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ON THE ORIGINS OF REALISM
IN PAINTING IN NEW CHINA

Summary: The article is devoted to the stages of
realistic school formation in Chinese art. The author
convincingly shows the influence of Western oil paint-
ing of the 19th and 20th centuries on Chinese painting,
the development of technical methods of European re-
alism classics, and the search for new expressiveness.
The stages of realism formation in China are associ-
ated with socio-political changes in the country dur-
ing the first half of the 20th century. The evolution of
realistic art is shown from the early theoretical con-
cepts of naturalism and realism of the revolutionary
and politician, philosopher Chen Duxiu (1879-1942),

In France, realism initially appeared in the
1830s-1870s, replacing neoclassicism and roman-
ticism. Realism became a stable and fairly well-de-
veloped movement in the artistic world. The term
was first used after the French Revolution of 1848.
The works of Gustave Courbet, Honoré Daumier,
and Jean-Francois Millet are considered examples
of this movement. According to the famous writer
and art critic, Champfleury, art should truthfully re-
flect modern life, a thought expressed in his book,
Realism, in 1857 [7]. The founder and main theorist
of the Realist school of the 1850s in French litera-
ture, Champfleury, understood realism in aesthet-
ic theory in a simplified way: not as an insight into
the essence of social processes and human charac-
ter, but as an objectivist “liberation” from an idea,
a description of everyday life without the connec-
tion of individual events and facts with social prob-
lems. Champfleury’'s main aesthetic program was
that art should be sincere and independent. He
interpreted the motto of the independence of art
as the artist's freedom from both “tendencies” and
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to the work of the painter and graphic artist, Xu Bei-
hong (1895-1953), who combined national artistic tra-
ditions with the achievements of European painting.
Without the efforts of Xu Beihong, LU Sibai, Yan Wen-
liang, and other artists, there would not have been the
development of Chinese realistic oil painting and the
current atmosphere of creative diversity, where vari-
ous schools and trends flourish.
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model imitation: Champfleury believed that a writer
stopped being truthful as soon as they started de-
fending a position. In the book Realism, published
in 1857, Champfleury compiled all of his program-
matic pieces and novel prefaces. He began the col-
lection with a long introduction that served as the
Realist school’s manifesto.

Both romanticism and neoclassicism, which
aimed for abstract ideals, were opposed by re-
alism, which was promoted by painters like Gus-
tave Courbet. They believed that the best source
for storylines was real life, which did not require
any embellishment. Realist artists sought to depict
contemporary life, humanistic ideals, representing
people belonging to the lower classes of society
in their work. Realism as an aesthetic concept be-
came known in China in the 20th century. Its pen-
etration into China was due not only to the spread
of Western sciences, art, religion, and philosophical
concepts in the East, but also to the internal needs
of Chinese society. At different stages of its devel-
opment, Chinese realism was influenced by French

realism, Russian critical realism, and Soviet socialist
realism. Due to societal shifts and the introduction
of new concepts, realism’s internal emphases and
connotations underwent corresponding changes
in China over the 20th and 21st centuries. Realism
in China was not a stable and unchanging cultural
concept. Thus, the changes that occurred in its in-
ternal content implied the development of new so-
cial concepts and a change in aesthetic judgments.

During different periods in history, the realist
movement carried out specific tasks, such as reform-
ing and improving the outdated education system,
spreading revolutionary ideas, promoting socialist
construction, etc. In this regard, there were many
opportunities for further development of realism
in China. The form of expression implied by the
concept of realism in art was widespread in Chi-
nese art for a fairly long period of history. Gradual-
ly, under the influence of new ideas, new trends in
Chinese art emerged, such as scar painting, village
realism, new classicism, new realism, cynical real-
ism, hyperrealism, conceptual realism, and many
others, the basis of which was laid in the original
direction of realism.

Xi Jingzhi, one of the first art theorists who stud-
ied in the Soviet Union, wrote an article in which
she discussed the difference between realism and
naturalism. She distinguished these two concepts
from the point of view of the creative method and
expressive techniques. In particular, she wrote the
following: "All works of art, regardless of their sub-
ject matter, technique and style, if only they are
able to satisfy the needs of people’s spiritual life,
inspire them to struggle, arouse a healthy sense
of beauty and interest, possess the spirit of real-
ism, and all of them should be classified as real-
istic art, <...> along with the realistic approach,
there is a romantic approach, although, it seems,
the romantic approach also has the spirit of real-
ism” [4, p. 33]. Thus, Xi Jingzhi suggested outlin-
ing the framework of realism in a fairly broad key
that was not restricted in any way to the level of
realism observed in the depiction technique of art-
works. At the same time, she paid more attention
to the spirit contained in artists’ works.

The aesthetic concepts of realism first emerged
in China when the most prominent Chinese schol-
ars and art critics brought Western oil painting to
the attention of Chinese society in the first half of
the 20th century. The earliest concept of realistic
art in China was put forward by Chen Duxiu dur-

Ill. 1. Xu Beihong. Portrait of a Woman. 73 x 53 cm. Oil on
canvas. 1920. The Xu Beihong Memorial Museum, Beijing.

ing the May Fourth Movement. Chen Duxiu advo-
cated the use of naturalism, seen in foreign art, to
improve Chinese painting. He pointed out a new
path of development in Chinese culture and art,
which had previously been taken by European lit-
erature - the path from classicism and idealism to
naturalism. This concept was the first attempt to
explain the concept of naturalism in China in the
20th century. Although due to historical reasons,
the role and purpose of such an interpretation are
significantly different from the modern idea of nat-
uralism both at the conceptual level and at the level
of internal content, the initial proposal of the con-
cept of naturalism in China still had a profound ed-
ucational significance. Chen Duxiu stated: "Artists
need to use a realistic approach. Only in this way
can they fully reveal their talent, create their own
paintings, and not follow the patterns of their pre-
decessors” [9, p. 156]. In addition, the ideological
emancipation and improvement of the level of edu-
cation in China as a result of the reform and open-
ing-up policy also contributed to a more detailed
study of realism and its role in the art world. For
example, in 1980, the Fine Arts magazine published
an article by Hu Dezhi entitled “No Path Leading to
Truth Can be Ignored - Only the Spirit of Realism
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Il 2. Xu Beihong. Old Woman. 40.5 x 33 cm. Oil on canvas.
1922. The Xu Beihong Memorial Museum, Beijing.

is Eternal” [6, p. 40]. In 1981, the magazine pub-
lished an article by Li Xianting, "Realism is not the
Only True Path” [2, p. 47], and in 1982, an article
by Mao Shian, “Realism and Modernism: The Let
a Hundred Flowers Bloom Approach in Creativity”
[3, p. 24], Wu Fengjia’s article “Brief Comments on
Realism and Soviet Theories in the Field of Real-
ism” [5, p. 20], and other articles that set out the
authors’ own understanding of the realist method.
When writing articles devoted to this movement in
art, researchers relied on their own creative meth-
ods and techniques. All this allowed the concept of
“realism” to become more defined in China.

Xu Beihong, a painter and graphic artist who was
among the first Chinese artists of the 20th centu-
ry to combine national creative traditions with the
accomplishments of European painting, is without
a doubt a key figure in the spread and develop-
ment of the realistic art system in China. Xu Bei-
hong (1895-1953) was one of the pioneers on the
path to realism, bringing the concepts and methods
of Western realistic painting to China. He was one
of the most important figures who influenced Chi-
nese painting in the 20th century. Xu Beihong had
a profound knowledge of both Chinese and West-
ern art. In his creative work, he combined refined
Western realistic painting techniques with Chinese
painting, which opened up new horizons for the
renewal and development of traditional Chinese
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art. After studying at the National Higher School
of Art in Paris and traveling through Europe, he re-
turned to China in 1928, where he received a po-
sition as a professor in the painting department at
the Central University in Nanjing. In 1926, Xu Bei-
hong published an article in which he emphasised
the important role of the realistic approach in art
education and painting practice at that time. For
example, he argued: “[If we] want to renew Chinese
art, want to show its achievements, we should re-ex-
amine classicism in the fine arts of our country. The
artists who lived in the Song Dynasty revered com-
plexity and took not only landscapes as subjects;
[if we] want to get rid of the current shortcomings,
we should use European realism” [1, p. 51]. In ad-
dition to the ideas of the leading representatives
of academicism of that time, the painting system
proposed by Xu Beihong also absorbed elements
of the classics of Western painting, such as Albre-
cht Durer, Gustave Courbet, Titian, Adolph Menzel,
etc. This determined the accuracy of the depiction
of the anatomical structure of the human body in
his oil painting, which was characteristic of clas-
sical European oil painting. At the same time, his
works embodied a calm, restrained, refined orien-
tal mood, which was noticeably different from the
intensity and richness of feelings characteristic of
Western oil painting. Thus, the aesthetics of re-
alism was well represented in the first half of the
20th century in China owing to the contributions
of leading scholars and art critics of that time, who
drew attention to Western oil painting.

During the revolution and the establishment
of New China, works of Chinese socialist realism,
mainly of a heroic nature, with an emphasis on
spiritual content, began to appear. The classical
European technique of realism popularised by Xu
Beihong gave way to Soviet socialist realism af-
ter the founding of the People’s Republic of Chi-
na in 1949, which is associated with a change in
the ideological and political course of the country.
Xu Beihong encouraged the introduction of real-
istic techniques into art, which, in his opinion, was
aimed at eliminating the non-objectivity and ab-
straction in Chinese painting. He believed that the
renewal of Chinese painting at that time consisted
in introducing the ideas and techniques of West-
ern realism, where the use of realistic methods to
depict people’s lives is an effective way to elimi-
nate the shortcomings of Chinese painting. After
returning to China, he began creating and teach-

ing realistic oil painting, putting into practice the
idea of improving Chinese painting with the help of
realistic painting. During his study abroad, Xu Bei-
hong's works were represented by portraits, while
the works he painted after returning to China were
more often represented by historical subjects. Thus,
the portraits he painted during his study abroad
include Portrait of a Woman (ill. 1), Old Woman
(ill. 2), Self-Portrait (ill. 3), Self-Portrait No. 3 (ill. 4),
Portrait of an Elderly Man (ill. 5), Portrait of a Man
Stroking a Cat (ill. 6), Honeymoon (ill. 7), Sound of
the Flute (ill. 8), etc. After returning to China, he
painted such portraits as Portrait of Zhang Jie (ill.
9), Portrait of Sun Duozi (ill. 10), and Portrait of
Madam Xu Beihong (ill. 11).

In Xu Beihong's early artistic conception, realism
was understood as the most advanced technique
of Western fine art. It was due to the fact that re-
alism penetrated into China during the New Cul-
ture Movement (1911-1920). However, in his later
years, Xu Beihong came to understand that real-
ism is a broader way of observing reality. Xu Bei-
hong began to argue that realism is not limited
to reproduction, but is more focused on the aes-
thetic object that it reproduces - a real object or a
plot. Changes in the artist's understanding of re-
alism occurred after he became acquainted with
the art of realistic painting in the Soviet Union af-
ter the Japanese invasion of China. After traveling
to the Soviet Union in 1834 and participating in
an art exhibition, Xu Beihong was inspired by the
emerging social system and the ideas of social-
ist realistic painting. After returning to China, Xu
Beihong began to actively promote the realism of
Soviet art. On this basis, he painted a portrait in-
spired by new ideas called Put Down Your Whip
(ill. 12). In 1948, Xu Beihong visited the Soviet Un-
ion again, where he highly appreciated the realism
of Soviet oil painting. It was under the influence
of Soviet socialist realism, which expressed beau-
tiful reality and glorified heroes, that he painted
the portrait Cavalry Hero (ill. 13). The paintings of
Xu Beihong, who represented this artistic move-
ment, were distinguished by their spiritual content,
reflections on reality, and attention to human life.
His work had a wide resonance in society and con-
tributed to the rooting of realistic oil painting in
China [8, pp. 12-14].

In the early stages of the formation of New China
in the 1950s and 1960s, Chinese oil painting began
to actively adopt the creative methods and expres-

Il 3. Xu Beihong. Self-Portrait. 70 x 49 cm. Oil on canvas.
1924. The Xu Beihong Memorial Museum, Beijing.

Il 4. Xu Beihong. Self-Portrait No. 3. 23 x 17 cm. Oil on wood
board. 1924. The Xu Beihong Memorial Museum, Beijing.
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Ill. 5. Xu Beihong. Portrait of an Elderly Man. 34 x 25 cm. Oil on
canvas. 1924. National Art Museum of China, Beijing.

Ill. 6. Xu Beihong. Portrait of a Man Stroking a Cat. 65 x 53.5
cm. Oil on canvas. 1924. The Xu Beihong Memorial Museum,
Beijing.canvas. 1924. National Art Museum of China, Beijing.

sive techniques of the Soviet art school. The aes-
thetic concept of socialist realism was approved for
depicting historical events and everyday reality. The
spirit of the painting, the essence of which was to
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glorify heroes, praise the country, and the general
ideological course, was of particular importance.

All of the above events influenced the develop-
ment of realism techniques in China, the change
in oil painting under the influence of the ideas of
socialist realism of the Soviet Union, as well as the
search for a unique form of art suitable for Chi-
nese society. At this time, artists formulated their
own creative principles and aesthetic concepts of
realistic oil painting in China. Realism became the
main direction of painting in China for more than
70 years.

LU Sibai (1905-1973), a student of Xu Beihong,
was another famous realist artist of the period. He
was also educated in Paris, where he was brought
up in the tradition of academic painting. In 1931,
he entered the studio of André Devambez at the
Ecole des Beaux-Arts in Paris, and then continued
his studies at the National Art School of Lyon, where
he graduated in 1934, mastering the technique of
realistic oil painting. After returning to China, LU
Sibai first taught at the Central University of Nan-
jing, then moved to Northwest Normal University,
and settled back in Nanjing in the 1950s. He was
a supporter of academic art education, advocat-
ing Xu Beihong's realistic teaching system. Lu Sibai
supported the realistic method of creation, using
it to glorify ordinary workers. His works, Sichuan
Peasants (ill. 14) and Portrait of Mother (ill. 15),
were presented at the exhibition of Chinese paint-
ing in Moscow. LU Sibai's contribution to the de-
velopment of realistic oil painting in China cannot
be overestimated. His expressive style differs from
the classical technique of Xu Beihong: L Sibai's oil
works combine the realism of Courbet, elements
of pre-impressionism, and generalisations of the
form of Cézanne and other post-impressionists.

Another important Chinese realist artist is also
worth mentioning. Yan Wenliang (1893-1988) was
one of the few early Chinese artists who devoted
himself entirely to the study of Western painting.
He studied classical painting all his life and made a
significant contribution to the development of crea-
tive method and classical realistic painting in China
by founding the Suzhou School of Fine Arts, which
became the largest art institution in the country.
He brought back 500 plaster casts and over 10,000
books from Europe, making the school a leader in
art education in China. This laid a solid foundation
for the popularisation of realism and the study of
classical European art. He later took up a position

in the Chinese Artists’ Union. Yan Wenliang played
a key role in the development of oil painting and
modern art education in China, combining the na-
tional spirit with European techniques.

Although Xu Beihong, LU Sibai, and Yan Wenliang
had received serious training in the Western aca-
demic tradition and mastered the realistic technique
of oil painting, their art, due to time constraints and
personal characteristics, did not achieve complete
realism. In the last years of his life, Xu Beihong ad-
mitted that although he preached realism for more
than twenty years, he was still unable to get closer
to the people. They did not take into account the
historical perspective of Chinese painting: it was
necessary to create paintings that were realistic in
terms of technique, but at the same time used the
everyday life of ordinary people as a theme. Paint-
ings of this kind could meet the historical and prac-
tical requirements of Chinese society, and could be
accepted and understood by the general public. It
was an artistic mission, and they were looking for
ways to implement it. Owing to their persistence,
popularisation of realism and further work, Chinese
realistic painting achieved success in a period of
social change. Without the search of Xu Beihong

and other artists, there would not have been the
development of Chinese realistic oil painting and
the current atmosphere of creative diversity, where
various schools and trends flourish.

At the beginning of the 20th century, innovators
of realistic art in China focused on depicting reality,
introducing European painting techniques. Howev-
er, they paid little attention to the spirit of realism
and did not connect it with Chinese social reality,
since the main idea of that time was enlightenment.
The gradual transformation of traditional Chinese
art and the changing social conditions led to the
understanding that art should reflect real life and
social changes. This gave rise to a debate, the main
question of which was: is art “for the people” or
“for the sake of art"? With the emergence of "left-
ist art” and the resistance movement against Japa-
nese occupation, art in China began to be involved
in social reality. For example, reflecting the cruelty
of the anti-Japanese war became a new historical
requirement. Resistance to Japan and the revolu-
tionary ideas of the May 4th Movement were em-
bodied in practice, which gave Chinese realistic art
a national character and determined a new stage
of its development.
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Ob NCTOKAX PEAJIN3MA
B XNBOTNCK HOBOI'O KTAA

AHHomayus: CTaTba NOCBALLLEHa 3Tanam CTaHOBAEHWNA
peannucTMyeckom LWKObl B KUTAWCKOM MUCKYCcCTBE. ABTOP
ybeanTeNbHO NoKa3biBaeT BANSHME 3anaZHOW MacNsHON
xxmeonucy XIX-XX BB. Ha KUTaMCKyr XWBOMWUCb, OCBOE-
HWe 1 pa3BUTME TEXHUYECKUX MPUEMOB KJaCCMKOB eBPO-
nerckoro peaansma v NOUCKN HOBOW BbIPa3nUTeIbHOCTY.
JTanbl CTaHOB/AeHWA peannsma B Kutae cBfizaHbl C cCOuM-
a/IbHO-NOANTNYECKUMMN M3MEHEHNAMU B CTPaHe Ha NpoTS-
>KEHWW NepBol NonoBmHbI XX Beka. MNokasaHa 3BoatoLms
peanncTn4eckoro NCKyccTBa OT PaHHUX TeopeTUYeCKmX
KOHLLeNUMin HaTypasm3ama 1 peasmsma peBoaroLMOHepa
1 nonntuka, punocoda Ysub Aycro (1879-1942) k TBOP-

KoHuenuus peannsma Bnepsble 3apogmunach BO
®paHunm B nepunog 1830-1870-x rr., npuasa Ha cme-
Hy HeOKJ/lacCULM3My M pOMaHTU3My. Peannsm ctan
YCTOMYMBbLIM M AOCTaTOYHO r1yHOKOo npopaboTaH-
HbIM TeUYEHUEM B XYA0XXECTBEHHOM Mupe. [aHHbIN
TePMUVH Obla BNEpPBble MCMO/b30BaH NOC/AEe PEBOIO-
umm Bo ®paHumm 1848 roga. TeopuectBo lNtocTaBa
Kyp6e, OHope Jombe, XaHa-PpaHcya Munne cum-
Taetcs 06pa3uom 31oro TedeHms. CornacHO MHEHUHO
M3BECTHOTO nucatens n nckyccteosega LLaHpnépu’,
BbICKa3aHHOMY B ero kHure «Peanvam» B 1857 rogy,
NCKYCCTBO AONXKHO NpaBAMBO OToHpaxaTb cOBpe-
MEHHYH0 XMW3Hb [7]. OCHOBaTeNb 1 rNaBHbIN Teope-
TUK «peannctTnyeckon wkonbl» 50-x ropos XIX Beka
BO GpaHuy3ckon nutepatype, LaHdnepn noHmnman

1. WaHdpnépwn (Champfleury, 1821-1889) — dpaHLy3ckmin nu-
caTeslb U UCKYCCTBOBE, MPeACcTaBUTeNb peannsma n HaTypa-
nnsma. Ha popmmpoBaHme ero TBOPYECKOM MaHepbl 0kasano
BAVsAiHWE TBopYecTBO B. Mtoro n O. ge banb3aka. OcHoOBHOM
3ajlayuert aTepaTypbl cunTan N306padkeHNe HUZLLIMX KNacCcoB
obLecTBa. 3HaTOK UCTOPUUN U TEOPUM UCKYCCTBA B MPUKIAA-
HbIX OTPaCAAX, OH pa3paboTan MHOTO JaHHbIX, MONE3HbIX A/1A
UCTOPUM Kybypbl. ABTOP MHOMMX PaboT MO UCKYCCTBY, B TOM
yuncne, kHur «Le réalisme» (1857) u «Histoire générale de la
caricature» (1865—1880, 5 T.).
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yecTBy >XumBonucua v rpadpuka Croin banxyHa (1895-1953),
06beANHMBLLETO HaLMOHa/bHble XYAOXECTBEHHble Tpa-
AVILIN C JOCTUXKEHMAMUN EBPONENCKOW XMBOMNUCK. JTtol
Cbibas (1905-1973) n ap. be3 nounckos Cton baiixyHa, Jlton
Cbi6as, AHb BaHbAsSHA U APYTUX XYJO0XKHMKOB He 6b110 bbl
pa3BUTUA KMTANCKOW peanncTu4eckon MacasHOM XINBO-
MNCK 1 HbIHELLHEW aTMochepbl TBOPYECKOro pa3Hoobpa-
314, rAe NPOLBETAT Pas/InyHble LKOJbl U HanpaBAeHuS.

Knroueswie cnosa: kumalickas MAacasaHaa xXugonuce,
mpaduyuu peaausma 3anadHoesponelickozo UCKyccmad,
uckyccmeo Kumasa XX eeka, cmaHoeneHue peaausma 8 Ku-
mae, YsHo Aycro, Croli balixyH, /lroli Ceiball, AHb BaHb/AH.

peannsM B 3CTETUYECKOM TEOPUUN YNPOLLEHHO: He
Kak MPOHWKHOBEHME B CYLLHOCTb OOLLECTBEHHbIX
MPOLLECCOB ¥ YeNIOBEYECKOTrO XapaKTepa, a Kak 06b-
eKTVMBUCTCKOE «OCBODOOXAEHME» OT nieun, onvcaHne
NOBCEAHEBHOCTU BHE CBA3W OTAE/bHbIX COOLITUI U
¢bakToB ¢ coumanbHbiMK Npobaemamun. OcHoBHas
acTeTnyeckas nporpamma LaHdnepn 3aknroyanach
B TOM, YTO WUCKYCCTBO JOMKHO OblTb UCKPEHHUM Y
He3aBUCUMbIM. JIO3YHI HE3aBUCMMOCTU UCKYCCTBA
OH MOHMMan Kak cBoboay XyAOXHMKA 1 OT Noj-
paXkaHus obpasyam, 1 OT «TeHAEHLUNI»: KaK TOb-
KO MucaTesib NPUMeTCA 3alimLiaTh Kakon-HMOYab
Te3unc, oH, no ybexaeHuto LaHdnepwn, nepecraér
6bITb NpaBauBbIM. B 1857 rogy LaHdnepn cobpan
BCE CBOM MPOrpaMMHble CTaTbl U NPEeANCNIOBUS K
poMaHaMm B KHure «Peann3m», npeanocnae 3ToMy
cHOpHUKY NPOCTpPaHHOE BBEAEHMWE, KOTOPOE CTano
MaHM}ECTOM «PeaJnCTUUYECKON LLIKONbI».
Peanunsm, KOTOpbIA OTCTanBanM Takme XyAoXK-
HukK, kak MNocta. Kypbe, NpoTMBOCTONAN KaK HeO-
KJaccuum3My, Tak U POMaHTU3MY, CTPEMUBLLEMYCS
K abcTpakTHbIM ngeanam. OHWM cUnTany, YTo peanb-
Has XW3Hb caMa no cebe ABnAeTCA Hanbonee Noa-

XOAALLUM UCTOUHNKOM CHOXKETOB W HE Hy>XJaeTcs
B MpUyKpaLwmnBaHUn. XyJ0XKHUKN-PeanncTbl cTpe-
MUWINCb K OTOBPaXKEHUIO COBPEMEHHOW XXU3HMW, Ty-
MaHUCTUYECKUM MaeanaM, NpeacTaBiss B CBOEM
TBOPUECTBE /IOAEN, MPUHagNEXaALMX K HA3LWWM
cnosm obuecTta. Peannam Kak 3cteTmyeckas KOH-
uenuua ctan nisecreH B Kutae B XX Beke. Ero npo-
HVYKHOBeHMWe B KuTali 66110 00yCNOBAEHO HE TOJIbKO
pacnpocTpaHeHMeM Ha BocToke 3anagHbIxX Hayk,
NCKYCCTBa, peanrun n Guaocodcknx NOHATUR, HO
N BHYTPEHHEW NOTPEOHOCTbHO CaMOro KMTAMCKOro
obwecTtBa. KUTacknin peannsm Ha pasHbIx 3Tanax
CBOEro pasBUTMA UCMbITan BAUSHNE PpaHLLy3CKO-
ro peanansma, pycckoro KpUTM4eckoro peaansmMa v
COBETCKOrO COLManncTnyeckoro peasmsma. B xoge
3BoIOUMN peann3mMa B Kutae Ha NpoTaxeHun XX u
XX| BeKoB NpoOmnCXoanan COOTBETCTBYHOLME M3Me-
HEeHWA B ero BHYTPEHHWX aKL,eHTax U KOHHOTaLMAX,
KOTOpble H6blAn 06YCN0BAEHbI OOLLECTBEHHBIMU U3-
MEHEHUWSMU N NOABJEHNEM HOBbIX naen. Peannsm
B Knutae He aBnanca ctabuibHbIM U HEM3MEHHbBIM
Ky/NbTYPHbIM MOHATMEM. Tak, U3MEHEHMS, MPOUCXO-
AVBLUVE B €70 BHYTPEHHEM COZep>KaHnm, nogpasy-
MeBan BblpabOTKy HOBbIX COLMaNbHbIX KOHLLEMLMI
N U3MEHEHME ICTETUYUECKUX CYXAEHWNIN.

B pa3Hble ncropmyeckre nepuogbl ABM>KeHNe
peann3Ma BbINOJHANO OnpeseneHHble 3aaaun. Ha-
npvMep, 45 Hero BblAn xapakTepHbl Takme 3azauu,
Kak pedopmMmnpoBaHmne 1 yayylleHne ycTapeBLUei
cucTeMbl 06pa3oBaHmMs, pacnpoCcTpaHeHe PeBOItO-
LMOHHbIX WAEN, NponaraHAa counanncTM4eckoro
CTpouUTenbCTBa U Ap. B 3TOM CBA3M Ha TeppuTOopUn
Kutasa peanvam nmen MHOXeCTBO BO3MOXHOCTEN
ANs panbHenwero pa3sutua. opma BbipaxeHus,
KoTopas nogpasymMeBanach KOHLenLUeh peaamsma
B MCKycCTBe, Oblla pacnpocTpaHeHa B KUTalNckoMm
NCKYCCTBE Ha MPOTAXKEHWNN JOBONBHO ANUTENBHO-
ro nepuoga ncropuu. NocteneHHo Nog BAVAHUEM
HOBbIX UAEW BO3HWKaM HOBble HaMpaB/ieHWs B K1-
TalCKOM UCKYCCTBE, TakmMe Kak XXMBOMUChH LLPaMOB,
LEPEBEHCKNI peann3M, HOBbIM KNaCCULIM3M, HOBbIN
peann3Mm, LMHUYHBIV peann3m, rmneppeanvsam, KOH-
LenTyalbHblA peann3M 1 MHOXECTBO APYrux, oc-
HOBa KOTOPbIX Oblna 3a/105KeHa B MepBOHaYabHOM
HanpaB/ieHUN peannsma.

Cwv L3nHuxKM, ofHa 13 nepBblX TEOPETMKOB UC-
KyccTBa, yumslumxca B Cosetckom Coto3e, Hanucana
CTaTbto, B KOTOPOW paccy>jana o pasHuue, cyle-
CTBYIOLLEN MEXAY peain3mMOM U HaTypaavu3MOM.
OHa pasnunuana 3T ABa NOHATUA C TOUKWN 3peHna
TBOPYECKOro MeToAa v NPUEMOB BblPa3nTesbHO-

Il 7. Xu Beihong. Honeymoon. 93 x 118 cm. Oil on canvas.
1925. The Xu Beihong Memorial Museum, Beijing.

Il 8. Xu Beihong. Sound of the Flute. 80 x 39 cm. 1926. Oil on
canvas. The Xu Beihong Memorial Museum, Beijing.

133



Ill. 9. Xu Beihong. Portrait of Zhang Jie. 56 x 69 cm. Oil on
canvas. 1928. National Art Museum of China, Beijing.

IlL. 0. Xu Beihong. Portrait of Sun Duozi. 197 x 132 cm. Oil on
canvas. 1936. National Art Museum of China, Beijing.

ctu. B yactHoctn, oHa nucana cnepyroulee: «Bce
npouv3BeAeHNa NCKYCCTBa, BHE 3aBUCUMOCTU OT UX
TEMATUKN, TEXHUKN N CTUASA, ECNN TONIbKO OHM CMO-
COBHbI Y0BNETBOPUTD NOTPEOHOCTM yXOBHOM XM3-
HW NtoAen, BOOAYLLEBUTb UX Ha 6OpbOY, BbI3BaTb
3/,0pOBOE YyBCTBO MPEKPACHOro U 3aMHTepeCcoBaH-
HOCTb, BCE Takune npovsBeseHns 0baasatoT LyxoM
peann3mMa, 1 BCe OHW AOKHbI OTHOCUTLCA K KaTe-
ropun peanncTMyeckoro MckyccTBa, <...>Hapsagy
C peanncTMyeckMM MOAXOLOM CyLLEeCTBYeT 1 po-
MaHTUYECKNI MOAXOA, XOTs POMaHTUYECKUI NOA-
XOZ, TOXe, AOKHO BbIThb, UMEET AyX peanvsma» [4,
¢. 33]. Takmm ob6pazom, Cu LIsnHuxm npegnoxuna
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04YepTUTb paMKW peasnsma B AOCTaTOYHO LUMPO-
KOM KNtOYE, BOBCE He OrpaHMuMBasCh TONbKO CTe-
NeHbIO PEANNCTNYHOCTN PAabOT C TOUKM 3PEHMSA UX
TEXHWUKWN N300paxkeHns. BmecTte ¢ 3TMM OHa yaens-
na 6osblle BHUMAHWS AyXy, 3aK/JIHO4YEHHOMY B MpO-
N3BEAEHUAX XY0XXHNKOB.

MepBoe NosiBNEHWE 3CTETUUECKUX UAEN peanns-
Ma B Kntae npocnexunsaeTtcs B NePBOW MOJOBUHE
XX Beka, Korga Hanbonee nepesoBble KUTaNCKME
y4YeHble 1 NCKYCCTBOBEAbl NPUBAEKIN BHUMaHWE
K 3aMagHon MacasHon xusonucn. Camas paHHss
KOHLLeNnumns peannctnyeckoro nckyccrea B Kutae
6blna BbIABUHYTa Y3Hb [lycto BO BpeMs «ABUXKe-
HMA 4 Mas». YsHb [lycto BbiCTynan 3a 1O, 4TOObI
MCNOAb30BaTb AyX HaTypasn3mMa MHOCTPAHHOW Xun-
BOMMWCU ANS YCOBEPLUEHCTBOBAHMS KMTACKOM XN-
Bonuncu. OH yKa3blBan Ha HOBbIN MyTb Pa3BUTUA B
KNTaMCKOW Ky/NbType U UCKYCCTBE, KOTOPbIM paHee
npoluna eBponerickas amtepatypa — NyTb OT Kaac-
cvumM3Ma v maeanmsma K Hatypanmsmy. [laHHas
KOHLLenums 6biia NepBOM NOMbITKOM 0ObACHUTD
KoHLUenuuto HaTypaansma B Knutae B XX Beke. He-
CMOTPSA Ha TO, UTO B CUY UCTOPUYECKNX MPUUNH
pOJ/ib U LieIb Takol TPaKTOBKW 3HAaUYUTENbHO OT/IN-
4atoTCA OT COBPEMEHHOIO NpeACTaBAEHNS O HaTy-
panv3Me Kak Ha KOHLLeNTyalbHOM YPOBHe, TakK u
Ha ypOBHEe BHYTPEHHEro HamnoAHEHWS, NepBOHa-
YanbHOE NPeANoXeHME KOHLENLMN HaTypaausma B
Kutae BCe e nmeno rnybokoe npocBeTnTeNbckoe
3HauyeHue. YsHb [lycro yTBepxaan: «XyAOXKHUKaM
HeobX0AMMO MCNO/Ib30BaTb PEANUCTUUECKMI NOA-
X04. JIMb Tak MOXHO B MOJNHON Mepe pacKpbITh
CBOW TanaHT, NMcaTb COBCTBEHHbIE KaPTUHbI, @ He
cnegoBaTtb WabsoHaM NpeaLlecTBEHHUKOB» [9, .
156]. NMommmo 3TOroO, nageonornyeckoe packpeno-
LLeHMe ¥ NOBbILLEHNEe YPOBHA 0bpa3oBaHus B Kutae
B pe3y/ibTate «NoAUTUKU pedopM 1N OTKPbLITOCTU»
Takke cnocobcTBoBann 6onee getanbHOMY U3yue-
HWIO peann3ma 1 ero poau B MMpe UCKyccTBa. Tak,
Hanpumep, B XypHane «306pa3untenbHoe nckyc-
ctBo» B 1980 roay 6bina onybankoBaHa cTatba Xy
[3uxun nog HasBaHMeM «Henb3s ocTaBUTb 6€3 BHU-
MaHWs HU OAWH NYyTb, BEAYLLNA K UCTUHE — TONbKO
AyX peanusma BeuyeH» [6, c. 40]. B atom XxypHane
B 1981 rogy 6blna onybankoBaHa crtatbs JIn CaHb-
TWHa «Peann3Mm - He eANHCTBEHHO BEPHbIA NyTb»
[2, c. 47], B 1982 roay - ctatbss Mao LnaHs «Pea-
IN3M 1 MOZEPHU3M: MOAXOZ, «MYyCTb pacLiBeTaroT CTO
LBeTOB» B TBOpYecTBe» [3, c. 24], cTatbsa Y P3HL3A
«KpaTkne kKomMmeHTapum no nosoay “peannsmMa’, a
Tak>Ke coBeTckme Teopumn B obaactm “peannsma’»

[5, c. 20] n Nnpoume cTaTby, B KOTOPbIX M31araaoch
CcOobBCTBEHHOE MOHUMaHe aBTOPOB MEeTOAa peasmns-
Ma. Mpv HanncaHWKW cTaTew, NOCBALLEHHbIX JaHHOMY
HanpaB/IEHNIO B UCKYCCTBE, NCCNef0BaTENN OCHO-
BbIBa/INCb Ha COBCTBEHHbIX TBOPYECKMX METOAAX U
TeXHNYeCcknx npremMax. Bce 3o No3BoANAO NOHATUIO
«peannsm» B Kutae ctatb 60see onpeseneHHbIM.
B obnactu pacnpocTpaHeHusa 1 pa3BuTUA cucte-
Mbl peasancTMyeckoro nckyccrea B Kutae kntoue-
BOWN GUrypow, HecoMHeHHO, sBnaetca Croi balixyH,
xuBonucel, v rpaduk, OAVH U3 NEPBbIX KNTANCKNX
XYAOXHMKOB XX BeKa, KOTOPbI 06begnHUA HaLm-
OHaJIbHble XyA0XEeCTBEHHbIe TPaAULMN C JOCTU-
XEeHUAMU eBpornenckon xmeonucu. Crort banxyH
(1895-1953) 6bI1 OAHVUM M3 MMOHEPOB Ha MyTW ABU-
KeHWs K peanvsmy, npusHeclunx B Kntain KoHLenumm
N MeToAbl 3aMaZHON PeanncTUUYecKom XMBOMUCK.
OH 6bI1 OAHOWN 13 CaMblX BaXKHbIX GUTyp, NOBAM-
ABLUMX Ha KUTaMcKyro >XumBonuch B XX Beke. Croi
BanxyH nmen rnybokme nosHaHUs B 06aacTn K-
TaMCKOro 1 3anajHoro uckyccrea. B ceoem tBopue-
CTBE OH COEAMNHSAN OTTOUEHHbIE 3anajHble TEXHUKN
peannCTMUYecKoro N306paxeHns 1 KUTanCcKyr Xu-
BOMWUCb, YTO OTKPbINIO HOBbIE FTOPU3OHTbI A8 06-
HOBJIEHWS W Pa3BUTUSA TPAAULMOHHOIO KMTANCKOro
nckycctsa. lNocne obyuyeHus B MNapuxe B Haymo-
Ha/NbHOW BbiCLuel XyA0XXeCTBEHHOW LWKOEe U nyTe-
LecTBMs Mo cTpaHaM EBponbl oH BepHyacs B Kutai
B 1928 rogy, rae nonyyumn AoaKHOCTbL npodeccopa
kadbegpbl xuBonucu B LleHTpanbHOM yHMBepcuTe-
Te B HaHkunHe. B 1926 rogy Cton baiixyH onybanko-
Ba/l CTaTbto, B KOTOPOW NOAYEPKHY BaXKHYH POJib
peanncTnyeckoro noaxosa B XyA0oXeCcTBeHHOM 06-
pa3oBaHWM N NPaKTUKE XXUBOMUCKU TOrO BPEMEHM.
Tak, Hanpumep, oH yTBepxaan: «[Ecan mbl] xoTum
06HOBUTb NckyccTBO Kntas, XoTMM nokasatb ero
LOCTUXKEHUS, CesyeT 3aHOBO pPacCMOTPETb Kaac-
CMLUM3M B M306pasnTesIbHOM MCKYCCTBE Hallen
CTpaHbl. XyAOXHUKHN, XnBLme B anoxy CyH, noyu-
Ta/M CNOXHOCTb M Bpanun B KaUeCTBE CHOXKETOB He
TOJIbKO Men3a)xu; [ecam Mbl] XOTUM U3baBUTLCA OT
HbIHELLHUX N3bAHOB, CeyeT BOCMO/1b30BaTbCs €B-
ponenckon peanucTuuHocTbio» [1, c. 51]. Cuctema
XUBOMUCK, NpeanoxxeHHas Ctoi banxyHoMm, nomu-
MO nzen BeAyLnX NpeactaBuTenel akageMmnsma
TOro BPEMEHMW, BNnTana Tak>Ke 31eMeHTbl Knaccu-
KOB 3aMafHoM XMBOMUCK, Takx Kak AnbbpexT [to-
pep, MNoctae Kypbe, TuymaH, Agonbd GoH MeHuenb
n 4p. 3TO 0BYCNOBMIO B €10 MacNsAHOWN XXMBOMUCH
TOYHOCTb M306paXKeHNs aHaTOMUYECKOM CTPYKTY-
pbl YENOBEYECKOro Tesla, KoTopas bblna xapakTepHa

Il 77. Xu Beithong. Portrait of Madam Xu Beihong. 67 x 54
c¢m. Oil on canvas. 1947. National Art Museum of China, Beijing.

Il 12. Xu Beihong. Put Down Your Whip. 144 x 90 cm. Oil on
canvas. 1939. Private collection.
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Il 13. Xu Beihong. Cavalry Hero. Oil on canvas. 114 x 78 cm.
1950. National Museum of China, Beijing.

AN51 KNaCCMYECKON eBpOMencKon MacisHOM XNBO-
nucu. OAHOBPEMEHHO C 3TMM B ero paboTax BO-
NAOLLAN0Ch CMOKONHOE, CAep>KaHHOe, YTOHUEHHOe
BOCTOYHOE HaCTPOeHWe, KOTOPOe 3aMETHO OT/IMYa-
NIOCb OT MHTEHCUBHOCTU U HACbILLEHHOCTU UYBCTB,
XapakTepHbIX 418 3anajHOM MaCASIHON XXMBOMUCH.
Takum obpa3om, 3cTeTnka peanmsma bblna Xxopo-
WO NpeAcTaB/eHa B NepPBOM NoaoBuHe XX Beka B
Kutae 6rarogaps Bkaasy nepesoBbIX YUEHbIX U UC-
KyCCTBOBEZ0B TOr0O BPEMEHMU, MPUBAEKLUNX BHUMA-
HUe K 3amaZHoW MacASHOM XWUBOMWUCH.

Bo Bpems peBostouun 1 ctaHoBaeHMs HoBoro
Kutas Hayann nosaBAATbCA NPON3BEAEHUSA KUTaM-
CKOro coupeann3mMa, B OCHOBHOM Frepou4ecKkoro
XapakTepa, C akLleHTOM Ha JyXOBHOe Cofep>KaHue.
Knaccunueckas eBponelickas TexHMKa peanvsma, no-
nynsapuvposaHHas Cio baixyHowm, ycTynuna mecto
COBETCKOMY COLMaAnCTMYeckomy peannsmy nocne
ocHoBaHus KHP B 1949 roay, 4to CBfi3aHO C n3me-
HEeHVEeM VZEO0NOrMYECKOro U MOIMTUYECKOro Kypca
cTpaHbl. Ctoli balixyH noowpsan BHeApeHMe peanu-
CTUYECKMX TEXHWK B NCKYCCTBO, HanpaBeHHbIX, MO
€ro MHEHWIO, Ha YCTPaHEeHWE B KUTANCKOW XXMBOMM-
cv BecnpesMeTHOCTU 1 abcTpakTHocTU. OH nonaran,
YTO OHBHOBJIEHME KUTANCKON XMBOMMUCH TOTO BpeEMe-
HW 3aKJ/I0Ya0Ch B NMPUBHECEHUW e U NPUEMOB
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3anajHoro peanvsma, rae UCnosib3oBaHue peanu-
CTUYECKMX METOAOB A5 N300paXkKeHUs XN3HW Nto-
Jev ABNAeTCs AeCTBEHHbIM CMOCOBOM yCTpaHeHMs
HeZ0CTaTKOB KMTackon xmeonucu. Mocne Bo3spa-
weHns B Kutain oH 3aHA/CA CO34aHNEM U nperno-
JaBaHVeM pPeanncTMyeckom MacaAaHOM XXMBOMUCH,
BOMJIOLLLAsA B XXM3Hb UAEH COBEPLUEHCTBOBAHUS KM-
TANCKOM XXMBOMUCK C MOMOLLbI PEANNCTUYECKON
xusonucu. Pabotbl Cioit baixyHa B nepunog obyue-
HWA 3a rpaHuLLen NpescTaBieHbl NOPTPeTaMu, B TO
BpeMs Kak paboTbl, HanMcaHHble UM MOC/e BO3Bpa-
weHusa B Knutai, 6blam yalle npescTaBieHbl UCTOPK-
yeckMMK croxkeTaMu. Tak, MOPTPEThI, HanMCaHHble
UM B nepuog obyuyeHns 3a rpaHuLLen, BKAKYatOT
«MopTpeT XeHwuHb» (puc. 1), «Ctapyxa» (puc. 2),
«ABTonopTpeT» (puc. 3), «ABTonopTtpeT N2 3» (puc.
4), «MopTpeT NoXnAoro My>xumnHbl» (puc.5), «Mop-
TPeT MY>XUYMHBI, M1agalero Kowky» (puc. 6), «Me-
f0BbIN Mecau» (puc.7), «3ByKk daeliTbl» (puc. 8) u
ap. Mocne Bo3BpalyeHns B Kutain oH Hanucan Ta-
Kre nopTpeThl, Kak «[opTpeT YUxaH Lize» (puc. 9),
«MopTtpet CyHb Jousbli» (puc. 10) n «opTperT ro-
cnoxu Croli BarixyH» (puc. 11).

B paHHel xypoxecTBeHHOM KoHuenuun Croi
BaxyHa peannsm noHmmancs kak Hambonee ne-
pefoBas TexHMKa 3anajgHoro n3obpasmntenbHoro
NckyccTBa. 370 Bbl1I0 06YCNIOBNEHO TEM, UTO pea-
NM3M NpoHUK B KnTai BO BpeEMeHa «/BUXEHUS 3a
Hosyto kynbTypy» (1911-1920 rr.). OgHako B 6onee
no3saxue rogabl K Ctoi barixyHy npuLLio NoHMMaHue
TOro, YTO peannsM — 370 bosee LWMPOKNA CNocob
HabroAeHNs 3a AeNcTBUTeNIbHOCTBIO. Croli BaxyH
CTan yTBepXKAaTh, YTO Peasn3M He OrpaHnYMBaEeTCs
BOCMpou3BeseHneM, a 6onblle Hanpas/eH Ha TOT
3CTETUYECKUI 0B6BEKT, KOTOPbIN OH BOCMPOU3BOAUT
— peasibHbI NPeaMET UKW CHOXET. VI3MeHeHuWs B no-
HYMaHUW peannsma XyA0XKHUKOM MPOU30LLAN Nocse
TOTO, KaK OH MO3HAaKOMWCS C MCKYCCTBOM PeanncTu-
yeckoi xwmBonucy Cosetckoro Corosa nocsie Havana
AMNOHCKOro BTOpXeHus B Kutai. Mocne noesakn B
CoBeTckuin Coto3 B 1834 rogy 1 yyactus B XyAoxe-
cTBEHHOM BbicTaBke Ctoli barixyH 6bl1 BLOXHOB/EH
3apoxaatoLlenics obLeCcTBEHHOW CMCTEMOM U nae-
MU COLMANNCTUYECKOW PeanncTMYeckon XnBomnm-
cun. Mocne Bo3BpalyeHusa B Kuta Croin barixyH ctan
aKTUBHO MponaraHAMpPoBaTh peasn3M COBETCKOro
nckyccTBa. Ha 37Ol OCHOBe OH Hamnucan nopTper,
BL,OXHOBJ/IEHHbI HOBbIMWU UAESMU MOJ Ha3BaHM-
em «OnycTtn ceoto naetky» (puc. 12). B 1948 roay
Cron balixyH cHoBa nocetun CoseTtckunin Cotos, rae
OH BbICOKO OLLEHW/1 peann3m COBETCKOM MacasiHON

xmBonucu. IMeHHO noj BAUSHUEM COBETCKOTO CO-
LMaANCTMYECKOro peann3ma, BblpaxkaroLLero npe-
KpacHyt AeNCTBUTENBHOCTb W MPOC/AaBAAIOLLLErO
repoes, OH Hanucan noptpet «[epoi KaBanepum»
(puc. 13). KaptuHbl Croin baiixyHa, npeacTaBasBLIEro
3TO Xy OXECTBEHHOE TeYeHMe, OTANYANNCH LyXOB-
HbIM COAep>KaHMEM, Pa3MbILLIEHUSMU O AeACTBU-
TE/IbHOCTW N BHUMAHWEM K YeN0BEYECKOM XXU3HW.
Ero TBOpUECTBO MMENO LUMPOKNA Pe30HaHC B 06-
LLLEeCTBE M CNOCOBCTBOBAJIO YKOPEHEHWIO PEANNCTMI-
yeckown macaaHom xusonuckn B Kutae [8, c. 12-14].

Ha paHHem 3Tane ctaHoBneHua Hosoro Kutas B
1950-1960-e roabl KUTalickas MacasiHas XWBOMUCh
Hayajia aKTMBHO NepeHMMaTb TBOpYECKNe MeTOo-
Abl W Bblpa3nTeNbHble MPUEMbl COBETCKOM Xy 0Xe-
CTBEHHOW LWKOAbI. bbina yTBEpXKAEHa 3cTeTUYeCKast
KOHLIEMLMA COLMaNNCTMYECKOro peannsmMa ANA N30-
6paXkeHUs NCTOPUYECKNX COOLITUI N BLITOBOW Aeli-
CTBUTENBHOCTH, e 0Ccoboe 3HaUeHne UMen ayx
KapTWHbI, CyTb KOTOPOTO 3ak/to4vanacb B BOCNeEBa-
HWUW repoeB, BOCXBaJleHMM CTPaHbl 1 0bLLero nae-
0JIOFMYecKoro Kypca.

Bce nepeuncneHHble Bbille cOBbITUA MOBANA-
2N Ha pa3BUTUE TEXHNKWN peannsma B Kutan, nsme-
HeHVe MaCcNSHOW XUBOMUCU NOZ4 BAUSHWEM UAel
counannctnyeckoro peannsma Coserckoro Coro-
3a, a TakXKe Ha NMOUCKM YHUKanabHOW GopMbl 1C-
KyCCTBa, MOAXOASLLEN ANS KMTACKOro obLiecTBa.
B 310 Bpemsa xyaoxKHUKaMu 6blamn chopmynmpoBa-
Hbl COBCTBEHHbIE TBOPYECKME MPUHLMMBI U 3CTe-
TUYeCcKMe KOHLENUUN peanncTM4eckon MaciasiHoM
xmponucn B Kntae. Peaansm ctan OCHOBHbIM Ha-
npaB/ieHVeM XunBonucu B Knutae Ha NpoTaxKeHUmn
6onee uem 70 ner.

[pyrum n3BecTHbIM XYAOXHWUKOM-PeanncToM
TOro Bpemenu 6bia Jlron Coibait (1905-1973), yue-
HUK Croin banxyHa. OH Tak>Xe noay4yunn obpaso-
BaHWe B [apwue, rae 6611 BOCNUTaH B TpaanLmm
XmBonucy akagemmsma. B 1931 rogy oH noctynun
B cTyauo AHape [leBambesa npu LLikone n3sHbIx
nckyccTs B Mapwrxe, a 3aTeM NPOAONXMA 0ByYeHNe
B HaLMOHaNbHOW XyJ0XXeCTBEHHOW LwKone JINoHa,
KOTOpYto OkoHUMA B 1934 rosy, OCBOMB TEXHUKY
peanncTMUeckon MacasHOM XXNBONUCK. BepHyB-
wucb B Knutan, J/lro Coibain cHauana npenogasan B
LleHTpanbHOM yHMBepcuTeTe HaHKMHa, 3aTeM ne-
pewen B CeBepo-3anajHbiii Nefarormyecknin yHu-
BepcuTeT, a B 1950-x rogax BHOBb 060CHOBaACS B
HaHkuHe. OH 6bl1 NprBepXKEHLEM akaZeMUYeckoro
XyZAO>XeCTBEHHOro obpasoBaHus, 3aLMLLan peanu-
cTMyeckyto cuctemMy npenogasarua Croi balixyHa.

Il 74. Lii Sibai. Sichuan Peasants. 71.5 x 52.5 cm. 1938. Oil on
canvas. National Art Museum of China, Beijing.

Jlro Cbibain noasep>KMBan peanncTmyeckmuii MeTos
TBOPYECTBa, NCMONb3YA ero ANA NPOCaaBAeHNs Npo-
CTbix pabouwnx. Ero paboTbl «CblvyaHbCKMe KPecTbs-
He» (puc. 14) n «MopTpeT maTepu» (puc. 15) bbian
npeAcTaBAeHbl Ha BbICTaBKe KMTAMCKOM >XMBOMMU-
cu B Mockse. Bknag Jlton Coibas B pa3Butme pea-
JINCTUYECKOW MacnsiHOW XunBonuck B Knutae Henb3ss
nepeoLeHnTb. Ero BbipasuTtebHbI CTUAb OTANYaeT-
€s OT knaccmyeckor TexHukm Cron balixyHa: B Mmac-
NAHbIX paboTax Jlto Cbibas coyeTatoTca peannsm
Kypbe, aneMeHTbl NpeanMNpeccMoHn3ma, a Takxe
0606ueHns dpopmbl Ce3aHHa 1 APYrMX NOCTUM-
NPecCcMOHUCTOB.

CTouT Takxe yNnoMsHYTb eLlie OAHOro BaXKHO-
ro KUTancKoro XyAoxHvKa-peanuncra. AHb BaHbasH
(1893-1988) 6bI1 OAHMM U3 HEMHOTUX PaHHUX KW-
TaliCKMX Xy[OXKHNKOB, KOTOPbIE MOJHOCTLIO MOCBSA-
TMAN cebs U3yyeHunto 3anagHom xmneonucu. Bcro
CBOO XKM3Hb OH M3yyas KNaCCUYECKYHO XXMBOMUCh
M BHeC 3HauWTeNbHbIN BKAaJ B pa3BuTMe TBOpYe-
CKOro MeToja W KJacCU4Yeckon peanmcTmyeckom
xuonucy B Kntae, ocHoBag LKooy M3ALWHbIX UC-
KycctB B Cyuxkoy, KOTopas cTafa KpynHerLwmm xy-
[OXECTBEHHbIM yupexaeHviem B cTpaHe. OH npuses
13 EBponbl 500 runcosbix cnenkos n 6onee 10 000
KHWT, YTO CAenano KONy MAEepPOM B 061acTh Xy-
[0XeCcTBEHHOro obpasoBaHusa B Kntae. 310 co3ga-
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L 15. La Sibai. Portrait of Mother. 81 x 65 cm. Oil on canvas.
1948. Long Art Museum, Shanghai.

/10 MPOYHYHO OCHOBY AJ/1 MOMYAsPW3aLMW peannsma
N N3YYEeHUS KNaCCUYECKOro eBPOMNenckoro NcKyc-
cTBa. [To3xe OH 3aHan Ao/MKHOCTL B Coto3e Xya0x-
H1KoB Kutas. AHb BaHbAAH Cbirpan KAtoUYeByto posib
B Pa3BUTUM MaCNSIHOM XXMBOMMWUCHU U COBPEMEHHOTO
XyZOXeCTBeHHOro obpasoBaHus B Kutae, couetas
HaLMOHa/bHbIV AyX C EBPOMNEeNCKMMU TEXHUKAMMU.

Xots Crori bavixyH, Jlroin Cbibali n AHb BaHbasH
npownn cepbesHoe obyyeHne B 3anasHoOM aKa-
AEMUYECKON TpajnLMKM, MacTePCKM Blajenn pe-
aMCTUYECKON TEXHNKON MaCASHOW XMUBOMUCK, UX
MCKYCCTBO, 13-3a BPEMEHHbIX OrPaHNUYEHUI U JINYHBIX
0CObBEHHOCTEN, He AOCTUIIO MONHOro peannsmMa. B
nocneAHne rogbl Xxun3Hu Ctoin balixyH npusHaean, uto
XOTSl OH W MPOMOBeAOBaN peannsm bonee ABajuatu
NeT, eMy Tak U He yAanocb NpubAN3NTLCS K Hapo-
4y. OHM He yunTbIBasIM UCTOPUYECKYHD NMepCreKkTu-

BY KMUTaCKOM XnBoMNucu: Tpebosanock co3saBaTtb
Takne KapTWHbl, KOTOPble OblAN Bbl peanncTUYHbI
C TOUKW 3PEHUS TEXHUKM, HO B TO Xe BPeEMs B Ka-
yecTBe TeMbl UCMOJ/Ib30BaAN HbIT MPOCTbIX AOAEN.
KapTuHbl Takoro posa Moriv oTBeyaTb Mctopuye-
CKUM U MpakTnyeckmm TpeboBaHnAM KUTANCKOrO
obLecTBa, MOrAN BbITb MPUHATLI U MOHATHI LIMPO-
KOW OBLLLECTBEHHOCTLO. DTO Oblfa XyAOXKECTBEHHas
MUCCUS, MyTU peannsaunm oHun nckanw. brarogaps
MX YNOpPCTBY, NONyAspusaLmm peaanmsmMa 1 fanb-
Helweln paboTe, KMTalckas peaancTmyeckas Xm-
BOMWUCb JOCTUI/IA yCrexa B NMEPUOZ COLManbHbIX
nepemMeH. be3 nonckos Croi banxyHa 1 gpyrux xy-
JOXHUKOB He 6bl10 Bbl Pa3BUTUS KMTAUCKOM pe-
aIMCTNYECKOM MaCTAHOM XMBOMUCU U HbIHELLIHER
aTMocdepbl TBOPYECKOro pa3Hoobpasus, rae npo-
LiBETAOT Pa3/IMyHblIe LIKOJbl U HamnpaB/eHus.

B Hauane XX Beka HOBaToOpbl peasncTmyeckoro
nckycctea B Kutae ¢pokycmpoBannce Ha nsobpa-
KEHUW AeNCTBUTENIbHOCTA, BHEAPAS €BPONenckmne
TEXHUKM XMBONUCK. OZHAKO OHW YAENsaau Maao BHU-
MaHus Ayxy peasnsmMa U He COeAMHSAMN ero C KUTaw-
CKOV COLMaNbHOWN peanbHOCTbHO, TaK KakK F1aBHOWM
nzeen Toro BpemMeHun 6bi10 npoceeleHune. MNMocre-
neHHas TpaHchopmMaLmsa TPaAULMOHHOIO KUTaNCKO-
ro UCKYCCTBa Y M3MEHEHMWE COoLManbHbIX YCIOBUNA
NMpUBEAN K MOHVMAaHUIO, YTO UCKYCCTBO AOJIXKHO
OTpaxkaTb peanbHY XWU3Hb W COoLManbHble Nepe-
MeHbI. 3TO BbI3BaJO AMCKYCCUIO, T1aBHbI BOMPOC
KOTOPOW 3ByYan caefyrowum obpasom: UCKYCCTBO
«Ans nogen» AN «paju nckycctea»? C nosieae-
HWEM «JIeBOrO UCKYCCTBa» U BUXKEHNEM COMPO-
TMBIEHUS AMOHCKOW OKKyMNaLun nckyccteo B Kutae
CTa/I0 BOBJIEKaTbCS B COLMAsbHYHO peanbHOCTb. Tak,
HanpuMep, OTpaXkKeHWe XXeCTOKOCTU aHTUAMOHCKON
BOWIHbI CTa/I0 HOBbIM UCTOPUYECKUM TpeboBaHMEM.
ConpoTuBaeHne ANOHUN 1 PEBONIOLUOHHBIE UAen
«ABUXEHUS 4 Masi» BOMNOTUANCH B MPaKTUKeE, YTO
NpYAano KUTanckoMy peanncTmyeckomy UCKycCTBy
HaLUMOHaNbHbIM XapakTep WU onpeAennno HOBbIM
3Tan ero pasBuTus.
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