ckynbnTypa «laBuaboH 3Be34HOroO cBeTa» (puc.5)
ABJAETCA CNeAyHoLLel NoMnbITKOM NHTepnpeTaLum
TOW >e TeMbl.

Mpu MopennpoBaHum paboTbl «beckoHeUYHOCTb»
TakXe MCNob30BanoCh LMPpoBOe NporpaMMHoe
obecneyeHue, Kak U AN NOCNEAYIOLWErO yBeanye-
HWs ee pazmepos. [py NoMoLM KOMMboTepa Hblan
TOYHO paccyMTaHbl pa3Mepsl, cneuudukaLm n He-
06x0AMMOe KONMYECTBO MaTEPMAOB, a NOC/e NOAT-
BEPXKAEHMS peasn3yeMoCTy NPoeKTa, CTanb bblna 06-
paboTaHa Npu NOMOLLY Na3epPHON Pe3KN Ha CTaHKe
c Yny. Mocne 3TOro eaMHCTBEHHOW 3a4a4el KOMaH-
abl AyH LybuHa 6610 cobpaTtb oTaeNbHbIE geTa-
N paboTbl BOEAMHO, PYKOBOACTBYACh YepTexXaMu.
Takum obpasom, B npouecce paboTbl Lndposoe
obopygoBaHMe He TObKO MO3BONIO CIKOHOMUTD
BPeMS, HO 1 TPYA, a Takke obecneumnno TOYHOCTb
pacyeToB, CyLLECTBEHHO YMPOCTUB CO3AaHne KpYmnHO-
MacwTabHOro Npoun3BeseHNs B HECKONbKO AeCATKOB
MeTpOB.

Pabota «[oBopsLue ¢ BeETpOM» (puc.5), co3zaH-
Has oceHbto 2020 r., — 3TO KOHCTPYKLUUA M3 CTab-
HbIX TPYH, opraHm3oBaHHbIX B 128 rpynn no yetbipe
TPYObl, NpYBapeHHbIX K 6GETOHHOMY OCHOBaHMUIO.
Ecnn cmoTpeTh Ha Hee cBepxy BHUM3, TO ee popma
npeacTaBafeT ns ceba KBagpar C KPYrom BHYTPU,
ob6was anvHa 30 M, wnpmrHa 30 M, BbicoTa 9 M. Tpy-
6bl BHYTPU KaX0M rpynnbl IpUBapeHbl ApYr K Apyry
Ha BbicoTe 1,3 1 2,6 M, uTo obecneunsaet cTabub-
HOCTb W MPOYHOCTb KOHCTPYKLMM, HO MPU 3TOM MNO3-
BOJISIET YTOHUEHHOM BEpHeN Yactn Tpyb coxpaHaTb
AOCTaTOUHYH MOABMXHOCTb, UTOObI OHW yAAPAANCH
ApYyr o gpyra. MeTannnyeckne coegnHUTENbHblE

AeTann 6bin Bbipe3aHbl C MOMOLLBIO LMOPOBLIX
TEXHOOMUIN, YTOObI TOYHO YCTAHOBUTL CTasibHble
Tpybbl BbicOTOM 9 M B neckax [obu.

Pabota «[oBopsALWMe C BETpOM» MO 3ajymMKe
N UCMOJIHEHUIO B MOJIHOW Mepe 3aAeNCTBYET MECTHYHO
NPUPOAHYIO Cpesy, NCNONb3ys BETPbI Nyau>Koycko-
ro palioHa Kak 3neMeHT npoussegeHus. Cesepo-
3anag Kvtas — 3TO BeTpbl M neckun, B 0CO6eHHOCTM
B l'yauxoy. B paboTe Takxe yuTeHbl KnMMaTmyeckme
0COBEHHOCTN YeTbIpEX BETPEHbIX CE30HOB PErMoHa.
CranbHble Tpy6bl CTaNKMBAKOTCA APYT C APYTOM NOZ,
[eNCTBMEM BETPaA, YTO NO3BOJISET PacLUMPUTb TPEex-
MepHOe MPOCTPAHCTBO MPOU3BEAEHNA MPU MOMO-
LM 3ByKa 1M 060ratmTb Bblpa3nTeNbHOCTb PaboTbl.

Ecav npomnsBegeHne «[letn 3eman» OCHOBaHO
Ha YHUKanbHOM NaHAwadTe neckos [obu, To «bec-
KOHEYHOCTb» OnMpaeTca Ha KyabTypy LLlenkosoro
nytn CeBepo-3anaga Kutas, a «foBopAaLwme ¢ BeT-
POM» WUCMONb3YeT MECTHbIM KNMMaT B KayecTBe
KOHL,EeNTyasbHON OCHOBBLI. Bcs cepus nocesLeHa
NCCNeoBaHNIO OTHOLLEHUN MeXay HeEOOM, 3eM-
Neit n yenosekoM. Tpu paboTbl KaXyTCs OYeHb pas-
HbIMW 1 He OUeHb CBA3aHHLIMU MeXay cobon, HO
Ha CamMOM Jefie OHU UMEIOT eANHYI0 NPEeANOCHIIKY,
TO eCTb MHTErpaLuio B MeCcTHyo cpegy. HezaBucmmo
OT TOro, UAET NN Peub O BU3yaslbHOM WIN AYXOBHOM
WHTErpaLumm, BaXKHO CO34aTb rapMOHWYHbIE OTHO-
LWEeHNA C MeCTHOW cpefoi. ApT-npoekT «[lycToLlb»
BCe elle HaxoAWUTCA B npoLecce GOpMMpPOBaHUS,
n 3TN NpounsBegeHns ByayT BNMCaHbl B AJIVMHHYHO
PEKY UCTOPUN U CTaHYT KyJbTYPHbIM Hacaegunem,
OCTaBJ/IEHHbIM NH0AbMM B NycTbiHe [o6u.
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SU FURNITURE OF THE MING DYNASTY
IN THE HISTORY OF CHINESE FURNITURE ART.
CHARACTERISTICS OF FURNITURE IN THE JIANGSU
AND ZHEJIANG REGIONS

Summary: The article considers Su-style furniture
in the history of Chinese decorative arts, its design, deco-
rative and stylistic features in the context of the philo-
sophical concepts of the Ming Dynasty.

Su furniture is also known as Suzhou-style furni-
ture. The formation and development of Suzhou-sty-
le furniture is inseparable from the socio-economic
and cultural development of that time. During the
Ming Dynasty, Suzhou became the centre of eco-
nomic development of the Jiangnan region of China.

Suzhou furniture is a general term for furniture
produced in the middle and lower reaches of the
Yangtze River, with the centre in Suzhou City, Jiangsu
Province. It is a furniture genre that has preserved
the most pronounced style of Ming furniture,
with beautiful and elegant, delicate and simple fea-
tures. Qing Dynasty furniture, in fact, is the legacy
and development of Ming style furniture, mainly
furniture made in Suzhou.

During the Ming Dynasty, the production of artistic
furniture was mainly concentrated in Jiangsu Provin-
ce as the centre of the lower reaches of the Yang-
tze River. Over time, in the provinces of Jiangsu,

Keywords: Chinese artistic furniture, Su style, Ming
Dynasty

Suzhou, Yangzhou, and Songjiang, the role of
furniture production became more and more
significant. At that time, whether it was palace furni-
ture or any other furniture for official residences,
it received the title of Su style.

In addition to economic factors, the development
of secular furniture and the formation of style in the Su-
zhou region is associated with the high level of art
development and the specific cultural environment
of this region.

The Ming Dynasty was the time of intellectuals. Du-
ring this period, scholarship was elevated to the rank
of a cult in China: music, literature, painting, knowl-
edge of history, and philosophical treatises. It is the
era of the synthesis of the arts: poets were engaged
in painting, and artists composed music. In the history
of ancient Chinese painting, the Wu school of pain-
ting originated here. The four great masters of the Wu
school during the Ming Dynasty — Shen Zhou, Wen
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ILT. A square stool (fangdeng) in the Su style

Zhengming, Tang Yin, and Qiu Ying - lived in Su-
zhou for a long time.

During the Ming Dynasties, Suzhou was densely
covered with gardens, which were the most beautiful
in the world. It was a place of great wealth and nu-
merous talents, and it was a time when literati gathe-
red in the city. Science and art organically merged
in this region. Gardening became a fashion in Su-
zhou; many gardens were built for literati such as
Tang Yin (Peach Blossom), Wen Zhenheng (Vanil-
la Beautiful), Wu Jiajian, Xue Xue, Yuan Xuelan, etc.
Everyone in Suzhou had a garden. In pursuit of
a high and creative mood, these scholars loved land-
scape, and flowers. Their worldview was based on
the philosophical ideas of Taoism. Taoism is the way

of integral existence, in which speculation and action,
spirit and matter, consciousness and life are brou-
ght together in a free, boundless, “chaotic” unity.

Man and the Universe are one; man is also the
Universe. Tao is the path of the Universe, the World
Law. No one created Tao; it is limitless and manifests
itself in everything. It is Nothing in which Everything
exists. Tao gives birth to the diverse forms of nature
and the entire universe. Tao cannot be known either
by reason or by feelings. One can only merge with it.
Taoism has absorbed the natural philosophical con-
cepts of Yin and Yang, and Wu-sing, which have be-
come an integral part of Taoism. In Taoism, a person'’s
own soul must merge with the world soul. The natu-
ral development of man as an element of nature
and the universe is the ideal of Taoism. Taoism, un-
like Confucianism, emphasises the natural aspect
of Tao, which is expressed in the fundamental po-
sition of Taoism: follow the nature of all things and
have nothing personal in yourself. Naturalness and
simplicity are the basis of the philosophy of Taoism,
which is reflected in all forms of art, in particular
in the design and decoration of furniture.

Su furniture of the Ming Dynasty is an object; how-
ever, it carries the Tao, the core of which is the spi-
rit of the literati, the essence of traditional Chinese
culture of “the unity of the Universe and Man".
In its formation and decoration, symbolic motifs,
such as plum blossom, orchid, bamboo, etc., are of-
ten used, implying such qualities as elegance, purity,
and perseverance.

Suzhou furniture has a long history and rich cul-
tural traditions. It has distinctive and unique fea-
tures in design, decoration, and craftsmanship.

IlL.2 A pair of stools (fangdeng), Ming Dynasty, the Suzhou Museum collection
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All parts of Suzhou furniture are well processed,
and the main techniques of its decoration include
carving, inlay, lacquer coating, etc. The carving
on Suzhou furniture is fine and expressive. Contour
carving and openwork carving are the two most
frequently used carving methods.

The artistic image of Suzhou-style furniture was
undoubtedly influenced by the works of literary figu-
res, for example, such literary works as On Things
Pleasing to the Eye by Wen Zhenheng of the Ming
Dynasty, The Art of Living: Kao Pan Yu Shi (Fragmen-
tary Notes on the Arrangement of a Retired Scholar’s
Residence) by Tu Long [See 2], and by Li Yu of the Qing
Dynasty. These three books contributed to the im-
provement of the artistic level of secular furniture. The
reason why secular furniture stood out was the result
of this cultural background.

Experts call this period the “culture of intellec-
tuals”, since the passion for art, literature, music,
and deep knowledge of philosophical and histor-
ical treatises became a real cult. For example, the
Suzhou furniture in Gusu Garden (Suzhou Prefec-
ture in Jiangxi Province) of the Ming era is distin-
guished by simplicity, traditional interest in elegant
natural forms, and enchanting smells. It seems that
the furniture forms reflect the surrounding environ-
ment:a small bridge and flowing water, the fragran-
ceof the southern river, and the blooming garden.

Suzhou, as one of the important birthplaces
of Chinese literary history and art history, has given
the world many outstanding literary figures and art-
ists, and formed a certain social philosophy through
literature, calligraphy, and painting. The aesthetic
aspirations and ideals of its representatives deter-
mined the artistic taste of the decorative and applied
arts masters of the Ming Dynasty. The design of Su
furniture in the Ming Dynasty was distinguished
by clarity and elegance, emphasising the artistic
beauty of natural materials. For example, in The Art
of Living: Kao Pan Yu Shi Tu Long repeatedly empha-
sised the importance of the beauty of nature, ad-
vocating the pursuit of a natural, simple, real style,
including in the formation and decoration of fur-
niture, and being against excessive artificial modi-
fications and decorations [See 2]. For example, in
the tomb of Wang Xijue in Hugiu (Suzhou), a group
of wooden furniture models with simple and smooth
lines and a variety of tenon joints (simple tenon,
complex-composite and complex-reinforced ten-
on joints, etc.) were discovered, which were made
at a high level of craftsmanship.

IlL.3. A tea table (xiang-ji) in the Su style

Ming Dynasty Su furniture, which is mostly made
of straight lines and simple curves, also embodies
the ancient Chinese philosophy of Taoism, which
is a figurative expression of the richest meaning
embodied in the simplest form.

The visual tension of Ming Dynasty furniture
is also an embodiment of the subtle sense of the
inner world of the Chinese literati, in whom the vir-
tual and the real, the dynamic and the static simul-
taneously exist and interpenetrate. The Huanghuali
(rosewood) chair from Hainan Province in the col-
lection of the Gongwangfu Museum (4% T/ ¥ /&
REE LB FARE . 57 IRPULE (17994F)), which was
the private residence of a university scholar, Hes-
heng (Jiaging), from 1799, can serve as an example.
The lines of the armrests and back of this chair are
close to the curves of the human body; however,
at the same time, they are elegant and majestic.
This form-building is based on the ancient Chinese
philosophy of the “unity of the Universe and Man”,
advocating harmony between man and nature.

Su furniture of the Ming era is reflected in the
idea of “people-oriented”: ergonomics, functionali-
ty, and logic. However, it also pays great attenti-
on to sensory experience. This, in turn, reflects anci-
ent Chinese philosophy — the doctrine of the mean,
set out in the Confucian treatise Zhongyong (Harmony
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IlL4. Twelve-panel screen with chi dragons on yellow paper, Qing Dynasty, the Suzhou Museum collection

of the Mean or The Middle Way) (or), the idea of im-
partiality, and justice.

In the collection of the Liaoning Museum, Qu
Ying, in the section of Zhang Zeduan’s Qingming
Shanhe Tu scroll (Fk#un (G EmEESE) B
SRUR: e L), An Armchair with an Oval Back
(Quanyi) (Liaoning engraving) (Fig.7) is repeated-
ly mentioned: its armrests and back are rounded,
the sitter can sit comfortably in the chair. When
receiving guests, the back of the chair is lowered,
which reflects the “humble” lifestyle promoted
by the people of the Ming Dynasty.

In the Shojo Bamboo Garden, a chair with cross-
shaped legs that can be folded and easily carried
is often found. The design of the chair can be divided
into two types: with a straight back and a radius back.
In the Ming chair construction with a radius back, the
connection of the leg parts is usually fastenedwith
a metal rod with decorative metal decorations — nails.

On the artistic and spiritual level, in images, liter-
ature, and documents, Su furniture of the Ming dy-
nasty represents the idea of “travelling with things
to travel with the mind” in the tradition of Chinese
culture, and conveys spiritual quests and cultural
concepts through specific objects.

Inheriting the beautiful furniture traditions of
the Song (960-1279) and Yuan (1279-1368) dynas-
ties, Ming furniture made in Su has come a long
way. It has become a classic style of furniture of
the Ming era and a representation of Jiangnan cul-
ture of objects characterised by simplicity and el-
egance, as well as artistic beauty that allows one
to pay attention to the rhythm of lines.
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As one of the continuing forms of Jiangnan
culture, Su furniture embodies the unique cultural
connotation of the combination of ancient tradi-
tion and modernity of Jiangnan culture, starting
from its simple, elegant, and vivid inner beauty to
its unique, perfect outer form, embodied in pioneer-
ing and innovation, modesty and elegance, erudition,
and tolerance.

Mr. Wang Shixiang also summed up the develop-
ment of Su furniture of the Ming Dynasty with six-
teen points, which are: “laconic, simple, thick, heavy,
majestic, round, calm, rich, beautiful, elegant, strong,
soft, ethereal, refined, elegant, and fresh” [1 p.126].
In 2006, Ming Furniture Production Technique
(Su Production) was listed as the first item in the
national intangible cultural heritage list since it po-
ssess a high degree of cultural self-awareness in or-
der to redefine the contemporary value, as well as
exquisite production technology in order to focus
on the essence of traditional Chinese aesthetics.

At present, the Ming furniture made in Su also
shines with the glory of the times in the “living her-
itage”, and the poetic aesthetics and humanistic
philosophy of spirituality and elegance can be de-
monstrated in modern furniture art works. The tradi-
tion of Suzhou furniture production has been continu-
ed in subsequent eras and has also been adopted
by modern craftsmen.

Wang Jianxin, an arts and crafts artist, is one of
them. He has a keen interest in traditional crafts,
first learning from stone carving master Qian Bin-
gren and then from the famous wood carving mas-
ter, Chen Zhonglin, who specialises in rosewood
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IL5. . A folding chair (jiaoyi), Ming Dynasty, the Shanghai Ming and Qing Furniture Museum.

carving. Wang Jianxin initially showed himself
to be a great wood carving artist. However, then
he changed his artistic direction since he was fasci-
nated by the beauty of the classical gardens in Su-
zhou and the ancient mansions in the south of the
country again and again, where the furniture of the
Ming and Qing Dynasties exuded an elegant tem-
perament and classical charm. As a result, Wang Ji-
anxin chose the Su furniture of the Ming Dynasty
as one of his artistic directions. The cultural pursuit
of modern people for unique decorative art piec-
es has given antique furniture great potential and
broad prospects.

In order to restore the ancient craft of making
furniture of the Ming and Qing Dynasties, Wang Ji-
anxin began to study the artistic features, design,
and technology of its manufacture, which not only
gave him endless pleasure but also allowed him to
feel the mystery and the difficult, painstaking pro-
cess of its manufacturing. Historical furniture of the
Ming and Qing Dynasties is characterised by very
fine and light decoration in the carving technique.
The decoration includes various ornaments: drag-
ons, phoenixes, peonies, begonias, clouds, cranes,
bats, and more than seventy types of the ruyi scept-
er [Note 1]. Moreover, various types of carving were
used in furniture items of this period: contour carv-
ing, relief carving, high relief carving, openwork carv-
ing — more than ten types of carving techniques.
Also, various tenon joints: mortise and tenon joints,
bored tenon joints, dovetail, straight half-mortise,

etc. When making furniture based on historical an-
alogues, the slightest deviation in size could “break
the face” (that is, the design and artistic image of
the furniture piece) and become a failure. In order to
improve practice and accumulate experience, Wang
Jianxin also visits Beijing, Hangzhou, Shanghai, and
other places to see historical examples of furniture
of the Ming and Qing dynasties, make sketches. At
the same time, he also often seeks advice from fa-
mous experts, studies various literature on art histo-
ry in order to improve his artistic training, expand his
horizons. He examines hundreds of furniture piec-
es to compile a catalogue of accurate data on their
sizes, famous craftsmen, in order to get an idea
of the production of furniture of the Ming and Qing
eras according to the principle: form — art — material.

Today, Wang Jianxing produces furniture in the
style of the Ming and Qing Dynasties such as cabi-
nets, chairs, stools or screens, tables, and beds based
on historical analogues. At the East China Arts and
Crafts Exhibition in 2001, his rosewood furniture
Mi-style Writing Desk won a gold medal; Mi-style
Circular Chair, Eunuch Chair with a Back Pattern of
a Coiled Dragon won a bronze award. At the 5th
China Fine Arts and Crafts Fair in 2003, he created a
table called Eight Immortals (Note 2) (Fig. 8), which
won a gold medal. Nangong Ming Style Chair won
a gold medal for innovative art, and Qing Bo Gu
Style Shelf won a gold medal.

With numerous achievements and awards, Wang
Jianxin does not rest on his laurels. He is always
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IlL.6. An Official’s Hat armchair (guanmao-yi), Ming Dynasty (107.5 x 57 x 43.5 mm).

in constant search, travelling along the road of art.
He has improved many pieces of furniture of the
Ming and Qing dynasties, turning Luohan beds into
exclusive hand-made works, making them both his-
torically authentic and modern. This “new” furniture
retains the charm of the Ming and Qing dynasties,
as well as meets modern tastes; it is liked by an in-
creasing number of both collectors and consumers.
It is a combination of the history and culture of an-
cient craftsmanship with modern tastes and needs.
In the hands of Wang Jianxin, the traditions of furni-
ture art of the Ming and Qing dynasties were con-
tinued and developed. The artistic charm of Ming
and Qing furniture makes and inspires Wang Jianxin
to “fly” higher and further.

Interest in Ming furniture is of international
significance. Such a phenomenon of the Ming era
as the “culture of intellectuals” has caused great
interest in Russia. Passion for art, literature, music,
and a deep knowledge of philosophical and histori-
cal treatises became a real cult in China during this
era. In 2018, the Moscow Kremlin Museum hosted
the exhibition Ming Dynasty: The Radiance of Learn-
ing, which featured items from the Shanghai Muse-
um collection. More than 150 exhibits from the Shang-
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hai Museum collection, dating back to the Ming era
(1368-1644), were presented in the halls of the Pa-
triarch’s Palace and the Assumption Belfry.

The exhibition featured a reconstruction of a Ming
era scholar’s study. The curator of the exhibition,
I. Gorbatova, noted: “It was the place where our
hero of the Ming Dynasty read, did calligraphy
or painting, played musical instruments, and com-
municated with his like-minded people. In this cor-
ner, one can see the “four treasures of the study”:
paper, ink, an inkwell, and brushes” [4].

The exhibition included a table used for callig-
raphy, a chair in the form of an official’s hat with
a characteristic shape of the back and armrests, a ta-
ble for incense burners, since incense played a very
The exhibition featured a reconstruction of a Ming
era scholar’s study. The curator of the exhibition,
I. Gorbatova, noted: “It was the place where our
hero of the Ming Dynasty read, did calligraphy
or painting, played musical instruments, and com-
municated with his like-minded people. In this cor-
ner, one can see the “four treasures of the study”:
paper, ink, an inkwell, and brushes” [4].

The exhibition included a table used for callig-
raphy, a chair in the form of an official’s hat with
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IlL.7. Zhang Zeduan, a scroll "Along the River on Qingming Day” (a fragment) depicting chairs with oval backs (quanyi). Collection of the

Lianing Provincial Museum

a characteristic shape of the back and armrests, a table
for incense burners, since incense played a very
important role in China, and a bookcase for stor-
ing manuscripts and scrolls. In addition, objects that
the scholar used during his studies were on dis-
play: paper, ink, an inkwell, and a brush — everything
a person needs to draw a painting, write a treatise,
or a poem. Moreover, the furnishings of the study
were supplemented with objects familiar to the own-
er of the study: painting, porcelain, and a musical
instrument qin, a Chinese zither, which was an in-
dispensable attribute, in order to emphasise the
owner's intellectual aspirations and interests [See 5].

As |. Gorbatova noted: “It was a very elegant and re-
strained interior; there was not much furniture in
it, since, after all, the person here was engaged in
intellectual work” [5].

NOTES:

1. The ruyi sceptre. In Chinese mythology, it is
a symbol of strength and wish fulfilment. In Chi-
nese Buddhism, it is a decorative ceremonial sceptre.
The name of this item can be translated from Chi-
nese "as desired”. Usually, the sceptre has an S-shape
and a rather strange-shaped top. It can depict
a fish, a cloud; however, most often it is the mag-
ical “mushroom of immortality”, lingzhi. It is what
the Chinese call the varnished tinder fungus (Gan-
oderma lucidum), which has long been attributed
with various magical properties. During the Ming
Dynasty (1368-1644), the ruyi sceptre began to play
the role of a gift symbolising blessings and good

wishes. At that time, such sceptres were produced
in China in huge quantities. They were made from
a variety of materials: they were carved from bone,
minerals, wood, and even rhinoceros horn was
used. The sceptres were also cast in metal. Their
special durability in the latter case emphasised that
the sceptre also had the function of a talisman
against unpredictable misfortunes. During the
Qing Dynasty, the ruyi sceptre began to symbo-
lise the strength and power of imperial power.
The emperor could use it as a particularly valuable
gift.

2. The Eight Immortals is a painting based
on the Taoist story of saints by artist Zhang Lu from
the Ming Dynasty, which is now kept in the Art
Museum of Tsinghua University. It is a set of four

IL8. Zhang Zeduan, a scroll "Along the River on Qingming Day”
(a fragment) depicting chairs with oval backs (quanyi). Collection
of the Liaoning Provincial Museum
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screens depicting the figures of the Eight Immortals,
painted by Zhang Lu during the Ming Dynasty.
The Eight Immortals refer to the Eight Immortals
in Taoist legends. The artist depicted two groups
on four screens, one of which includes Han Zhong-
li and Lu Dongbin, the second — Lan Caihe and He
Xianfu, the third — Han Xiangzi and Cao Guoyu,
and the fourth — Zhang Guolao and Ti Qiaoli.
The characters in the paintings are executed in a va-
riety of techniques using different brushes: the face
is outlined with a thin brush with smooth lines, the pat-
tern of the clothes is painted with a thick brush
with a strong and decisive stroke, for example, iron
scratches and silver hooks, and the train of the robe

is painted with a "quick brush”; the colour scheme
is simple, light, and elegant, and the technique
is bright and varied. Each of the painted characters
is perfect, bright, and intriguing. Behind the Eight
Immortals, there are rocks, as if reflecting the spirit
of the Southern Song Dynasty. The painting meth-
od, which seems strong and powerful, is based
on the use of perspective: additional landscapes
depicting old trees with intertwined branches, com-
positions with dried bamboo leaves, which comp-
lement the picture and create a characteristic
atmosphere that the artist wants to create.

3. Qingming is a festival of purity and clarity.

REFERENCES

1. A square stool (fangdeng) in the Su style.

2. A pair of stools (fangdeng), Ming Dynasty, the Suzhou
Museum collection.

3. A tea table (xiang-ji) in the Su style

4. Twelve-panel screen with chi dragons on yellow paper,
Qing Dynasty, the Suzhou Museum collection

5. A folding chair (jiaoyi), Ming Dynasty, the Shanghai
Ming and Qing Furniture Museum.

84
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8. Wang Jianxin, Eight Immortals table, 2004.
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MEBEJIb CY 3MNMOXN MWH
B NICTOPUWN MEBEJTIbBHOTIO NCKYCCTBA KNTAA.
XAPAKTEPNCTUKIN MEBEJIN PETMIOHOB LU3AHCY

N YXK3U3AH (hEZAEZ

A ERAATM ER A —

TLIRAE AL H X 5 B 10)

AHHoquUﬂ.' B cTaTbe paccMoTpeHa Mebenb cTuaa
Cy B NCTOPUUN AeKOPATUBHOIO NCKYCCTBa Kntas, ee KOH-
CTPYKTUBHbIE, A€KOPATUBHbIE U CTUNNCTUYHECKNE ocobeH-
HOCTU B KOHTEKCTE q)Mﬂocoq)CKMX KOHLI,eI'ILI,I/IVI 3noxm MuH.

Mebenb Cy, Takke n3BecTHa Kak Mebesb B CTU-
ne Cyuxoy. bopmunpoBaHue n passutne mebenm
B cTuie Cyuxkoy HeoTAeAMMO OT COLMaNbHO-3KOHO-
MNYECKOro 1 KyibTYPHOTVO Pa3BUTUS TOrO Bpeme-
HW. Bo Bpemsa anHactum Mun Cyuxoy CTaHOBUTCA
LEHTPOM 3KOHOMUYECKOro Pa3BUTUA KUTANCKOTo
pervoHa Li3sHHaHb.

Me6enb Cyuxoy — 3TO OOWUN TEPMUH ANA Me-
6enn, NPon3BeLEHHON B CPEAHEM U HUXKHEM Te-
yeHun pekn AHU3bI, C LeHTpom B ropoge Cyuxoy,
npoBuHUMSA Li3sHCcy. 9TO MebenbHbIN XaHp, KOTO-
pbI COXpaHUA Hanbosiee CUAbHO BblpaXkeHHbI N
CTUAb Mebenn anoxm MuH, C KpacMBbIMU U N€raHT-
HbIMW, TOHKMMW N NPOCTbIMK YepTamun. Mebenb
AnHactm LK, no cyTun, aBaseTca Hacnejmem u pas-
BMUTMEM Mebenn B cTuae MuH, B OCHOBHOM mebenw,
nsrotoBaeHHou B Cyuxoy.

Kntouesslie c108a: XypoxecTseHHas Mebenb Kutas,
ctunb Cy, anoxa MuH

Bo BpemeHa gnHactum MunH npon3BoACTBO XyA0-
>XeCTBEHHON Mebesin B OCHOBHOM HbIN0 cocpeso-
TOYEHO B MPOBMHLUMN Li3AHCY Kak LLeHTpe HUXXHero
TeueHus pekn AHu3bl. C TeueHMemM BpeMeHu, B Npo-
BUHUMAX LizaHcy, Cyuxoy, AHuxoy n CyHL3sH ponb
MebesibHOro NPoM3BOACTBa CTAHOBUTCA BCe bonee
3HaumnTeNbHON. B 31O Bpems, byab TO ABOpLOBas
mebenb, nan nrobas agpyras mebenb ans obdnum-
aNbHbIX Pe3nAeHLNIA, noaydaroT TUTYA «Cy CTUb».

Pa3BuTue cBeTCKOM Mebenn n GopmMrpoBaHns
cTnna B parioHe Cyuxkoy, MOMUMO 3KOHOMMYECKMX
bakTopoB, CBA3aHO C BbICOKMM YPOBHEM pPa3BUTMA
NCKYCCTBa M crieuydryecKoin KyabTypHOM cpesom
3TOro pernoxa.

AnHactna MuH — Bpems nHTennektyanos. B stot
nepwog B Kutae B paHr kyabTa BO3BOAMTCA y4e-
HOCTb: 3aHATUA MY3bIKOW, 1MTEPATYPOW, XXMBOMUCHIO,
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3HaHVe ncTopmm N GuaocoPcknx TpakTaToB.
JTO aMoxa CMHTEe3a MCKYCCTB: MO3Thbl 3aHMMAKOTCA
>KMBOMUCHIO, @ XYAOXHWUKN NULLIYT My3biKy. LLikona
KMBOMUCK Y B UCTOPUMN JPEBHEKMNTANCKOM XMBO-
nncK 3apoamnnacb MMEHHO 34ecChb: YeTbipe Benu-
KMX MacTepa WKOAbl Y B Nepuoj AWHacTUn
MuH — LWWsHb Yoy, BaHb YX3aHMUH, TaH UHb
n LUto In — ponroe Bpems xuam B Cyuxoy.

Bo BpemeHa gnHactnini MuH Cyuxoy 6bin rycto
MOKPbIT caflaMu, KOTopble BblAN caMbIMU Kpacu-
BbIMW B MUpPE, 3TO BblI0O MECTO CpesoToUnsa 60/b-
Wworo 6oraTcTBa MU MHOTOYUCNEHHbIX TalaHTOB,
1 370 BbINO BpeMS, KOrAa B ropose cobmpanncs am-
TepaTopbl. Hayka 1 MCKyCCTBO OpraHM4ecku cam-
Anck B 3TOM pervoHe. Cas0BOACTBO CTalo MOAOW
B Cyuxoy, MHOrme cazbl 6blIM NOCTPOEHb! ANS JN-
TepaTopos, TakMx kak TaH NHb (LiBeTok nepcuka),
B3aHb YUx3aHbX3H (BaHunnb npekpacHas), Y L3au3aHs,
Cro3 Cro3, FOaHb CroanaHb 1 T.4. Y Bcex B Cyuxoy
6b11 cag. DTV yueHble B MOroHe 3a BbICOKMM U TBOP-
YECKUM HacTpoeHMEM, NKOWMAM Nersax n LBeTbI.
B ocHoBe 1x MnpoBo33peHua nexxanun dunocodckme
naev gaocmsma. laocmsM — 3710 NyTb LEBHOrO Cy-
LLLeCTBOBaHWSA, B KOTOPOM YMO3PEHWe 1 JeiCTBUE,
AYyX N MaTepud, CO3HaHME 1 XM3Hb OKa3biBatoOT-
cA cobpaHHbIMUM B cBOBOAgHOM, BecnpesenbHoOM,
«Xa0TNUYECKOM>» eANHCTBE.

YenoBek n BceneHHaa eanHbl, caM YeloBeK —
370 TOXe BceneHHasn. Jlao — nyTb BceneHHo,
MwupoBoii 3akoH. [lao HUKTO He co3jaBaJ, OHO
6e3rpaHuyHO 1 npossaseT cebs BO BceM. 70 Hu-
uTO,B KOTOPOM cyllecTByeT Bce. [lao nopoxgaaet
MHOroo6pasHble GOpMbl MPUPOALI U BCEFO MU-
po3gaHusa. Jao HEBO3MOXHO MO3HaTb HW C MO-
MOLLbIO pPa3ymMa, HM C MOMOLLbO YyBCTB. C HUM
MO>HO TO/NbKO CAUTBLCA BOeaMHO. [laocusm Bnu-
Tan B cebs HaTypodunocodckme KoHuenumm MHb
N fIH, Y-CWH, KOTOpble CTafn HEOTbEMIEMOM Ya-
CTbtO gaocusma. B paocmsme cobcTBeHHas Aylia
yesoBeKa AOJIXXHA CANTbCA C MUPOBOU AYLLON.
Naean paocmsama — ecteCcTBeHHOe pa3BuUTMe Ye-
NoBeka Kak 3/eMeHTa NpUpoAbl N BCENEHHON.
Jaocnsm, B oTanMumne ot KoHPyLMaHCTBa akLeH-
TUpPYyeT BHMMaHVe Ha NPUPOAHOM acnekTe Aao,
UYTO Bblpa>kaeTcs B OCHOBOMO/AaratoLwem noao-
XEeHUM faocm3mMa: cnedyin ecTecTBy BCEX Bellelin
He nmel B cebe HMYero anyHoro. EctecTtBeHHOCTb
n npocTtoTa — ocHoBa ¢unocodum gaocmsma,
KOTOPbIN Halles CBOe OTpaXKeHue BO BCEX BMAAX
MCKYCCTBa, B YaCTHOCTM B KOHCTPYKLMN U AeKO-
pe MebenbHbIX NPesMeToB.
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Meb6enb Cy 3noxv MUH — 3TO NpeaMeT, HO OHa
HeceT B cebe Aao, AAPOM KOTOPOro ABAAETCA AyX NN-
TepaTopoOB, CyTb TPAANLMOHHOM KUTANCKON KyAbTypbl
«eanHcTBa BceneHHol n Yenoseka». B ee dopmo-
0bpazoBaHNN N AeKOPUPOBaHMM HaCTO NCMONb3Y-
FOTCA CMMBOJIMYECKME MOTMBbI, TakMe Kak LiBETOK
CnvBbI, opxuaes, 6ambyK 1 T.4., KOTOpble Noapasy-
MeBaroT Takme KauecTBa, Kak 3N1eraHTHOCTb, YNCTOTa
M HaCTOMYNBOCTb.

Mebenb 13 Cyuxoy nmeeT AOATYI0 UCTOPUIO
n 6oraTtble KyNbTypHble TPagMLumm, oHa obnagaet
OT/INYUTENBHBIMU N YHUKANbHBIMW OCOBEHHOCTA-
MW B KOHCTPYKLIMW, AEKOPUPOBAHUN 1 MacTepCTBe
ncnonHeHus. Bce getanm Cyuxoyckoin mebenn
XOpOLOo 06paboTaHbl, @ OCHOBHbIE TEXHUKW ee fe-
KOPUPOBaHWS BKAOYAIOT pe3bby, MHKPYCTaL MO,
NlakoBOE MOKpbITME 1 T.4. Pe3bba Ha cyu>koyckow
mebenn ToHKaa n Bblpa3uTenbHasa. Yale Bcero
NCNonb3ytoTCcA ABa MeToAa pe3bbbl — KOHTYpHas
“ Npope3Has (axypHas) pe3bba.

Ha dopmupoBaHume xypoxectseHHOro obpasa
mebenn B ctuie Cyukoy OKasano HECOMHEHHOE
BANAHME TBOPYECTBO ANTEPATOPOB: Takne Npomns-
BeAeHMA NMTepaTypHOro XaHpa, kak «O Beluax,
pagyroLwmnx B3op» BaHb YU3HbX3Ha ANHACTUN MUH,
«NckycctBo »uThb: Kao Manb HOW LUn (OTpbiBOYHbIE
3amMeyaHuna No 0byCTPOMCTBY XUAMLLA YUEHOTO
Ha neHcmmu» Ty JloHra [Cm.2] u «CayyaiiHoe npucTa-
HULWe Ana npasgHbix aym» Jln K0a anHactum LnA.
STN TPU KHUTM CnocobCTBOBaAN MOBbIWEHUIO
XYAOXEeCTBEHHOrO YPOBHA CBEeTCKOW Mebenn. Mpu-
UMHa, MO KOTOPOU BblAensnach CBeTCKas Mebenb,
ABNANACH PE3YNbTaTOM 3TOr0O Ky/AbTYpPHOro GpoHa.

CrneumanncTtbl Ha3bIBaOT 3TOT NEPUOS, «KYNbTY-
POW UHTENNIEKTYaNOB», TaK KakK yBleUYeHne ncKyc-
CTBOM, INTepaTypoOmr, My3bIKOM, rnybokoe 3HaHune
durnocodcknx N NCToPUYECKMX TPaKTaToOB CTAHOBUT-
€A HacToAWMM KyabToM. Hanpumep, mebenb Cyuxoy
B cagy ycy OnpedekTtypa Cyuxoy B MpOBUHLNMN
LI3aHcK) anoxn MuH oTanyaeT npocToTa, Tpaamum-
OHHbIN MHTEPEC K 3/1eraHTHbIM NPUPOAHBLIM dopMamM
M YapyloWmMM 3anaxam: Kaxercs, 4to B dopmax
mMebenn NpucyTCTBYeT OKpy>KatoLas cpesa: Hebosb-
LIOM MOCT U TeKyLlas BoJa, apoMaT FXHOW pekn
W uBeTyLlero caja.

Cyuxoy, Kak OZ4HO 13 BaXKHbIX MeCT POXAEHWUs
KUTaCKOMN NCTOPUN ANTEPATYPbI N UCTOPUM UCKYC-
CTBa, fa/l MUPY MHOTO BbIAOLWMNXCA ANTEPATYPHbIX
festenein n xyAoXHUKOB, U CGOpMUPOBaN Nocpes-
CTBOM /INTepaTypbl, NCKYCCTBA Kananrpadum n xm-
BOMWCY ONpejeneHHyro coumanbHyro ¢unocoduto.

3cTeTMYeCKNe YCTPEMAEHUA U Ujeanbl ee NpeacTa-
BUTENEN ONpPeAeNsav Xy[0XKECTBEHHbIA BKYC MacTe-
pOB AeKOpPaTMBHO-NPUKAALHOIO MCKYCCTBa 3MOXM
MuH. KoHcTpykumsa mebenn Cy B anoxy MuH otam-
Yasacb ACHOCTbIO W 3/1IEFaHTHOCTbLIO, MOAYepKMBas
XYZ,0>XKEeCTBEHHYH KPacoTy NPUPOAHbIX MaTepua-
nos. Hanpumep, Ty JloHr B «/ckyccTBe XUTb:
Kao MaHb HOn LLn» HeogHOKpaTHO NoAdepKuBan
Ba>KHOCTb KPacoTbl MPUPOAbI, BbICTyMNas 3a cTpem/e-
HWe K eCTeCTBEHHOMY, MPOCTOMY, peabHOMY CTUJILO,
B TOM uncae B opmoobpaszoBaHun 1 gekope mebe-
2N, NPOTMB Ype3MEPHbIX NCKYCCTBEHHBIX MOANU-
Kaumin n ykpaweHuin[Cm.2]. Hanpumep, B rpobHuLLe
Ban Cuugztos B Xyuro (Cyuxoy), 6bi1a obHapyxe-
Ha rpynna AepeBsiHHbIX Mogenen mebenu c npo-
CTbIMW W1 NAABHBIMW JIMHUAMM U Pa3HOOOpPasHbIMU
LIMMNOBBIMW COeAMHEHNAMW (MPOCTbIe LUMMOBbIE,
CNOXHO — COCTaBHbIE W CNOXHO — YKperniaeHHble
LUMMOBbIE COEAMHEHMSA U T.4.), KOTOPbIE BbIMOJAHEHbI
Ha BbICOKOM YPOBHe MacTepCTBa.

Meb6enb Cy 3noxu MuH, nCnoiHeHHas B OCHOB-
HOM B BUAE NPAMbIX IUHWUA U NPOCTbIX N3rnboB.,
Tak>Xe BOMJIOLLAET APEBHIO KUTaWCKy0 Guaoco-
buto gaocmnsma, Kotopas aBaseTcs 06pasHbIM Bbl-
paxxeHneM boraTeliliero cMblCia, BOMAOWEHHOTO
B NpocTenwen popme.

BusyanbHas HanpsaXXeHHOCTb Mebenn anoxu
MuH — 3TO elle 1 BOMAOLLEHME TOHKOrO OlLyLlie-
HWS BHYTPEHHEro MMpa KMTackoro antepaTopa,
B KOTOPOM OZHOBPEMEHHO CYLLLECTBYIOT 1 B3aMMO-
MPOHMKaIOT BUPTYyasbHOE U peasbHoe, AMHAMUYHOE
n cTatnyHoe. NprMepomM MOXET CNYXUTb KPecao
13 NOPOAbI APEBECUHBI XyaHXyaaun (pO30Boe Aepe-
BO) U3 NPOBUHLMMK XaliHaHb U3 KOANEKLNN My3es
TyHBaH®y (4% F T Bed] e R 2 LA AL RS . 5% I
- (17994F)), koTopslit ¢ 1799 roaa 6bin YacTHOW
pe3naeHLmel YHUBEPCUTETCKOrO YYeHOro XaLaHa
(LL3aumn). JIMHMM NOANOKOTHMKOB U CMIUHKWN 3TO-
ro kpecna 6au3KM K n3rmnbam YenoBeyeckoro Tena,
HO NPV 3TOM 3/1eraHTHbl U BEIMYECTBEHHbI. Takoe
dopmoobpazoBaHme B CBOEW OCHOBE UMEET ApeB-
HIOO KMTalckyo dunocoduto «eanHcTea BeeneH-
HOM 1 YenoBeka», BbICTyMNas 3a rapMOHUIO MeXay
Yes/IOBEKOM W NPUPOAOINA.

Meb6enb Cy 3noxv MuH oTpaxkeHa B naee, «opu-
€HTMPOBAHHOW Ha NOAEN»: IPrOHOMUYHOCTb, QYHK-
LMOHaNbHOCTb M IOTUYHOCTb, — HO B HEW Takxe
yaensietcs 60/1blLOe BHUMaHWE YyBCTBEHHOMY OMbITY.
370, B CBOO O4epesib, OTpaxaeT APEeBHEKUTANCKYHO
dnnocoduto — yuyeHwe o cepeanHe, N3N0XKEHHOE
B KOHbyLMaHCKOM TpakTaTe «YyH roH» (FTapMoHuma

CPeANHHOCTU», n «CpeanHHbIN MyTb» ) — naeto
6ecnpucTpacTHOCTU 1 CNpaBeANNBOCTY.

B konnekuuun JisoHuHckoro my3ses Lo VIH B pas-
aene YxaH UzsgyaHb «CBUTOK LIMHMUH LWaHbxa Ty»

Cok o BB LM EEE) B kIE: SO Y
Ft) HeogHOKpaTHO ynomuHaeTcs «Kpecno ¢ oBab-
HOW CnnHKOM (UtoaHbw) (rpaBropa JISOHWH) (puc.7):
€ro NoANOKOTHUKN W CMINHKA 3aKPYTAEHbI, CUAALLNIA
MOXeT YA0OHO pacnonoxutbea B kpecne. Mpw npu-
eMe rocTei CnuHKa Kpecaa onyckaercs, Uto oTpa-
>KaeT nponaraHaMpyemMbin Al0AbMU 3Noxm MuH
«CMUPEHHBIV» 06pas XM3HW.

B «bambykoBom cagy Céas» yacto BCTpeyaeT-
CA CTYJl, HOXKMN KOTOPOro KpectoobpasHble, MOryT
CKNaAbIBaTbCA, UX Nerko nepeHocuTb. KOHCTpYKL IO
CTy/la MOXHO pa3fennTb Ha ABa BWUAA: C NPSAMON
CMVIHKOW U paAnyCHOM CMIMHKON. B KOHCTPYKLIMM CTy-
Na 3noxu MuH ¢ pagnycHOW CNMHKOW COeAnHeHne
JeTanei HOr, Kak NpaBuao, CKPENIeHO MeTaainye-
CKMM MPYTKOM C AeKOPATUBHBIMU MeTalINUYecKumm
YKpaLIEeHNAMMN — TBO3AAMM.

Ha Xxysa0>XecTBEHHOM U yXOBHOM YpOBHE Me-
6enb Cy anoxu MuH B nsobpaxxeHunsx, amtepatyp-
HbIX M AOKYMEHTaNbHbIX MaTepuanax npescraBaset
NAEH «NyTeLecTBMSA C BELLamK, YTOOb! MyTeLlecTBo-
BaTb C YMOM» B TPaAULMAX KUTANCKOMN KYAbTYpbl,
N nepegaeTt LYXOBHble NCKAHWA U KY/AbTypHble
KOHLEeNUUN Yepe3 KOHKPETHbIe NPesMEThI.

YHacnepoBaB npekpacHble Tpagnunmn mebenn
anoxum CyH (960-1279)_n FOaHb (1279-1368), mebenb
B cTuie MuH npowussogctea Cy npoLuna JOATUA NyTb
pa3suTMA. OHa CTana Knaccnyeckum ctmanem mebenn
3noxm MuH 1 npeacTaBaeHneM KynbTypbl L3sHHaHb
0 NpeaMeTax, OT/IMYArOLLMXCA NPOCTOTON U dNeraHT-
HOCTbHO, @ TaKXe XyA0XECTBEHHOM KpacoTown, Mno-
3BOJIANOLLEN 06PATUTL BHUMAHWE Ha PUTM JIMHWUIA.

Kak ofHa 13 npogoakarowmnxcs Gopm KyabTypbl
Li3sHHaHb, Mebenb B cTune Cy HaumMHasa C ee Npo-
CTOW W 3N1€raHTHOM, APKON BHYTPEHHEN KPacoThl,
W 3aKaHuUMBas YHWKaNbHOW, COBEPLUEHHOWN BHeLl-
Heli GOpMOW, BOMIOLLEHHON B HOBAaTOPCTBE U UH-
HOBaLMAX, CKPOMHOCTU W 371€TaHTHOCTM, 3pYANLMUN
N TEPNUMOCTU ONNLLETBOPSET B cebe YHUKaNbHbIN
KYJIbTYPHbIN NOATEKCT COYETaHMS JPEBHUX TPaANLMIA
N COBPEMEHHOCTM KyAbTypbl LI3AHHaHb.

l-H BaH LUncan Takxe nogsen Utor pasButmA
mebenn Cy anoxn MUH LecTHaALaTbl NyHKTamK,
KOTOpble ABAAOTCA: «IaKOHUYHBIMW, MPOCTbIMU, TOA-
CTbIMW, TAXENbIMWY, BENNYECTBEHHBIMU, KPYTAbIMY,
CMOKOWHbIMW, 6OraTbiMW, KPacMBbIMM, 31€raHTHbI-
MW, CUABbHBIMM, MATKUMM, 3OUPHBIMU, U3bICKaHHbBIMW,
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aneraHTHbIMU 1 cBexXxXmMm»[1 c.126]. 2006 roay «Tex-
HuKa Npoun3soacTBa mebenn B ctuie MuH (Npoms-
BogcTBo Cy)» Oblna BbibpaHa B KauecTBe NepBown
No3ULMN HaLMOHaNbHOIO CNucka HeMaTepuab-
HOrO Ky/NbTYPHOTO Hac/ieAms, C BbICOKOM CTeMneHbH
Ky/NIbTYPHOrO CaMOCO3HaHUsA, YTo6bl NepecMoTpeThb
COBPEMEHHYH LLeHHOCTb, HO Tak>e C U3bICKaHHOM
TEXHONOTUEN NPOU3BOACTBA, YTOObLI COCPEAOTOUNTHCA
Ha CYLHOCTM TPAAULMOHHON KUTANCKOW 3CTETUKM.

B HacToswee Bpema Mmebenb anoxu MuH,
n3rotoeneHHas B Cy, TakxXe CMAET C1aBOW Bpeme-
HW B «>KMBOM HaciaeAmu», a No3tTmyeckas 3cTeTmka
Y ryMaHucTMyeckas ¢puiocopus JyxoBHOCTU U dne-
FaHTHOCTM MOTYT 6bITb NPOAEMOHCTPUPOBAHbI B CO-
BPEMEHHbIX NPOM3BEAEHNAX MebeNbHOro NCKyCCTBa.
Tpaguumm mebenbHoro npoussoactea Cyuxoy bblau
NPOJOJKEHBI B MOCAEAYHOLLIME IMOXU U BOCMIPUHATI
TakXXe COBPEMEHHbIMW MacTepamu.

BaH LI3siHbCUHb, XyAOXHUK AeKOPaATUBHO-NPU-
KNaZAHOTrO MNCKYCCTBA, ABNSAETCA OAHUM U3 HUX.
OH nposBasieT 60AbLION MHTEPEC K TPAAULIMOHHBLIM
pemMec/iam: cHavasia OH yuuica y Mactepa pe3bobl
no KamHto LaHb BuHrpeHa, a 3atem y 3HameHun-
TOro mactepa pe3bbbl No gepeBy YsHb YUKYHANHS,
crneumanusmpyrowerocs Ha pesbbe No naancaH-
Apy. N3HauanbHo BaH L3siHbcMHBb NposiBua cebs
Kak 3ameyaTtesibHbl MacTep pe3bbbl NO Aepesy,
HO 3aTeM OH M3MEeHW/ CBOE XyA0XEeCTBEHHOE Ha-
npaBsieHne, MOTOMY YTO CHOBAa M CHOBa noceLas
knaccmyeckme cagbl B CyUuxoy U cTapuHHble 0cob-
HAKW Ha rore CTpaHbl, rae mebenb AnHacTum MuH
v LInH n3nyyana aneraHTHbIN TeMNepamMeHT U Kaac-
CMYeCKNn Wwapm, oH HBblN o4apoBaH ee KPacoToMN.
B pesynbTate, BaH Li3aHbcnHb Bbibpan mebenb Cy
3noxn MWH B KayecTBe OAHOrO U3 HanpasieHUM
cBoero TBopyectBa. KynbTypHoe cTpemsieHmne co-
BPEMEHHbIX JIK0AEeN K YHUKaNbHbIM NpeamMeTam
AeKOpaTUBHOIO UCKYCCTBa Aano aHTUKBapHON Mebe-
N1 60/1bLLOK NOTEHLMAN U LUMPOKME MEePCneKTUBSI.

UTt0ob6bl BEPHYTb ApPEBHEE PEMEC/IO U3TOTOB/IEHUS
mMebenn anHactum MuH u LmH, BaH LI3ssHbCUHB cTan
M3yyaTb Xy[0XXeCTBEHHble 0COBEHHOCTH, KOHCTPYK-
LMIO U TEXHONOTMIO ee U3rOTOBAEHUS, UTO AOCTaB-
NAN0 eMy He TO/IbKO HeCKOHeuYHoe yAOBObCTBUE,
HO ¥ MO3BOASAA0 MOYYBCTBOBATb TalHY U CANLLKOM
TSXKE/bIA U KPOMOT/UBbIA NPOLLECC ee U3roToBe-
HUsA. Ans nctopuueckon mebenn guHactuii MuH
n LInH xapaktepeH o4yeHb TOHKUIN U Nerknii gekop
B TEXHWKe pe3bbbl. B gekope npucyTcTByeT pasnnu-
HbI1 OpPHaMEHT: APakoH, GEHMKC, MNOH, BeroHny,
obnaka v XXypaBau, neTyume Mbllun, bonee cemmn-
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AecaTn BUA0B pynn — >xesna xyu [Mpum.1]. Takxe
B npesMeTax mebesn 3TOro nepmnosa ncrnoab3osa-
JINCb pa3nnyHble BUAbl pe3bbbl: KOHTYpHas pe3bba,
penbedHasn pe3bba, ropenbedHasn pe3bba, npopes-
Hasa nAn axypHas pe3bba — 6osee gecaTm BUAOB
TEXHUKWN pe3bbbl. TakKe pas3/ivyHble LWMNOBble CO-
eIMHEHWS: BPe3Hble LINMOBbIE COEAMHEHMS, pac-
TOYHbI€ LUMMOBbIE COEAMHEHWNS, 1aCTOUKMH XBOCT,
npsaMow nosaynatan n ap. Maneinwee OTKIOHEeHWE
B pa3mepe npwu U3roToBieHUN Mebenun no NcTopu-
YeckMM aHanoram Morio «C0MaTb ANLO» (TO eCTb
KOHCTPYKLMIO N XyZA0XeCTBEHHbI 06pa3 MebenbHo-
ro npounseeAeHuns) n ctatb Heygauei. C Lienbto co-
BEPLUEHCTBOBaHMA NPaKTUKM N HAaKOMAEHWS ONbITa,
BaH Li3aHbcnHb Takxe nocewaet [NeknH, XaH4uxoy,
LLlaHxalt n gpyrue mMecTta, 4tTobbl YBUAETL UCTOPUYEC-
ke obpasubl Mebenn anHactnii MuH un LnH, caenatb
3apucoBku. B To e BpeMs, OH Takxke MHOro pas 06-
paLLaeTcs Ans KOHCY/bTalWiA K U3BECTHbIM 3KCnep-
TaM, U3y4vaeT pasMYHYo AUTepaTypy No UcTtopum
NCKYCCTB, YTOObI YAYYLLUTb CBOKO XYA0XECTBEHHYHO
MOAroTOBKY, paclmpuTb CBOM Kpyrosop. OH nccne-
AyeT COTHN MebesnbHbIX NpeAMeTOB A/A COCTaBe-
HWA KaTajsora TOYHbIX AaHHbIX 06 MX pa3mMepax,
M3BECTHbIX MacTepax, YTobbl COCTaBUTb NpeacTaBJe-
HMe O Npon3BoAcCTBe Mebenn anoxm MuH n LnH
no npuHuuny: GopmMa — UCKYCCTBO — MaTepuan.
CerogHs BaH L3sHbcuH npounssoaunt Mebenb
B CTWU/e AnHacTuii MuH un LK, 6yab TO HeCKOb-
KO WwKadoB, CTyAbeB, TaOYpPeTOB UAW LUMPM, LIKa-
$oB, CTONOB, KPOBaTEN MO UCTOPUYECKMM aHANOTaM.
B 2001 roay, Ha «BocTouHo-KunTanckoln BbicTaBke
NCKYCCTB U pemece», ero Mebesnb U3 NanancaHgpa
«[TMCbMeHHbIV cToA B cTUe Mu» nonyymna 3010TyH
Meaanb, «Kpyroor ctys B ctune Mu», «CTyn eBHy-
Xa C y30pOM CMWHKW B BUAE CBEPHYBLLErocs apa-
KOHa» nosy4mn 6poH30BYyo Harpaay. B 2003 roay
Ha naTon «Kntanckom spmapke NCKyccTB 1 peMecen
MacTepoB 1306pa3nTeNbHOro NCKYCCTB» OH CO34an
CTOA NOJ HasBaHMeM «BocbMepka beccMepTHBIX»
C\MlIEEF[Mpym.2] (prc.8), noayumnBLLYHO 3010TyHO
meganb, «CTyn B ctune MuH B HaHryH» noayumn
30/10TYI0 Mefanb 3a HOBaTOPCKOe MUCKYCCTBO, «[1on-
ka B ctune UmH bo lNy» nonyunna 3on0T1yto megans.
Vimes MHOroumcneHHble 4OCTUXEHWNA U Harpaabl
BaH Li3fHbCMHb He OCTaHaB/AMBAETCA Ha AOCTUMHY-
ToM. OH BCerga HaxoAUTCs B MOCTOSHHOM MOWCKe,
nyTeLlecTBys No gopore nckyccrsa. OH ycoBepLUeH-
CTBOBaJl MHOTME NpeameTbl Mebenn AnHactnii MuH
n LlvH, npeBpatms KpoBaTth JlyoxaHb, B 3KCKNLO-
3MBHblE NMPOU3BEAEHMA PyYHOWN paboThl, caenaB

NX O4HOBPEMEHHO UCTOPUYECKN JOCTOBEPHbLIMM
N COBPEeMEHHbIMW. JTa «HOBas» Mebenb, coxpaHsaeT
obasHne anHactiii MuH n LiMH, Ho Takxke oTBeua-
€T COBPEMEHHbIM BKycaM, HpaBUTCs BCe HosbLlemMy
ymcay, Kak KonNekLMOHepOB, Tak 1 NoTpebutenen.
DTO coyeTaHne UCTOPUM U KyNbTypPbl APEBHErO pe-
Mec/1ia C COBPEMEHHbIMW BKYCaMu U NOTPeBHOCTAMMU.
Tpagmunm MebenbHOro UCKyccTBa AnMHacTUin MuH
1 LnH, B pykax BaH LI3sHbCUHA BbIAM NPOAOAKEHDI,
Noay4Yman CBOe pa3Butme. XyJo>XKeCcTBEeHHOe oua-
poBaHue mebenn gnHactnin MuH n LinH, 3actaBas-
eT 1 BAOXHOBAAET BaH LI3AHbCUHA «1eTeTb» Bbille
n ganblue.

NHTepec kK mebenn anoxu MuH nmeet mexay-
HapoAHOe 3HaueHWn. bonbLLON NHTepec Takoe AB-
NeHne 3noxm MuH Kak «KyabTypa UHTEeNNeKTyanoB»
BbI3BasO B Poccun. YBneueHune nckyccTBom, aute-
paTypoW, My3bIKOW, rnybokoe 3HaHne Gunocodpckmx
N NCTOPUYECKMX TPAKTaTOB CTAHOBUTCA HaCTOALLMM
KynbToMm B Kntae B 31y anoxy. 2018 rogy B My3ee
MockoBckoro Kpemns coctosnack BbicTaBka «/n-
HacTus MUH: CUsIHWE YUEHOCTU», Ha KOTOPOW Bblan
npescTaBaeHbl NPeAMEeTbl M3 cobpaHus LLlaHxalickoro
my3ed. bosee 150 skcnoHaTtoB 13 koanekumm LLlaH-
XalCKoro Mysesi, oTHocALmMxcsA K anoxe MuH (1368-
1644), 6bin11 NpeacTaBaeHbl B 3anax MaTpmapliero
ABOPLA M YCNEHCKOW 3BOHHMLLbI.

Ha BbicTaBke Hblna npeacTaBieHa PeKOHCTPYK-
uma kabuHerta yyeHoro anoxm MuH. Kak oTmeua-
na kypatop BbicTaBkn W.B. TopbaTtoBa: «3T70 6bI10
MEeCTO, e Hall repo 3noxu AuHacTUm MuH umntan,
3aHUMancs Kkanaurpaduen v XnBOMUCBLIO, Urpan
Ha My3blKa/ibHbIX MHCTPYMeHTax, obLliancs co cBo-
UMW e4MHOMbIWAEHHNKaMN. 3aTO B 3TOM yroJike
Bbl MOXeTe YBUAETb «4eTbipe COKPOBMLLA KabnHeTa»:
b6ymary, TyLb, TyLIEUYHNLY N KNCTU»[4].

Ha BbicTaBKe 6bl1 NpeacTaBiAeH CTONMK, 3a KO-
TOPbIM 3aHMMaNUChb Kannurpaduer, Kpecao B BU-
Je Wwankym YMHOBHMKA C XapaKTepHoW dopmMoi
CMWUHKWN Y NOAJIOKOTHUKOB, CTOJINK ANS1 KYPUIbHULL,
TakK Kak 671aroBoHNA Urpaau oveHb 60abLIYIO POb
B Kntae, aTaxxepka ANa xpaHeHUs pykonucewn
N CBUTKOB. bbln Tak>xe npeAcTaBaeHbl NPeAMETHI,
KOTOPbIMW Yy4YeHbl1 N0JIb30BaJICA BO BPEMS CBOUX
3aHATUI: ByMara, TyWb, TyWe4YHuLa U KUCTb —
BCE, UTO HYXHO 4YesioBeKy, UTobbl HapucoBaThb
KapTWHY, HanucaTb TpakTaT UAM CTUXOTBOPEHME.
Bonee Toro, o6cTaHOBKa KabnHeTa 6blna JONOJHEHA
NPWBbIYHBbIMY ANS XO3MHa KabuHeTa npesMeTaMu:
XunBonuck, Gapdop, HenpemMeHHbIM aTPUBYTOM Bbin
MY3bIKaJbHbIA MHCTPYMEHT — LWHb, KUTaCKas LnT-

pa, 414 TOro Ytobbl NOAUEPKHYTH UHTEANEKTYaNb-
Hble YCTPeMIeHMA U MHTepeckl Xxo3sanHa [Cm.5].
Kak otmeuana W.B. TopbyHoBa: «3TO o4eHb
3N1€raHTHbIN N CAep>XKaHHbIN UHTepbep, B HEM
HaxXOAWN0Ch He TaK Y>K MHOro mebenu, MockobKy BCe-
Taku YesloBeK 34eCb MPesaBasca NHTENNEKTYalbHOMY

TPYAY» [S].

NMPUMEYAHNSA:

1. Pyin vav xe3n xyw. B kutalickoi mudonorum
CMMBOJ CUJIbI U UCTIONIHEHWS XXeNaHui B knTalickom
6yaam3me AeKOpaTVBHbIN LLepPeMOHMANbHbIV CKUMETP.
BapuaHT Ha3BaHMA — XKe3/1 XYW C KUTaCKOro A3blka
Ha3BaHWe 3TOro npezmMeTa MOXHO NepeBecTn Kak
«Mo xenaHuto» OBbIYHO Xe3n MMeeT S-06pasHyo
dopMmy 1 HaBepLLMe AOBOJIBHO CTPAHHOW GOPMbI.
OHo MoxeT n3obpaxaTtb pbiby, 061ako, HO Yalle
BCErO — Marv4yecknin «rpnb 6eccMepTms» JUHUXM.
Tak KuTalLbl Ha3biBalOT TPYTOBUK NaKMPOBaHHbIN
(Ganoderma lucidum), koTopomy M3gaBHa NPUMNUCHI-
BatOT pa3/iMyHble Marnyeckme cBoMCTBa. Bo BpemeHa
AnHacTMn MuH (1368-1644) xe3n pyin ctan urpatb
poJb Nogapka, CMMBOAW3NpPYtoLLero baarocnoBeHve
1 6narve noxenaHus. B To BpeMs Takue xesnbl Npo-
n3soanan B Knutae B orpoMHOM Koamyectse. VIx ge-
Nann 13 camblx pasHblX MaTepuanosB — Bblipe3anu
13 KOCTWU, MMHEPaNoB, AepPeBa, NCMOAb30BaN Aaxe
por Hocopora. Xe3nbl OTAMBaAN WU B MeTanne.
Vx ocobas NpoYHOCTb B NOCAEAHEM CiyYae Noj-
yepKMBana, UTo Xe3n nmeet n GyHkLMIO obepera
OT HenpegackasyemMblx HanacTel. Bo Bpems gnHactim
LLMH xe3n pyin cTan CMMBOAN3MPOBaTb MPOYHOCTb
M MOLULb MMNepaTopckoin Baactn. Mmnepatop
MOT MCNOJ/Ib30BaTh €ro B kayectBe 0C0H0 LieHHOro
nogapka.

2. «<BoceMb 6eccMepTHbIX» — KapTWHa, CO3AaHHas
Ha OCHOBE /Ja0CCKOMN UCTOPUM O CBATBIX XYAOXHUKOM
YskaH Jly 13 anHactmm MuH, KoTopas ceyac xpa-
HUTCA B XyJOXECTBEHHOM My3ee YHuBepcuteTa
LimHxya. 3T0 Habop 13 veTblipex WWPM C n3obpa-
XeHuem duryp BocbMu beccMepTHbBIX, HamMCaHHbIX
UxkaH Jly B 3noxy gnHactum MuH. Bocemb beccmepT-
HbIX OTHOCATCA K BOCbMW 6E€CCMEPTHbIM B Aa0CCKMUX
nereHpax. ABTOp n306pasnn Ha YeTbipex Wrnpmax
no ABe rpynnel, B OAHON N3 KOTOPbIX XaHb YXyHAn
n Jly lyH6umHb, Bo BTopoi — JflaHb Llaixa n X3 CaHbdy,
B TpeTber — XaHb CaHu3bl 1 Llao Motoi, a B veTBep-
Tor — YxaH lNyonao n Tu Usao Jin. Neporandsl
Ha KapTMHax BbINOJHEHbl pa3HOObpasHbIMU Tex-
HMKaMK C MCMOJIb30BaHNEM Pa3NNYHBIX KUCTEN: TNLLO
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OYepUYEHO TOHKOW KUCTbO C NMAABHbIMU AUHUAMMU,
PVICYHOK OAeXAbl HamnmcaH TOCTON KUCTbHO CUJIbHBIM
N pelnTenbHbIM Ma3koM, HanpuMep, XXenesHble
LapanuHbl 1 cepebpsiHble KproYky, a Wwiaekd xanata
HanucaH «BbICTPOM KMUCTbO», KONOPUCTUYECKOE
peLleHne NPoCTOe, IETKOe 1 dNEraHTHOE, a TeXHUKa
NCMONHEHMA sipkas 1 pa3HoobpasHas. Kaxabli
13 HapMCOBaHHBIX NMEPCOHAXeN CoBepLLUEHEH, APOK
1 MHTpUrytoLl. 3a Bocembto beccmepTHbIMK M306pa-
>KEeHbl CKasbl, Kak bbl OTpaxkatowme Ayx ANHACTUK

FOxkHoM CyH. MeTog KMBONUCK, KaxKyLLMACA NpoY-
HbIM 1 MOLLHbIM, MOCTPOEH Ha UCMOJIb30BaHWUMW Mep-
CMEKTVBbI: AOMONHNUTENbHbIE NMEN3aXK, Ha KOTOPbIX
n306paxkeHbl cTapble AepeBbAM CO CMETeHHbIMU
BETBAMMW, KOMMO3MLUMN C 3aCOXLUNMMN JUCTbAMMU
6ambyka, KOTopble AOMONHAIT KapTUHY 1 CO3Aar0T
XapakTepHyto aTMocdepy, KOTOPYHO XOUeT co3/aTb
XYBOXKHNK

3. |_||VIHMI/IH — NpasgHUK YNCTOTbl N ACHOCTW.
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FUTURISTIC DESIGN OF ETHNIC CLOTHING
USING 3D TECHNOLOGIES

Summary: The author considers the use of innova-
tive 3D printing technologies as a tool used by modern
clothing designers striving for uniqueness and a futur-
istic look of their products. Particular attention is paid
to the prospects for introducing 3D printing into the fashi-
on industry and the opportunities it provides for indi-
vidualisation, experimentation with shapes and textures,
as well as the creation of new aesthetically attractive
designs. The article may be of interest to students of the cre-
ative speciality of Fashion Design, design specialists ex-
ploring modern technologies in the fashion industry,
as well as for those interested in innovation and crea-
tive approach to modern and promising clothing design.
3D printing allows one to create unique and personalised
products such as jewellery, patterns, accessories that meet
individual needs and preferences. Designers can adapt exi-
sting patterns or create their own, which will lead to a mo-
re exclusive approach to designing clothes, accesso-
ries, and jewellery. The author’s desire to draw attention
to the influence of 3D printing on the cultural code sewn
into ethnic decor in order to give new breath to tradition-
al symbolism is the goal of this study. Ethnic motifs and

INTRODUCTION:

Design education should be advanced, corre-
sponding not only to the tasks of today but also to
the requirements of the future. The National Doctrine
of Education of the Russian Federation defines the fol-
lowing strategic goals for the period up to 2025 [11]:

« overcoming the socio-economic and spiritual
crisis, ensuring a high quality of life for the
people;

« restoring Russia’s status in the world com-
munity as a great power in the sphere of edu
cation, culture, science, high technology,
and economics;

patterns made on a 3D printer can serve as separate de-
tails of decor, as well as be elements of a clothing item
itself in its various manifestations. Ethnic patterns are an im-
portant aspect of world fashion, reflecting the cultural
heritage and traditions of different peoples. The iden-
tification of the degree of significance of modern tech-
nologies in the life of an artist of decorative and applied
arts was the result of this study. According to the author,
the introduction of 3D printing into the creative process
of a designer expands their capabilities, stimulates the de-
velopment of innovations, and transforms the fashion in-
dustry. The results of the study showed that 3D printing
opens up unique opportunities for the creative process
of a designer. However, the study also revealed a num-
ber of technical problems associated with 3D printing of clo-
thes that need to be solved for the widespread implemen-
tation of this technology in the fashion industry. Further
research and cooperation with such specialists as engi-
neers and computer experts are necessary to fully real-
ise the potential of 3D printing.

Keywords: futuristic clothing design, 3d printing, eth-
nic design, creative process, clothing design.

 creating a basis for sustainable socio-econom-
ic and spiritual development of Russia. [10]

In search of inspirat ion, modern designers are
increasingly turning to the latest scientific develop-
ments. In this context, 3D printing is becoming one of
the key tools for a designer striving for a creative
breakthrough and experiments with forms and ma-
terials, textures and decorative elements. At the
beginning of its development, 3D printing was asso-
ciated mainly with the technical and engineer-
ing sphere, whereas today its use in the world
of fashion is becoming increasingly popular and
significant.
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