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AHOTANIA

Ban llyTin. I'enaepHa npo0ieMaTHKA Cy4aCHOT0 KUTAMCHKOTO JKUBOINCY:
Bi/l *KiHOYOI TeMU /10 KiHOYoro mucrenTnBa. — Kpamidikariitna HaykoBa poOoTa Ha
nmpaBax pykomnwucy. JlucepTaiiis Ha 3100y TTsI HAYKOBOTO CTyMeHs JokTopa ditocodii 31
cremianbHocTi 023 — OOpa3oTBOpuY€ MHCTELTBO, JCKOPaTUBHE MMCTEIITBO,
pecTaBpairis. — XapKiBCbKa JiepKaBHA aKaJeMis TU3aiHy 1 MUCTEITB, XapkiB, 2024.

Jucepraliisi IpUCBSIYEHA JTOCIIIKEHHIO JKUBOMHUCY JKIHOK B 00pa3oTBOPUOMY
muctenTBi Kutato XX — nouyatky XXI cT. ik MOpIBHSIHO HOBITHHOMY SIBHILY, SIKE
MOYaJI0 BXOJUTH B KOHTEKCT KHTANCHKOTO MUCTEIITBO3HABCTBA JIMIIICHD 3 KIHIIT XX
cTomTTs. Takuil CTpIMKHMI BHUXIJ IIbOTO SIBUIA HAa aBaHCIIEHY 0OpPa30TBOPYOIO
mucrenTBa Kuraro moB’si3aHmii 13 3araabHOI0 TpaHCHOpMAITI€I0 XyT0KHBOTO TPOIECY
B KpaiHi, a TakoX 13 3MiHaMM B TaTplapXaJbHIA 1JIEHTUYHOCTI KUTAHCHKOTO
CYCILIIBCTBA.

INnote3or0 poOOTHM € TPHUMYHIEHHS, IO JXUBOIMKC JKIHOK € Ha ChOTOIHI
aKTYaJIbHUM XYJ0KHIM SIBUIIEM, SIK€ BIIJI3EPKAIIOE CKIAIHUN TpoIleC MOAEpHIizallii
KUTalChKOro cycniibeTBa y XX — XXI CTOMITTSIX.

06’exkmom  OocniddcenHss € TIpoOJieMaTHKa perpe3eHTalli TeHJaepy B
oOpazotBopuomy muctenTBl Kurtato XX — mouarky XXI cronite. Ilpeomemom
00CNi0XCeHHs BUCTYTIAE )KIHOYMH )KUBOIIHC SIK XYI0KHIN ()eHOMEH.

VY nucepranii BH3HAUYE€HO OCHOBHI €TalM y PO3BUTKY >KIHOYOTO KUBOMIHUCY B
obOpazotBopuomy muctentBi Kurtato XX — mouarky XXI cTomiTTS, BBEIACHO 0
3arajJbHOTO MHCTEITBO3HABUOTO HAYKOBOTO OOITy KHTAMChKY (paxoBy JiTepaTypy 3
po0JIeMaTUKK TOCIIIKEHHS; TPOCTEXKEHO Ta MPOAHAII30BaHO €BOJIIOIII0 TeHICPHUX
XYJIO)KHIX CTEPEOTHUITIB BiJ] JIOKAJIBHOI XKIHOYOI TEMH Ha MOYaTKy XX CTOJITTS [0
MOBHOIIIHHOTO (PeHOMEHY JKIHOYOro MucTenTBa Ha moyaTtky XXI cromiTrs;
y3arajlbHeHO >KaHPOB1 OCOOJMBOCTI PO3BUTKY >KIHOUOI'O >KMBOMHUCY, HOTO CHOKETHO-
TEMaTUYHUHN penepTyap 1 Xy10:KHb0-00pa3Hi (HopMU; TUIOIOTI30BAHO Ta TOCIHIIKEHO
00pa3HO-CTWJIICTHYHI TEHJIEHLII B PO3BUTKY XYIOKHBOIO (PEHOMEHY KIHOYOIrO
KUBOTIUCY Y HAWOLIBII PENPE3eHTATUBHI NEPI0oId WOTO PO3BUTKY YIPOJIOBK XX —

noyatky XXI crT..



PesynpraTn mucepraiii, 30kpema icropiorpadiuHa dYacTMHA, a TaKOX
0i10miorpadisi, MawTh NPAKTUYHE 3HAYEHHS [UJIs YKPaiHCHKOTO CXOJO03HABCTBA,
OCKIJIbKH 3aJTy4al0Th J0 aKTyaJIbHOTO MUCTEIITBO3HABUOTO IUCKYPCY HOBITHIO (haXxOBY
JiTeparypy 3 IpoOJieMaTHKU JOCTIIHKEHHS, PENPE3eHTYIOTh B aKaJeMIyHIN IapuHi
3HaYHUII MacuB  TBOPIB  KUTAHCBKUX  JKIHOK-XYJOKHHUIb.  3alpolOHOBaHi
JTUCEPTAHTKOK TEOPETUYHI y3arajlbHEHHSI MOXYTh OyTH 3aCaJHUYUM TPYHTOM IS
PO3pOOKH HaBUYAJbHO-METOJUYHUX IIOCIOHHMKIB, @ CHCTEMAaTH30BaHUM Bi3yaJbHO-
UTIOCTpAaTUBHUN MaTepial — JJIs1 CTBOPEHHS BI3yallbHUX XYJIOXKHIX BHJaHb 31
CX0J103HaBYO1 MPOOJEMATHKH, Y KOHTEKCTI BUHECEHOT y 3ar0JIOBOK MPOOIEMHU.

PobGora ckiamaeTscsi 31 BCTyMy, YOTHPbOX PO3/ALUIIB, BUCHOBKIB, IEPENIKY
BUKOPHUCTAHUX JKEPeN 1 J0AaTKIB (AJIbOOMY 1TIOCTpalliif).

Y nepwomy po3oini, mo Mmae Ha3By «Ilcmopiocpagis, Odcepena i memoou
00Cni0JHCceHHsA» B SKOCTI 00’ €KTy aHalli3y BHCTYNAIOTh HAYKOBI CTY[Ii YKpaiHCHKHUX,
KUTANChKUX Ta €BPOINEUCHKUX JOCHIIHUKIB KiHIS XX — modatky XXI cTomiTTs.
JlrcepTaHTKOIO HAa OCHOBI MMPOAHAJI30BaHUX 1CTOpIOrpadiuHUX JKEPes BU3HAYAIOThCS
HACTYIIHI €Tany B 3araJlbHOMY PO3BUTKY MPOOJIEMHU:

1) etan popmyBaHHS XPOHOJIOTIYHOTO MPOCTOPY KUBOIHUCY >KIHOK, BUSBJICHHSI
HOTO 1ICTOPUKO-KYJIBTYPHOI aKkTyabHOCTI (cepeauna 1990-x pokiB — mouatox 2000-
X);

2) eram BHW3HAYCHHS Ta JOCHIIKEHHS ICTOPUYHOI TPATUIIA KIHOYOTO
MUCTEITBA, IO CHOHYKajlo [0 TMeperjisiay ICHYIoUOoi CHCTeMU penpe3eHTalii
oOpazoTBopuoro muctenTBa Kurtaro, a TakoK akTyasli3yBajo MUTaHHS MPUCYTHOCTI
KIHKU-XYAOKHHUII B YyHIBepcaJbHOMY XyAoxkHboMy Hapatusi (2000-ui — 2010-1i
poxm);

3) eranm CTBEpIKEHHS (PEHOMEHY MXKIHOYOIO MKHUBONUCY SIK KOMEPLIHHO
YCHIITHOTO Ta BHU3HAYHOTO Ha CBITOBIM XYyJOXHIW apeHi; CTBEPKCHHsS MHUCTEIITBA
KIHOK SIK aBTOHOMHOI'O SIBHIA, IO CHUPAETHCS HAa BIACHY CHUCTEMY MUCTEIBKOI
iepapxii (2010-Ti pokn);

4) eTan KpUTUYHOTO MIEPEOCMUCIIEHHS! HAKOITMYEHOTO TOCI1THUIIBKOTO JOCBI Y,
BU3HAHHS YHIBEPCAIBHOCTI XY0KHbOI MOBH >KMBOIHKCY KIHOK, 110 ICHYE 32 MEKAMHU

nokanpHOI renaepHoi penpesenTaitii (2010-11 — 2020-T1 pokn).



Y opyzomy po3zoini, mo wmae Ha3By «Kinoui obpazu 6 pempocnexmusi
KUmMaucvko2o odicusonucy nepuioi noaoeunu XX cm.: eendepua npodiemamuxay
OCHOBHHMM (POKYyC yBarum MPUAUICHO aHaNi3y CTAHOBJIEHHS TIEPIIOTO TOKOJIIHHS
MOJIEpHI3MY B KHUTAMCBhKOMY J>KHUBOMHCI dYepe3 IMpu3My (HEHOMEHY IKIHOYOTO
MUCTENTBA. SIK MOKa3ye MPOBEACHUI aHali3, TeHepalis KIHOK-XYI0KHHUI[b, TBOPUYHIL
35etT Akux npunas Ha 1920-x — 1940-x pp., yce yacTiie po3risiIa€ThCsl KUTAaChbKUMU
Ta 3axiJIHUMH JIOCTiTHUKAMHU B SKOCTI BHUPA3HHUKIB MeTa()OPUYHOTO TMOKOIIHHS
«mponanux 0€3BICTHY, 110 OJJHOYACHO CTOCYETHCS 1 IXHBOT'O MICIIS B 3arajbHii iCTOpIi
YKHUBOITUCY, 1 MAPT1HAJI130BaHOI'O I'€HIEPHOTO CTAHOBHIIIA.

VY po3aini poOUTHCS BUCHOBOK, IO (POPMYBAHHS MOAECPHICTUYHOTO OOIHYYS
XKiHOo4Yoro skuBomnuci y PecnyOmikancbkoro Kwutaro mnepmioi mosoBuHH XX  CT.
B1IOYBaJIOCS Ha TPYHTI CBOEPITHOCTI TEMAaTUYHOTO Ta >KaHPOBOIO penepryapy.
OcobmuBa poisib 00pa3HOil penpe3eHTaIlll MUCTKUHD CIIOHYKaJia 0 OUIbII aKTUBHOI
poOOTH B JKaHP1 aBTOMOPTPETY Ta MOKJIMKAJIA JIO KUTTS YHIKAJIbHY XKaHPOBY (opmy
«TPUXOBAHOTO» aBTO noprpeTyBanHs (pobotu [lanr KOmian, Cyn [dyoui).

BaxxnmuBo0 TeMOI0 y TBOPUYOCTI KUTAWCHKUX XYIOXKHUIH TIEPIIOTO MOKOIIHHS
MOJIEpHI3MY CTajla >KIHOYa TIJIECHICTh, PEMpPE3CHTOBAaHA SIK B MaHEpl HalHUCAHHS
OTOJICHOI HaTypH (HANPUKIIAJ, y >KaHpi HIO B poboTax Pan [[310HK01), Tak 1 B hopmi
IPEICTaBICHHS >KIHOUO1 0Opa3HOCTI B AHPOBIM KApTHUHI Ta MOPTPETi. 3a3HaueHa
0COOJMBICTh OTpUMAJIa MIKAHTHY BUPA3HICTh Y IUTAYUX Ta IOHALIbKUX oOpa3ax, siKi
CTaJI aBTOPCHKOIO O3HAKOIO XYI0’KHBOI Manepu ['yanp [[31manb.

Y mpemvomy po30ini, sxuii mae Ha3By «llepioouzayis HCiHOU020 HCUBONUCY
KOHmMeKcmi po3sumky obpasomeopuoco mucmeymea Kumaro opyzoi nonosunu XX —
nouamxy XXI cmonaimuvy NA€TbCA XapaKTEPUCTHKA OCHOBHUM €TanaM CTaHOBJIEHHS Ta
PO3BUTKY 3a3HAYEHOTO XYJ0KHBOI'O (PEHOMEHY.

VY po6oTi mokazano, 1o xiHouui xxuoruc 1950-x — 1970-x pokiB («IOKOTIHHS
CTapIlKX» MUTIIB) 3ITKHYBCS 13 MPAKTUKAMHU 3alI€PEUCHHS KUTAIChKOTO MOIEPHI3MY,
IO aKTyajli3yBaJo MOIIYK HOBOI TBOPYOi OCHOBH JUIsl MOJANBIIOTO PO3BUTKY. LM
HOBUM I'PYHTOM Y 1€ MEPi0J] CTaJIN METOAOJIOTISI COIpeali3My, sika po3ipBajia 3B’ 30K
13 JOBOEHHUM TMOKOJIIHHSM, MPOTe chopmMyBaia HOBI SKOCTI )KIHOUOTO penepTyapy B

JKUBOIIUCI.



Hanpukinmi 1970-x — Ha mouatky 1980-X pokiB, y KOHTEKCTI IMOKOJIHHS
«OCBIYEHOI MOJIOMI», KUTAUCHKHI CBIT MUCTEITBA TIEPEKUB TNIMOOKY PEBOJIOIIIO B
MUCTEIBKUX KOHLEMIIAX. TOro4acHui 371amM 3BUYHOI KAPTUHHU PO3BUTKY XYAO0KHBOT
KYJbTYpH dYepe3 IOBTOPHE «BIAKPUTTS» KIHOYOTO MOJEPHI3MY, aKTyali3yBaB
npoOiieMaTuKy TeHAepy Yy KuBomuci. B 3aragpbHOMy ULiJIOMy 1€ MPHU3BENO 0
dbopMyBaHHS JKIHOYOIO MHCTEITBa, SK (EHOMEHY B XYIOKHIH €BOJIOLIT
00pa30TBOPUOI0 MUCTEITBA, IKUI Mae Mepiou3allito, CIUpaeThcs Ha iIkoHoTpadito Ta
3J1aTEH /10 PENpe3eHTallil 3aBISKH IIHPOKOMY pErepTyapy TeM, CIOXKETIB, CKIaJIHUX
o0pas3is.

CrpaBXHbOIO CYYaCHOIO OCHOBOIO JKIHOWOro MmucrenTBa y Kwurai crana
«renepattiss HoBUx» (1990-11 — 2000-H1 pp.). 3yCHIUIAMHU IILOTO MOKOJIHHS KUBOTIHC
KIHOK OyJO TMOBEPHYTO /O XYAOXKHBOTO JITOMHUCY, IO aKTyali3yBaJlo
MIEPEOCMUCIICHHS €CTETUKA MOJIEPHI3MY Ta CYTTEBO PO3MIMPUIIO XY0KHBbO-00pa3Hi
Mexi kuBomucy. OcTaTouyHa peaOuTiTaiis KIHOK-XYJAOXKHHIb, SK HEBIJ €MHOI
YaCTUHU B 3arajibHiid €BOJIIOLII KUTaCHKOTO >KUBOMKCY, MPU3BENIO 10 MEPEOLIHKH
icTopii oOpa3zoTBOpuUOro MucrenTsa Kurato, sixa Bifrenep HEOJAMIHHO 3BEPTAETHCS 10
y3arajbHEHHS KIHOYOTO JOCBIAY.

VY nucepraiii cTBepIKyeThbes, 1o cydacHui eram 2000-x — 2020-x pp.
JIEMOHCTPY€E MIMPOKE PO3MAITTSI TeM Ta MIAXOJIB, SKI PO3BUBAIOTHCS Y KOHTEKCTI
CBITOBUX TEHJEHLIN apT-puHKy. JKuMBONUC >KIHOK Ma€ CHJIbHI MO3UIIi SK B
aKaJIeMIdHIl, TakK 1 B COIiaIbHO-KOMEPITiIHHIN cdhepax, o poOUTh HOro MOBHOIIHHAM
THCTPYMEHTOM XYJI0’KHBOI pedeKcii.

Y uemeepmomy po3oini, mo Mae Ha3By «Crooxcemuo-memamudHu ma
XY002HCHbO-00pa3HULL penepmyap HciHouo2o mucmeymea Opyeoi nonosunu XX —
nouamky XXI cmonimmsy Ha€TbCAd aHANITUYHA XapaKTEPUCTUKA TPOOJIeMH, IO
BUHECEHA y 3aroJIoBOK. Y naucepTauii Mmoka3zaHo, IO JKIHOYa XYAOXKHS KyJbTypa,
HaBIThb 32 YMOBHM ii COLIQJIbHOI MapriHajdi30BaHOCTI ab0 HEBU3HAHHS ii CTaTycCy,
ICHyBaJla Ta pO3BUBajach YMpOIOBXK TpuBajoro yacy. Lle moszBonmio copmysaru
0COOIHMBY XYJIOKHIO 17IEHTUYHICTb, SIKa BU3HAYAJIACh paMKaMH I'e€HIEpHOT MPE3eHTallii,
crupajiach Ha CBO€PIHI BHYTPIIIHI HOpMHU (Y TOMY YHCII, 1 €CTE€TUYHI T4 HOPMH

KOMYHIKaIlii 3acobamMy MHCTENTBa), a TakoX (yHKIIOHyBaja y (opmi JIOKaIbHOI



(GKIHOYOT» XYJ0’KHbOI MOBHU. YC€ 1€ Y35T€ pa30oM MOMITHO BIUIMBAJIO Ha CIOKETHO-
TEeMaTUYHUN Ta XyA0KHbO-00pa3HUI penepTyap >KIHOYOTO MHUCTEITBA, & B OKPEMHX
BUIIAJIKaX — BU3HAYAJIO 11 CYTHICTh Ta HAIIPSIMU MOAAIBIIOTO PO3BUTKY.

VY po3au MiAKPECTIOETHCS, M0 KaHPOBA CBOEPIIHICTH KIHOYOTO KUBOIHCY
MOB’s13aHa 13 OCOOHMBOCTSIMHU PENpe3eHTallli KOKHOTO OKPEMOTO JKaHPY, a TAKOXK 3
HOro posuiio Ta MiClieM Yy MapaurMi KUTalChbKOr0 MHUCTENTBA. 30KpeMa, BUHATKOBO
BaYXJIMBA 3HAYEHHS ISl CTAHOBJIEHHS Ta PO3BUTKY (DEHOMEHY KIHOYOTO >KMBOMUCY
Ha0yB aBTOTIOPTPET, XKaHP HIO, CIOKETHO-TEMAaTUYHUH KaHpP Ta HATIOPMOPT.

Jucepraliisi 3aBEpUIYEThCS 3MICTOBHUMH 6UCHOBKAMU, 5KI Y3araJibHIOIOTh
pe3yIbTaTH JOCIIKEHHS Ta BIIMOBIAI0Th BU3HAYCHUM TTO3HUIIISIM HAyKOBOT HOBHU3HH,
METI Ta 3aBJIaHHSAM JUCepTallii.

Kuarwo4doBi cioBa: kuraiicbkke 00pa3oTBOpPUYE MHUCTEITBO, KIHOYE MHCTEITBO,
oniitHuM xuBonuc Kuraro, XynoXHs MOBa KIHOYOTO >KMBOIUCY, XyJ0KHI T'€HIepHI

CTEPEOTHIIH.



ABSTRACT

Wang Shuting. Gender Issues in Modern Chinese Painting: from the
Female Theme to Women’s Art. — Qualification scientific work in the form of a
manuscript. Dissertation for the degree of Doctor of Philosophy in the specialty 023 —
Fine Arts, Decorative Arts, Restoration. — Kharkiv State Academy of Design and Arts,
Kharkiv, 2024.

The dissertation is devoted to the study of women’s painting in the fine arts of
China in the 20th and early 21st centuries. Women’s painting is considered a new
phenomenon that appeared in Chinese art criticism only at the end of the 20th century.
The rapid emergence of women’s painting on the forefront of Chinese fine arts is
associated with the general transformation of the artistic process in the country, as well
as with changes in the patriarchal identity of Chinese society.

The hypothesis of the work is the assumption that today the painting of women
is a relevant artistic phenomenon that reflects the complex process of modernization of
Chinese society in the 20th and 21st centuries.

The object of the study is the problem of gender representation in the fine arts
of China in the 20th and early 21st centuries. The subject of the study is women’s
painting as an artistic phenomenon.

The dissertation identifies the main stages in the development of women’s
painting in the fine arts of China in the 20th and early 21st centuries. The study involves
Chinese professional literature on the research issues into the general art history
circulation. The author traces and analyzes the evolution of gender artistic stereotypes
from a local female theme at the beginning of the 20th century to a significant
phenomenon of women’s art at the beginning of the 21st century. The genre features
of the development of women’s painting, its plot and thematic repertoire and figurative
forms are generalized; stylistic trends in the development of women’s painting in the
most representative periods of the 20th and early 21st centuries are typologized and
studied.

The results of the dissertation, in particular the historiographical part, as well as

the bibliography, are of practical importance for Ukrainian oriental studies. Sources



and literature of the dissertation involves the latest research into the current art history
discourse. No less important is the publication of a significant number of works by
Chinese women artists. The theoretical generalizations proposed by the dissertation
candidate can be the basis for the development of textbooks. Also, the systematized
visual and illustrative material is a source for the creation of artistic publications on
Oriental studies.

The work consists of an introduction, four chapters, conclusions, a list of sources
used and appendices (album of illustrations).

The first chapter, entitled “History, Sources and Research Methods,” analyzes
scientific studies by Ukrainian, Chinese and European researchers of the late 20th —
early 21st centuries. Based on the analyzed historiographical sources, the doctoral
candidate identifies the following stages in the general development of the problem:

1) the stage of forming the chronological space of women’s painting, identifying
its historical and cultural relevance (mid-1990s — early 2000s);

2) the stage of defining and researching the historical traditions of women’s art,
which prompted a revision of the existing norms of representation of Chinese fine arts,
and also actualized the issue of the presence of women artists in the general artistic
narrative (2000s — 2010s);

3) the stage of establishing the phenomenon of women’s painting as
commercially successful and prominent on the world art scene; affirmation of women’s
art as an autonomous phenomenon, based on its own system of artistic hierarchy
(2010s);

4) the stage of critical rethinking of the accumulated research experience,
recognition of the universality of the artistic language of women’s painting, which
exists beyond local gender representation (2010s - 2020s).

In the second chapter, entitled “Female Images in a Retrospective of Chinese
Painting of the First Half of the 20th Century: Gender Issues,” the main attention is
paid to the analysis of the first generation of modernism in Chinese painting through
the prism of the phenomenon of women’s art. As the analysis shows, the generation of
women artists whose creative heyday fell on the 1920s—1940s is considered by Chinese

and Western researchers as a generation of “missing artists,” which simultaneously



concerns both their place in the general history of painting and their marginalized
gender position.

The chapter concludes that the formation of the modernist face of women’s
painting in Republican China of the first half of the 20th century took place on the basis
of a new thematic and genre repertoire. Women artists of the 1920s worked more
actively in the genre of self-portraiture, which gave rise to a unique genre form of
“hidden” self-portraiture (works by Pang Yulian and Song Duochi).

An important theme in the work of Chinese artists of the first generation of
modernism was the female body. This was evidenced by paintings in the nude genre
(for example, in the works of Fang Junbi), as well as in subject paintings and portraits.
This feature gained characteristic expressiveness in children’s and youth images, which
became the author’s hallmark of Guan Jilan’s artistic style.

The third chapter, entitled “Periodization of Women'’s Painting in the Context
of the Development of Fine Arts in China in the Second Half of the 20th - Early 21st
Centuries,” describes the main stages of the development of this artistic phenomenon.

The paper shows that women’s painting of the 1950s - 1970s ("older" generation
of artists) encountered practices of denial of Chinese modernism, which actualized the
search for a new creative basis. This new ground during this period was socialist
realism, which broke the connection with the pre-war generation, but formed new
qualities of the women’s repertoire in painting.

In the late 1970s - early 1980s, in the context of the generation of "enlightened
youth", the Chinese art world experienced a profound revolution in artistic concepts.
The break in the usual picture of the development of artistic culture through the re-
discovery of female modernism has actualized the issue of gender in painting. In
general, this has led to the formation of women’s art as a phenomenon in the artistic
evolution of fine arts, which has periodization, is based on iconography and is capable
of representation thanks to a wide repertoire of themes, plots, and complex images.

The real modern basis of women’s art in China has become the "new generation"
(1990s - 2000s). Through the efforts of this generation, women’s painting was returned
to the artistic chronicle, which actualized the rethinking of the aesthetics of modernism

and significantly expanded the figurative boundaries of painting. The final



rehabilitation of women artists as an integral part in the overall evolution of Chinese
painting has led to a reassessment of the history of Chinese fine arts. From now on,
Chinese art constantly turns to the generalization of women’s experience.

The dissertation argues that the modern stage of the 2000s - 2020s. demonstrates
a wide variety of themes and approaches that develop in the context of global art market
trends. Women’s painting has a strong position in both academic and socio-commercial
spheres, which makes it a full-fledged tool for artistic reflection.

The fourth chapter, entitled “Thematic and Figurative Repertoire of Women's
Art of the Second Half of the 20th — Early 21st Centuries,” provides an analytical
description of the problem stated in the title. The dissertation shows that women’s
artistic culture, even in the face of its social marginalization or non-recognition of its
status, existed and developed over a long period of time. This allowed for the formation
of a special artistic identity, which was determined by the framework of gender
presentation, was based on peculiar internal norms, and also functioned in the form of
a local “female” artistic language. All this taken together significantly influenced the
thematic and figurative repertoire of women’s art, and in some cases determined the
essence and directions of further development. The chapter emphasizes that the genre
specificity of women’s painting is associated with the features of the representation of
each individual genre. Of great importance is the generalization of the role and place
of female painting in the paradigm of Chinese art. In particular, self-portrait, nude
genre, subject painting and still life have acquired an exceptionally important
significance for the formation of the phenomenon of female painting.

The dissertation concludes with conclusions that summarize the results of the
research and correspond to the specified points in scientific novelty.

Keywords: Chinese fine arts, women’s art, oil painting of China, artistic

language of female painting, artistic gender stereotypes.



AHOTANIA

Ban llyTin. I'engepHa npo0ieMaTHKA Cy4aCHOT0 KUTANCHLKOI0 YKUBOIUCY:
Bi/l *KiHOYOT TeMH /10 kiHOYOro MmucrenTBa. — KBamidikariitna HaykoBa poOoTa Ha
nmpaBax pykomnwucy. JlucepTaiiis Ha 3100y TTsI HAYKOBOTO CTYyNeHs JokTopa diocodii 31
cremianbHocTi 023 — OOpa3oTBOpuY€ MHCTEUTBO, JACKOPaTUBHE MMCTEIITBO,
pecTaBpairis. — XapKiBCcbKa JIepKaBHA aKaJaeMis IU3aiHy 1 MUCTENTB, XapkiB, 2024.

Jucepraliisi IpUCBSIYEHA JTOCIIIKEHHIO JKUBOMHUCY JKIHOK B 00pa3oTBOPUOMY
muctenTBi Kurtato XX — nouyatky XXI cT. ik MOpIBHSIHO HOBITHHOMY SIBHIIY, SIKE
MOYaJI0 BXOJUTH B KOHTEKCT KHTANCHKOTO MUCTEIITBO3HABCTBA JIMIICHD 3 KIHIIT XX
cTomTTs. Takuil CTpIMKHMI BHUXIJ IIbOTO SIBUIA HAa aBaHCIIEHY 0OpPa30TBOPYOIO
mucrenTBa Kuraro moB’si3aHmii 13 3araabHOI0 TpaHCHOpMAITI€r0 XyT0KHBOTO TPOIECy
B KpaiHi, a TakoX 13 3MiHaMM B TaTpiapXaJbHIH 1JIEHTUYHOCTI KHUTAHCHKOTO
CYCILIIBCTBA.

INnote3or0 poOOTH € TPUMYLIEHHS, 1[I0 JXUBOIMUC JXKIHOK € Ha ChOTOJHI
aKTYaJIbHUM XYJO0KHIM SIBUIIEM, SIK€ BIIJI3EPKAIIOE CKIAIHUN MpoIleC MOAEpHI3allii
KUTalChKOro cycniibeTBa y XX — XXI CTOMITTSX.

06’exmom  OocniddcenHss € TIpoOJieMaTHKa perpe3eHTalli TeHAepy B
oOpazotBopuomy muctenTBl Kutato XX — mouarky XXI cronite. Ilpeomemom
00CNI0HCeH s BUCTYTIAE )KIHOUMH KUBOMHC SIK XYI0KHIN (heHOMEH.

VY nucepramii BU3HAUYE€HO OCHOBHI €TaNM y PO3BUTKY *KIHOYOTO KUBOMHUCY B
obOpazorBopuomy muctentBi Kurtato XX — mouarky XXI cromiTTs, BBEAEHO 0
3arajJbHOTO MHCTEITBO3HABUOTO HAYKOBOT'O OOITy KHTAMChKY (paxoBy JiTepaTypy 3
npoOJIeMaTUKK TOCIIKEHHS; TPOCTEXKEHO Ta MPOAHAII30BaHO €BOJIIOIII0 TeHICPHUX
XYJIO’)KHIX CTEPEOTHUITIB BiJ] JIOKAJIBHOI KIHOYOI TEMHU Ha MOYaTKy XX CTOJITTS [0
MOBHOIIIHHOTO (eHOMEHY >KiHOYOro MmucrtenrBa Ha moyaTtky XXI cromiTTs;
y3arajJlbHeHO >KaHPOB1 OCOOJUBOCTI PO3BUTKY >KIHOUOI'O >KUBOMHCY, HOTO CHOKETHO-
TEMaTUYHUHN penepTyap 1 Xy10’KHb0-00pa3Hi (HOpMU; TUIOIOTI30BAHO T TOCIIIKEHO
00pa3HO-CTWJIICTHUYHI TEHJEHLII B PO3BUTKY XYIOKHBOIO (PEHOMEHY KIHOYOIO
YKUBOITUCY Y HAMOUIBII penpe3eHTaTUBHI MEePion MOTO PO3BUTKY YIPOIOBK XX —

noyatky XXI cT.



PesynpraTn mucepraiii, 30kpema icropiorpadiuHa dYacTMHA, a TaKOX
0i10miorpadisi, MawTh NpPAKTUYHE 3HAYEHHS [UJIs YKPAiHCHKOTO CXOIO03HABCTBA,
OCKIJTbKH 3aJTy4alOTh J0 aKTyaJIbHOTO MUCTEIITBO3HABUOTO IUCKYPCY HOBITHIO (haXxOBY
JiTeparypy 3 IMpoOJieMaTHKU JOCTIHKEHHS, PENPE3eHTYIOTh B aKaJeMIyHIN IapuHi
3HaYHUII MacuB  TBOPIB  KUTAHCBKUX  JKIHOK-XYJOKHHUIb.  3alporOHOBaHi
JTUCEPTAHTKOK TEOPETUYHI y3araJlbHEHHs MOXYTh OYTH 3aCaJlHUYUM IPYHTOM JUIs
PO3pOOKHM HaBUYAJbHO-METOJUYHUX IIOCIOHHMKIB, @ CHCTEMAaTH30BaHUM BI3yaJbHO-
UTIOCTpAaTUBHUN MaTepiall — JJIs CTBOPEHHS BI3yallbHUX XYJOXKHIX BHJaHb 31
CX0J103HaBYO1 MPOOJIEMATHKH, Y KOHTEKCTI BUHECEHOT Y 3ar0JIOBOK MPOOIEMHU.

Po6ora ckiamaeTscsi 31 BCTyMy, YOTHPbOX PO3/ALUIIB, BUCHOBKIB, IEPENIKY
BUKOPHUCTAHUX JKEPEN 1 JOJATKIB (AJIbOOMY 1TIOCTpalliif).

Y nepwiomy po3oini, mo mae Ha3By «Ilcmopiocpagis, Odcepena i memoou
00Ci0JHCceHHsA» B SKOCTI 00’ €KTy aHalli3y BHCTYNAIOTh HAYKOBI CTY[li YKpaiHCHKUX,
KUTAalChKUX Ta €BPONEUCHKUX JOCHIIHUKIB  KiHIE XX — modarky XXI cT.
JlucepTaHTKOIO HAa OCHOBI MPOAaHAJI30BaHUX 1CTOpIOrpadiuHUX JXKEPEs BU3HAYAIOThCS
HACTYIIHI €Tany B 3araJJbHOMY PO3BUTKY MPOOJIEMHU:

1) eran ¢popMyBaHHS XPOHOJIOTTYHOTO MPOCTOPY KUBOMUCY KIHOK, BUSIBJICHHS
HOTO 1CTOPUKO-KYIBTYpPHOI akTyasnbHOCTI (cepeaumHa 1990-x — mouatox 2000-x
POKIB);

2) eram BHW3HAYECHHS Ta JOCHIIKEHHS ICTOPUYHOI TPATUIIA KIHOYOTO
MUCTELTBa, M0 CIOHYKalO0 [0 TMeperisay ICHYI04YOoi CHCTEMH pernpe3eHTarli
oOpazoTBopuoro muctenTBa Kurtar, a TakoXX akTyasli3yBajo MUTaHHS MPUCYTHOCTI
KIHKUA-XYAOXKHUII B YyHIBepcaJbHOMY XyAoxkHboMy Hapatusi (2000-ui — 2010-1i
poxmn);

3) eran CTBEpIKEHHS (PEHOMEHY MKIHOYOIO MKHUBOMUCY SIK KOMEPLIHHO
YCHIITHOTO Ta BHU3HAYHOTO HAa CBITOBIM XYyJOXHINA apeHi; CTBEPKCHHsS MHUCTEIITBA
KIHOK SIK aBTOHOMHOTO SIBHI[A, IO CIUPAETHCS HAa BIACHY CHUCTEMY MHUCTEIBKOI
iepapxii (2010-T1 pokn);

4) etarn KpUTUYHOTO MTEPEOCMUCIIEHHS! HAKOMTUYEHOT O TOCII1THUIIBKOTO JOCBI Y,
BU3HAHHS YHIBEPCAJIBHOCTI XYJ0KHbOI MOBH >KMBOMHKCY KIHOK, 1110 ICHYE 32 MEXKAMHU

JokanbHOI reHaepHoi penpesenTartii (2010-ti — 2020-Ti pokw).



Y opyzomy po3zoini, mo wmae Ha3By «Kinoui obpazu 6 pempocnexmusi
KUmMaucvko2o odicusonucy nepuioi noaoeunu XX cm.: eendepua npodiemamuxay
OCHOBHHMI (POKyC yBarum MPUAUICHO aHaNi3y CTAHOBJIEHHS TIEPIIOTO TOKOJIHHS
MOJIEPHI3MY B KHUTAMChKOMY JKHMBOIMCI Yepe3 Npu3My (PeHOMEHY KIHOYOro
MUCTENTBA. SIK MOKa3ye MPOBEACHUI aHali3, TeHepalis KIHOK-XYI0KHHUI[b, TBOPUYHIL
35etT akux npunas Ha 1920-x — 1940-x pp., yce yacTiie po3risiIa€ThCsl KUTaChbKUMU
Ta 3aXiJIHUMH JIOCTITHUKAMHU B SKOCTI BHUPA3HHUKIB METa()OPUYHOTO TMOKOIIHHS
«mponanux 6€3BICTHY, 110 OJJHOYACHO CTOCYETHCS 1 IXHBOTO MICIIS B 3arajbHIN 1CTOpIi
YKHUBOITHCY, 1 MAPT1HAJI130BaHOI'O I'€HIEPHOTO CTAHOBMIIIA.

VY po3aini poOUTHCS BUCHOBOK, IO (POPMYBAHHS MOAECPHICTUYHOTO OOIHYYS
XKiHO4Yoro >kuBomuci y PecnyOmikancbkomy Kwutai mnepmioi monoBuHu XX CT.
B1IOYBaJIOCS HA TPYHTI CBOEPITHOCTI TEMAaTHYHOTO Ta >KaHPOBOIO penepryapy.
OcobmuBa poiib 00pa3HOiI penpe3eHTaIlll MUCTKUHD CIIOHYKaJia 0 OUIbII aKTUBHOI
poOOTH B JKaHP1 aBTOMOPTPETY Ta MOKJIMKAJIA JIO KUTTS YHIKAJIbHY XKaHPOBY (opmy
«TPUXOBAHOTO» aBTO noprpeTyBanHs (podotu [lans FOmian, Cyns yout).

BaxxnuBo0 TeMOI0 y TBOPUYOCTI KUTAWCHKUX XYIO0KHHUIh TIEPIIOTO MOKOIIHHS
MOJIEpHI3MY CTajla KIHOYa TIJIECHICTh, PEMPE3CHTOBAaHA SIK B MaHEpl HalHUCAHHS
OTOJICHOI HaTypH (HAMpUKIIAJ, y >kaHpl HIO B poboTax Pan 1[3t0HK01), Tak 1 B hopmi
IpEeCTaBIICHHS >KIHOUO1 0Opa3HOCTI B AHPOBIM KApTHHI Ta MOPTPETi. 3a3HaueHa
0COOJIMBICTh OTpUMaJIa MIKAHTHY BUPA3HICTh Y IUTAYMX Ta IOHALbKUX oOpa3ax, siKi
CTaJI aBTOPCHKOIO O3HAKOIO XY10kHBKO1 Manepu ['yanp [[311aHb.

Y mpemuvomy po30ini, sxuit mae Ha3By «llepioouszayis HCiHOU020 HCUBONUCY
KOHmMeKcmi po3sumky obpasomeopuoco mucmeymea Kumaro opyzoi nonosunu XX —
nouamky XXI cmonimsy» Na€ThCsl XapaKTEPUCTUKA OCHOBHUM €TariaM CTaHOBJICHHS Ta
PO3BUTKY 3a3HAYEHOTO XYJ0KHBOTO (PEHOMEHY .

VY pob6oTi mokazano, mo xiHouui xxuoruc 1950-x — 1970-x pokiB («IOKOTIHHS
CTapIlKX» MUTIIB) 3ITKHYBCS 13 IPAKTUKAMHU 3alI€PEUCHHS KUTAIChKOTO MOEPHI3MY,
IO aKTyajJi3yBaJo MOIIYK HOBOI TBOPYOi OCHOBH JUIsl MOJANBIIOTO PO3BUTKY. LM
HOBUM I'PYHTOM Y IIeH MEPi0J] CTaJIN METOAOJIOTISI COIpeali3My, sika po3ipBajia 3B’ 30K
13 JOBOEHHUM TOKOJIHHSM, NMPOTe chpopMyBaia HOBI SKOCTI )KIHOUOTO perepTyapy B

SKUBOIIUCI.



Hanpukinmi 1970-x — Ha mouatky 1980-X pokiB, y KOHTEKCTI IMOKOJIHHS
«OCBIYEHOI MOJIOMI», KUTAUCHKHI CBIT MUCTEITBA TIEPEKUB TNIMOOKY PEBOJIOIIIO B
MUCTEIBKUX KOHLEMIIAX. TOro4acHui 37aM 3BUYHOI KAPTUHHU PO3BUTKY XYAOKHBOT
KYJbTYpH dYepe3 IOBTOPHE «BIAKPUTTS» KIHOYOTO MOJEPHI3MY, aKTyali3yBaB
npoOiieMaTuKy TreHaepy B JKuBomuci. B 3aranbHOMy WHIJIOMy 1€ MPHU3BENIO 10
dbopMyBaHHS JKIHOYOIO MHCTEITBa, SK (EHOMEHY B XYIOXHIH €BOJIOLIT
00pa30TBOPUOrO0 MHCTEITBA, SKUM Mae Ieplofu3allito, CIUPAEThCS Ha TEBHY
ikoHorpadiro Ta 374aT€H A0 pempe3eHTallli 3aBISKU HIUPOKOMY penepTyapy Tem,
CIOJKETIB, CKJIQJIHMX 00pa3iB.

CrpaBXHBOIO CYYaCHOIO OCHOBOIO JKiHOWOro MmucrentBa y Kwurai crana
«renepaitist HoBux» (1990-11 — 2000-H1 pp.). 3yCHIUIAMHU IILOTO MOKOJIHHS KUBOTIUC
KIHOK OyJO TMOBEPHYTO /O XYAOXKHBOTO JITOMHUCY, IO aKTyali3yBaJlo
MIEPEOCMUCIICHHS €CTETUKA MOJIEPHI3MY Ta CYTTEBO PO3MIMPUIIO XY0KHBbO-00pa3Hi
Mexi kuBonucy. OcTtaTouyHa peaOuTiTaiis KIHOK-XYJAOXKHHIb, SK HEBIJ €MHOI
YaCTUHU B 3arajibHid €BOJIIOLII KUTaCHKOTO >KUBOMKCY, MPU3BENIO 10 MEPEOLIHKH
icTopii oOpa3zoTBOpuUOro MucrenTa Kurato, sxa BifTenep HEOAMIHHO 3BEPTAETHCS 10
y3arajibHEHHS >KIHOYOTO JI0CBIY.

Y nucepraiii cTBepIKyeThbes, 1o cydacHuid eram 2000-x — 2020-x pp.
JIEMOHCTPY€E MIMPOKE PO3MAITTSI TeM Ta MIAXOJIB, SKI PO3BUBAIOTHCS Y KOHTEKCTI
CBITOBUX TEHJEHLIN apT-puHKy. JKuBONUC >KIHOK Ma€ CHJIbHI MO3UIIi SK B
aKaJIeMIdHIN, TakK 1 B COIiaIbHO-KOMEPITIHHIN cdhepax, o poOUTh HOro MOBHOIIHHAM
THCTPYMEHTOM XYJ0KHbOI pedeKcii.

Y uemeepmomy po3oini, mo Mae Ha3By «CrooxcemHo-memamudHu ma
XY002HCHbO-00pa3HULL penepmyap HCiHouo2o mucmeymea Opyeoi nonosunu XX —
nouamky XXI cmonimmsy Ha€TbCid aHATNITUYHA XapaKTEPUCTUKA TPOOJIEMH, IO
BUHECEHA y 3aroJIoBOK. Y naucepTauii Mmoka3zaHo, IO >KIHOYa XYAOXKHS KyJbTypa,
HaBITh 32 YMOBHM ii COLIQJIbHOI MapriHajdi30BaHOCTI ab0 HEBU3HAHHS ii CTaTycy,
ICHyBaJla Ta pO3BUBajJach YIpOIOBXK TpuBajoro yacy. Lle moszBonmio copmysatu
0COOJIMBY XYJIOKHIO 17IEHTUYHICTb, SIKa BU3HAYAJIACh paMKaMH I'e€HIEpHOT MPE3eHTAIlli,
crupajiach Ha CBO€PIHI BHYTPIIIHI HOpMHU (y TOMY YHCII, 1 €CTE€TUYHI T4 HOPMH

KOMYHIKaIlii 3aco0amMy MHCTENTBa), a TakoX (yHKIIOHyBaja y (opmi JIOKaIbHOI



(GKIHOYOT» XYJI0’KHBOI MOBH. YcCe 1€ Y35T€ pa3oM MOMITHO BIUIMBAJIO Ha CIOKETHO-
TEMaTUYHUN Ta XyA0KHbO-00pa3HUN penepTyap >KIHOYOTO MHUCTEITBA, & B OKPEMHX
BUIIAJIKaX — BU3HAYAJIO 11 CYTHICTh Ta HAIPSIMU MOAAJIBIIIOTO PO3BUTKY.

Y po3aul MiaAKPECTIOETHCS, M0 KaHPOBA CBOEPIIHICTH KIHOYOTO KUBOIHCY
MOB’s13aHA 13 OCOOMBOCTSIMHU PENpe3eHTaIlli KOKHOTO OKPEMOTO YKaHpPY, a TAaKOXK 3
HOTO POJUTIO Ta MICHEM Yy MapagurMi KUTaiCbKOro MUCTEITBA. 30KpEeMa, BUHITKOBO
BAXKJIMBA 3HAYEHHS JJIsl CTAHOBJICHHS Ta PO3BUTKY (DEHOMEHY *KIHOYOTrO KHUBOIHUCY
Ha0yB aBTOTIOPTPET, KAHP HIO, CIOKETHO-TEMAaTUYHUH KaHP Ta HATIOPMOPT.

Jucepraliisi 3aBEpUIYEThCS 3MICTOBHUMH 6UCHOBKAMU, 5KI Y3araJibHIOIOTh
pe3yIbTaTH JOCIIKEHHS Ta BIIMOBIAI0Th BU3HAYCHUM TTO3HUIIISIM HAyKOBOT HOBHU3HH,
METI Ta 3aBJIaHHSAM JUCepTallii.

Kuarwo4doBi ciioBa: kuraiicbkke 00pa3oTBOpPUYE MHUCTEITBO, KIHOYE MHCTEITBO,
oJiitHuM xuBonuc Kuraro, XynoXHs MOBa KIHOYOTO KHBOIUCY, XyJ0XKHI T'eHIepHI

CTEPEOTHIIH.



ABSTRACT

Wang Shuting. Gender Issues in Modern Chinese Painting: from the
Female Theme to Women’s Art. — Qualification scientific work in the form of a
manuscript. Dissertation for the degree of Doctor of Philosophy in the specialty 023 —
Fine Arts, Decorative Arts, Restoration. — Kharkiv State Academy of Design and Arts,
Kharkiv, 2024.

The dissertation is devoted to the study of women’s painting in Chinese fine arts
during the 20th and early 21st centuries. Women’s painting is regarded as a new
phenomenon that emerged in Chinese art criticism only at the end of the 20th century.
Its rapid rise to prominence within Chinese fine arts is linked to the broader
transformation of the country's artistic processes and shifts in the patriarchal identity
of Chinese society.

The hypothesis of the study is that women's painting represents a contemporary
artistic phenomenon reflecting the complex process of modernization in Chinese
society throughout the 20th and 21st centuries.

The object of the research is the issue of gender representation in Chinese fine
arts throughout the 20th and early 21st centuries, while the subject of the study focuses
on women’s painting as an artistic phenomenon.

The dissertation identifies the main stages in the development of women’s
painting within Chinese fine arts in the 20th and early 21st centuries. It integrates
Chinese professional literature on the subject into the broader context of art history
studies. The author traces and analyzes the evolution of gendered artistic stereotypes,
examining their progression from localized “female themes” in the early 20th century
to the significant emergence of women's art in the early 21st century. The research
generalizes the genre characteristics, thematic repertoire, and figurative elements of
women's painting, while also typologizing and analyzing stylistic trends during the
most representative periods of the 20th and early 21st centuries.

The findings of the dissertation, in particular the historiographical part, as well
as the bibliography, are of practical importance for Ukrainian oriental studies. Sources

and literature of the dissertation involves the latest research into the current art history



discourse. No less important is the publication of a significant number of works by
Chinese women artists. The theoretical generalizations proposed by the dissertation
candidate can be the basis for the development of textbooks. Also, the systematized
visual and illustrative material is a source for the creation of artistic publications on
Oriental studies.

The dissertation consists of an introduction, four chapters, conclusions, a list of
sources used and appendices, including an album of illustrations.

The first chapter, entitled “History, Sources and Research Methods,” analyzes
scientific studies conducted by Ukrainian, Chinese and European researchers from the
late 20th to early 21st centuries. Based on the analyzed historiographical sources, the
doctoral candidate identifies the following stages in development of the topic:

1) The stage of establishing the chronological space of women’s paintingand
recognizing its historical and cultural relevance (mid-1990s — early 2000s);

2) The stage of defining and researching the historical traditions of women’s art,
which prompted a revision of the existing norms of representation of Chinese fine arts,
and also actualized the issue of the presence of women artists in the general artistic
narrative (2000s — 2010s);

3) The stage of positioning women’s painting as commercially successful and
internationally recognized phenomenon, affirming its status as an autonomous artistic
domain with its own hierarchy and value system (2010s);

4) The stage of critically rethinking of the accumulated research experience, and
recognizing the universality of women’s painting as an artistic language, transcending
localized gender representation (2010s — 2020s).

In the second chapter, entitled “Female Images in a Retrospective of Chinese
Painting of the First Half of the 20th Century: Gender Issues, ” the primary focus is on
analyzing the first generation of modernism in Chinese painting through the lens of
women’s art. The analysis reveals that the generation of women artists, whose creative
peak occurred in the 1920s—1940s, is often described by both Chinese and Western
researchers as a generation of “missing artists.” This term reflects both their marginal

position within the broader history of painting and their underrepresented gender status.



The chapter concludes that the formation of the modernist face of women’s
painting in Republican China of the first half of the 20th century took place on the basis
of a new thematic and genre repertoire. Women artists of the 1920s worked more
actively in the genre of self-portraiture, which gave rise to a unique genre form of
“hidden” self-portraiture, exemplified in the works by Pang Yulian and Song Duochi.

A significant theme for the first generation of Chinese modernist women artists
was the depiction of the female body. This was expressed through works in the nude
genre, as seen in the paintings of Fang Junbi, as well as in subject paintings and
portraits. This theme also found a distinctive voice in depictions of children and youth,
which became a hallmark of Guan Jilan’s artistic style.

The third chapter, entitled “Periodization of Women'’s Painting in the Context
of the Development of Fine Arts in China in the Second Half of the 20th - Early 21st
Centuries, ” outlines the key stages of the development of this artistic phenomenon.

The paper demonstrates that women’s painting of the 1950s — 1970s led by the
“older” generation of artists, faced challenges arising from the rejection of Chinese
modernism. This shift prompted the search for new creative foundations, which, during
this period, were rooted in socialist realism. Although this artistic direction severed ties
with the pre-war generation, it introduced new characteristics into the women’s
repertoire of painting.

By the late 1970s — early 1980s, during the rise of “enlightened youth”
generation, the Chinese art world experienced a profound revolution in artistic
concepts. The break in the usual picture of the development of artistic culture through
the re-discovery of female modernism has actualized the issue of gender in painting,.
In general, this has led to the formation of women’s art as a phenomenon in the artistic
evolution of fine arts, which has periodization, is based on iconography and is capable
of representation thanks to a wide repertoire of themes, plots, and complex imagery.

The real modern foundation of women’s art in China emerged with the “new
generation” of artists in the 1990s and 2000s. Through the efforts of this generation,
women’s painting was returned to the artistic chronicle, which actualized the rethinking
of the aesthetics of modernism and significantly expanded the figurative boundaries of

painting. The final rehabilitation of women artists as an integral part in the overall



evolution of Chinese painting has led to a reassessment of the history of Chinese fine
arts. From now on, Chinese art constantly turns to the generalization of women’s
experience.

The dissertation argues that the contemporary phase (2000s — 2020s) showcases
a remarkable diversity of themes and approaches, aligning with global art market
trends. Women’s painting now occupies a prominent position in both academic and
socio-commercial spheres, solidifying its role as a powerful tool for artistic reflection.

The fourth chapter, entitled “Thematic and Figurative Repertoire of Women'’s
Art of the Second Half of the 20th — Early 21st Centuries,” provides a detailed analysis
of the issues outlined in the title. The dissertation demonstrates that women’s artistic
culture, despite periods of social marginalization and the lack of formal recognition,
persisted and evolved over an extended period. This persistence enabled the
development of a distinct artistic identity shaped by the frameworks of gender
representation, grounded in unique internal norms, and articulated through a localized
“female” artistic language. Collectively, these factors had a profound impact on the
thematic and figurative repertoire of women’s art, and in some instances, they defined
its core characteristics and influenced its future directions.

The chapter highlights that the genre specificity of women’s painting is closely
linked to the distinctive representation within each genre. Particular attention is given
to the role and significance of women’s painting within the broader paradigm of
Chinese art. Self-portraiture, the nude genre, subject painting, and still life are
identified as especially important for shaping the phenomenon of women’s painting,
each contributing uniquely to its thematic and stylistic evolution.

The dissertation concludes with a summary of the research findings, which align
with the stated contributions to scientific novelty.

Keywords: Chinese fine arts, women’s art, oil painting of China, artistic

language of female painting, artistic gender stereotypes.
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IIy6aikamii, siki 3acBiI4y0TH anpodamio MarepiajiB JucepTanii:

Ban 1. EmomiiiHo-00pa3Huii migxia sSK MapKep >KIHOYOi TeMH Yy Cy4aCHOMY
obpazoTBopuoMy MuctenTBl Kurtaw. fecami I[lnamoniecoxi uumanns. Te3zu
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