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CION BOMXYH: 3AMAHBAII KbITAW UICKYCCTBOCYHYH HETU3JI00YYCY
KAHA KOPKOM BUWJIUM BEPYYHYH PE®@OPMATOPY

AnHotanusi. byn wmakama XX-KbUIBIMABIH OMPUHYHM >KapbIMbIHAA 3aMaHOam KbITai
HMCKYCCTBOCYHYH OHYIYIIYH/A©® HErM3rd pOJAY OWHONOH KOPYHYKTYY KbITail cCypeTuycy,
arapTyyuycy xaHa pedopmatopy Croii BaiiXxyHAyH ublrapMaublUIbIK MypachlHa apHajirad. ABTOp
aHBIH KOPKOM CTHJIMHHUH 3BOJIOIUSCHIH, OATHIII KUBOIMHMCHUHUH YKaHa COLMATUCTTHK Peau3MINH
taacupuH, Kweitaiinarel kepkem OmimnMm OepyyHYy pedopManooro KOMIKOH CalbIMBIH H3WJIICHT.
KorTait On Pecniybnukace! Ty3ysirenieH kuiinunku mesruiigeru Keirait menen Cosertep Coro3yHyH
OpPTOCYHJIarbl MaJlaHUM 63 apa MamuJenepre, omoHao0i 31e Croit balixyH canTTyy KbITalJIbIK KaHa
€BPOMAJIbIK KOPKOM MaMIUIeNIEpAn OMPHUKTUPYY JKOJIyHa e3redye KeHyn Oypynar. Maxkanamga Croi
bolixyH ymyTTyK ©3re4yeNyKTy YHHBEpCalayy KepKeM OaanyylyKTap MEHEH aWKalblIIThIpraH
KaHbl KOPKOM TMapaJurMaHblH HETU3/100YYCY KaTapbl MaaHUCH Oaca OeNTruIeHeT.

Herusru ce3nep: Croii balixyH, KpITall HCKycCTBOCY, KOPKOM OMIMM Oepyy, COLUAIUCTTHK
peanu3M, Kertait xana CCCP, XUBONMCTUH MOJIEPHU3ALMACH], MaJaHUN anMamlyy, XX-
KbUTBIMArbI KbITAl )KMBOIIMCH, PEaTi3M, HCKYCCTBO peopMachl.
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CIOM BOUXYH: OCHOBATEJIb COBPEMEHHOI'O KUTAMCKOI'O HICKYCCTBA U
PED®OPMATOP XYJTOKECTBEHHOTI'O OBPA3OBAHUS

AHHOTaHHH. Cratbs IMOCBAIIICHA TBOPYCCKOMY HACJICAUTO Croit BBﬁXYHa — BBIAAOIICTOCA
KHUTaNUCKOTO XYOOXKXHHUKa, Ieaarora u pe(popMaTopa, ChII'PAaBLICTO KIIFOYCBYIO POJIb B CTAHOBJICHHUU
COBPCMCHHOT'O KHUTAMCKOTO HCKYCCTBa B HepBOﬁ nmonoBuHe XX BeKa. ABTOp paccMaTpuBacT
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SBOJIIOLUIO €r0 XYJI0’KECTBEHHOTO CTHWJISI, BIWSHUE 3aMAJHON JKMBOMMCH W COLMAIUCTUYECKOIO
peaiu3Ma, a TaKXke €ro BKJIaJl B peQopMHpOBaHUE XyI0KeCTBEHHOro oOpa3zoBanusi B Kwurtae.
Oco0oe BHHMMaHHE yHenseTcsl KyJIbTypHOMY B3aumojeicTBuio Mmexay Kurtaem u CoBeTckum
Coro3oMm B mepuof nocie ocHoBanusi Kutaiickoil HaponHOM pecnyOIuKH, a Takke ToMy, Kak Croif
bolixyH mHTErpupoBan TPaJULMOHHBIE KUTAWCKUE U EBPOIICHCKUE XYI0KECTBEHHBIE IOAXOJBI.
Cratps nonu€pkuBaer 3HaueHue Croil bolixyHa Kak OCHOBaTells HOBOM XYJ105KECTBEHHOM
[apaJurMbl, COUETAIOUIEH HAIIMOHAIbHYIO MIEHTUYHOCTh C YHUBEPCAJIbHBIMU XY/10)KECTBEHHBIMU
LIEHHOCTSIMHU.

KiaroueBrbie ciaoBa: Croii baiixyH, KUTaliCKOe MCKYCCTBO, XYyT0KECTBEHHOE O0Opa30OBaHHE,
conmaymctruueckuii peanusm, Kurtaii u CCCP, MoaepHmM3alus >KUBOIMCH, KYJIbTYPHBIM OOMEH,
KHUTalcKast )KUBOMKUCh XX BeKa, pealiu3M, XyJA0KeCTBeHHas pedopMma.
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XU BEIHONG: FOUNDER OF MODERN CHINESE ART AND REFORMER OF ART
EDUCATION

Annotation. This article explores the artistic legacy of Xu Beihong — a prominent Chinese
painter, educator, and reformer who played a key role in the formation of modern Chinese art in the
first half of the 20th century. The author examines the evolution of his artistic style, the influence of
Western painting and socialist realism, as well as his contributions to the reform of art education in
China. Special attention is given to the cultural exchange between China and the Soviet Union after
the founding of the People's Republic of China and how Xu Beihong integrated traditional Chinese
and European artistic approaches. The article emphasizes Xu Beihong’s significance as the founder
of a new artistic paradigm that combined national identity with universal artistic values.

Keywords: Xu Beihong, Chinese art, art education, socialist realism, China and the USSR,
modernization of painting, cultural exchange, 20th-century Chinese painting, realism, art reform.

After the founding of the People's Republic of China in 1949, significant changes occurred
not only in the political, economic, and social spheres but also in the realm of art. The new era was
marked by active cultural exchange between the Soviet Union and China, which had a profound
impact on the development of traditional Chinese painting. Under the influence of Soviet art,
particularly socialist realism, Chinese artists began to rethink traditional forms and imagery,
incorporating new stylistic techniques, thematic directions, and methods of artistic expression. One
of the key figures during this transitional period was the artist Xu Beihong — the founder of modern
Chinese art and a reformer of art education in China. This article explores the main aspects of his
creative journey and his role in shaping a new artistic paradigm within the context of cultural
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interaction between China and the Soviet Union, as well as his contribution to the development of
art education, which includes the use of new techniques in teaching the art of drawing and painting.

After the establishment of the communist regime in China in 1949, cultural cooperation with
the Soviet Union became one of the key directions of state policy, aimed at strengthening
ideological ties between the two countries. This cooperation was part of a broader strategy that
included the exchange of experience in science, education, and culture, as well as the active
adoption of Soviet models in various aspects of life. In the field of art, this was expressed in the
promotion of socialist realism, which was seen as the most appropriate artistic method for reflecting
the values of the new society [7, p. 70].

We all understand how important it was during that time to adhere to the directions of state
policy — not only in China but also in the Soviet Union — and to follow the socialist regime,
including within the education system and in the field of fine arts.

One of the most significant masters of this period was Xu Beihong, who became a
prominent artist and patriot of modern China. He achieved remarkable artistic results and had a
major influence on contemporary Chinese art, playing a vital role in its modernization. His creative
activity spanned the first half of the 20th century, and he made outstanding contributions to
painting, art education, and theoretical practice.

From an early age, Xu was influenced by traditional Chinese culture and studied poetry,
literature, calligraphy, and painting under the guidance of his father, Xu Dazhang. Although largely
self-taught, he developed a solid foundation in traditional Chinese painting. In his youth, his
father’s mentorship significantly shaped his style. Xu Dazhang required him to observe people and
landscapes, and to hone his drawing technique by copying portraits. This training method, close to
realism, enabled Xu Beihong to develop high-level technical skills and accumulate rich visual
material for his future works. At the age of thirteen, due to the need to earn a living, he began
selling his paintings. This difficult experience toughened his character. Life’s hardships also
allowed him to engage with different layers of society, broaden his horizons, and gain a deeper
understanding of the lives of ordinary people — a valuable cultural and artistic resource for his future
creations.

In 1914, Xu Beihong moved to Shanghai — at the time, the Chinese city most open to the
outside world and a center of cultural exchange between China and the West. There, he became
acquainted with works from the European Renaissance, Impressionism, Post-Impressionism, and
various other schools of art. These new artistic ideas had a strong impact on him and motivated him
to rethink the direction of traditional Chinese painting.

In Shanghai, he was actively engaged in artistic work. It was here that he first attempted to
combine traditional Chinese painting with Western techniques. One notable work from this period
is the painting Horse. In this piece, the image of the animal is no longer depicted in the abstract,
generalized manner typical of traditional Chinese painting, but instead takes on anatomical accuracy
thanks to Western techniques — the musculature and bone structure are rendered in a way that makes
the horse appear alive and energetic. Nevertheless, the painting retains the traditional spirit — the
animal’s emotion and character are conveyed through its pose and movement. In this way, the work
reflects Xu's desire to combine the best of Chinese and Western painting traditions. What increases
the value of his works is not only their historical significance, but also their usefulness in teaching
students new drawing techniques.
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It is worth noting that the image of the horse holds one of the most important places in
Chinese art. The figure of the horse was especially vividly portrayed in classical Chinese painting.
Since ancient times, this animal has been associated in the Celestial Empire with the scholarly
official. For instance, in the catalogue of the imperial painting collection from the Song dynasty —
Xuanhe Huapu, compiled under Emperor Huizong, a great connoisseur of painting — it was recorded
that: “...scholars often favor images of horses because they serve as analogies for all kinds of their
deeds. For horses, when compared, can be low-bred nags or purebred stallions, slow or swift,
obscure or outstanding, unfortunate or fortunate” [4, p.210].

In 1919, Xu Beihong traveled to France and began studying Western classical and realistic
painting. He hoped to use Western realism to revitalize and improve Chinese painting [1]. There, he
gained a deep understanding of composition, color, and form in Western art. While studying at the
Ecole des Beaux-Arts in Paris, he chose Frangois Flameng — a master of realistic painting
specializing in portraits and historical scenes — as his mentor. Flameng’s mastery and teaching
methods deeply influenced Xu. He received professional and systematic training in painting.

It should be noted that, starting from the late 19th century, Chinese painting came under
strong influence from the artistic ideas and forms of expression of Western visual art. At the same
time, the traditions of national painting were passed down from generation to generation, and
throughout the history of landscape painting, numerous schools and movements emerged. In every
generation, renowned artists appeared who sought to introduce innovative ideas into visual art and
to develop their own unique painting styles [6, p. 162].

In 1927, after completing his studies abroad, Xu Beihong returned to China with a clear
vision for the development of Chinese painting. He actively engaged in art education and sought to
merge Western painting concepts with the spirit of traditional Chinese art, creating an improved
form of Chinese painting. He taught at the Art Department of National Central University, Peking
University, and the Beiping Art Academy, training a new generation of artists. At the same time, he
produced many outstanding works, such as The 500 Soldiers of Tianheng, Ba People Fetching
Water, and Yu Gong Moves the Mountains. These works are noted for their high technical mastery,
expressive aesthetic lines, and original style. They became classics of modern Chinese painting and
significantly influenced its further development.

The main difference between Chinese painting and European painting lies in the fact that the
pictorial tradition combines painting, graphics, and calligraphy. Chinese painting and calligraphy
are closely connected because both art forms use lines. Sometimes firm, sometimes fluid,
sometimes strict, sometimes flowing, the lines accurately capture the image, whereas in European
painting, images are expressed through volume and form, color, and light and shadow. The Chinese,
however, transformed simple lines into highly developed art forms [3, p. 327].

During the period of cultural cooperation between China and the USSR, Chinese painters,
sculptors, and art critics went en masse to study in the Soviet Union, where they learned the
principles of socialist realism, studied the works of Soviet masters, and adopted their approaches to
creating art [2].

Soviet experts were also active in China, teaching in local art academies and institutes. They
not only shared their knowledge but also helped develop curricula aligned with the ideological
objectives of the new regime. Soviet teachers introduced Chinese students and artists to working
methods that emphasized labor, collectivism, and the achievements of socialist construction [9].
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Like many Chinese artists, Xu Beihong's first acquaintance with the Soviet Union occurred
in 1934, when he was invited by the USSR’s Society for Cultural Relations to organize an
exhibition of Chinese painting in Moscow. This invitation was no coincidence: on one hand, the
Soviet Union sought a better understanding of Chinese culture and closer cooperation, as Chinese
painting, being an external expression of culture, was of special interest. On the other hand, Xu
Beihong, though educated in Europe, knew little about Soviet socialist realism. However, the idea
of socialist realism — to reflect reality and inspire the people — closely aligned with his own artistic
aspirations. Thus, he wanted to better understand Soviet art and discover new directions for
developing Chinese painting.

The exhibition featured more than 300 items, including works from the Eastern Palace
collection. This event became a milestone in cultural ties between China and the USSR. Xu
Beihong actively engaged with Soviet artists, discussing methods and ideas of socialist realism. At
the same time, he introduced Soviet masters to the unique features of Chinese art. In 1950, after the
founding of the PRC, he visited the Soviet Union again and took part in an exhibition of PRC art,
further strengthening cultural relations.

In his article The Background of Soviet Art, Xu Beihong highly praised the spirit reflected in
Soviet art. He wrote that firmness of belief, sharpness of perception, the courage to seek truth, and
emotional subtlety distinguished Soviet art. In the visual arts, he especially admired artists such as
Perov, Repin, Surikov, Serov, and the landscape painter Levitan. Repin’s works, particularly Barge
Haulers on the Volga, deeply moved him with their truthful depiction of the suffering of ordinary
people and social injustice. Surikov’s historical paintings impressed him with their scale and
attention to detail. In The Morning of the Streltsy Execution, he especially appreciated the precise
conveyance of emotion and atmosphere. Serov’s portraits were distinguished by their subtle
expression of the subject’s inner world, and Levitan by the lyrical depth of his landscapes. All these
works reflected a realist approach to art that deeply resonated with Xu Beihong [1].

Xu believed that post-revolutionary Soviet art had established a strong foundation and was
rapidly developing. This recognition of the Soviet art model prompted him to reflect on the
modernization of Chinese art so that it could better reflect reality and serve the people. It was also
important to convey to the people — both the Chinese intelligentsia and the common folk — new
approaches to the modernization of Chinese painting, with an emphasis on a realistic approach and
a transformation in the perception of painting.

Xu Beihong was also deeply involved in teaching, nurturing a new generation of artists who
continued to develop the ideas of socialist realism [5, p. 71]. While teaching students in China, he
became increasingly aware of the gap between Chinese painting and real life — all under the
influence of Soviet art. Equally important for him was to shift the younger generation’s perception
of the new artistic direction shaped by the influence of the Soviet Union and Soviet art.
Accordingly, this transformation was intended to extend to the training and education of art
students.

Xu Beihong believed that artists should pay greater attention to social reality and the lives of
ordinary people. This reinforced his commitment to realism. His portraits increasingly featured
realistic features, while his landscapes reflected a focus on space, light, and nature. He adopted
Soviet artists’ techniques for working with light and shadow, anatomy, and composition, giving his
paintings depth and emotional power.
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Xu Beihong’s reform revitalized Chinese painting, bringing it new life. His efforts focused
on two main directions: changes in teaching methods and changes in artistic approach [5, p. 238].

His appreciation of Soviet realism and the work of the Peredvizhniki provided Xu Beihong
with new ideas and inspiration. He sought to combine the strengths of Soviet and Chinese art,
exploring a realist path suited to China's national characteristics. His contribution played a crucial
role in the development of modern Chinese art, including paintings about nature.

In his research, Huang Duanyi notes: “In Chinese philosophy, nature is perceived as a living,
animated organism with which a person must be in harmony in order to achieve a full and
meaningful life” [8, p. 183]

One of Xu Beihong’s most notable achievements is the post-1949 establishment in China of
the concept of “art in service,” aimed at supporting the new social system and portraying the
constructive atmosphere of a new life. The younger generation of students trained by Xu Beihong
were taught to analyze and consider historical contexts and to realistically depict social realities [5,
p. 237].

Xu Beihong was born in 1895 and passed away in 1953, leaving behind not only an artistic
legacy but also a whole school of students who continued his work. After his death, his contribution
to Chinese culture was officially recognized by the state, and his works were included in the
collections of the country’s most prominent museums. In Beijing, the Xu Beihong Memorial
Museum was established, showcasing both his artworks and materials related to his teaching and
scholarly activities.

The art education system, reformed on Xu Beihong’s initiative, included systematic training
in anatomy, perspective, working from life, and oil painting techniques. He emphasized the
necessity of combining academic knowledge with ideological education — a principle that aligned
with the cultural policy of the PRC, although it was also criticized for potentially diminishing
national artistic identity.

Nevertheless, Xu Beihong’s influence on the development of Chinese art cannot be
overstated. He became a bridge connecting East and West, tradition and modernism, the national
and the universal. His ideas are still widely discussed in academic circles, and his style continues to
inspire artists both in China and beyond.

Thus, Xu Beihong not only became a symbol of the modernization of Chinese painting but
also played a key role in shaping the artistic identity of the new China. His work demonstrates how
art can be national in form and international in essence.
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