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POLYCHROME PAINTING IN THE ARCHITECTURE OF
THE FORBIDDEN CITY IN SHENYANG (1625-1636):
IMAGES AND ORNAMENTAL MOTIFS

Summary: In addition to being one of China’s two re-
maining ensembles of imperial palaces, the Forbidden
City in Shenyang is the only architectural complex that
provides a sense of the characteristics of early Manchu
Qing Dynasty architecture and decor. Shenyang’s archi-
tectural polychrome decor, which showcases the variety
of polychrome painting, reflects how many cultures (such
as Manchu and Tibetan) influenced the development and
evolution of Qing-era polychrome painting. Moreover,

Shenyang has been known since the second
century BC. The army of the young Manchu Qing
Dynasty (1616-1912), which at the time was only
beginning to acquire strength and compete for con-
trol of all of China with the then-ruling Ming Dy-
nasty, captured the ancient city of Shenyang in the
northeast of modern-day China in 1621.

Renamed by the Manchus to Mukden, the city
was declared their capital in 1625. Soon after, they
moved their ancestors’ ashes there. For all subse-
quent Chinese rulers, this fact alone was sufficient
to identify Shenyang as a destination of continu-
al pilgrimage. However, the ambitions of the new
government were not limited to this: it was de-
cided to build their own Forbidden City in Shen-
yang, modelled on the imperial Forbidden City in

it offers valuable resources for researching the develop-
ment and typology of ornamentation as well as the paint-
ing style of official polychrome paintings throughout the
Qing era's many architectural periods.

Keywords: polychrome painting in architecture, Forbid-
den City in Shenyang, Qing Dynasty, Xuanzi decoration,
dragon pattern, Suzhou pattern, the baozhu (auspicious
grass) pattern.

the main capital of China, Beijing, which was still
inaccessible to them.

The Forbidden City of Shenyang (JLBH#ZE) was
mainly built in just over ten years (1625-1636) and
became not only a palace where members of the
imperial family lived, but also a place where the
emperors held important meetings and receptions.

After the capture of Beijing in 1644 and the
spread of the power of the now Great Qing to all
of China, Shenyang-Mukden lost its capital status.
Nevertheless, it was the subject of constant con-
cern for all the rulers of China as the “old” capital
and as a place of remembrance of the ancestors, the
founders of the Great Qing, for the next 300 years
of the rule of the new dynasty. The Forbidden City
in Shenyang continued to be the new rulers’ resi-
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IlL. 1. Plan of the Forbidden City in Shenyang. The Eastern complex: 1) the Dazheng Hall (KEUER); 2) Shiwang Pavilions (Ten Princes’
Pavilions) (+F=). The Central complex: 3) the Daqing Gate (K3&517); 4) the Chongzheng Hall ((RBER); 5) the Phoenix Tower (R B 1%);
6) the Qingning Palace (FT'8); 7) the Jiguang Hall (G#5¢ER); 8) the Bao Ji Palace (£1k'E); 9) the Yihe Hall (BRFNER); 10) the Jingdian
Pavilion (4 42&)); 11) the Imperial Ancestral Temple (KJg&); The Western Complex: 12) the Performance Stage (3% &); 13) the Jia Yin Hall
(ZFEE), 14) the Wenyuan Pavilion (UK &), 15) the Yangxi Studio ({1B&35); 16) the Jiujiang Hall (L8] BR).

dence during their travels around the country and
to the place of worship of ancestors.

In accordance with the chronology of construc-
tion and differences in layout, all the buildings in
the Forbidden City in Shenyang can be divided into
three architectural complexes: the Eastern, the Cen-
tral, and the Western (ill. 1).

The Eastern Complex was the first to be built, back
in the early Qing Dynasty (1621-1644). The Dazheng
Hall (XEUE) and the Shiwang Pavilions (Ten Princ-
es’ Pavilions) (+F =) are its main buildings. They
were used for grand ceremonies and were the place
of service of officials.

A number of buildings in the Central Complex,
the most important part of the Forbidden City, were
also built in the early Qing Dynasty (1621-1644);
they were located on the central axis of the com-
plex. These are: the main Daqging Gate (Ki&[7), in-
tended for the ceremony of welcoming the emperor,
the Chongzheng Hall (2BE%) for official ceremo-
nies, the Phoenix Tower (X & #%) for rest and enter-
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tainment of the imperial family members and for
negotiations, the Qingning Palace (&) built for
the empress. Most of the buildings of the Central
Complex, built in the middle of the Qing Dynas-
ty (1736-1850), were located on the left and right
sides of the central compositional axis. These build-
ings were mainly used for the residence and work
of the imperial family members during their tradi-
tional Eastern Journey. For example, in the Jiguang
Hall GE5£Eg), the emperor conducted state affairs
and gathered officials for advice. The Bao Ji Palace
(F£1KER) was intended for the emperor to rest. The
Yihe Hall (EnF0EZ) was the living quarters of the em-
press dowager. Special pavilions were intended for
ancestor worship ceremonies: these included the
Jingdian Pavilion (8t &]), where the genealogy of
the imperial family was kept, and the Imperial An-
cestral Temple (XJi&).

Most of the buildings in the Western Complex
were built in the middle of the Qing Dynasty (1736—
1850). The most significant are: the Jia Yin Hall (375

T

Ill. 2. Main types of the Qing Dynasty painting (ill. from [7, 135])

%), the Wenyuan Pavilion (3C#&)), the Yangxi Stu-
dio ({[JE&35), and the Jiujiang Hall (fL[E]E%). These
buildings were used by the emperor as a library for
storing and reading books, and as a stage for watch-
ing plays. Although the buildings in the Shenyang
Forbidden City were repeatedly repaired and con-
stantly updated throughout the Qing Dynasty, to-
day the Forbidden City in Shenyang is not only one
of the two surviving ensembles of imperial palac-
es in China, but also the only architectural complex
that gives an idea of the architectural features and
polychrome decor of the early period of the Man-
chu dynasty. Thus, the polychrome decor preserved
in Shenyang is a unique example of the develop-
ment of the official direction of painting in the ear-
ly Qing Dynasty. Moreover, it is of significant artistic
and scientific value, demonstrating the diversity of
achievements of polychrome painting in the Shen-
yang palace complex. It provides valuable resourc-
es for researching the development and typology
of ornamentation in different periods of the Qing
architecture development.

As is known, almost all structural elements in the
buildings of the late Ming Dynasty and Qing Dynasty
were covered with paintings [1; 2; 6; 7]. In Qing ar-
chitecture, according to the nature of the patterns,
three main types of painting are distinguished: Pal-
ace (F1&£¥% &), Centipede Circle (JEF¥ &), and Su-
zhou (FFI ¥@) [6, p. 139; 3, p. 453].

The Centipede Circle type, also known as the Xu-
anzi painted decoration [1, pp. 193-199], was orig-
inally used to decorate palace buildings during the
Ming Dynasty. However, later, with the advent of
the Qing Dynasty, the Centipede Circle-type paint-
ing began to be widely used in large complexes for
ritual or administrative purposes.

The highest rank was held by Palace painting, also
known as the Hexi coloured painting, or the Drag-
on pattern [1, pp. 201-205]. It appeared in the early
period of the Qing Dynasty. These are polychrome
paintings, usually with an abundance of gold col-
our. Golden dragons and phoenixes as symbols of
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the emperor and empress are the main motifs of
such paintings.

The Suzhou type of painting is considered the
“"youngest”. It did not exist at all during the Ming Dy-
nasty and appeared only during the Qing Dynasty [1,
pp. 206-209]. It is believed to have got its name from
the area of Suzhou City in Jiangsu Province, where
it first originated. The Suzhou type of painting was
used mainly in park buildings: such paintings depict-
ed scenes from everyday life or from literary works,
as well as landscapes, flowers, birds, and animals.

The Forbidden City in Shenyang exhibits all of
the above-mentioned types of official polychrome
painting adopted during the Qing Dynasty: the Pal-
ace or Dragon pattern (F1&£% @), the Centipede Cir-
cle or the Xuanzi painted decoration (g F¥ &), the
Suzhou-style painting (A% &). However, the uni-
ty of artistic style characteristic of the middle Qing
period (1736-1850) is obviously different from the
style of polychrome painting of the early Qing Dy-
nasty (1616-1735) presented in the Forbidden City
of Shenyang, where the original artistic features of
the Manchu and Mongolian ethnic groups were still
present. The unique paintings of baozhu (auspicious
grass) (FHEEHEFE), preserved only in individu-
al buildings of the Forbidden City in Shenyang, are
one of such manifestations of the bright and bold
artistic features of Manchu and Mongolian origin.

Let us move on to consider the features of poly-
chrome painting in the architecture of the Forbidden
City in Shenyang — a large-scale architectural com-
plex that unites the building art of the Han, Manchu,
and Mongolian ethnic groups and has high histor-
ical and artistic value for the history of Chinese art.

The Centipede Circle painting, or the Xuanzi paint-
ed decorations (Je ¥ &), which are the earliest form
of official polychrome painting of the Qing Dynasty,
originated in the Ming Dynasty and remained the
most important form of architectural decoration in
official buildings of the new dynasty. In the early pe-
riod of the new dynasty, the Xuanzi painted deco-
rations retained the simplicity of composition with
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Ill. 3. The Centipede Circle painting, or the Xuanzi painted
decorations of the early Qing Dynasty (1736-1850), in the Imperial
Ancestral Temple of the Forbidden City in Shenyang.

Ill. 4. The Xuanzi painted decoration of the Ming Dynasty in
the Ten Thousand Buddha Pavilion of Zhihua Temple in Beijing.

special attention to detail. Later, their artistic char-
acteristics began to acquire a programmatic charac-
ter and develop in the direction of greater stylisation
and abstraction of ornamental decoration. The ar-
tistic features of this type of painting played an im-
portant role in the creation and development of all
types of polychrome painting during the Qing Dy-
nasty (ill. 3).

In the architectural decor of the Shenyang Imperi-
al Palace, the Xuanzi painted decorations are usually
used in the traditional, classical, three-part compo-
sition, which appeared in the Ming Dynasty (ill. 4).

By the beginning of the Qing Dynasty, the siz-
es of the composition parts gradually evened out
and acquired greater proportionality. This type of
composition laid the foundation for the emergence
and development of other forms of official poly-
chrome painting of the Qing Dynasty. The peculiar
fork-shaped lines on the painted beam, between
the central and intermediate (surrounding the cen-
tral part on both sides, “connecting”) parts of the
Xuanzi painted decoration, also underwent chang-
es: from the original wavy line, they evolved to an
acute-angled form consisting of straight lines, and
as the composition developed, the angle gradual-
ly became wider.

The Rotating flower pattern (Jg£) is the most
important decorative element of the Xuanzi painted
decoration. The general appearance of this pattern
also gradually evolved from a realistic floral orna-
ment to an abstract geometric one, and the original
oval shape changed to a circular one. Thus, the Ro-
tating flower, being one of the key elements of the
Xuanzi painted decoration, retains one of the main
places in the pictorial decoration of Qing architec-
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ture; however, it has a modified form, subject to the
general stylistic development.

It is important to note that during the reign of
the Ming Dynasty, the central part of the beam with
the composition of the Xuanzi painted decoration
was usually not covered with any patterns, whereas
during the Qing Dynasty, various images of dragons,
phoenixes, as well as flowers, brocade, and other or-
naments began to be placed here. At the beginning
of the Qing Dynasty, under the influence of Manchu
culture, the style of these decorative patterns was
somewhat rough and lapidary; however, it was dis-
tinguished by a bold generalisation of forms. Sub-
sequently, as the influence of Han culture deepened,
they gradually developed in the direction of greater
sophistication and elegance [5, p. 23].

The Xuanzi painted decoration, which is the earli-
est form of painting applied in decorating the Shen-
yang Imperial Palace, was widely used in decorating
buildings in the Forbidden City in Shenyang, such
as the Dazheng Hall, the Imperial Ancestral Temple,
and others. Moreover, various versions of this type
of painting became one of the ways to demonstrate
the status of buildings. Thus, in the Xuanzi painted
decoration of the Shenyang Palace, three levels of
quality decoration can be distinguished, in accord-
ance with the different artistic characteristics used.

The so-called jade polishing class (Hg E £ iEF%
) is the first level, and also the highest. This pat-
tern can be seen in the Imperial Ancestral Temple,
where the use of blue and green as the main col-
ours is the main colour feature, as well as the use
of a large amount of gold to apply decorative pat-
terns. The painting process includes a large number
of tonal gradations of colour, with the help of which
more complex and soft transitions are made, creat-
ing the effect of polished jade from afar. As for the
decorative motifs in the intermediate parts of the
beam, the traditional Chinese ornament, the vor-
tex pattern, predominates here; however, its form
is simpler and more abstract. In the central part of
the beam, images of a dragon, a phoenix, and bro-
cade patterns are the main decorative motifs (ill. 5).

The gold dot type (&= &K EF%* H), which is
characterised by the fact that the entire decoration
is made in a flat manner, is the second level. As can
be judged by the name, gold is widely used here
in the lines of the pattern; however, it is used on a
smaller area and only as a decoration (ill. 6).

The third level is represented by the Yau Mo type
(FEABIEFFE). The paintings of this type are quite

simple and, therefore, belong to a lower class. Its
colours correspond to the style of ink painting. The
main distinguishing feature of this type is that all
the contour lines are made in black and white, and
the painting is mainly done with separate colour
spots, giving the whole composition a flat charac-
ter. Gold is not used in the decoration. The central
part of the beam has practically no decorative pat-
terns. The general stylistic direction of the third level
of the Xuanzi painted decoration lies in the graceful
lines of the main pattern and the expressiveness of
local colour spots (ill. 7).

The Palace paintings, or the Dragon patterns, are
associated with the symbolism of imperial power;
thus, this motif and its compositional features had
the highest rank in the official polychrome paint-
ing of the Qing Dynasty. It is found mainly in the
Chongzheng Hall, the Phoenix Tower, the Diguang
Hall, and some other buildings that have been re-
stored many times.

The Dragon pattern has different forms depend-
ing on the relation between the image itself and the
ornamental design. In the Shenyang Forbidden City,
the golden dragon pattern and dragon grass pat-
terns were mainly used. In the golden dragon pat-
tern, the images of dragons are created with gold
paint, and such decoration, as a rule, is located on
the outer cornices of the building. In the dragon
grass compositions, dragon images are combined
with plant patterns; such images are used mostly
inside the building.

On the outer eaves of the Shenyang Imperi-
al Palace, the golden dragon pattern composition
consists of three main parts: the central part of the
beam (##:(»), the intermediate parts (%:3k), and the
end parts (§izk). They are complemented by such
details as fork lines (% A %) and “boxes” (&) for
decoration and adjustment of the ratio of elements
[5, p. 24]. Fork lines are one of the main features
that distinguish the dragon pattern. In the early
Qing Dynasty, most of them had wavy shapes, and
in the second half of the Qing Dynasty, they grad-
ually acquired straight outlines (ill. 8).

The colour scheme is traditional. Blue and green,
combined with a large number of gold elements,
are the main colours. This combination of colours
corresponds to the overall artistic design of the
architecture and creates a noble and at the same
time magnificent image, corresponding to the im-
perial residence.

Ill. 5. The Xuanzi painted decoration of the early Qing Dynasty
(1736-1850) in the Imperial Ancestral Temple of the Forbidden
City in Shenyang (1, 2 - fork-shaped lines).
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Ill. 6. The Xuanzi painted decoration of the early Qing Dynasty
(1736-1850) in the Imperial Ancestral Temple of the Forbidden
City in Shenyang.

Being the most important decorative element of
the design of imperial buildings, the dragon pattern
is canonical, strict in its compositional structure; how-
ever, it contains the possibility of variability, which
is more characteristic of this decor type of the late
Qing dynasty.

The dragon pattern on the internal cornices of the
building in the Forbidden City in Shenyang has obvi-
ous differences compared to the external decor. Let
us take the Chongzheng Hall as an example (ill. 9).

The general structure of the composition is pre-
sented here in four parts: the central part of the
beam, the intermediate (connecting) part, the end
part, and the so-called “box". In the central part, blue
or green is used as a background; inside, there are
two stripes with golden dragons and a pattern of
red clouds. The intermediate part has a red back-
ground, and on it, there is the auspicious grass (&£
B K| ) pattern in the form of a blue or green grape-
vine. The end of the beam is painted with a gold-
en twisting grass (&HE4Y) pattern, while the "box”
is painted with a golden Kui dragon pattern. This
type of composition is most common in formal poly-
chrome painting; however, in the Chongzheng Hall,
there is also a second type, called the baofu (8#k)
type. “The word baofu (literally, a handkerchief) re-
fers to a type of Chinese traditional packaging ma-
terial, which was a fairly large square piece of cloth
that was used to wrap an object for ease of carrying.
The baofu composition designates a section with the
main decorative painting, which, like a baofu can-
vas, wraps around the structural element diagonal-
ly” [1, p. 211]. The use of a semicircle in the central
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Ill. 7. At the top, there is a coloured painting on the outer cornice of one of the Shiwang Pavilions of the Forbidden City in Shenyang;
it is made in the style of the Yau Mo type of the Xuanzi painted decoration. At the bottom, there is the Yau Mo type of the Xuanzi painted
decoration on the Shenwu Gate of the Forbidden City in Beijing.

part, which occupies almost half of the entire com-
position, is its main feature (ill. 10).

The background colour is red, and two gold-
en dragons are usually depicted inside. Around the
dragons, there is a pattern of golden flames and a
cloud pattern of blue, green, and other shades of
cold colours. The composition is framed by a blue
and green border. Green leaves and pink flowers
are painted against the blue border, and blue ruyi
patterns (I07&) are painted against the green back-
ground. The prototype of this pattern is an ornament
that appeared in ancient China, its shape is similar
to clouds. Red ruyi patterns run along the edge of
the composition. In the intermediate (connecting)
part, which is smaller, a darker blue colour is used
as the main colour; on it, golden flowers and twist-
ing grasses are applied. The colour combination of
a large amount of red and gold reveals features of
the Manchu and Tibetan traditions. Thus, the poly-
chrome painting of the Shenyang Palace reflects the
features of the early period in the development of ar-
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chitectural pictorial decor of the official polychrome
painting of the early Qing Dynasty.

The Suzhou-style decorative painting was recog-
nised as the official polychrome painting during the
Qing Dynasty. It was mainly used to decorate galler-
ies, pavilions, and other landscaping structures in the
buildings of the imperial palace complex. However,
over time, the requirements became less strict, al-
lowing the Suzhou-style painting to be used in the
Shenyang Forbidden City and large-scale buildings
such as the Chongzheng Hall, the Phoenix Tower,
and the Qingning Palace.

For example, in the Qingning Palace, this type of
painting not only shows the generally recognised
characteristics of the official polychrome painting of
the mid-Qing Dynasty, but also the artistic features
of Manchu architectural painting decor: the compo-
sition type with the baofu element, which original-
ly appeared in the dragon pattern in the early Qing
Dynasty, is used in the main structure. In the mid-
Qing Dynasty, this form of composition was more
popular in the official polychrome painting in the

Suzhou style. The baofu element occupies almost
two-thirds of the entire painting [4, p.10]. Here, the
golden dragon pattern is used as the main motif,
which differs significantly from the traditional image
in official paintings. In addition, on the edges of the
composition and in the end parts of the beam, such
patterns as flowers, ruyi (g0%), and twisting grass (
% &) are depicted. In their interpretation, the Man-
chu heritage, manifested in greater clarity and lapi-
dary nature of the drawing and images as a whole,
is recognisable. As for the colour, red and gold pre-
vail in the image of dragons, and blue and green
are used for ornamental decor. Such a colour com-
bination has obvious characteristics of architectur-
al polychrome painting in the Manchu and Tibetan
regions (ill. 11).

The baozhu (auspicious grass) painting (£F¥% &
HEXmE) is a type of polychrome painting charac-
teristic of the Manchu and Tibetan regions. It also
had official status during the early Qing Dynasty and
combined the Manchu, Tibetan, and Han traditions.
This type of decor was one of the earliest used to
decorate the Shenyang Imperial Palace (ill. 12).

It is the presence of the baozhu (auspicious grass)
composition in the Shenyang Palace paintings that
makes them unique, since this type of decoration
was popular only in the early Qing Dynasty. In addi-
tion, it is important not only that this motif is quite
rare, but also that very few of its well-preserved ex-
amples have survived. The best-preserved paintings
of this type are in the Phoenix Tower. The use of the
haiman style (8 2 =, #9&l), compositions without a
structural frame, in the painting makes the decor ex-
tremely free and open. As a rule, one or three “treas-
ure pearl” beads (£ k) are depicted in the centre,
which are endowed with magical meaning in Tibet-
an Buddhism. On both sides, there is a symmetrical
pattern of baozhu (auspicious grass) (FHEEX),
similar to a grapevine curling inward or outward. In
the architectural polychrome painting of the Man-
chu and Tibetan areas, the baozhu (auspicious grass)
compositions are often used to form a pattern with a
symmetrical upper and lower part. As for the colour,
red is used as a background for the entire painting,
blue and green are for the auspicious grass pattern,
and the treasure pearl is painted in gold. This colour
scheme has pronounced ethnic features.

Thus, the architectural painting decoration of the
Shenyang Imperial Palace makes it possible to trace
its evolution and establish its stages from the early

Ill. 8. The Dragon pattern of the middle Qing Dynasty (1736-
1850) in the Jiguang Hall of the Forbidden City in Shenyang (1 —
the central part of the beam painting; 2 — the intermediate part;
3 — the end part; 4 — "boxes”; 5 — fork lines).

Il 9. The Dragon pattern composition on the beam of the
inner room of the Chongzheng Hall of the Forbidden City in
Shenyang (1 — the central part of the painted beam; 2 — the
intermediate part 3 — the end part; 4 — "boxes”; 5 — the
auspicious grass pattern; 6 — the Kui dragon pattern; 7 — the
twisting grass pattern).

to the late Qing Dynasty. In early official polychrome
painting, the colour combination is extremely bright,
with a large use of red as the main colour, while a
small number of cool colours are introduced as or-
namental decorations to form a strong contrast. In
the use of the shape of the images and ornamental
motifs, there is a sense of generality and lack of de-
tail; thus, these images are perceived as somewhat
rougher, however, this gives them a special expres-
sive, bold visual effect. From the second half of the
Qing Dynasty, cool colours and their tonal gradations
became the main ones; red is used to a lesser extent,
and large areas of the ornament are covered with
gold to enhance the grandeur and expressiveness.
The composition becomes stricter, and the paint-
ing style is characterised by a more planar super-
position of local colour spots with a rare gradation
of tonal development. The differences in the offi-
cial polychrome painting of the late Qing Dynasty
are reflected mainly in the stylisation of decorative
motifs, which become more abstract. Thus, poly-
chrome painting in the architectural decoration of
the Shenyang Imperial Palace not only demonstrates
different stages of its artistic evolution in various pe-
riods of the Qing era, with their own special artis-
tic characteristics, but also reflects the influence of
many cultures (Manchu, Tibetan) on the formation
and development of Qing-era polychrome painting.
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[NOJIMXPOMHAA XUBOTNCb B APXUTEKTYPE
3AMPETHOIO TOPOAA B LUSHBAHE (1625 — 1636):
OBPA3bl N OPHAMEHTAJIbHbIE MOTVBbI

AHHOMayuA: 3anpeTHbl ropog B LLsHbsHe aBaseTcs
He MPOCTO OAHUM U3 ABYX COXPaAHWBLUUXCSH aHCambael
MMnepaTopckmx AsopLos B Kntae, HO 1 eANHCTBEHHbIM
apXUTEKTYPHBIM KOMMIEKCOM, KOTOPbIV AaeT npeAcTaB-
NeHne 06 0cO6eHHOCTAX apXUTEKTYPbI M apXUTEKTYPHO-
ro fekopa paHHero nepuoga npaBaeHns MaHbuY>XypPCKOn
anHactum LinH. CoxpaHuBLumniica B LLsHbsAHe apxuTekTyp-
HbIV MONIMXPOMHbIN AEKOpP, AEMOHCTPUPYS pasHoobpasue
MOJNXPOMHOM XXMBOMUCK, OTPaxaeT BAUAHME Pa3any-
HbIX Ky/NbTYp (MaHbUXypckon, Tnbetckon) Ha popmm-

[peBHWNN, n3BecTHbIN ele co |l B. 20O H.3. ropog,
LlleHbsiH Ha ceBepO-BOCTOKe coBpeMeHHOro Kutas
B 1621 rogy 6bia B3ST apMUEN MONOAON MaHbUYXYp-
ckon gmHactm LnH (1616-1912), koTopas B Te Bpe-
MeHa eLLe ToNbko Habupana cBoto cuiy 1 boponach
3a B/1aCTb Hag BceM Kutaem ¢ npapsLen Torga av-
HacTnen MuH.

MepenMeHoBaHHbIN MaHbYXypamu B MykzeH, ro-
poz B 1625 roay 6611 06bSBAEH UMW CBOEN CTO/MN-
Lieid, B KOTOPYH OHW B CKOPOM BPEMEHW NepeHecIn

pOBaHWe ¥ pa3BUTME NOJUXPOMHON XNBOMUCK 3MOXK
LIMH 1 npesocTaBaseT BaxHbIi MaTepuan 41s nsyye-
HWS 3BONIOLMUM U TUMONOTUM OPHAMEHTOB W XXVUBOMMC-
HOW MaHepbl 0GULMaNbHON NONANXPOMHON XKMBOMUCHK
B pa3Hble NepuoAbl Pa3BUTUS apXUTEKTYpPbl 3Moxu LinH.

Kntouessie cosa: NosUXpoMHAs XU8onuce 8 ap-
xumekmype, 3anpemHsili 20po0 LLIsHeAHA, duHacmus
LjuH, «ykpaweHue CoaHby3bl», <y30p OpakoHa», <y30p
Cyuxoy», «y30p 6aouxu — 61azonoxenamensHas mpa-
8a».

Mpax CBOWX NPeAKOB. Y>ke OAHOr0 3TOro obCcToATeNb-
CTBa 6bIIO LOCTaTOUHO, UTOObI BblAeNUTb LLIeHbsH Kak
MeCTO MOCTOSAHHOIO MaJOMHNYeCTBa BCEX CeAYHO-
Lux Bnactutenen Kutasa, Ho ambum HOBOW BlacTU
3TUM He orpaHuunance: B LLeHbsHe BblN0 peLleHo
BO3BECTU COBCTBEHHbIN 3aMpeTHbIA FOPoZ no obpas-
Ly HeLOCTYMHOTO eLLe MM MMMepPaTopckoro 3anpert-
HOro ropoza B OCHOBHOW ctonunue Kutas — MNekunHe.

3anpetHbili ropog LWeHbsiHa (GLBEHLE) 6bin, B
OCHOBHOM, BO3BE/IEH 3a AeCsATb C HebobLIUM ieT
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Ill. 10. The Dragon pattern composition on the beam of the inner room of the Chongzheng Hall of the Forbidden City in Shenyang.

(1625-1636) 1 cTan He TONBKO ABOPLIOM, FAe XUAN
U/ieHbl UMNepPaToOpPCKOl CeMbU, HO U MECTOM, rae
nMnepaTopbl MPOBOANIN OTBETCTBEHHbIE BCTpeE-
4n 1 NpUeMsl.

W, xota nocne B3aTuaA yxe B 1644 roagy MNekn-
Ha 1 pacnpocTpaHeHWs BAacTu Tenepb y>ke Beaun-
kon LnH Ha Becb Kutain, LLieHbAH-MyKkaeH notepsn
CBOW CTOJIMYUHBIN CTaTyC, OH TEM He MeHee Bce Mo-
cnegyroume noutn 300 net BAajbluecTBa HOBOWN
AVHACTUM Bbln NPesMeTOM HeyCTaHHOW 3a60Thl
BCex npasuteneit Kutas kak «crapas» ctoamua u
KaK MecTo MOMWHOBEHMSA NPEAKOB, POAOHaYaNbHU-
koB Benvkon LinH. A 3anpeTHbili ropog B LLsHbs-
He Mo-NpexHeMy OCTaBa/Ccsl UX pe3ngeHunen Ha
BpeMs NyTeLecTBUN HOBbIX MpaBUTENEN MO CTpa-
He 1 K MeCTy MOKJIOHEHMA NpesKaMm.

B coOTBETCTBMM C XPOHONOTMEN CTPOUTENBCTBA
N pasinuymMamMun B NJaHUPOBKE BCe 34aHKA B 3a-
npetHom ropoge LLsHbAHa MOXHO pa3zennTb Ha
TP apXUTEKTYPHbIX KOMMIEKCa: BOCTOYHbIN, LieH-
TpaibHbIA 1 3anagHbid (nan. 1).

MepBbIM, eLle BO BPpeMEHa paHHeN ANHACTUN
LUwnH (1621-1644), 6610 BO3BEAEH BOCTOUHBIN ap-
XUTEKTYPHbI KOMMAEKC, F4e FaBHbIMU 34aHUAMN
asastotca «3an JauwksH» (KIBE) v «[aBuabOHbI
LWwneaH» (MaBUAbOHLI AecATn npasuTenen) (+E
). OHM NCNONb30BaNUCh A5 MPOBEAEHNS Mac-
WTabHbIX LEPEMOHUI N TakKe ABASINCE MECTOM
CNy>K6bl UNHOBHUKOB.

Psap 3paHnii LLleHTpanbHOro apxmMTekTypHOro
KoMmiekca — Hanbosiee BaXXHOM yactn 3anpeTHo-
ro ropofa — Takxe 6bl1 NOCTPOEH B Havane AnHa-
cTnm UnH (1621-1644); oHW 6bian pa3MeLLeHbl Ha
LeHTPaNbHOM OCK aHcamMbas. 1o rnaBHble «[laumH-
ckve BopoTa» (Ki&[7]), KoTopble NpesHa3Hauyannch
ANA NPOBeAEeHNS LLePeEMOHMN BCTPEYN nMmnepa-
Topa, «3an YyHuxasH» (REER) — 4ns obuumans-
HbIX LlepeMoHui; «bawHsa Gexvkca» (REEE) — ans
OTAbIXa U pa3BJeYeHM YUIEHOB MMMEPATOPCKON
ceMbM, a TakXke nNpoBejeHus neperosopos. Ans
nmnepaTtpuLbl 6611 Bo3BeaeH «/lBopel, LIMHHUH»
(BT '5). bonbwmHCcTBO Xe 3aaHunii LleHTpanbHo-
ro KOMMJeKca, MOCTPOEHHbIE B CeEpesuHe AMHa-
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ctum Lmn (1736-1850), 66111 pacnonoxeHb! no
NEBYIO W NMPaBYO CTOPOHbI OT LLEeHTPasbHOM KOM-
NMO3NLNOHHON OCKU. B OCHOBHOM 3TV CTPOEHMSA UC-
NoJIb30BaANCh A8 MPOXMBAHUA 1 PaboTbl UNEHOB
MMMepaTopCKON CeEMbM BO BPEMS UX TPAAULIMOHHO-
ro BoctouHoro nytewectsma. Hanpumep, B «3ane
Auryanr» (EYEEL) nmnepaTop 3aHMMancs rocy-
JapCTBEHHbIMUY AenaMu 1 cobrpan YMHOBHUKOB
ans coeeta. «/Jsopel, baousn» (F1REX) npesHa-
3Havanca Ana oTabixa UMnepatopa. «3an Vnxa» (
B F1EX) — >kunble NOKOW BAOBCTBYHOLLEN MMMNEPa-
Tpuubl. CneymnanbHble NaBUAbOHbI NpeAHa3Haya-
JNINCb 415 NPOBEAEHUNS LLEPEMOHMUI MOKJOHEHMSA
npesakam: 370 «[aBuaboH LianHasHb» (EELE]), rae
XpaHwuiacb reHeanorns MMNepPaTopCcKon CeMbi, a
Takxe «/IMnepaTtopckmii xpam npeakos» (KJE).

BoMbWMHCTBO 34aHNI 3anagHOro KoMnaek-
ca 6bII0 MOCTPOEHO B cepeauHe auHacTum LinH
(1736-1850). Hanbonee 3HaUNMbIMN ABAAIOTCA:
«3an Uzann» (EFEE), «[MaBnaboH BaHbloaHb» (3L
&), «Cryamns Anrcn» ({IPEEZ) n «3an ListoussaH»
(FLE1ER). 2T CTpOEHMa NCNOoNb30BaNNCh UMMepa-
TOPOM Kak 61banoTeka — 418 XpaHEHUS U UTEHUSA
KHWUT, @ TakXKe Kak CLueHnYyeckme naowagkm — ans
NpoCMOTPa CrekTakaen.

W xoTs Ha NnpoTsaXeHWW BCero BpeMeHu npas-
neHns guHactum LlvH 3paHmna B 3anpeTHOM ropo-
ze LLsHbsHa HeOAHOKPATHO PEMOHTUPOBANMUCH W
NMOCTOSHHO MOHOBAANNCH, HAa CEFOAHALWHUNA AeHb
3anpeTHbIi ropog, B LLU3HbsAHe sBASeTCA He NPoCTO
OfHVM M3 BYX COXPaHUBLUMXCA aHCaMbrel nm-
nepaTopckux Asopuos B Kutae, HO 1 eANHCTBEH-
HbIM aPXUTEKTYPHbIM KOMTMIEKCOM, KOTOPbIA faeT
npeacTaBieHre 06 0COBEHHOCTAX apXUTEKTYpPbI
N apXUTEKTYPHOIO MOJIMXPOMHOIO Aekopa paH-
HEero nepuoga npasaeHNs MaHbUXYPCKOW ANHA-
ctmmn. Takmm obpasom, coxpaHmBLunics B LLsHbsAHe
NOJIMXPOMHbBIN AeKOpP ABASETCA YHUKaJbHbIM 00-
pa3uoM pa3BUTUA oPULLMaNBHOTO HanpaBaeHMs
XNBOMUCK Nepuoga paHHen anHactum LinH v npea-
CTaBAseT CYLEeCTBEHHYH XY/OXECTBEHHYIO U Ha-
YUHYH LEeHHOCTb, AEMOHCTPUPYS pasHoobpasme
LOCTUXEHNN NOJNXPOMHON XMBOMUCU B ABOPLLO-

BOM komnekce LLeHbsiHa 1 NpeAoCcTaBAss LeHHbIN
MaTepuvan ANs N3yyeHns 3BONHOLUN U TUMONOTUN
OPHaMEHTOB B pPa3Hble NepuoAbl Pa3BUTKA apXn-
TEKTypbl 3n0xu LInH.

Kak 13BeCTHO, NpakTUYecKn BCe 31eMEHTbI KOH-
CTPYKUMI B MOCTPOMKax No3aHen AnHacTum MuH
n avHactum LInH nokpeiBannce pocnucamu [1; 2; 6;
7]. B LMHCKOWN apXMTeKType Mo XapaKTepy y30poB
BbIZENSAIOT TPU OCHOBHbIX BMAa POCMMCEN: «ABOpP-
uoBbl» (FIEFH), «cnupanbHblii» (FEFXH)
n «cyuxoyckmin» (I ¥ /) [6, c. 139; 3, c. 453].

«CnupanbHbIN» TUM, OH Xe «pacnucHoe ykpa-
weHwne CroaHbu3bl» [1, c. 193-199] nsHavanbHO
CNYXWA ANA POCANCEN ABOPLOBbLIX MOCTPOEK NpHU
AVHACTUM MWH, HO NoO3A4Hee, C BOLAPEHVEM Au-
HacTuu LLMH, pocnucn cnnpanbHOro TmMna cranu
LIMPOKO NCMONb30BaTbCs B KPYMHbIX KOMMAeKcax
pWUTYanbHOroO WA aAMUHUCTPATUBHOIO Ha3HauYeHWs.

HauvBbICLINIA paHT UMeNn «ABOPLOBbIE» POCMN-
CW — OHU Xe «LiBETHas POCMUCh X3CU», MU «y30pP
ApakoHoB» [1, c. 201-205]. OHW BO3HWKIN B paH-
HWI NepuoA npaBaeHns gnHactum LimH. 310 no-
JNINXPOMHbIE POCMNCK, KaK MpaBuao, c obunmem
30/10TOro LBeTa. [NaBHbIMU MOTUBaMU TakuX pPoO-
cnucen 6blan 3010Tble ApPakoHbl U GEeHUKChl Kak
CMMBOJIbI MMMEepaTopa 1 uMnepaTpuLLbl.

«CyuU>KoyCcKuMI» TUM POCNNCeN — CYUTaeTCs ca-
MbIM «MOJI0AbIM», MOSABUBLUMMCS TOJIbKO B Mepunos,
npaefaeHns AnHactum LMK, a B neprog anHactum
MwuH BOBCe He cywectBoBaBwuMm [1, c. 206-209]. Kak
CUMTAETCS, OH MOJYYN CBOE Ha3BaHWe Mo paloHy
ropoga Cyuxoy B npoBuHUMK LI3aHcy, rae nos-
BW/ICS NepBOHaYanbHO. CyuxXxoyckui Tun pocnucem
NPUMEHSICS B OCHOBHOM B MapKOBbIX MOCTPOMKaX:
Taknme pocnucu nobpakanu CroXKeTbl N3 NOBCEeA-
HEBHOW >XM3HU UAN U3 INTepaTypPHbIX MPOn3Bese-
HWI, a TakxXe nensaxu, LBeTbl, NTUL, U XXUBOTHbIX.

B 3anpetHom ropoge LU3HbAHa npeacTaBae-
Hbl BCE YKa3aHHble Bbllle BUAbl ObULManbHOM No-
JINXPOMHOM XMBOMUCK, MPUHATLIE B 3MOXY AMHACTUM
LIMH: «4BOPLIOBbIV», UAKN «y30p ApakoHa» (FIEX
[E]); «CNUpanbHbIN», AN «pacrnCHOE yKpalleHne
CroaHbL3bl» (FETF¥2E]), «pocnuck B cTuae Cyuxoy»
(FHAFE). OaHaKO e4MHCTBO XYA0XECTBEHHOTO
CTUANSA, CBOWCTBEHHOE Nepuogy cpeaHen LinH (1736-
1850), oueBMAHbIM 06Pa3OM OTANYAETCA OT CTUASA
NOJIMXPOMHOW XUBOMUCK paHHen agnHactum LinH
(1616-1735), npeactaBneHHON B 3aNpeTHOM ro-
poge LUeHbsHa, rae ewe NpucyTCTBOBaAN CaMo-
ObITHbIE XYA40XECTBEHHbIE UePTbl MaHbUXYPCKOW
M MOHTONbCKOW 3THMYeckux rpynn. OgHUM u3 Ta-

Il 11. The painting represents the Suzhou style of the
early Qing Dynasty (1645-1735) in the Qingning Palace of the
Forbidden City in Shenyang.

KUX MPOSIBJEHUI APKUX U CMEJIbIX XYAOXKECTBEHHbIX
0COBEHHOCTEN MaHbUYXXYPCKOro U MOHTOJIbCKOTO
MPOUCXOXAEHNS ABASIOTCA YHUKA/IbHbIE POCTINCH
«Baouxy» (FR T HEXE) —«baaronoxenateb-
HOW TpaBbl», COXPaHUBLUMECS NLWb B OTAE/bHbIX
37aHuax 3anpeTHoro ropoga B LUsHbsHe.

MeperseM K pacCMOTPEHUIO OCOBEeHHOCTEN No-
JIMXPOMHOW XMBOMWUCK B apXUTEKTYype 3anpeTHOro
ropoga LLsHbsAHa — MaclWwTabHOro apxmMTeKTYpPHO-
ro Komnaekca, 06beMHSAOLWLErO CTPOUTENbHOE
NCKYCCTBO XaHbCKOM, MaHbUXYPCKOM U MOHTO/b-
CKOW 3THUYECKUX TPYMM U MMEIOLLErO BbICOKYH
NCTOPUYECKYHO U XYA0XECTBEHHYHO LLEHHOCTb S
nctopum nckycctea Kutas.

CnvpasbHble POCIWCY, WY «paChMCHble YKpa-
weHuna CroaHbL3bl» (FEFFE), aBnatolmecs camom
paHHen GopMol odULMaNbHON NOANXPOMHOM XU-
BONUCK aAnHacTum LMK, 3apoguancek ele B anoxy
AVHacTUM MUH 1N COXpaHWAW CTaTyC BaXKHelLero
BMAA AEKOPATMBHOIO 0GOPMAEHUSA apXMTEKTYpbI
B OpULMaNbHBIX 34aHUSAX HOBOM AMHACTMW. B paH-
HWIA Nepunoj HOBOW AMHACTUM «pachnCHble yKpalle-
Hms CroaHbL3bl» COXPaHAOT NPOCTOTY KOMMO3MLMK
npu 0cobomM BHMMaHMM K geTansam. [o3xe mx xy-
JOXeCTBEHHblE XapaKTePUCTUKM HaYHYT Npno6-
peTaTb MNPOrpaMMHbI XapakTep 1 pa3BMBaTbCA B
HanpaBaeHUW H6oabLIEN CTUAN3ALUN U abCcTpakT-
HOCTWM OpHaMeHTaNbHOro Aekopa. XyA40XeCTBEeH-
Hble OCOBEHHOCTN 3TOrO TUMa POCMUCK Cbirpani
Ba>kHYO POJib B CO3/j@aHMM U Pa3BUTUM BCEX BUAOB
NOJNXPOMHOMN XUBOMUCK B MEPUOZ, NPaBAEHUS An-
Hactum UnH (nan. 3).

B apxutektypHom gekope LLleHbAHCKOro nmne-
paTOpPCKOro ABopua «pacnucHble ykpaweHus Cro-
aHbL3bl» 0ObIYHO UCMOB3YHOTCS B TPAAWLIMOHHOM,
KJ1aCCMUYEeCKOM, TPex4aCTHOM KOMMO3UL MK, KOTO-
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Ill. 72. Painting of the baozhu (auspicious grass) from the early
Qing Dynasty (1626-1644) in the Phoenix Tower of the Forbidden
City in Shenyang.

pas nosiBMAach elle B NEPUOL NMPaBAeHUS AMHA-
ctun MuH (nan. 4).

K Hauany npasneHus anHactmm LK pasmepsbl
yacTen 3TOM KOMMO3MLMM NOCTENEHHO BbIPOBHSA-
NNCb 1 06penn 60/bLLYH NPOMNOPLMOHAIbHOCTb.
JaHHbIN TN KOMMNO3ULMW 3a7105KN OCHOBY ANS
3apOXAeHWA 1 Pa3BUTUA OCTanbHbIX GOpM opuLm-
aNbHOW MONIMXPOMHON XMBOMUCK ANHACTUM LinH.
CBoOeobpasHble «BUIKOOOpPasHble» IMHUM Ha pac-
NMUCHON Banke — MeXAY LEHTPaIbHOW N «NPOMEXY-
TOUHbIMUW» (OKPY>KAOLLMMUN LIeHTPalbHYH YacTb C
06enx CTOPOH, «COefNHUTENbHBIMW») YaCTAMU «pac-
nucHoro ykpaweHus CroaHbL3bl» — Takxke npeTtep-
nesu U3MeHeHUs: OT NepBOHaYaNbHOM BONHNCTOM
JNINHWUW OHW 3BOJIFOLMOHMPOBAAUN K OCTPOYTOIbHOWM
bopme, cocTosLLen N3 NPAMbIX IUHWIA, MPUYEM NO
Mepe pas3BUTUA KOMMO3WLIMM YrON NOCTENEHHO CTa-
HOBUWACA LUMpeE.

BaxxHeNMM fekopaTMBHbBIM 31EMEHTOM «pac-
nucHoro ykpaweHus CroaHbL3bl» ABASETCA Y30P
«BpalyatoWwmnincs uBeTok» (FEfE). Obwmii Bug sto-
ro y3opa Tak>e nocterneHHO 3BOJIOLMOHNPOBanN
OT peasCTUUYHOTO LIBETOYHOrO OpHaMeHTa K ab-
CTPaKTHO-reoMeTpuYeckomy, a ero popma 13 nep-
BOHaYa/IbHOWM OBa/IbHOM NPeBpPaLLAeTCs B KPYrayto.
Takvm 06pa3om, «BpalLatoLLNNCS LIBETOK», ABASA-
ACb OJHWM U3 OCHOBHbIX 3/IeMEHTOB «PaCMMUCHOro
ykpaweHusa CroaHbL3bl», COXpaHAET OAHO M3 rnaB-
HbIX MECT B XXVMBOMUCHOM JileKope apxmTekTypbl LinH,
HO B BUAOU3MEHEHHOW GOpMe, NOAUNHAACH ObLLe-
My CTUJIEBOMY Pa3BUTMIO.

BaxxHO OTMeTUTb, YTO B Mepunoz NpaBaeHUs An-
HacTM MUH LleHTpasbHasa YacTb 6ankm ¢ KOMMNO3u-
Luen «pacnucHoe ykpalueHve CtoaHbL3bl» 06bIYHO
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He Oblia 3anoJiHeHa KakMMK-1MB0 y30opamMu, Tor-
4a Kak npuv gnHactum LinH 3aeck ctanm pasmeluatsb
pasnnuHble n306pakeHns APakoHOB, GEHNKCOB, a
TakKke LBeTbl, MapyoBble U Apyrve opHameHTbl. B
Hayasie npaB/ieHns aguHacTumn LinH nog BansHvem
MaHbUXYPCKOW KyNbTypbl CTU/Ib 3TUX AEKOPATUB-
HbIX Y30pOB Obl/1 HECKO/IbKO rpyboBaTt v nanuaa-
PEeH, HO OT/IMYancs cmenbiM 0606LeHneM dopm.
Brnocneacteum, no mepe yraybaeHns BAUSAHUS XaHb-
CKOW KYNbTypbl OHW NMOCTEMNEHHO Pa3BMBatOTCA B
HanpaBieHUn 6oMbLIEeN U3bICKAHHOCTM U n3sLLe-
ctBa [5, c.23].

«PacnmcHoe ykpatleHne CroaHbL3bl», MpejcTas-
naowee cobor camyro paHHO GOpPMY pPoCnuncen,
MCMOb30BaHHbIX NpY ykpaweHuu LL3HbAHCKOro
MMNepaToOpPCKOro ABOPLaA, LMPOKO MPUMEHSANOCH
B YKpaleHUn 3aaHuii 3anpetHoro ropoga B LUs-
HbsiHe, Hanpumep, B «3ane JauwkaH», «Mmnepa-
TOPCKOM Xpame npeakoB» n apyrux. bonee Toro
— pasNnyHble BapuaHTbl aHHOMO TUMa XNBOMUCH
CTanv O4HUM 13 CrocobOoB AEMOHCTPaLMM CTaTyCHO-
ro YPOBHS 34aHWI. Tak, B «pacrnMCHOM yKpaLLueHUn
CroaHbL3bl» LLI3HBAHCKOrO ABOPLA MOXHO BblAe-
JINTb TPU YPOBHSA KauyeCcTBEHHOIO 0hOpMIEeHNs — B
COOTBETCTBUMN C Pa3NNUHbIMW MCMOb30BaBLLNMM-
€A XY,0XKEeCTBEHHbIMM XapakTepucTmkamu.

MepBbI ypOBEHb — OH e BbICLUWI, NpescTaB-
Nset coboli Tak Ha3blBaeMbI «Knacc HepPUTOBOro
wandosaHusa» (& EXKFETFH). OTOT y30p MOX-
HO yBUZeTb B «/IMnepaTtopckomM xpame npesKos»,
rfe rnaBHOM LIBETOBOM OCOHOEHHOCTbIO ABAAETCA UC-
Mo/Ib30BaHWe CMHEro U 3e/1eHOTO LIBETOB B KauecTBe
OCHOBHBIX, @ TaK>XXe NpUMeHeHVe 60/IbLLOTO KO-
yecTBa 30/10Ta ANl HAHECEHWS AeKOPaTUBHbIX y30-
poB. B npouecce pocnuncu ncnonbsyertcs 6osbLioe
KOJIMYECTBO TOHabHbIX rpaZaLnii LBeTa, C MOMO-
LLbHO KOTOPbIX CO3Aat0TCs Boslee CIOXHbIE N MsArkme
nepexosbl, YTO nsganeka cosgaet adpbekT noampo-
BaHHOro HedpmTa. Y10 Kacaetcs 4eKopaTUBHBIX MO-
TUBOB B «MPOMEXYTOUYHbIX» YacTsax Hanku, To 34ech
npeobnagaet TPagNLMOHHBIA AS KUTAUCKOrO Op-
HaMeHTa «BUXPeBOMN» y30p, HO ero ¢opma Honee
npocTta u abcTpakTHa. B LeHTpanbHOM Yactn ban-
KW B Ka4yeCcTBe OCHOBHbIX AeKOPaTUBHbIX MOTMBOB
pacronaratoTcs nsobpaxeHus ApakoHa, deHnkca
1 napyosble y30pbl (M. 5).

BTopoli ypoBeHb — «3010TOM TOUYEYHbIN TUM»
(B & EHET R E), KOTOPbIA XapaKTepusyeTcs TeM,
UTO BECb AEKOP BbIMNOJHEH B MJIOCKOCTHON MaHe-
pe. Kak MOXHO CyAWTb y>Ke MO Ha3BaHWIo, 30J10TO
LWIMPOKO MCMONb3YETCs 34eCh B JIMHUAX Y30pPa, HO

OHO MPUMEHSETCH Ha MeHbLUEen Niowaamn u Tosb-
KO B KayecTBe yKpalleHuns (1an. 6).

TpeTuii ypoBeHb nNpeacTaBaeH Tunom «Ay Mo»
(FE{RZEFEF*2E). Pocnucuy 310ro TMna A4octaTou-
HO NMPOCTbI U MO3TOMY OTHOCATCA K Hosiee HNU3KOMY
knaccy. Ero LBeTa COOTBETCTBYHOT CTUJIHO XXMBOMMUCK
Tywbto. [NaBHOW OTANYNUTENBHON OCOBEHHOCTBIO
3TOro BWAA ABAAETCA TO, YTO BCE KOHTYPHbIE JIMHUN
ouepueHbl YepHbIM 1 HeibiM LBETOM, @ POCMMCh B
OCHOBHOM BbINOJIHEHA OTAEAbHbIMY LLBETOBbIMMU
NATHaMW, UTO NPUAAET BCEN KOMMO3MLMM NAOCKOCT-
HbI XapakTep. 301070 B leKOpe He MCMOb3yeTcs.
LleHTpanbHas YacTb Bankm NpakTMUeckn He umeeT
JeKopaTuBHbIX y3opoB. ObLLas cTuaeBas Hamnpas-
JIEHHOCTb TPEeTbero ypoBHs «PacnuncHoe ykpatue-
Hue CroaHbL3bl» 3aK1H0YAETCA B U3ALLHbIX TNHUAX
PVCyHKa OCHOBHOTO Y30pa W Bblpa3uTeNbHOCTL J0-
Ka/sbHbIX LBETOBbIX NATeH (Uan. 7).

«[1BOpLOBbIE» POCMNCH, MU «y30Pbl APAKOHOB»,
CBsi3aHbl C CMMBOJIMKON MMMNEPaTOPCKOW BAACTH,
MO3TOMY ZiaHHbIA MOTVB U €ro KOMMO3ULMOHHbIe
0COBOEHHOCTN MMeNN BbICLUNA paHr B oduLmanb-
HOM NMOJIMXPOMHOM XMBONUCK AnHAcTUK LinH. OH
BCTpeyaeTcs, rnaBHbiM 0bpaszom, B «3ane YyH-
WK3H», «balwHe ®eHunkca», «3ane uryaHr» n He-
KOTOPbIX APYTUX 3AaHNAX, KOTOpPble 6bIN MHOTO
pa3 pecTaBpupOBaHbI.

«Y30p APaKOHOB» MMeeT pasinyHble POPMbI B
3aBMCUMOCTM OT COOTHOLLEHWNS caMOoro n3obpaxe-
HWA 1 OpHaMeHTanbHOro obopmaeHua. B 3anper-
HOM ropoge LL3HbsHa B OCHOBHOM NMpPUMEHSCS
«30/10TOW Y30p APaKOHOB» M y30p «TpaBa ApaKko-
Ha». B «<3010TOM y30pe ApakoHOB» M306paxkeHus
APaKOHOB BbIMOJIHEHbI 30/10TOW KPackon, 1 Ta-
KOW fekop, Kak NpaBmao, pacrnofaraeTcs Ha Ha-
PY>XHbIX KapHMW3ax 3aHuns. B koMno3nuumsx «TpaBa
ApakoHa» n3obpaxeHus ApakoHOB COYEeTaroTCs
C pacTuUTeNbHbIMM y30pamu, Takme nsobpaxeHus
MCMONb3YHOTCA NO BOAbLUIEN YacTu BHYTPY 34aHUS.

Ha BHewwHwWx kapHM3ax B LLleHbsAHCKOM MMne-
pPaTOPCKOM ABOpPLLE KOMMO3ULMS «3010TOW y30p
JPaKOHOB» COCTOUT U3 TPEX OCHOBHbIX YacTel: LieH-
TpasbHas Yyactb H6anku (Fi0r), «<MPOMEXYTOUHbIE»
yactu (3&3k) n Topuesble yactu (§iEL). Nx gonon-
HAOT Takue AeTann, Kak «BUJOYHbIE NUHUW> (;
H %) n «kopobku» (B F) ANs OTAEJKU U peryau-
POBKWN COOTHOLIEHMUSA 3neMeHTOoB [5, c. 24]. «Bu-
JIOYHbIE IMHUW» SBASIOTCSH OAHOM M3 OCHOBHbIX
0COBEHHOCTEN, KOTOPble OTANYALOT «y30pP ApPaKo-
HOB». B paHHen gnHacTuu LH 60onbLINHCTBO 13
HUX UMENN BOSHUCTbIE GOPMBbI, @ BO BTOPOU Mo-

NOBUHE AnMHAcTUK LIMH oHW nocTeneHHo npuob-
penn npamble ouyepTaHms (nan. 8).

B LIBETOBOM peLLEHNM NCMONb3YeTCs TPaANLMOH-
Has LBeTOBas raMmMa. B kauecTBe OCHOBHbIX LIBETOB
- ronybol 1 3eNeHbI B COYETaHWUM C BONbLLINMM KO-
JINYECTBOM 30/I0TbIX 31EMEHTOB. Takoe coueTaHve
LBETOB COOTBETCTBYET OOLLEMY XyAOXKECTBEHHOMY
peLUeHNIO apXUTEKTYPbl U CO3AaeT 61aropoAHbIN
M OfHOBPEMEHHO MbIlWHbIM 06pas3, COOTBETCTBY-
FOLLMIA MMMEepPaToOPCKON pe3naeHLmm.

fiBnssacb Hanbonee BaXKHbIM JeKOPATUBHbBIM
3/1eMEHTOM 0bOPMIEHUS MUMMNEepPaTOPCKUX 34a-
HUIN «y30p APaKOHOB» KAHOHWUYEH, CTPOT B CBOEN
KOMMO3WLMOHHOW CTPYKTYpE, HO 3aKIt0YaeT BO3-
MO>HOCTb BapuaTMBHOCTY, UTO B BosbLUEl CTe-
MeHW XapakKTePHO AN AaHHOro BUAA AeKopa yxe
nosaHen gnHactum LinH.

«Y30p ApakoHOB» Ha BHYTPEHHUX KapHU3aX 34a-
HUA B 3anpeTHoM ropoge B LUsHbsiHE no cpaB-
HEHWIO C BHELHWM AeKOPOM MMEET OYeBUAHbIE
pa3nnuus. BozbMmem B kauecTBe npumepa «3an
YyHWKIH» (Man. 9).

Ob6uwas CTpyKTypa KOMMO3MLMW NpescTaBieHa
3/1€Cb YETbIPbMS YaCTAMU: LLeHTpanbHas Yactb 6a-
KW, «MpOMeXyToUYHas» (CoeanHUTENbHas) YacTb,
TOopueBas U, Tak Ha3biBaemas «kopobka». B ueH-
TpaJbHOWM YacTu B KauecTBe GOHa UCMOb3YyeTCs
ronybon nau 3eneHblii LBeT, BHYTPW pacnonara-
FOTCS ABE MOJOCHI C 30/10TbIMU APakoHaMu 1 y30-
pPOM 13 KpacHbIX 061akoB. Ha «npomMexXyTouHom»
YacTu KpacHbI LBeT aBaseTcs GOHOM, a Ha HEM
y30p «bnaronoxenatenbHas Tpasa» (HHFERXE)
B BU/JE BUHOTPaHOM JI03bl CUHETO WU 3€/IEHOTO
uBeta. TopLeBas YacTb banku pacnvcaHa 30J10Tu-
CTbIM Y30POM «3aKpyumnBatoLwasncsa TpaBa» (HEL),
B TO BpeMs Kak «kopobka» pacnuvcaHa 30/10TbIM
Y30pOM «ApakoH Kyi». [JaHHbINA TUM KOMMO3ULUK
Hambosiee pacnpocTpaHeH B oduLManbHON Mno-
JIMXPOMHORN POCMNCKY, HO B «3asie YyHUX3H» ecTb
M BTOPOW TWM, KOTOPbIV Ha3blBaeTcs TUMNOM «ba-
ooy» (BH#R). «<Moa cnosom “"6aody” (goca. «nna-
TOK») MOHUMAETCS BWA KUTANCKOTO TPaAULMOHHOTO
yNakoBOYHOro MaTepuana, KOTopbIi NpeacTaBs
CcobOoM AOCTAaTOUYHO BO/IbLLIOW KBaAPaTHbIN KyCOK
TKaHW, KOTOPbIM MCNOJIb30BaNW A5 3aBOpayYmBa-
HWUA NpeAMeTa As yao6cTBa ero nepeHockun. Kom-
nosnuuna B ctune 6aody obo3sHauvaeT yyacTok ¢
rNaBHOW AEeKOPATUBHOW XNBOMUCHIO, KOTOPbIN,
nofo6HO NonoTHY Bbaody, obepTbiBaET 31EMEHT
KOHCTPYKUMKN No gmnaroHanam» [1, c. 211]. Ee rnas-
HOM O0COBEHHOCTbIO ABNAETCA UCMOb30BaHNE B
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LeHTPasbHOW YacTu NOAYKpPYra, KOTOPbI 3aHNMa-
€T NMoYTK NOJIOBUHY BCen komnosunumm (. 10).

B kauecTBe GOHOBOrO LiBETa MCMOAL3YETCA Kpac-
Hbl, BHYTPWU 0BObIYUHO M306pakeHbl ABa 3010TbIX
ApakoHa. Bokpyr apakoHOB pacnonoXeH y3op 13
30/10TOrO NAamMeHu 1 061aYuHbIA Y30p CUHErO LiBe-
Ta, 3eJIEHOTO U APYrnx OTTEHKOB XONOAHOW LiBe-
TOBOW rammbl. KoMno3unumto obpamasieT CUHASA U
3eneHas Kalma. Ha doHe cMHel KaiMbl HanmcaHbl
3e/leHble INCTbS Y PO30Bble LiBEThI, @ Ha GOoHe 3ese-
HOW — CMHMe y30pbl pyin (I1E). NpoToTnnom 3T1o-
ro y3opa ABASeTC OPHaMEHT, MOABMBLUMIACA eLle
B [lpeBHem KuTae, ero popma noxoxa Ha obnaka.
Mo Kpato KOMMNO3NLMK NMPOXOAAT KPacHbIe y30pbl
pynn. B «npomMexxyTouHom» (CoesMHUTENbHOM) Ya-
CTW, KOTOpas MeHblUe Mo pa3Mepy, B KayecTBe Oc-
HOBHOTIO MCMOJ/Ib30BaH Ho/1ee TEMHbI CUHUI LiBET,
Ha KOTOPbI HaHeCeHbl 30/10Tble LBETbI U 3aKpYy4m-
BatoLLMecs TpaBbl. B LLBETOBOM coueTaHUM H60/bLLIOTO
KOJIMYEeCTBa KPaCHOro 1 3010TOTO YyBCTBYHOTCA Yep-
Tbl MaHbUXYPCKOW 1 TMBETCKOW Tpaamummn. Takum
06pa3oM, NOANXPOMHas XnBonuck LL3HbAHCKOro
ABOpLLa OTpaXaeT 0COBEHHOCTM paHHero nepunosa
B Pa3BUTMM apXUTEKTYPHOIO XMBOMUCHOIO AeK0-
pa opULManbHON MNOANXPOMHON XMBOMUCK PaH-
Hen agnHactum LinH.

[JekopaTtrBHas pocnuncb B «cTune Cyuxoy» bblia
Npv3HaHa B KayecTBe oduLMaNbHOM NOANXPOMHOM
>KMBOMUCK BO BpeMeHa AnHactum LlmH 1, B ocHoB-
HOM, MCMONb30BaNacCh ANA YKPALLUEHWS rafepew, na-
BUJIbOHOB U APYruX NaHAWADTHBIX COOPY>KEHWUN B
34,@aHMAX MMMNepaToOpPCKOro ABOPLOBOro KOMMieK-
ca. OfHaKo co BpeMEHEM CTaBLUNE MEHee XeCTKM-
MW TpeboBaHMA NO3BOANAM NPUMEHEHNE POCINCU
B «cTune Cyuxoy» B 3anpeTtHoMm ropoge LUsHbaH
n B 3jaHuUsX bonbworo popmara, Takmx Kak «3an
YyHuWKaH», «bawHa ®eHunkca» n «Bopel, LIMHHNH».

Tak, Hanpumep, BO «[Bopue LIMHHWH» 3TOT TN
poCnncy 0bHapy>XMBaET He TObKO OOLLLenpPu3HaH-
Hble XapaKTepPUCTUKN ODULIMaNbHON MNOANXPOMHON
KMBOMUCK CEPeAUHBI AnHacTuK LInH, HO 1 xyzoxe-
CTBEHHbIE YePTbl MaHbUYXKYPCKOro apXMTEKTYPHOrO
>KMBOMWUCHOIO eKopa: B OCHOBHOW CTPYKType uc-
NoAb30BaH TMM KOMMO3ULMK C 31eMEHTOM «bHao-
by», KOTOPbIN NepBOHaYaNbHO NOABMAICA B «y30pe
ApakoHOB» B Hayane avHactum LivH, a B cepean-
He anHacTtum LinH 3Ta dopma komMnosmumm bbina
6onee nonynspHa B odMLMANBHON NOJUXPOMHOM
Xueonucu B «ctmne Cyuxkoy». dneMeHT «baody»
3aHMMaeT NoYTH ABe TPeTn Bcel pocnucu [4, ¢.10].
3zecb B KauecTBe OCHOBHOIO MOTMBA UCMOb3yeT-
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€Sl «30/10TOV Y30p ApakoHa», KOTOPbIN 3HaYUTeb-
HO OT/IMYaeTCs OT TPAAMULMOHHOIO N306paxeHus
Ha oduuManbHbIX pocnucax. Kpome Toro, Ha Kpa-
X KOMMO3ULUN 1 B TOPLLEBbIX YacTax 6anku nso-
HpaxkatoTcs Takme y30pbl, Kak LBEeTbI, pyrin (),
3aKpyumBatoLwancs Tpaea (FHE), B TpakToBKE KO-
TOPbIX YYBCTBYETCA MaHbUYXXYpPCKOe Hacneamne, npo-
fBAAtOLLEeCH B 6O/bLIEN SCHOCTM U NannaapHOCTM
pucyHka 1 06pa3oB B LesioM. YTo kacaeTcs LiBeTa,
TO B M306paXKeHnn ApakoHOB NpeBannpyeT Kpac-
HbI 1 30/10TON, @ A1 OPHaMEHTabHOrO AeKopa
NCMNONb3YHOTCA CMHUI 1 3eN1eHblin. Takoe LBeToBoe
coyeTaHVe UMeeT OUeBMAHbIE XapakTepUCTUKN ap-
XUTEKTYPHOW MOJIMXPOMHOM XXMBOMUCU B MaHbY-
XKYPCKMX 1 TUbeTckux paroHax (man. 11).

Pocnunck «baouxy — baaronoxenatenbHas TpaBa»
(FHEFEETZE) — 5T0 xapakTePHbIN 415 MaHbUYXYpP-
CKOTO M TMBETCKOro PermMoHOB BUA MOJUXPOMHOM
>KMBOMUCK, KOTOPbIA B MEpUOS pPaHHeN AMHacTUm
LimH Takke nmen oduumanbHbIi cTaTyc M 06beamn-
HS1 MaHbUYXXYPCKYH, TMBETCKYH TPaAULIMIO C XaHb-
CKOW. ITOT BUA AeKopa OblN OAHUM U3 CaMbIX PaHHMX,
MCMOb30BaBLUNXCS ANA YKpawweHus LLsHbsHcKoro
“MnepaTopckoro asopua (nan. 12).

VimeHHO npucytcTBre B pocnucax LLsHbaHCKO-
ro ABopLa KkoMno3mumm «baouxy — baaronoxena-
Te/lbHas TpaBa» AeNaeT UX POCIUCU YHUKAbHBIMM,
TakK KaK 3TOT BUZA Aekopa Hbla nonynspeH ToNb-
KO B NMepuog paHHer anHactmm LwH. Kpome Toro,
BaXKHO He TOJIbKO TO, UTO 3TOT MOTUB BCTPeYaeT-
€Sl LOBOJIBHO PEeAKO, HO 1 TO, YTO XOPOLLO CcoxXpa-
HMBLUMXCA ero 06pasLioB AOLLIO TOXE OYEHb Maso.
Jlyulue apyrmx cCOXpaHUANCL POCMINCK AaHHOTO BUAA
B «ballHe PeHunkca». Micnonb3oBaHWe B pocnumcu
cTuna «xaiMaHb»  (j8 2 T E) — komno3unuyui 6e3
CTPYKTYPHOW paMbl — fiefiaeT AeKop Ype3BblvaiHO
CcBOBOAHBLIM 1 OTKPBITbIM. B LLeHTpe, kak npasuo,
n306paxkaroTca ofHa UK TPU BYCUHBI «XKEMUYXKMN-
Hbl COKpoBULL» (FEE), KOoTOpble B THBETCKOM ByA-
AM3Me HajeneHbl MarnyeckMmM CMbICIOM; Mo 06enm
CTOpOHaM pacrosiaraeTcs CUMMETPUYHBINA y30p «ba-
ouxy — 61aronoxenatesnbHas TpaBa» (FHEEE E),
MOXOXMIA Ha BUHOTPAAHYHO J103Y, 3aBUBAOLLYHOCS
BHYTPb UAN Hapy>y. B apxmuTekTypHOM NOMXPOM-
HOW POCMMNCK MaHbUXKYPCKMUX U TMOETCKMX paioOHOB
4acTo MCNOJb3YHTCA KOMNO3ULMK «Baouxy — H61a-
rornoxenatesibHas TpaBa» 415 GOPMUPOBaHUS y30-
pa C CUMMETPUYHOWN BEPXHEN U HUXHEN YacTbHo.
UTto KacaeTcs LBeTa, TO KpacHbI/ UCMOb3YyeTcs B
KauecTBe GpoHa Ans BCeN pocnucu, ronybon u 3e-
NeHbI — Ans y3opa «bnaronoxenartesbHas TpaBa»,

a «KeMUyXMHa COKPOBWLL» BbIMOJHEHA B 30/10TOM
uBete. Takoe L|BeTOBOE peLleHVe NMeEeT APKO Bbl-
paXKeHHble 3THMNYeCcKMe YepThbl.

TaK, apXMTeKTYpPHbIA XXMBOMUCHbIA AEKOP UM-
nepatopckoro Asopua LLsHbAHa faeT BO3MOXHOCTb
NpoCaesnTb ero 3BONIOLMIO U YCTAHOBUTb €€ 3Tanbl
OT paHHero A0 NosgHero nepuoga gnHactum LinH.
B paHHel oduLmanbHON NOAUXPOMHOM POCINCK
co4eTaHMe LBeTOB Ype3dBblYaliHO fApKoe, ¢ 60Jb-
LIOW MAOLWaAbI0 KPAacHOro B Ka4ecTBe OCHOBHOTO,
Torga Kak HebonbLlOoe KONMYEeCTBO XONOAHbIX LiBe-
TOB B KaYeCTBe OPHaMEHTa/IbHbIX YKPaLLUEeHW BBO-
AnTCA AN GOPMUPOBaAHUNS CUIBHOMO KOHTpacTa. B
TpakToBKe GOPMbl N306paxKeHN N OpHaMeHTalb-
HbIX MOTVMBOB YYyBCTBYyeTCA 0606LEHHOCTb 1 OT-
CyTCTBME AeTanmsaunm, No3ToMy JaHHble obpasbl
BOCMPUHUMAOTCA KaK HECKO/IbKO Bonee rpybble, HO
37O NpUAAET UM 0CODbbIV Bblpa3nTeNbHbIA, CMENbIN
BM3yasibHbll 3P dekT. CO BTOPOI NONOBUHbBI NpaB-
NneHna anHactum LK xonoaHble LiBeTa v UX TOHaNb-

Hble rpaZaLn CTaHOBATCA OCHOBHbLIMY, B MEHbLLUel
CTerneHu UCNoNb3yeTCs KPacHbIN LiBET, a ANs ycune-
HWs BENMUWSA 1 BblPa3nTeIbHOCTU BoJibLLVE yyacT-
K1 OpHaMeHTa NokpbiBaroT 3010ToM. KoMnosnums
cTaHoBUTCA Hoslee CTPOron, a caMa XMBOMMCHas
MaHepa xapakTepusyeTcs 6osee NAOCKOCTHbIM Ha-
JIOXXEHWEM JIOKa/IbHbIX LIBETOBbIX MATEH C PeAKOW
rpagaunen ToHasbHOM pa3paboTku. Otanums odu-
LMaNbHON MOAVNXPOMHOM XMBOMUCU NO3AHEN AN-
HacTum LInH ckasanncbe B OCHOBHOM B CTUAM3aLUN
[eKOpaTVBHBIX MOTMBOB, KOTOPbIe CTaHOBATCA 60-
nee abcTpakTHbIMU. TakMm 0H6pa3om, NOAUXPOMHas
KMBOMUCh B apXUTeKTYpHOM gekope LUsHbsHcKoro
MMMEepPaTopCKOro ABopLia He TOJbKO AEMOHCTPUPY-
€T pa3Hble 3Tanbl ee XyA0XXeCTBEHHON 3BOHOL MM
B pasHble nepuogbl anoxu LinH, co ceonmm oco-
6bIMU XYJ,0XKXECTBEHHBIMW XapakTepncTmkamm, HO
1 OTpaXkaeT BAMSHWE Pa3NUHBIX KyJbTyp (MaHbu-
XyPCKOW, TMbEeTCKOM) Ha GopMMpoBaHME N pa3Bu-
TE NOANXPOMHOM XMBOMUCK 3MOoxK LinH.
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