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POSTMODERNIST TRENDS IN CHINESE
MONUMENTAL PAINTING

Summary: The article explores postmodern trends in
contemporary Chinese monumental painting, focusing
on their impact on the development of public art. It ex-
amines key concepts such as the harmonious coexistence
of art with the natural environment, the use of innovative
materials, and the diversity of artistic expressions. Spe-
cial attention is given to the connection between monu-
mental painting and public spaces, highlighting its role in
enhancing their aesthetic and social value. Through the
work of Tang Mingyue (NS E), the integration of var-
ious materials and techniques in monumental painting
is demonstrated, including ceramic mosaics, metal forg-
ing, textile weaving, and multilayer engraving. His project
“Window to the World — Matteo Ricci” (AR ——
FI333E > &), located at Chegongzhuang West Station
(ZE/AFETYL) of the Beijing Metro, is analyzed as a blend
of cultural heritage and modern technologies, serving as
a bridge between tradition and innovation. This piece
symbolizes the interaction between China and the world,

Postmodernism in China develops in various
directions, one of which is: “the connection with
environmental art, the full utilization of the possi-
bilities of the natural environment, or the creation
of a politically charged environment to express
a specific social theme.” " Since the 1990s, new
concepts such as public art and square art have
emerged during the exploration of the theory of
monumental painting, reflecting the characteris-
tics of contemporary monumental painting. This
indicates that traditional notions of monumen-
tal painting no longer meet the developmental

1. Shao Dazhen. Conscious Choice: A Brief Overview of
Contemporary Chinese Art and Postmodernism [J]. Art
Studies, 1996, (Issue 1). BRKRE. BRAEFZNFELIRE
ARFFWAEXD]. ERWFZR, 1996, (E1H7).
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emphasizing the importance of cultural exchange. The
Luo Zhongli Art Museum (% 137 ER1E) is discussed as
an example of the largest public art project, where the
use of recycled ceramic shards creates a unique archi-
tectural aesthetic. This project reflects respect for local
cultural traditions and innovative material applications,
making it a significant symbol of modern Chongqing
(EJXK) culture. The article emphasizes the importance of
postmodern approaches in Chinese monumental paint-
ing, focusing on the preservation of cultural heritage, its
adaptation to contemporary contexts, and the populari-
zation of art among broad audiences. Through the exam-
ples of Tang Mingyue and the Luo Zhongli Art Museum,
the analysis illustrates how art can serve public interests,
strengthen cultural identity, and create new artistic forms
that respond to the demands of the times.

Key words: postmodernism, monumental painting, pub-
lic art, harmony with nature, innovative materials, tradition
and innovation, east and west, aesthetics of public spaces.

needs of the modern era. Although these con-
cepts expand the semantic scope of the symbols
of monumental painting, they are based on tra-
ditional views of monumental painting as their
logical foundation and do not directly provide
specific theoretical support for the creation of
works. In constructing the theory of modern Chi-
nese monumental painting, monumental paint-
ing falls under the category of public art. “From
the perspective of art history, public art is the
result of the development of postmodern art.” 2
Public art aims to enhance the aesthetic value

2. Wu Shixin. On the Public Nature of Public Art — Reading
"Publicity: Moral Formation” and Discussing with Mr. Peng
Di [J]. Art Observation, 2005, (Issue 4). R +#1. thig /AL Z K
BN FEME —— 3 N EEME X RS SRR &
ARIEE, 2005, (55447).
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and humanitarian focus of public spaces, serves
public interests, and exists in diverse forms. Its
evolution is closely tied to the social environ-
ment it inhabits, demonstrating clear charac-
teristics of the era and a public nature. In the
modern world, cultural diversity and the pursuit
of accessibility are becoming increasingly prom-
inent. Public art liberates art, bringing it closer
to diverse audiences.

Shandong Province (L% %) has achieved
significant success in the modern creation and
study of monumental painting in China. Due to
the early establishment of education and prac-
tices in monumental painting, it has gained the
reputation of being a “major province of monu-
mental painting.” Over the past thirty-plus years,
this region has cultivated many talented mon-
umental painters, among whom Tang Mingyue
(FENB ) stands out as one of the prominent art-
ists of this period.

Figure 2. Tang Mingyue (FENS ). Song of the Sea (kum. }&384), forged copper, 240x 1200 cm, 2004, Shandong Weihai Haixin Hotel.

Figure 1. Tang Mingyue (FEN3EE). Eastern Flow of the Yi River (kum. 3 7KZR3w), wool fiber, 800x 1500 cm, Shandong Yishui Yihe Villa.

Tang Mingyue (FEIB{) graduated from the De-
partment of Fine Arts at the Shandong Academy
of Arts (LU ZRZ K ZPBt), specializing in oil paint-
ing. In 1985, he continued his studies at the De-
partment of Monumental Painting at the Central
Academy of Fine Arts (R SR ZERZPE) and later re-
turned to teach at the Shandong Academy of Arts.
Tang Mingyue focused on exploring the potential
of craft materials in monumental painting, assert-
ing that "postmodern art is not an art of a specif-
ic style; it can imitate anything, use any style and
material, incorporate various concepts, and man-
ifest in any form without aesthetic boundaries.” 3
Tang Mingyue's creative practice perfectly reflects
his profound understanding of “postmodernism.”

3. Jiao Danhong. Return and Deconstruction — The Influence
of Postmodern Art Characteristics on Contemporary Chinese
Monumental Painting [D]. Shanghai Normal University,
[February 14, 2024], p. 9. HFf4L. BHAS5 @Y — WEWR
ZABEZH THTELYRESHILE(D]. LEIMERFE
[2024-02-14], P 9.

63



Figure 3. Tang Mingyue (BENS ). Mirror of Reflection (kum. $8 2 %),
PVC sheet, stainless steel, 590x890 cm, 2011, Shandong Weihai Haixin Hotel.

His works transcend the boundaries between tra-
dition and modernity, East and West, classicism
and innovation, showcasing an unrestricted ex-
ploration of art. A diversity of styles, materials,
and concepts intertwines, creating a unique mode
of expression.

Since 1985, starting with the creation of Ma-
rine World ()it 5) using ceramic mosaic tech-
niques, to Eastern Flow of the Yi River (3i7/KZ%R
#) (Fig. 1) in 2000, crafted from wool tapestry;
Song of the Sea (&%) (Fig. 2) in 2003, employ-
ing forged copper with gilding techniques; and
Traces on the Yellow River (Z 3o & jF) in 2009,
which combines copper forging, polishing, and
light processing; to Mirror of Reflection (552 %)
(Fig. 3) in 2011, utilizing two-tone engraving and
stainless steel hemispheres with powder coating;
and Window to the World — Matteo Ricci (T [a)
H—— FIBEZF) (Fig. 4) in 2012, made with
brass and aluminum plates, etching, painting, and
openwork carving — these monumental works are
created using diverse materials and techniques.
From textile weaving and metal forging to ceram-
ic mosaics and complex methods, these works
not only convey their themes but also enhance
the decorative effect in various architectural pro-
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jects, demonstrating both the continuation and
expansion of innovation and tradition. Through
the exploration of decorative styles, these crea-
tions reflect a new direction in artistic pursuit. The
use of silk, velvet with sponge filling, embroidery,
and other traditional handcraft techniques trans-
forms some seemingly vanishing craft methods
into a new artistic form with distinctive Chinese
aesthetic characteristics.

Tang Mingyue’'s monumental painting Window
to the World — Matteo Ricci (E[mtH5H{ —— F
T H) is a significant work of public art lo-
cated at Chegongzhuang West Station (/A F
Puh) on Line 6 of the Beijing Metro. The art-
work impresses with its scale: 27 meters in length
and 3.25 meters in height. Its creation involved
a wide range of materials and techniques, includ-
ing brass, aluminum alloy, steel plates, etching,
electrolysis, relief, sculpture, forging, and paint-
ing, resulting in a design that is both intricate
and expressive. Matteo Ricci (F]323E), an Italian
Jesuit missionary, opened a window to the world
for China, fostering a deeper understanding of
Western science and culture among the Chinese.
The incorporation of a partially unveiled Kunyu
Wanguo Quantu (377 E 4 &), or Complete Map

Figure 4. Tang Mingyue (BE8E). Window to the World — Matteo Ricci (kum. E [ 5F-FIFE> %), 2012

brass sheet, aluminum alloy sheet, 325x2700 cm, Beijing Metro Chegongzhuang West Station.

of All Nations (Qing Dynasty), symbolizes the ex-
pansion of knowledge and understanding, high-
lighting centuries of exchange and interaction
between China and the rest of the world. The se-
lection of this world map, with China positioned
at its center due to the correction of meridians,
reflects a departure from Eurocentric cartogra-
phy and emphasizes China’s openness to global
knowledge exchange. This symbolic choice harks
back to the maps created by Matteo Ricci dur-
ing his time in China, where China held a central
place, marking a significant moment in the his-
tory of Chinese cartography. The centerpiece of
the artwork is a three-dimensional globe, flanked
by panels that unfold like pages of history. The
color scheme, dominated by vibrant red, com-
bined with the metallic hues of the materials, can
be interpreted as a tribute to Chinese cultural her-
itage. In Chinese culture, red traditionally sym-
bolizes luck and joy.

Through the artwork Window to the World — Mat-
teo Ricci (E @57 — FILE 2 H), Tang Mingyue
(FBMZE) not only pays tribute to historical events
but also seeks to enhance the cultural atmos-
phere of the metro station, offering passengers
an aesthetic and cultural enrichment during
their daily commutes. This monumental paint-
ing stands as a testament to China’s rich history
and its ongoing dialogue with the world, serv-
ing as a bridge between the past and present,
tradition and innovation. It conveys a dynamic
understanding of history, emphasizing the con-

tinuous expansion and deepening of knowledge
and perspectives. Such an approach to design
highlights postmodernist tendencies, showcas-
ing the reinterpretation of established forms and
structures while creating a more fluid and mul-
tifaceted visual narrative.

In the discussion of postmodernist trends in
Chinese monumental painting, Tang Mingyue'’s
(EEMB ) creative practice demonstrates how
the integration of diverse artistic expressions
and innovations in materials can transcend the
boundaries between the traditional and the con-
temporary, the East and the West. It showcas-
es a free exploration of art while serving public
interests and enhancing the aesthetic value of
public spaces.

We will further explore this topic through the
works on the exterior walls of the Luo Zhongli Art
Museum (& #1373 AR 1E). The design and decoration
of the museum not only reflect the experimental
and innovative nature of postmodern art but have
also become a new cultural symbol of Chongqging
(EJX) through their unique public art projects,
showcasing the possibilities of harmonious coex-
istence between art and the natural environment.

The monumental painting of the Luo Zhongli
Art Museum (% f137 3£ R1E) (Fig. 5) is currently
the largest and most unique public art project
in China, becoming a new cultural symbol of
Chongqing (EZX). The Luo Zhongli Art Muse-
um is a complex of three interconnected muse-
ums with a total building area of 23.7 thousand
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Figure 5. Luo Zhongli, Hao Dapeng (& /=7, #AMS).
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Monumental Painting of the Luo Zhongli Art Museum (kum. B /11 2 R48), ceramics, 2015, Chonggqing.

square meters and exhibition halls spanning 12
thousand square meters. The complex consists of
10 uniquely shaped buildings arranged around
an inner courtyard, creating an integrated pub-
lic space. The museum was co-designed by artist
Luo Zhongli (¥ #37) and Hao Dapeng (§f K H8).
One of the museum’s distinctive features is the
design of its exterior walls, decorated with hun-
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dreds of thousands of recycled ceramic shards.
These fragments cover not only the roofs and
facades of the buildings but also extend to the
surrounding area, creating an aesthetic effect im-
bued with youthfulness, vibrancy, and warmth.
As a result, the Luo Zhongli Art Museum has
become a cultural landmark and a symbol of
Chonggqging’s architecture.

From a creative design perspective, the Luo
Zhongli Art Museum (% 137 % K 1{E) overturns the
traditional perception of museums as solemn and
grand by using discarded ceramic shards as dec-
orative material. These shards cover all the exter-
nal walls, slopes, and parts of the roofs, creating
a vibrant, colorful, and dynamic appearance. “For
the Chinese, modernism is like a delayed flight,
while postmodernism is like an early-arriving flight,
and now they both crowd together in this big
Chinese airport.” 4 This statement by Pi Li, a spe-
cialist in the history of postmodernist sculpture,
aptly summarizes the innovative spirit of the Luo
Zhongli Art Museum's design, which merges tra-
dition and modernity, East and West. The design
skillfully incorporates the rich history of ceram-
ic production in the Shapingba District (7 £l
X), transforming waste ceramic shards into ma-
terial for the exterior decoration. This not only
demonstrates environmental consciousness but
also revives local ceramic craftsmanship tradi-
tions, integrating their historical and cultural es-
sence into contemporary artistic creation. This
approach to design not only visually reflects the
characteristics of Chongqging but also represents
a profound understanding and respect for local
culture, turning the museum itself into a medi-
um for cultural identity and heritage preserva-
tion. By retaining elements of ceramic tiles and
painting, the museum showcases the essence of
traditional Chinese ceramic art, becoming a cul-
tural bridge between past and present, tradition
and modernity, and deepening public apprecia-
tion of local culture. The museum’s construction
was cost-effective and environmentally friendly,
embodying the experimental and innovative na-
ture of postmodernism in design.

From the perspective of formal beauty, the ce-
ramic shard decorations of the Luo Zhongli Art
Museum (% #1373 AR 1E) utilize irregular fragments
of varying sizes and shapes, breaking away from
the traditional aesthetic preference for regulari-
ty and symmetry. This design conveys a light and

4. Pi Li. Foreign Postmodernist Sculpture [M]. Nanjing: Jiangsu
Fine Arts Publishing House, June 2010, p. 9. 2 /1. E4MNEEL
RBEBM]. B TSR i hRt. 2010. 6. P 9.

lively architectural style through an innovative lan-
guage of patterns, reflecting a new direction in
contemporary design aesthetics and embodying
the postmodernist pursuit of diversity and respect
for various forms of artistic expression. A point,
through its movement, transforms into a line, cre-
ating an interplay between the clear structure of
the pattern and the abstract expression imitating
nature. This allows the combination of points and
lines forming a ‘surface’ to transcend the bound-
aries of static patterns, depending on the observ-
er's perspective and movement. "Walking through
the complex is akin to strolling in a classical Chi-
nese garden; the view changes with every step,
and the mood arises in response to the shifting
scene. The aesthetics of design in patterns and
space reach perfection.” ®* The inspiration for the
museum’s design came from nearby granaries in
the university campus area, symbolizing that “art
is nourishment for the human soul.” Each build-
ing in the complex has an irregular shape, echo-
ing the terraced fields characteristic of the region
and forming a sophisticated ensemble of struc-
tures. The pattern on each wall can be perceived
as an independent artwork, while collectively,
they form a continuous artistic whole, reflect-
ing the style and regional culture of Chongqing.
The design, combining spatial changes and pat-
tern transformations, demonstrates postmodern-
ism’s encouragement of viewer participation and
the multiplicity of interpretations of the artwork.

The works of Tang Mingyue (EZ &) and the
Luo Zhongli Art Museum (& /137 £ K 1E) together
reflect the postmodernist trend in contemporary
Chinese monumental painting. This trend empha-
sizes harmonious coexistence with the natural en-
vironment through diverse artistic expressions
and innovative use of materials. It also highlights
serving public interests and enhancing the aes-
thetic value of public spaces through artistic cre-
ations. This demonstrates cultural diversity and
its popularization, making art more accessible
to the public.

5. Zhao Yang, Zhu Shaohua. Design Aesthetics in Ceramic
Fragment Decorations — A Case Study of the Luo Zhongli
Art Museum [J]. Shandong Ceramics, 2023, 46(5):37-42. #XFH,
K BEFREBTHRITEE—MUT PRI ERNEAE)
V1. LWZRFEE, 2023, 46(5):37-42.
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MOCTMOAEPHUCTCKWE TEHAEHLL
B KWTAVNCKOVI MOHYMEHTAJIBHOW XWBOMUNCU

AHHOmMayus: B ctatbe paccMaTpuBaETCA pas3BUTHE MNO-
CTMOJEPHMUCTCKOW TEHAEHLUMM B COBPEMEHHOW KUTACKOM
MOHYMEHTaNbHOM XMnBONMCK. MNoguepKnBaeTcs CTpeM-
NeHne K rapMOHUYHOMY COCYLLIECTBOBAHMWIO UCKYCCTBa
C OKpy>atoLLleln cpeson yepes pasHoobpasme xysoxe-
CTBEHHbIX BbIPaXXEHWI M MIHHOBALMOHHOE UCMOJIb30BaHMe
MaTepuranoB. AHaNN3UPYHOTCA MPOU3BEAEHUS BblAAOLLMX-
€S XYAOXHUKOB, Taknx Kak TaH MuHwo3(FEIBEE) u cos-

MoctmopepHm3m B Kntae pa3smBaeTtcs B pas-
JINYHBIX HaNpPaBAEHUAX, OJHUM M3 KOTOPbIX ABAA-
eTCA: «CBA3b C UCKYCCTBOM OKpY>KatoLwen cpelbl,
MONHOE MUCMOJ/Ib30BaHNE BO3MOXHOCTEN NPUPOA-
HOW cpeAbl UM CO3jaHMe MOANTNYECKM HaChl-
LWEeHHOWN cpeabl 415 BbipaXXeHWs onpeaeneHHOon
counanbHon Tembl.» ' C 1990-x rogoB B npoLiec-
ce ncciefoBaHNA TEOPUN MOHYMEHTANbHOM XMU-
BOMMCU Hayanm NosBAATLCA HOBble KOHLEMLNY,
Takme Kak obLecTBeHHOe NCKYCCTBO, NAOLagHOe
MCKYCCTBO W T.A., KOTOPblE OTPaXatoT XapaKkTepu-
CTUKN COBPEMEHHON MOHYMEHTaNbHOMN XMBOMUCK.
DTO NoKa3bIBaeT, YTO TPaAMLIMOHHbIE NpeacTaBe-
HWS O MOHYMEHTa/IbHOM XUBOMUCHK y>Ke He MOTYyT
YAOBJETBOPUTbL NOTPEOHOCTUN pa3BUTUA coBpe-
MEHHOM 3NOXW. XOTA 3TV KOHLEeNuumn paclimpstoTt
CEMAHTMYECKMA OXBaT CUMBOJIOB MOHYMEHTalb-
HOM XXMBOMUCK, OCHOBbIBAACb Ha TPAAULMOHHbIX
B3rNf4ax Ha MOHYMEHTa/bHYHO XXMBOMWUCH Kak Ha
CBOIO JIOTMYECKYHO OCHOBY, OHW He NpejoCTaBAs-
FOT KOHKPETHON TeopeTUUYeckom NoAAEPXKKN He-
NOCPeACTBEHHO ANS CO3AaHUA NPON3BEAEHNN.

1. LWao AaxaH. Co3HaTenbHbIN BbIOOP: KpaTkuii 063op coBpe-
MeHHoro nckyccrsa Kutas n noctmogepHuama [J]. iccnepo-
BaHuWA uckycctsa, 1996, (Bbinyck 1). ARA K. B bt AL %10
PEYRZARFEIARE X V]EARHZ, 1996, 157).

aateneint Myses uckyccts Jlyo XoHram (5 137 EK1E)
B YyHLMHe, KOTOpble B CBOMX MOHYMEHTaNbHbIX paboTax
06beANHAIOT TPAAULIMM M HOBATOPCTBO, BocTok 1 3anag.

Knrouegble co8a: NocmmodepHU3M, MOHYMeHMansHas
XKUBONUCL, 0bUecmaeHHoe UCKYCCmeo, 2apMOHUS C hpu-
podoli, UHHOBAYUOHHbIE MamepuaJsel, mpaduyuu u Hoea-
mopcmeo, 80CMoK U 3anad, 3cmemuka obujecmeeHHbIX
npocmpaHcme.

B nocTpoeHun Teopum COBPEMEHHON KUTAMCKOM
MOHYMEHTaNbHOW XMBOMNCU, MOHYMEHTabHas
XMBOMUCb OTHOCUTCS K KaTeropuu obLLecTBeHHO-
ro MCKYCCTBA, «C TOUKWN 3PEHUS UCTOPUM Pa3BUTUS
MCKyCCTBa, OHLLECTBEHHOE UCKYCCTBO SIBASIETCA
pe3y/bTaTOM Pa3BUTMsA MOCTMOAEPHUCTCKOTO UC-
KyccTBa.» 2 O6LL,eCTBEHHOE UCKYCCTBO CTPEMUTCS
MOBbICUTb 3CTETUYECKYH LEHHOCTb Y F'yMaHuTap-
HOe BHUMaHMe K 06LeCTBEHHbIM NPOCTPaHCTBAM,
CNYXUT OBLLECTBEHHBIM UHTEPECAM U CyLLeCTBYET
B pa3zHoobpa3Hbix popmax. Ero sBostoumns TecHo
CBfi3aHa C coLManbHOM Cpesol, B KOTOPOM OHO
HaXoAMUTCA, LEMOHCTPUPYS SIBHbIE XapaKTEPUCTUKM
3N0OXM ¥ 06LLEeCTBEHHYIO NPUPOAY. B coBpemeH-
HOM MUpe KyAbTypHOE MHOroobpasune u cTpeM-
NeHne K nonyaspusaLmnm cTaHoBsATCS BCe Honee
3aMeTHbIMK, 0BLLEeCTBEHHOE NCKYCCTBO OCBODOOXK-
[laeT UCKYCCTBO, Aeslas ero bamxe K pasinyHbIM
rpynnam 3puTenen.

WaHbayHckas npoeuHumna (L ZR4E) goctur-
Nla 3HaYUTENbHBIX YCNEXOB B COBPEMEHHOM CO3-

2. By WnwmHb. Takxke o ny6ANYHOCTU MYyBANYHOTO NCKYCCTBa —
yteHune «MybanyHocTb: MopanbHoe GpopMUpoBaHue» C ro-
cnoguHom Max An [J]. HabnrogeHuns 3a n3o6pasntensHbIM Uc-
kyccTBom, 2005, (Bbinyck 4). REHF IR AFKZ AR AHM —
B A X AR St D] EANER, 2005,
(58457).
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AAHUN N U3YUYEHUMN MOHYMEHTaNbHOM XMBOMUCK
B Kutae, 6nrarogaps paHHeMy oCcHOBaHUIO obyye-
HWS 1 CO3JaHUA MOHYMEHTaIbHOM XXMBOMWCH, OHa
nosyumnaa penyTaumnto «60abLLON NPOBUHLUN MO-
HYMEHTa/IbHOM XMBOMWUCK». B 3TOM pervoHe 3a no-
cnegHue TpUALATb C IMWHAM NIeT 6b110 BblpalleHo
MHOXECTBO TaflaHTAMBbIX XYAOXHUKOB MOHYMEH-
TaJIbHOW XXMBOMUCHK, Cpeamn KoTopbix TaH MUHBHO3
(BEIEE) aBnsercs O4HMM U3 BbIAAIOLLMUXCA XYA0XK-
HWKOB 3TOrO Nepuoja.

TaH MuHb03 (FENZEE) okoHUMA paKynbTeT M30-
6pasntenbHoro nckyccrea LWaHbayHckoln akage-
Mun nckyccte (LR Z AR ZRL), cneynannsmpysach
Ha MacasHon xunsonucuk. B 1985 roay oH npogon-
Xun obyyeHne Ha dakynbTeTe MOHYMEHTaNbHOM
XumBonucu LleHTpanbHON akageMum U3SLLHbIX UC-
KyccTe (R ZE R 2 5E), a 3aTeM BepHY/ICsA npeno-
fasatb B LaHbAyHCKYHO akageMunto nckyccTs. TaH
MWHBIO3 COCPEsOTOUMNACA Ha U3YUEHMM NOTEHLMa-
Na peMec/ieHHbIX MaTepuasoB B MOHYMEHTaNbHOM
XUBOMUCK, YTBEPXKAAs, YTO «MOCTMOAEPHMUCTCKOE
NCKYCCTBO He ABSETCS UCKYCCTBOM OMpeseneHHo-
ro CTWUAs, OHO MOXET MMUTUPOBATL YTO YTOAHO, UC-
No/ab30BaThb NOOOW CTUAb U MaTepuras, BKAOYATb
pa3/InUHble KOHLUEMNUMM N NPOSABAATLCSA B JHOObIX
bopmax, He Mes 3CTeTMUeckMx pamok.» 3 Teopue-
ckaa npaktvka TaH MUHBIO3 ABAdeTCa naeanbHbIM
OTpaXKeHMeM ero rnybokKoro NOHMMaHWs «MNoCTMO-
AepHU3mMa». Ero paboTbl NpeogosieBatoT rpaHmLbl
MeXxay TpaAuLnen n CoBpeMeHHOCTbH, BocTokom
1 3anaZoM, KNaccMKom 1 MHHOBaLMEN, AEMOHCTPU-
pys HeorpaHM4YeHHOE UCCaes0BaHMe UCKYCCTBA.
PasHoobpa3une cTunen, matepranoB 1 KOHUEr-
LWl NepenieTaeTcs, Co3AaBas YHMUKaNbHbIA CNO-
cob6 BblpaXkeHus.

C 1985 ropa, HaunHasa c co3gaHna «Mopcko-
ro mvpa» (BJEH5R) c ucnonb3oBaHMeM TeXHUKM
Kepammuyeckon Mo3anku, 4o «BoctouHoro notoka
pekn U» GFKZRR) (nan.1) B 2000 rogy, BbINOAHEH-
HOTro M3 WepcTaHOro robeneHa, «MecHn o mope»
(7285 (Man.2) B 2003 rogy C NPUMEHEHMEM TeX-
HWUKW KOBAHOW Meau € 30104eHneM, n «Cneabl Ha
XKentoi peke» (0 88 fE37F) B 2009 roay, coueta-
tOLLLErO KOBKY Meau, wandosky n ob6paboTky cee-
TOM, 0 «3epkano pediekcun» (552 L) (man.3)

3. U3so [laHbxyH. Bo3BpalyeHre 1 4eKOHCTPYKUNA — BANA-
HMe 0COBEHHOCTeN NMOCTMOAEPHMCTCKOrO UCKYCCTBa Ha CO-
BPEMEHHYH KUTaCKyt0 MOHYMEHTa/IbHYH XuBonuck [D].
LLlaHxaricknin negarornyeckuii yHmeepcutet, [14 despa-
na 2024 ropal, ctp.9. FHFLL. EVFS5#E — RRIARKRE
RFEZ M THHESRESHRLED] LEHERF
[2024-02-14], P 9.
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B 2011 rogy c ABYXLiBETHOW rpaBOPOM 1 Noayc-
bepammn 13 Hep>KaBetoLWen cTaam C MOPOLLIKOBOWN
nokpackon, n «<OkHo B Mup — MatTteo Puuum»
(F 57 — MIBEZE) (Mand) 8 2012 rogy, nc-
NO/b3YHOLLLEro NaTYHHYH U aftOMUHMEBYHO N1acTyw-
Hbl, TPaBAEHWNE, MOKPACKY 1 Npope3Hyto pe3bby,
3TW MOHYMEHTaNbHble NMPON3BEAEHWNS BbIMOJHEHbI
€ UCNonb3oBaHMeM pa3HOO6pasHbIX MaTepuanos
N TexHuk. OT TEKCTUABHOTO TKavecTBa U MeTa-
NINYECKON KOBKM A0 KepaMUUeCcKoh MO3anku nam
KOMMIEKCHbIX TEXHWK, 3TU NPOV3BEAEHNA He TOJb-
KO nepeAaroT CBOU TEMbI, HO U YCUAMBAIOT EeKO-
paTuBHbIN 3QPEKT B PasNnMYHbIX apXUTEKTYPHbIX
npoeKTax, AeMOHCTPMPYA NPOAOAXKEHNE N pac-
lWMpeHne HOBU3HbI 1N Tpaanuni. Yepes nccne-
JOBaHWe AeKOpPaTUBHbIX CTUAEN, 3TN TBOPEHUSA
OTpa>katoT HOBOE HamnpaBieHNe XYAOXeCTBEH-
Horo nowucka. Vicnonb3oBaHue wenka, bapxaTa
¢ pobaBneHVEM HaMONHUTENS N3 TYOKN U LWNTbA
N APYrUX TPAANLIMOHHBIX PYYHbIX TEXHWK NO3BO-
naet TpaHcdoOpMMpPOBaTL HEKOTOPbIE, Ka3anochb
6bl, McUesaloLLne peMecieHHble MEeTObl B HOBYHO
XYJ0XEeCTBEHHYIO GOPMY C KUTACKMMUN 3CTETU-
YECKMMU XapaKTePUCTUKAMMU.
MoHymMeHTanbHasa xunsonmcb TaH MUHBIO3
«OKHO B Mup — MatTeo Puuuns» (EEH5FE — FI35
2 B) ABAAETCA BaXHbIM Npov3BegeHnemM obue-
CTBEHHOTO MCKYCCTBA, PAaCNONOXEHHbIM Ha CTaHL MK
YaryHusaH Cu (EAF ML) wecTto AMHUK
MeknHckoro metpo. lNpov3sBesgeHne Bnevart-
nsetT cBOMMM MacwTabamMu: AAnMHa COCTaBAsA-
et 27 meTpoB, a BbicoTa — 3,25 mMeTpa, B ero
CO3JaHUN NCNOAb30BaANNCh Pa3HOOOpasHble
MaTepuanbl U TEXHUKW, BKArOYAA NaTyHb, anto-
MWHMWEBbIN CMiaB, CTajbHble NAACTUHBbI, TPaB-
NeHve, aneKkTponuns, penbed, CKyAbnTypy, KOBKY
M XXMBOMUCb, UTO AeNaeT ero CJAOXHbIA Aun-
3aiiH XVBbIM U Bblpa3uTenbHbiM. MaTteo Puuun
(FIFZFE) — MTaNbAHCKUA ME3YUTCKUA MUCCUO-
Hep, Ybe NpubbITUE OTKPLINO AN Kutas oKHO
B MUpP, cNocobcTByS yraybaeHno NoOHUMaHuA
KMTaruamMu 3anajHom Hayku u KyabTypbl. NH-
Terpaums 4acTMYHO OTKpPbITON «[ofHas KapTa
«KyHuu, nan Bceobuyme MHeEHMS BEAUKUX aep-
Xas» (guHactua UuH) « (BT E4£E) — kapTbl
MVpa — CMMBOAM3UPYET pacllMpeHmne 3HaHWUM
M NOHMMaHWA, packpbiBas BEKOBOW 0OMeH v B3a-
nmogencTene mexay Kutaem n okpyxarowmm
MupoMm. Beibop kapTbl Mupa, rae Kutain pacnona-
raeTca B LLeHTpe M3-3a KOppPeKLn MepruamnaHoB,
OTpa)kaeT nepexos OT eBPOMOLEeHTPUYHON Kap-

Torpadum U AeMOHCTPUPYET OTKPbLITOCTb KnTas
K rnobanbHOMYy 0BMeHY 3HaHUAMMK. DTOT CUMBO-
JNIMYECKUNIA XeCT BOCXOAMUT K KapTaM, CO34aHHbIM
MaTTeo Pnuum Bo Bpemsa ero npeboiBaHna B Ku-
Tae, rae Kutan 3aHMMan LeHTpaabHoe MecTo, OT-
Meuas BaXKHbli MOMEHT B UCTOPUWN KNTANCKOM
KapTorpaduu. LleHTpanbHas yacTb Nnpounssese-
HUS — 3TO TPEXMEPHbIN rnobyc, a pagom pac-
noJsiaratoTca NaHeaun, KOTopble packpbiBatoTCH,
C/IOBHO CTpaHuLbl nctopuu. Lipetosas cxema, rae
AOMUHUPYET APKO-KPACHbIA LBET, YTO B COYeTa-
HUW C MeTaNINYECKMMUN OTTEHKaMW MaTepuranoB
MOXeT TPaKTOBaTbCA Kak AaHb YBaXXeHWs KUTam-
CKOMY KYJbTYPHOMY Hacieiuto — B KUTaMCKOWM
Ky/bType 3TOT LBEeT TPajULUOHHO accoumnpy-
eTcs ¢ yAadveh 1 pajocTblo.

Yepes npomnssegerHne «OkHO B MMp — MatTeo
Puyun» (EEHTE — FIIBEZE), TaH MuHbO3
(FENB ) He TONbKO OTAAET AaHb YBAXEHUS UCTO-
pPUUYECKMM COBBLITUAM, HO U CTPEMUTCA YAYULINTD
Ky/JIbTYPHYH aTMOChepy CTaHL MW METPO, Npeso-
CTaBAsiA Maccaxupam 3CTeTmyeckoe u KyabTyp-
Hoe oboraleHne BO BpeMs UX MOBCEAHEBHbIX
noe3zok. 3Ta MOHYMeHTabHas XWUBOMUCH ABJS-
eTca cBuAeTenbCcTBoM H6oraton nctopum Kutas,
a TakXKe HenpepbIBHOTO Ananora Kutas ¢ Mupowm,
C/ly>ka MOCTOM MeXAy MPOLIbIM U HAaCTOALWMM,
Tpaguumer n nHHosaumeri. OHa nogpasymeBa-
eT AMHaMWYHOE NMOHUMaHNe UCTOPUK, Nojyep-
KVBasi MOCTOSIHHOE pacluvpeHune u yraybneHuve
3HaHWUM 1 Touek 3peHus. Takol Noaxoa B An3ali-
He BbIAENSAET MOCTMOAEPHNCTCKOE AEMOHCTPUPO-
BaHVe YCTaHOBJIEHHbIX POPM U CTPYKTYP, a TakxKe
co3faHue bonee TeKyUYero ¥ MHOrOrpaHHOro Bu-
3ya/sbHOro HappaTtuBa.

B AnckyccuMm o NoCTMOAEPHUCTCKON TEHAEHLN
B KUTaCKON MOHYMEHTaIbHOW XXWBOMUCU TBOpYE-
ckas npaktuka TaH Munbtos (FENB &) nokasbiBaer,
KaK yepes MHTerpaLmo pasHoobpasHbIX CNOCoboB
XYZOXECTBEHHOIO BblpaXKeHUs 1 MHHOBALWW B Ma-
Tepuanax MOXHO NPeoAoseBaTh FPaHULbl MEXaY
TPaAULMOHHBIM 1 COBPEMEHHbIM, BocTokom 1 3a-
naZoMm, 4EMOHCTPUpPYs CBOBOAHOE nccnesoBaHue
MCKYCCTBA, a TakXe CNy>XeHWe OOLLeCTBEHHbIM MH-
Tepecam W MOBbIWEHME 3CTETUUYECKOW LLeHHOCTH
06LLLEeCTBEHHbIX NPOCTPAHCTB.

[anee Mbl NPOJOMKNM NUCCNEAOBAHME 3TOM
TEMbl Yepe3 TBOPYECTBO Ha BHELLIHWX cTeHax My-
3en nckyccts Jlyo XoHram (B 137 EARIE). Ausaii
N AexopaLms My3es He TOJIbKO OTpaxkatoT IKCrnepu-
MEHTaNbHOCTb Y MHHOBALIMOHHOCTb NMOCTMOAEPHM-

CTCKOrO UCKYCCTBA, HO M Yepe3 CBOU YHUKaJ/bHblE
npoekTbl 06LLEeCTBEHHOrO CKYCCTBA CTaIv HOBbIM
Ky/JIbTYPHbIM CUMBOJIOM YyHuunHa (EJK), AEMOH-
CTPUPYS BO3MOXHOCT FapMOHMYHOIO COCYLLLECTBO-
BaHWS UCKYCCTBa N MPUPOAHOW Ccpespbl.

MoHyMeHTanbHasa xumsonuncb Myseqa nckyccrs
Nyo Xouran (F 37 EARIE) (Mnn.5) asnsertca Ha
JaHHbI MOMEHT CaMbIM KPYMHbIM Y YHUKaAbHbIM
npoekTom oblecTBeHHOro nckyccrea B Kutae,
CTaB HOBbIM KYJbTYPHbIM CUMMBOAOM YyHuUMHa (
EJK). My3zen Jlyo XoHrav npeacrtaBaset cobom
KOMMAEKC M3 Tpex B3aMMOCBA3aHHbIX My3eeB, 06-
Was naowaab CTPOEHUI cocTaBaseT 23,7 Tbicau
KBajpaTHbIX METPOB, a NJOLajb BbICTABOYHbIX 3a-
noB — 12 TeicaY KBagpaTHbIX MeTpoB. Komnaekc
coctounT u3 10 3gaHUI HeobblYHON dopMbI, pac-
NMOJIOXXEHHbIX BOKPYr BHYTPEHHEero ABopa, 4to
co3jaeT NHTerpMpoBaHHoe 0b6LLeCTBEHHOE NPO-
CTpaHCcTBO. My3elt 6bia CNPOEKTUPOBAH COBMECTHO
XyAoXHUKoM Jlyo XoHram (¥ /137) n Xao fans-
HoMm (FB A fBB). OaHOM U3 ocobeHHOCTEN My3es AB-
NAeTca AM3allH ero BHELWHMWX CTeH, ANs Aekopa
KOTOPbIX NCMONb30BaNNCh COTHWN ThiCAY Nepepa-
60TaHHbIX KepaMmnyecknx ockosKoB. ITn dpar-
MEHTbI MOKPbIBAOT HE TOJIbKO KPbIWN U pacasbl
3laHWI, HO W PacnpoOCTPaHATCA Ha Npuaerato-
WY TEPPUTOPUIO, CO3AaBas ICTETUUECKUN 3P-
beKT, MONHBbIN MONOAOCTU, APKOCTU U TEMNOTHI.
Takum obpasom, My3zelt nckyccts Jlyo XoHran
CTan KyNAbTYPHOW BU3NTHOW KapTOYKOMN N CMMBO-
JNIOM apxuTeKkTypbl YyHUMHa.

C TOYKM 3peHuns KpeaTUBHOIO An3aiiHa, My3sen
nckyccts Jlyo XoHram (F 137 £ K1IE) onpoku-
AblBaeT TpaguMLMOHHOE Cepbe3Hoe N Beanye-
CTBEHHOE BOCMPUATUE MYy3es, NCMONb3YA OTXOAbI
KepaMmnyeCckmx OCKOJIKOB B KauecTBe AekopaTuB-
HOro MaTepuana, NoKpbIBas BCE BHELUHWE CTEHbI,
cKaTbl U YacTu KpbIW, co3jaBas APKUN, Kpacou-
HbIi U AMHAMWYHbIM BHEWHWA BUA. «Ans KuTam-
LeB MOZEPHU3M MOXOX Ha 3ajep>XKaHHblI peWc,
a NOCTMOZAEPHU3M — KaK peiic, MpUBbIBLINIA paHb-
LWe BpeMeHU, 1 Tenepb OHM BMeCTe ckanimBa-
FOTCS B 3TOM 60/IbLLIOM KMTACKOM asponopTy.» 4
D70 Bbicka3biBaHue un Jln, cneymanncra no ncrto-
P NOCTMOAEPHUCTCKON CKY/AbMNTYPbl, TOYHO
NOABOANT UTOT MHHOBALMOHHOMY AYyXYy AW3ail-
Ha My3ea nckycctB Jlyo XoHraw, rae camsaroT-
Cs TPajAMLUMA N COBPEMEHHOCTb, BocTok 1 3anag,.

4. Twn Jn. 3apybexkHas noctMogepHUcTcKas ckyabntypa [M].
HaHkuH: N3gatenbcteo uckyccte Lizancy, 2010.6, ctp.9. K
1. BSMEIRBEEE M) B ST 2 A hR#L. 2010.6. P 9.
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[An3aiiH mMy3es ymeno ncnonbsyeT boratyto ncro-
pvto Npou3BOACTBa KepaMuku B paiioHe LLlannH6a
(P EEHIX), npeBpalas oTxoAbl KEpaMUUeCcKnx
OCKO/IKOB B MaTepuan Aas Hapy>KHOU OTAENKM,
UTO He TO/IbKO AEeMOHCTpMpYeT 3ab60Ty 06 oKpy-
Xatolen cpese, HO 1 BO3POXaeT MeCTHble Tpa-
AMLMN KEPAMUYECKOT0o peMecna, UHTerpupys ero
NCTOPUYECKYIO U KYNbTYPHYH CYLLHOCTb B COBpe-
MEHHOE XyJ,0XECTBEHHOE TBOPYECTBO. ITOT An3ali-
HEepPCKWUA MOAXOJ He TOJIbKO BU3yalbHO OTpaxaeT
XapakTePUCTUKN ropoga YyHLMH, HO 1 NpeAcTaB-
nset rnybokoe NOHMMaHue 1 yBaxeHne K MeCTHOW
Ky/NbType, NpeBpaLlas cam My3ei B CpeacTBO KyJlb-
TYPHOU MAEHTUDUKALMIN U COXPAHEHWS Hacaeauns.
CoxpaHss 31eMeHTbl KEPaMUYECKON MANTKA U XKM-
BOMWUCK, My3€el AEMOHCTPUPYET CyTb KUTAUCKOro
TPaANLMOHHOIO NCKYCCTBA KEPaMUKM, CTAHOBACH
Ky/JIbTYPHbIM MOCTOM MeXAY MPOLIbIM U HAaCTO-
AWMM, TPagnLmel n COBPEMEHHOCTbIO, Yraybass
0bLWecTBEHHOE NMPU3HAHNE MECTHOMN KyAbTypbl.
CTOMMOCTb CTpOUTENLCTBA MYy3esi Bblaa XOPOLLO
KOHTPOAMPYEMOM U 3KONOTUYHOMW, AEMOHCTPU-
pys 3KCMEepMMeHTasbHOCTb U MHHOBALMOHHOCTb
NOCTMOZEPHM3MA B AM3aliHe.

C TOuUKM 3peHns GopManbHOM KPacoTbl, AeKop
N3 Kepammyeckmx ockonkos Myses nckyccts Jlyo
XOHrM ncnonb3yeT HecTaHAAPTHbIE, ECTECTBEHHO
MeHsamoLlWmeca no pasmepy n popme ¢parmeHThl,
HapyLwas TpaguLMOHHbIe 3CTETUYECKME Npes-
MNOYTEHMUSA PErYAAPHOCTU U CUMMETPULN. Takomn
AV3aiiH nepegaeT eTKNN N XXNUBON apXUTEKTyp-
HbIV CTU/Ib Yepe3 MHHOBALMOHHbLIN A3bIK Y30POB,
OoTpaxasl HOBOE HamnpasJ/ieHVe B COBPEMEHHOM
AN3aHEePCKOW 3CTeTUKe, a TakXe nokasbiBaeT
NOCTMOZEpPHMCTCKOE CTpeMsIeHme K pa3Hoobpa-
3110 Y YBaXKEHWIO K Pas3ivuHbiM dopmaM xyzoxe-
CTBEHHOrO BblpaXeHus. «Touka» yepes CBOW NyTb
ABUXEHMWA NpeBpaLlaeTcs B «JIMHUIO», CO3AaBas
B3aUMOAENCTBNE MEXAY YETKOW KOHCTPYKUMeENn
y30pa 1 abCTpakTHbIM BblpaXKeHUEeM, UMUTUPY-
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OWMM NpUpoay, NO3BOAAS KOMBUHaL MU TOUekK
N IMHWIA, GOPMUPYHOLLUX «MOBEPXHOCTb», NPEOo-
L0NEeTb rPaHULbl CTaTUYECKOTO y30pa U 3aBUCETh
OT NepPCneKTUBbI U NepemMelleHns HabatogaTens.
«MporynnBascb N0 NPOCTPaHCTBY KOMMAEKCa,
C/I0OBHO MPOryaMBascCb MO KMTAaNCKOMY Kaaccu-
YECKOMY cajy, C KaXAbIM LIaroM MeHseTcs BUA,
HacTpoeHMe BO3HMKaAeT B OTBET Ha CMEHY cle-
Hbl, 3CTETUKA AM3aliHa B y30pax v MPOCTPaHCTBE
AOCTUTaeT coBeplleHCTBa» °. BajoxHoBeHWe ans
Av3aliHa My3es MPULWIO U3 PacroNOXEHHbIX MO-
6/1M30CTN 3ePHOXPAHUANLY, YHUBEPCUTETCKOTO
ropogka, CMMBOAN3NPYS, YTO «UCKYCCTBO IBAS-
eTcs Nuwen ana Aywmn yenoseka». Kaxgoe 3paa-
HVe KOMMJeKca MMeeT HenpaBuibHyto dopmy,
OTK/IMKasACh Ha XapakTepHble 4151 MECTHOCTU Tep-
pacHble NoAs, co3saBas CNOXHbIA aHcambb 3aa-
HWI. Y30p KaXA0W CTEHbl MOXET BOCMPUHNMATLCS
Kak camocToaTesbHOe Npou3BeAeHUe, B TO Bpe-
M$ KakK B LLENOM OHU GOPMUPYIOT HEMPEPbLIBHOE
XYZAOXECTBEHHOE LieN0€, OTpaxas CTU/b U Perno-
HaJlbHYHO KyAbTypy YyHuMHa. ln3aliH, o6beanHsas
N3MEHEHWN B MPOCTPaHCTBE M TpaHChOpMaLnto
Y30pOB, EMOHCTPUPYET MOCTMOAEPHUCTCKOE MO-
oLLpeHMe K Yy4acCTUIO 3pUTeNs U MHOXECTBEHHO-
CTV TONKOBaHWI NPOU3BEAEHMA.

MpowseeseHns TaH MuHbi03 (FENBEE) n Myzeit
nckyccte Jlyo XoHrau (5 137 £ R1E) coBMecTHO
OTpaXkatoT MOCTMOAEPHUCTCKYH TEHAEHLMIO B CO-
BPEMEHHOWN KMTAaNCKOW MOHYMEHTalbHOM >XXMBO-
NMUCK, @ UMEHHO: CTPEMIEHME K TaPMOHUYHOMY
COCYLLECTBOBAHWIO C NMPUPOAHOW Cpeso Yepes pas-
HoObpa3ne Xy[0XXeCTBEHHbIX BblpaXKeHWU N MHHO-
BaLMOHHOE MCNOJIb30BaHWE MaTepuasoB, a Takxe
Cy>XeHune obLeCcTBEHHbIM MHTepecam 1 NoBbILLE-
HWe 3CTETUUECKOWN LEHHOCTM OBLLEeCTBEHHbIX NPO-
CTPaHCTB Yepes XyAOXKEeCTBEHHbIE MPOU3BEAEHMS.
3TO AEMOHCTPUPYeT MHOroobpasue KyabTypbl U ee
nonynaspusaumio, genas UCKyccTBo bosee goctyn-
HbIM /151 LULMPOKOW MyOAnKu.

5. 4Yxao fH, Yxy Waoxya. ScTeTvka AM3aliHa B eKope 13 Ke-
pamMmyecknx 06J10MKOB — Ha npumepe My3ses UckyccTs Jlyo
Xonrawn [J]. WaHbayHckas kepamuka, 2023, 46(5):37-42. X
FR SRR BERE A BRI NIRITESE — MFPIRAREHR
BID].ILZRFEE, 2023, 46(5):37-42.
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