu Min-
gwan, from the Sichuan Academy of Fine Arts, led
a group of students and folk artists in creating a
group sculpture called «The House of the Tax Col-
lector», in accordance with their ideals of «class edu-
cation». Despite being created in a later period, this
work is a logical continuation of the Yan'an mod-
el. The Yan'an model centered on the idea of mo-
bilizing the masses through dramatic narratives of
class struggle and a realistic approach. Therefore,
this sculpture is considered the most representa-
tive work on the theme of the revolutionary strug-
gle of the Chinese proletariat.

The CCP consolidates ideology through art and
literature. Realistic art and politics achieve a high
degree of unity, and sculpture becomes a means
of class struggle.

After the founding of the People’s Republic of
China, socialist realism became the official artistic
program. The main characteristics of realistic works
from this period were their reflection of the times
and their service to society. Public urban sculpture
was actively developed. The need for stronger so-
cial unity led to new demands for the quantity and
quality of talent in the field of realistic sculpture.
As part of the «Plan for the Assistance of Soviet
Specialists in China», the Soviet sculpting school,
based on courses in anatomy and clay sculpting,
began to be systematically introduced in China.
Sculptors, such as Nikolai Klindukhov, taught at the
Central Academy of Fine Arts, while Chinese stu-
dents studied at the llya Repin Academy and other

Il 3. Wang Chaowen «Mao Zedong», 1942, plaster, unknown
location.

prominent Soviet art universities with programs in
sculpture. These students, who went through the
«Soviet school» in one form or another, subsequent-
ly had a profound influence on realistic sculptural
creativity in China. The trend of the 1950s was col-
lective creativity. One of the most notable examples
is the «Monument to People’s Heroes» (1958), cre-
ated by Liu Kaiqu, Ceng Zhushao, Wang Bingzhao,
Fu Tianqgiu, Tian Tianyu, Wang Linyi, Xiao Chuan-
ju, and Zhang Songhe. It uses grandiose histori-
cal plots and strict Western realistic techniques to
create images of revolutionary heroes. The collab-
orative work of a team of authors from the Lu Xun
Academy of Fine Arts, «Harvest Celebration» (1959),
clearly has the hallmarks of Soviet realistic mon-
umental sculpture. Sculptors such as Qian Shaou
and Cao Chunsheng, who returned to China after
studying in the USSR, helped to further strength-
en the «Soviet school» of sculpture in China and
contributed to the convergence of themes in cre-
ativity and political propaganda.

The construction of socialism required art to
serve as a tool for shaping the image of the coun-
try. The Soviet school provided technical stand-
ards for artistic creativity and teaching, as well as
the export of ideology.

Despite the fact that realistic sculpture dominates
contemporary Chinese art, its repetitive themes and
forms have long been criticized by artists. Nowa-
days artists critique realistic sculpture, arguing that
excessive political influence leads to strict limita-
tions on artistic expression and hinders diversity.
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Nevertheless, realism remains the primary focus of
sculpture due to several reasons:

- deep connection between realism and the his-
torical narrative of national salvation and revolu-
tionary struggle;

- intuitive narrative approach allows to easily
convey core values. At the same time, the sculp-
tures conform to the popular aesthetic preferenc-
es of their time.

- Soviet-style teaching system dominates the
Chinese education system. It has changed the tradi-
tional approach to sculptural modelling and shaped
the thinking of Chinese sculptors, who have passed
on this approach from generation to generation.

The evolution of realistic sculpture in modern
China has, in fact, been a process of regulation of

this art form by political forces. Realism, which at
various stages was an instrument of enlightenment
during the May Fourth Movement and a political
tool within the «Yan'an Model» and a normative
system since the formation of the Soviet school
in the PRC, has always served the will of the state
and the demands of society. Under the influence
of globalization and multiculturalism, Chinese re-
alistic sculpture has inevitably transformed, but its
historical and political value still ensure its contin-
uation. In the future, a significant challenge for the
development of Chinese sculpture will be to use
the language of contemporary art while maintain-
ing the essence of realism.
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HEKOTOPbLIE OCOBEHHOCTW PEAJIMCTUYECKOW
CKYIbIMTYPbl B KMTAE B XX B.

AHHOomayus: Pa3BuTre KUTalCKOW peanncTuyeckomn
CKYy/NIbMTYpPbI BCErAa HaXOAUAOCh MO CUbHBIM BAVAHM-
eM noamntnyeckmx GpakTopoB, a ee TBOPYECKME METOAbI U
coumanbHble GYHKLMUM NPOABAAIN CBOM OCOBEHHOCTM Ha
pa3HbIX NCTOPUYECKMX 3Tanax. B gaHHOM cTaTbe paccma-
TPMBaETCA, Kak Kak MOAUTUYECKME NPorpamMMbl, KNacco-
BOE CO3HaHWe 1 couanbHble N3MEHeHW JOMUHUPOBaNn
B MOP®OIOrMyYeckon 3BONOLMM PeaNNCTUYECKOM CKYNb-
NTypbl Ha pa3HbiX 3Tanax ee pa3sButia B XX Beke - BO
Bpems ABUXeHUA 4 Mas, No "AHbaHbCKOW Mozenn” B BO-
eHHOe BpeMms, 1 yXKe B paMKax COBETCKOW KOkl nocae

KoHey, XIX B. cTan BpemMeHeM, KOraa Kutanckoe
00LLEeCTBO Nepexmnno pagnkanbHble UIMEHEHUS.
Kak BUA MCKYCCTBa, OTpaXkaroLLmMii COLManbHyro pe-
aNlbHOCTb, HaXOAALNM OTKAUK B HU3ax 0bLLecTBa,
NPoby>XAatoLLMA rpaXKAaHCKOe CO3HaHWe 1 CyKa-
WM NONUTUYECKUM TPeOOBaHWAM KanuTaam3mMa u
KOMMYHM3Ma, peanncrmyeckas ckynbnTypa Bceraa

ocHoBaHwua KHP. AHanusmpys penpeseHTatnBHble pabo-
Tbl ¥ TeOpeTUYeCKe MOAEeNN Pa3HbIX 3TanoB., 3Ta CTaTbs
pacKkpbIBaeT PoO/b NMOJUTUYECKMX ABUXKEHWNIA B onpese-
NeHUW HanpaBaeHUA XyA0XeCTBEHHOro TBOPYECTBa, a
Tak>Ke OCMbICASET NPobaeMbl 1 3HaYeHWe peanncTmye-
CKOW CKYNbMNTYpPbl B COBPEMEHHOCTH.

Knrouesele cnoga: peasucmuyeckas ckysenmypa,
knaccogocme, AIHbAHLCKAA MOOesib; cosemcKas Modesb,
e3aumodelicmeue op2aHu3ayuli geiclie2o obpa3osaHus
meop4eckoli HanpasaeHHOCMu ¢ NPogeccuoHabHbIM
coobuwecmsom.

6bl1a TECHO CBA3aHa C CyAbbOM KMTANCKON HaLmu.
Ha Bcex 3Tanax cBoero pa3BuTtus, oT ABMXKEHUI 3a
HOBYH KyabTypy 1 4 mast 1919 r., peBONOLIMOHHOM
NNTepaTypbl M UCKYCCTBA AHbaHbCKOrO Nepuoaa, u
[0 3aMMCTBOBaHUSA COBETCKOM MOAENU B paMKax
CTPOVTENbCTBA COLMAANCTUYECKON CUCTEMBI, TBOP-
yeckme MeTozbl, BbIOOp TeMaTKM N GOPMbI Bblpa-
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Il 4. Liu Kaiqu «Memorial to the Heroes of the War of

Resistance to Japanese Aggression at Wusong and Shanghai»,
1942, unknown material, Xihu Lake, Hangzhou. The original work
was destroyed during the Cultural Revolution. It was restored in
2003 by Shen Wenxiang, a student of Liu Kaiqu, and still stands on
the bank of Lake Xihu in Hangzhou.
XKEHMS KNTAaNCKOWN peanncTM4yeckon CKyabnTypbl
6b1n ry60oKo 06ycnoBeHbl NOANTUYECKUMU daK-
Topamu. Llenb gaHHOW cTaTby — pa3obpaTb TpU 3Ta-
Ma pa3BUTUA PeanncTUUeckon ckynbntypbl B Kutae
B HOBelLLee Bpems, NpoaHaan3nMpoBaTb NoaMTMYe-
CKYIO IOTUKY U UCTOPUYECKME MOTUBBI, JeXallne B
€e OCHOBe, U AaTb KOHTEKCT AN MOHWMaHNA 0Co-
H6eHHOCTEN COBPEMEHHOTO KUTAMCKOro CKYAbMTYpP-
HOro MCKyCCTBa.

Haxoasacb B COCTOAHMM ry6OKOro HaluMoHaabHO-
ro kpusuca B nepmog nocae OnmymHbIx BoWH, Kutai
ULweT NyTn K Npeobpa3oBaHuto cebs 1 cBoero ob-
LecTBa Yepes KynbTypy. Tak, UHTeNNEeKTyanbl ABWN-
KeHWA 3a 4 Mas BbIABUraroT NO3YHIM «AeMOKpPaTUA»
N «Hayka». PeanmcTnyeckoe NckyccTBo, MOPOXKAEH-
HOe eBPOMencKon NPOMbILLJIEHHON peBOatOLMER,
CTaNo BaXHbIM MHCTPYMEHTOM KpUTUKK deosab-
HOrO MbILUJEHUS U MOBMAN3ALMM NtOAEN, KaK UC-
KyCCTBO, KOTOpPOe Moka3blBaeT Npasgy obLiecTsa.

B obnactn ckynbnTypbl rpynna CTyAeHTOB, Noay-
uMBLUMX 0Bpa3oBaHue 3a pybexKoM, cTana rnaBHOWM
ABVKYLLEV CMION B NPOABUXEHUM PEATNCTUYHO-
ro TBopyecTBa. «Pbibauka» YxaH YyHxxaHsa (1931),
«[13H YxyHbroaHb» Jln LsnHbda (1934), «Memopu-
an naBWuM nog YcyHem 1 LLlaHxaeM reposim BOMHbI
COMpPOTUBEHNS ANOHCKOM arpeccum» Jlro Kanutos
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(1935) n apyrve paboTbl BbipaxkatoT HaLMOHaNbHble
CTpajaHua. Bce oHWM BbIMONHEHBI B 3anaAHblx pea-
JNINCTUYECKNX TEXHMKAX, UTO Pe3KO KOHTpacTupyet
C CUMBOJIMYECKUM CTUNEM TPAAULNOHHOM KUTal-
CKOW cKyNbNTypbl. HecMOTps Ha nogpaxaHue EBpo-
ne Ha JaHHOM 3Tane, KMTaickas MPOMbILIEHHOCTb
B 3TO BpeMs Oblna Mano pasBuTa, MaTepuasbl 6b1am
[0porue, a MOAroTOBJIEHHbIX AtoAen — Maso. [o3-
TOMY COXPaHMBLUMXCA MPOU3BEAEHWNIN CKYNbNTYpPbI,
OTHOCALLMXCS K 3TOMY NeproAY, Maio, U OHW He OT-
paxkatoT B MOJIHON Mepe BCH KapTUHY KUTANCKOM
peanncTu4eckor CKynbnTypbl TOro BpeMeHu. Mex-
4y TeM, nosABeHMe 3TUX PaboT NMONOXKMAO0 Hayano
3KCMepPVMEHTaM MO CUHTE3Y KUTACKOM U 3amnasHown
CKY/IbMATYPbI ¥ 3a7105KUI0 TEXHNYECKYH OCHOBY AN
LUIMPOKOrO pacrnpocTpaHeHuns peannsma B Kutae.

Kpax MaHbuxypckon anHactum LiH n Hauwmo-
HaNbHbIM 3K3UCTEHLUMANBbHbIV KPU3WC, BbI3BAHHbIW
MHOCTPaHHbIM BTOPXEHWEM, CNPOBOLUPOBaM
NpPW3bIB NepeaoBbIX UHTENNEKTYaNOB U AesaTenel
KY/NbTypbl K «cnaceHnto» Kntas. Peanncrnueckas
CKy/NbMTYpa, 3aumcTByemas ¢ 3anaga, paccmMaTpu-
Baflacb Kak HOCUTENb «MepeAoBOro, Hay4yHoro, je-
MoKpaTuyeckoro» ayxa. Ha Hero 6bina Bo3noxeHa
noanTMYeckas MMUCCUMA MPOCBELaTb HapoA U Kpu-
TnkoBaTb deosganmsam 1 ynagok obuiecrsa.

B 1942 rogy Ha coBellaHn No BOMpocam anTe-
paTypbl 1 UckyccTBa B ilHbaHW Mao LI33ayH B cBoei
peun oyeHb NPAMO chOpMyanMpoBas, 4YTo JuTepa-
Typa W UCKYCCTBO CyXaT pabounm, KpecTbiHaM v
congatam, MPOBO3rAacuB NPUOPUTET MOANTUYE-
CKUX KPUTEPUEB NCKYCCTBA Hag Xy0XKEeCTBEHHbIMMU.
Co3pgaHue ckynbnTypbl 66110 BKAKOUYEHO B CUCTEMY
PeBOJIOLIMOHHOM NponaraHsbl, Tpe6oBaBLLYHO CO3-
JAHUA «TUMUYHBIX 06Pa30oB» C TOUKM 3PeHNs npose-
Tapwuarta, KoTopble cyXxuamn 6l knaccoBon bopbbe.
JTa peyb OKasasa rnybokoe BAUSHWNE Ha MUP KK-
TalCKOW Ky/bTypbl N UCKYCCTBA U NMOAHSAA CTaTyC
peanncTMYeckomn ckyabnTypbl Ha 6O/bLIYHO BbICO-
Ty. MO cell feHb 3TO rnaBHOE HanpaBaeHWe KuTam-
ckoro odumLManbHOro NCKycCTBa.

AHbaHbCKMUIA Nepunos, orpaHuyeHHbIn 1937-1949
IT., OTHOCUTCA ML K YacTu Tepputopuii Kutas, un
ABNSETCA BPEMEHEM U3HYPUTENbHON BOMHbI Kak
C BHELUHWMW, TaK U C BHYTPEHHUMK Bparamu. OT-
CyTCTBME AOCTAaTOUHbIX YCNOBUIA ANA TBOPYECTBa
npuBeno K NOABAEHNO HEOONbLLOrO KOIMYeCTBa
CKy/NbMNTYp Ha aHHOM 3Tarne, B OCHOBHOM 3TO rpa-
BIOPbI Ha JepeBe, KOTopble 6bIA0 NIerko NpoaBu-
ratb n nevatatb. OgHako yxe Torga 6bl1 OCHOBaH
NYCHOHEBCKUN MHCTUTYT B AiHbaHW (NpejLLecTBeH-

HUK Kntalickol LeHTpanbHOM akaseMumn nssLHbixX
nekyccte n Akagemum xygoxects uMm. Jly CroHa), n
6blna opraHn3oBaHHa rpynna no Co3jaHuIo CKyJb-
nTypbl. Mo 6onbliein YacTu co3haBanncCb 3HAYKK C
Mao L33gyHom n penbedHble nopTpeTtbl Mao Li33-
ayHa, Mapkca, SHrenbca. CoxpaHuBLLMECA YNOMU-
HaHWs CKYNbMNTYPHbIX NPOU3BEAEHWN YKa3blBaOT Ha
Haavune eAnHOM OYeBUAHON TeMbl. Penbed Jlto Kaii-
utos “Paboue-kpectbsiHckas cembs” (1945), “Ononve-
Hue" (1947), "“Mao L33ayH" 1940-x rr n “Jlto XynaHb"
(1951) BaH YaoB3Hs co3gatoT Bennkuin obpas pabo-
YMX U PEBOJIHOLMOHEPOB NMPOCTbIM U PEAANCTUYHBIM
cnocobom, yKpenasas noaAuTUUYecKyro 1 BocnuTa-
TeNbHYH QYHKLMIO NCKYCCTBA.

Ckynbntopbl HoBOV 4-011 apMuK, CpaxkaBLUENCS
npotuB ANOHUK, MO apTUANEPUINCKUM OBCTPEeNoM
co3ganv "Memopuan naswum nog AHbOY conga-
TaM n odpuuepam Hosow 4-oi apMun COonpoTmB-
nNeHuns AnoHmn” n "Memopwuan naswum B Xyainbse
congatam n odpuuepam Hoeow 4-o apMum conpo-
TUBAEHMA ANOHUK". 3TO MeMOpUabHble CTebl, Ha
KOTOpPbIX M3 BPOH3bI U XXese3a OTAUTbI M30bpaxe-
Husa congat Hosoli 4-o apmun. O6pasbl MOLLHbIE,
Bblpa3uTeNbHble, MOAENNPOBaHNE TOUHOE, aBTOPOM
npoekta 6611 Jly MaH. B 1965 rogy rpynna npeno-
AaBatenei, Takux Kak Yxao LUyTyH n Y MuHBaHb
13 CblUyaHbCKOW akasemMum U3ALWHbIX UCKYCCTB, B
COOTBETCTBMM C Ujeanamm “knaccoBoro obpaso.a-
HWA" BO3rnaBuAN rpynny CTyAEeHTOB M HapPOAHbIX
MacTepoB A/A CO34aHWA TPYNNOBOW CKYAbNTYpbl
“"[om cboplumka nogateln”. HecMoTps Ha TO, UTO
3TO Npou3sBeseHMe HbINO CO34aHO B Honee NO3LHUN
nepuoj, OHO ABNAETCA IOTMYECKUM MPOAOIXKEHW -
€M SIHbaHbCKOW MOZeN, B LLeHTpe KOTOPOW Haxo-
Annacb naea Mobuamsaumm HapoAHbIX Macc Yepes
ApamMaTtmyeckme HappaTuBbl O KNacCoBOW bopbbe
N peannctmyeckuii Metoa. Mostomy oHa cTana ca-
MOV TUMNYHON CKYJbNTYPOW Ha TEMY PEBOJIOLM-
OHHOW 60pbbbLI NposieTapurata B Kutae.

KIMK koHconnanpyet naeonornto Yepes nckyc-
CTBO W nnTepatypy. Peaancrtmuyeckoe nckyccteo u
NONIUTMKA AOCTUratOT BbICOKOW CTENeHU e4UNHCTBA,
a CKy/bNTypa CTaHOBUTCA CPeACTBOM KNacCOBOW
60pb6bI.

[Tocne ocHoBaHusa Hoeoro Kutas coymanmctmue-
CKWI peann3m cTan opuLManbHOM XyA0XKeCTBEHHOM
nporpammoin. OCHOBHbIMUW YepTamun peannctuye-
CKMX NPOU3BEAEHNI 3TOro Nepmnoga ctaam otpa-
KEHWEe BPEMEHU U CyXeHMe obLLecTBy. AKTUBHOE
pa3BuTUE MOJIyYMaa ropoackas CKyabnTypa B 06-
LLLeCTBEHHbIX MecTax. HeobxoaMmMocTb ykpenaeHuns

06LLeCTBEHHOrO €ANHCTBA BblABWrana HoBble Tpebo-
BaHMA K KOJIMYECTBY M KayecTBy TanaHTOB B 0bna-
CTW peanncTn4eckor ckyabnTypbl. B pamkax “MnaHa
NMomoLLW coBeTckux cneumanmctos Kutaro”, B Kutae
Hayasa BHeAPATbCA COBETCKas LKOMa NpenojaBaHms
CKy/NbMTYpPbl, B OCHOBE KOTOPOW iexkaT aHaToMMsA n
pucoBaHWe MVHAHBIX CKyAbNTYp. Takne cKyabnTo-
pbl, Kak Hukonam KnuHayxoB, npuesxann BeCTu
3aHATMA B LleHTpanbHyto akageMumio N3ALLHbIX UC-
KyCcCTB A5 NPEeNnojaBaHuns, a KUTanckue CTyeHTbl
e34UNn YyUnTbCa B akageMmuto nmenu Mnom PennHa
N Apyrue n3BecTHble COBETCKME XYJ0XECTBEHHbIE
BY3bl, rZie BesIoCb 0ByUeHme CKybMTYPHOMY UCKYC-
CTBY. DTV CTYAEHTbI, NpoLUeALllNe B TOM UAN MHOM
BUAE «COBETCKYHO LUKOY», BMNOC/AEACTBMMN OKa3anu
rnybokoe BAUSIHNE Ha peanncTmyeckoe CKyabnTyp-
Hoe TBOpuYecTBO B Kntae.

TeHnaeHumsa 1950-x rr. — 370 KONNEKTMBHOE TBOP-
yecTBO. Hanbonee TMNUYHBIM NPUMEPOM ABASETCS
“MaMATHUK HapogHbIM repoam” (1958), co3gaHHbIN
Jto Kariutoem, LisH Yxkywao, BaH brHuxao, Oy TaHb-
uto, TaHb TaHbto, BaH JInHbK, Cao YyaHbLaio 1 YxaH
CyHx3. B HeM ncnonb3yrotca rpaHAMO3HbIE UCTO-
puyeckme CHOXKeTbl 1 CTPOrune 3anagHble peanun-
CTUYeckue npuembl ans GopmMmpoBaHus obpa3os
PEBONOLMOHHBIX repoeB. KonnekTmeHoe npoms-
BeZeHMe Tpynmnbl aBTOPOB M3 AKaZEMUN U3ALLHBIX
nckyccts umenn Jly CroHs “lMpasgHoBaHue cbopa
ypoxas” (1959) asHo obnasaeT MoAeNbHbIMU Yep-
TaMu COBETCKOW peanncTuyeckoin MOHYMEHTaIbHOM
CKyNbNTYpbl. Takmne ckybnNTopsbl, Kak LiaHb LLaoy n
Llao YyHbLi3sH, BepHyBLInecs B Kutan nocne oby-
yeHwusa B CCCP, eLue 6oAblue yKpPENuIM «COBETCKYHO
LKoAy» NpenoAaBaHna ckynbnTypbl B Knutae, n Tak-
e cnocobcTBoBaNM CONMXKEHNIO TEM TBOPYECTBa
M NONUTUYECKOWN NponaraHsbl.

CTpouTenbcTBO coumanmama Tpebosasno, uTo-
Obl MCKYCCTBO CNY>Xna0 GopmMmpoBaHuto obpasa
CTpaHbl, a COBETCKas LKona obecneymBana OLHO-
BPEMEHHO TeXHWYeckne cTaHAapTbl TBOpPYECTBA U
npenoaaBaHUa 1 3KCNOPT UAEONOTUN.

XoTs peanncTmyeckas ckyabnTypa 3aHUMaeT f0-
MUHMpPYOLLEee NOJIOXKeHWe B cOBpeMeHHOM KuTae,
ee ogHoobpasne TeM 1 GOpM yxe foaroe Bpemsa
nozsepratotca Kputnke. COBpEMEHHbIE XYAOXKHU-
KN KPUTUKYIOT peanncTmyeckyro CKyabnTypy, yka-
3bIBaf, YTO Ype3MepHas MoAUTU3aLLNA NPUBOANT
K XXECTKOMY OrpaHUYeHNIO XyA0XEeCTBEHHOrO Ca-
MOBbIPaXeHMs 1 NojaBaseT MHOroobpasue. Tem
He MeHee, odULMaNbHO peann3mM No-npexHemy
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OCTaeTCs [1aBHbIM HanpaBAeHUEM CKY/bMTYpPbl MO
pasy NPVYUH:

- rnybokas CBA3b peasr3ma C UCTOPUUYECKUM Mo-
BECTBOBAHWEM O HALMOHaNbHOM CMaceHumn 1 peBo-
NOLMOHHON 6opbbeE;

- 6aarofaps UHTYMTMBHO NMOHATHOMY NMOBECTBOBA-
Te/IbHOMY METOZY JIErKO PacnpoCTPaHsTh OCHOBHbIE
LLleHHOCTW; B TO Xe BPEMS CKy/IbMTypa COOTBETCTBY-
€T NonyAspPHON 3CTETVKE CBOEro BPeMeHWU;

- cMCTeMa NpenojaBaHus No COBETCKOMY 0bpasLyy
3aHVMAET JOMUHMPYHOLLEE NMONOXKEHNE B KNTANCKON
cvcTeme o6paszoBaHus. OHa M3MeHUNa TPaAWLMOH-
HYHO KOHLLEMLMIO CKY/IbMTYPHOrO MOAEANPOBAHUSA 1
chopmrpoBana TBOPUECKOE MbILLIEHWE KUTAACKMX
CKYJIbNTOPOB, KOTOPOE CTafo nepesaBaTbCcs U3 Mno-
KONIeHUs B MOKOJIEHME.

SBO/IHOLMSA PeaNnCTUYECKON CKYIbNTYpPbl B COBPE-
MeHHOM KuTae — 370, MO CyTW, NPOLLecC peryampo-
BaHMA GOPMbl MCKYCCTBA MOAUTUYECKUMW CUNAMM.
Peanunsm, aBAAACh Ha Pa3HbIX 3Tanax UHCTPYMEHTOM
NPOCBeLLEHNA B 3NOXY ABWXEHWA 4 Mas, NoAnTUYe-
CKWUM CPeACTBOM B paMKax "sHbaHbCKOM Mogenn” u
HOPMAaTVBHOM CUCTEMOM B MEPUOZ CTaHOBJIEHNS CO-
BETCKOW LIKOAbI B K1uTae, Bcerga ciy>ku Bose rocy-
JapctBa 1 TpeboBaHMAM obLyecTsa. [Nog BAnaHMEM
rnobanuzaumm u MyabTUKyAbTypanm3ama Kmutanckas
peanncTnyeckas ckynbntypa HemsbexxHo TpaHchop-
MUPYETCs, HO ee UCTOPUYECKUI BKAAZ N NOANTU-
yeckne GyHKLMN No-NpexHeMy obecneymnBaroT el
NpeemMCTBEHHOCTb. B ByayLilemM Ba>KHbIM BOMPOCOM
B Pa3BUTUM KNTANCKOWN CKyNbNTYpPbl CTaHET UCMOb-
30BaHMe A3blka COBPEMEHHOIO NCKYCCTBa NpW CO-
XpaHeHUn aapa peanvsma.
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