6onee nérkne n NOABUXHbIE pelleHuns BocTtouHom
B3l K N1aKOHWYHBIM 1 CAepPIXKaHHbIM KOMMO3ULUAM
CeBepHoW Lin, B pe3ynbTaTte Uero nx gekopaTtus-
Has QYHKLUSA NOCTeNeHHO YCTyrnaeT MecTo Noj-
BeckaM uHno (FI8). JaHHasa 3BoatoLmna asaaeT-
CSl He TO/IbKO OTPaXKeHVEM COBEPLUEHCTBOBAHUS
CKYJbNTYPHOW TEXHUKW, HO U HarAsAHbIM CBUAE-
TENbCTBOM NyOOKOM NHTerpaunm 6yaaninckomn un

XaHbCKOMN KyNbTyp B nepunogd CeBepHbIX AUHACTUA.
Tunonornyeckoe nccaefoBaHne 3TMX 3N1EMEHTOB
KOCTIOMa MpPesoCTaBaAseT BaXKHble BELLLECTBEHHbIE
JaHHble ANA YTOUHEHWA NPOLECCOB AoKanun3auum
byaaniickoro nckycctea CeBepHbIX AMHACTUN, a Tak-
Xe 3aKaajblBaeT OCHOBY A/l aHa/M3a permoHanb-
HbIX Pa3NNYUUI B XYJOXKECTBEHHbIX CTUNAX OYA[NIA-
CKOW CKyNbNTypbl gpeBHero Kutas.

BUB/INOTPAGINA:

1. bopoHoes A.O. byaauiickas KynbTypa: UCTOpUs, UCTOY-
HVMKOBeAEeHMe, A3blIKO3HaHWe 1 NckyccTeo: TpeTbm [lop-
XueBckue uteHus. — ClM6.: Hectoplctopus, 2009. -
320 c.

2. bai1 BaHb. KocTombl Wanu v ogexza ApeBHeR UHANIA-
CKOW PeNMrmo3Hom umemnansaLmm // XyaoxectseHHas
paboTa. - 2008. - N22. - C 67. (B X. T EN ERECRB/Y
& AR . ZARTAE. 2008 &, 55 2 H#A. 55 67 ).

3. bait XyaBeH. KutansunpoBaHHble Byaaninckme MHCTPY-
MEeHTbI 1 KOCTHOMbI. — [MeknH: KH1XHaa KomnaHms
UskyHxya, 2015. — 252 c. (BB XIEHE0E=R SR
. db3R : PIERE. 2015 . T1H : 252 ).

4. Bopobbea [.H. My3bikanbHas UkoHorpapusa B MH-
ANACKOM UCKYCCTBE paHHEro cpefHeBeKOBbS (Ha Ma-
Tepuane CKyAbMTypbl dan0pbl, AfXaHTbl 1 AypaHra-
6apa) // Teatp. Xusonuncb. KnHo. Mysbika. — 2009. —
Ne4. — C. 89-101.

5. Ban LinHxya. MickyccTBO co3gaHusa 6yaaniickmx
ckynbnTyp MoHactbipa 199 JlyHcuH-cbl B LinH-
uxoy. — Li3anHaHb: Xys0>XeCTB. N34-BO MPOBUHLNK
WaHbAyH, 1999. — 193 c. (ER1E. EMENFHAE

30

BZAR.FE ¢ URE AR, 1999 &. 7% - 193
)

6. TOHKOHICKWIA Xy40XeCTBEeHHbIV My3eli. BoicTaBka bya-
AVACKNX CKYNBNTYP, 3BAEUEHHbIX 13 MOHACTbIPA JTyH-
CUH-Cbl B LlHWKOy nposuHUnm LaHbayH. — TOHKOHT:
XyAoxecTs. My3ei loHkoHra, 2001. - 343 ¢. (BEBZ AR
1B, WARS MEAXSTHEIBHEEGR &8 . HEZK
TE. 2001 . D1 : 343 10).

7. [y 3anuxyH, XaH laHr. byaauiickas KaMeHHas cKyJib-
ntypa WaHbayH YxyusH // Apxeonornyeckuii xyp-
Han. — 1994, — N@2. — C. 250. (M 1ER, FX. LRE
HAAEG. EHFIR. 1994 F. 5 2 #5. 55 251 ).

8. [OuH MuHbK. JlOCTUYUb BbICLIEW UCTUHDI, BbIPa3nB ee
B MHOrorpaHHom kpacoTe u3BasHWUA byaabl, Mbican
0 byaauiickmnx ckynbnTypax LimHuxoy // MamatHmku
KynbTypbl. — 2000. — N96. (T BA3S. £ AR Y
w——73 M BT 28. 324, 2000 F. 55 6 H).

9. Jlo ®3HU30HB. VckycCcTBO BYAANACKUX CKYAbNTYP B
nposuHumu LLaHbayH nepnoga CeBepHbIX AUHACTUIA
// BectHuk apxeonormm. — 1993, — Ne3. (XIRZE. LUFR
XAEFGBEEBRZAR. EHFIR. 1993 F. 5 3 ).

Fan Wenxi
PhD Student

Stroganov Russian State University of Design and Applied Arts

e-mail:759183429@qq.com
Moscow, Russia

Petr P. Kozorezenko

Candidate of Art History

Honored Artist of the Russian Federation
Professor,

Head of the Art of Graphics Department

Stroganov Russian State University of Design and Applied Arts

DOI: 10.36340/2071-6818-2026-22-2-31-40

e-mail: 7245631@mail.ru
Moscow, Russia

HISTORICAL DEVELOPMENT AND EVOLUTION
OF COLOUR IN SONG AND YUAN LANDSCAPE
PAINTING

Summary: As a glorious chapter in the history of Chi-
nese landscape painting, the Song and Yuan dynasties
(960-1368) witnessed a remarkable journey of landscape
painting techniques from youthfulness to maturity. Dur-
ing this period, landscape painting not only achieved
a profound transformation from Sui and Tang Dynasty
green landscape to ink and colour in terms of technique,
but also mapped out the changes in the spiritual pursuit
and aesthetic taste of the literati and elegant people in
terms of aesthetics. Against this historical background,
painters' exploration and innovation of colouring tech-
niques is not only an inheritance and development of
traditional techniques, but also a reflection of the deep
excavation of the beauty of nature and mood.

Song and Yuan landscape paintings made extensive use
of variations in ink intensity and wetness, as well as the
clever mixing of mineral and vegetable pigments, to
create both layered and natural picture effects. In terms
of stylistic features, from the majesty and grandeur of
the Northern Song Dynasty to the freshness and ele-

1. Historical Background and Early Develop-
ment

During the Northern Song Dynasty (960—
1127 AD), the art of colored landscape painting
achieved new breakthroughs and development,
building upon the "blue-green" landscape paint-

gance of the Southern Song Dynasty, and then to the
elegance and simplicity of the Yuan Dynasty, the tech-
niques of colouring evolved, forming a diverse artistic
landscape.

Representative painters such as Fan Kuan and Guo Xi
of the Northern Song Dynasty, Li Tang and Ma Yuan of
the Southern Song Dynasty, and Huang Gongwang and
Wang Meng of the Yuan Dynasty, etc., whose works are
not only examples of exquisite techniques, but also a
concentrated display of the aesthetic taste of the times.
The creative practice of these art giants not only pro-
moted the innovation of landscape painting techniques,
but also laid a solid foundation for the development of
landscape painting in later generations, and profound-
ly influenced the direction of landscape painting in the
Ming and Qing dynasties and even in modern times.

Keywords: Song and Yuan landscape painting; colouring;
evolution;ink (used in Chinese painting); technique (of cre-
ation).

ing tradition of the Sui and Tang dynasties. In the
early stages, artists deeply understood the essence
of the coloring technique demonstrated in Li Sixun's
Tang Dynasty painting ‘Boats on the River amidst
Pavilions’ (Fig.1). They employed mineral pigments—
primarily blue and green—as their main colors. In the
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Fig.1. Landscape with Sailing Boats and Pavilions by Li Sixun,
Tang Dynasty. Colored landscape painting, 101.9 x 54.7 cm.
Currently housed in the National Palace Museum, Taipei.

process of artistic creation, majestic mountains and
rivers, as well as lush forests, were vividly brought
to life on paper. The colors were bold yet vibrant,
and the paintings appeared picturesque and rich,
fully demonstrating the lingering influence of Tang
Dynasty style [3].

At the beginning of the Northern Song period,
groups of artists deeply understood the essence
of Tang Dynasty coloring techniques and creatively
transformed and refined them. They continued to
use mineral pigments—blue and green, which sym-
bolize the vitality and eternity of nature—as their
primary color tones. Through skillful use of vary-
ing brushstroke intensities and degrees of pigment
saturation and moisture, they vividly recreated the
grandeur of mountains and rivers and the lushness
of forests on silk fabric. In the realm of color appli-
cation, artists, through delicate multi-layered appli-
cation and superimposition of pigments, as well as
the incorporation of auxiliary colors such as ochre
and indigo, created rich color layers on the canvas,
achieving an artistic effect that was bold yet not
devoid of brightness. This demonstrates their keen
observation of natural colors, profound understand-
ing, and high mastery in color management, as well
as their creative spirit.Furthermore, artists aimed to
create a picturesque, rich, and dynamic atmosphere
on the canvas. Through the organic combination of
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pigments and ink and brushwork, they achieved a
painting that possessed both strong visual impact
and harmonious unity. The contours of mountains
and rivers were smooth and changeable, the ar-
rangement of tree branches and leaves took into
account their sparseness and density, and colors
and forms complemented each other, creating an
ideal natural space that was realistic yet transcend-
ed reality. This not only demonstrated the linger-
ing influence of Tang Dynasty style but also laid a
solid foundation for the development of landscape
painting in subsequent periods.From an academic
perspective, the rich use of color in Buddhist art con-
tains profound religious-philosophical undertones
and aesthetic interests. Colors often have specific
symbolic meanings, and green and blue symbolize
vitality, auspiciousness, and transcendence in Bud-
dhist culture. This color concept is integrated into
the creation of Chinese painting, endowing green
landscapes with unique artistic charm and spiritual
undertones.

During the Sui and Tang dynasties, lime green
dominated landscape paintings — a tradition that
not only laid a solid foundation for the color pal-
ette of landscape paintings in subsequent gener-
ations but also reflected the high degree of social
and cultural recognition and aesthetic pursuit of
color at that time. Zhang Zigian's painting ‘Spring
Excursion’(Figure 2), as the earliest surviving land-
scape scroll, marks the initial maturity of the form
and technique of green landscapes and paves the
way for the prosperity of green landscape painting
in subsequent generations.

2. Color Characteristics of the Northern Song
Dynasty

During the Northern Song Dynasty (960—
1127 AD), landscape painting art forged new paths,
building upon the green-hued landscapes of the
Sui and Tang dynasties. [6] In the early stage of
this period, painters had a profound understand-
ing of the essence of the Tang Dynasty's color pal-
ette. They employed dark green (shiqgin) and light
green (shiging) as the primary colors, using broad
brushstrokes and splashing pigments to breathe life
into mountains, rivers, and forests. Despite using
heavy colors, they managed to retain their vividness.

During the mid-period of the Northern Song
Dynasty, the style of painting underwent a trans-
formation, and the “"landscape painting with small
scenes" emerged imperceptibly. Painters no longer
adhered to grandiose landscape panoramas; in-

Fig.2. Spring Excursion by Zhan Zigian, Sui Dynasty. Silk scroll with color painting, 43 cm. in height and 80.5 cm. in width. Currently

housed in the Palace Museum, Beijing.

Fig.3. A Thousand Li of Rivers and Mountains by Wang Ximeng, Northern Song Dynasty,. Silk scroll with color painting, 51.5 cm. in
height and 1,191.5 cm. in width. The image shows a partial view. Currently housed in the Palace Museum, Beijing.

stead, they aimed to capture the subtle changes
on the slopes of Banting Hill, small mountains and
bamboos in elegant postures, and waterfowl on
rivers and lakes in dynamic states. Regarding color
usage, they adopted a light and concise style, with
ink as the foundation and color as a supplement.

This approach created a literary ambiance of tran-
scendence and a love for landscapes, imbued with
a strong sense of literary sentiment.

In the late , Wang Ximeng's painting "A Thou-
sand Miles of Rivers and Mountains" (Fig.3) sudden-
ly emerged. With its magnificent scrolls featuring
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Fig.4. Singing and Dancing on the Field by Ma Yuan,
Southern Song. Silk scroll with color painting, 192,5 cm. in height
and 111 cm. in width. Currently housed in the Palace Museum,
Beijing.

large swathes of green and blue colors, it propelled
the art of coloring landscape paintings in the North-
ern Song Dynasty to the pinnacle of popularity. The
painting is meticulous and sumptuous, simultane-
ously showcasing the grandeur of the Tang Dynas-
ty and the delicate emotions of the Song Dynasty,
making it an unparalleled classic for future gener-
ations. [2]

3. Color Changes during the Reign of the South-
ern Song Dynasty

During the Southern Song Dynasty (1127-
1279 AD), the style of landscape painting underwent
a subtle transformation, becoming more elegant
and concise. Painters increasingly focused on the
delicate use of ink. They paid more and more at-
tention to the nuanced application of both ink and
color, with color serving merely as an embellish-
ment. Ink and color thus became the masters of the
painting, thereby creating a unique emotional space
[1]. During this period, the "Four Great Masters of
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the Southern Song Dynasty" stood out-Li Tang, Liu
Songnian, Ma Yuan, and Xia Gui. Their works not
only highlighted the original charm of the "court-
ly style" of painting in the Southern Song Dynasty
but also deeply imprinted the traces of the times.
Particularly outstanding is Ma Yuan's work "Sing-
ing and Dancing on the Field" (Fig.4), a landscape
painting with light coloring that serves as a mod-
el in this field. Based on the painting brushstrokes
that create a wet-patch effect, the artist lightly ap-
plies delicate pigments, endowing the canvas with
freshness, elegance, and uniqueness. This coloring
method skillfully combines realism and impression-
ism: it not only conveys the true beauty of nature
but also reflects the artist's emotions. As a result,
the work is imbued with a profound literary spirit
and has become a classic passed down from gen-
eration to generation.

4. Innovation in Color Usage during the Yuan
Dynasty

During the reign of the Yuan Dynasty (1271-
1368 AD), landscape painting took an innovative
leap forward in the field of color usage. By inher-
iting the essence of the techniques of their prede-
cessors, artists skillfully incorporated their profound
personal emotions and unique ink-and-brushwork
techniques into their works. This led to the emer-
gence of a new style of landscape painting that shift-
ed from realism to spontaneity. Without a doubt,
the works of the "Four Great Masters of the Yuan
Dynasty"-Huang Gongwang, Wang Meng, Ni Zan,
and Wu Zhen-represented the pinnacle of art during
this period. Their creations were not only character-
ized by high craftsmanship but also contained pro-
found philosophical reflections and insights into life.

As Mr. Niu Kecheng pointed out, "The history
of later landscape painting is the history of ‘artists
writing in their own styles." Artists after the Yuan
Dynasty rarely created new painting vocabularies;
instead, they mainly explored the prototypes of pre-
vious landscape paintings, refined and improved
them, that is, created based on preconceived ideas.
In essence, they explored the archetypes of earlier
color paintings, refined and enhanced them, thus
creating new works." [5] It is particularly noteworthy
that, based on "writing," artists of the Yuan Dynas-
ty more boldly expressed their personal emotions,
and it was in this context that the light-red land-
scape emerged[8]. In light-red landscapes, light ink
is used as the foundation, supplemented by soft and
light pigments that reflect each other. This not only

preserves the rhythm of the ink but also adds ele-
gance to the pigments, so that the overall painting
presents a state of elegant tranquility, a transcend-
ent and otherworldly mental state. Huang Gong-
wang's painting "Heavenly Pond with Stone Walls"
(Fig.5) is an outstanding representative of light-red
landscapes. In this work, the peaks of mountains
and hills are shrouded in clouds and mist, and the
contours of mountains and cliffs are outlined with
light ink, then softly rendered with ochre and other
light colors. As a result, the entire piece appears to
be created with light and elegant ink strokes and
washes, allowing viewers to sense the artist's inner
tranquility and boundless yearning for nature when
appreciating his works.

5. Reasons for the Evolution of Coloring Tech-
niques

The evolution of color in landscape painting dur-
ing the Song and Yuan dynasties was not acciden-
tal; it was deeply rooted in the social soil of the
respective eras and complemented the progress
in painting techniques.

During the Song Dynasty, the rulers revered lit-
erature and art. The establishment of the Hanlin
Academy of Painting and Calligraphy not only el-
evated the social status of artists but also provid-
ed a broad scope for the development of the art
of painting. In such an environment, Song Dynasty
landscape painting aspired to “truth" and "reality."
The realistic style became a trend, with artists striv-
ing to convey the essence of nature. They employed
delicate brushstrokes and rich colors to showcase
the beauty of mountains and rivers.During the pe-
riod of social turmoil in the Yuan Dynasty, litera-
ti-painters were enamored with landscapes and used
ink and brushes to express the pent-up emotions
in their hearts, giving rise to a "writing" style. They
no longer adhered strictly to likeness but paid more
attention to the charm of ink and brushwork and
the creation of mood. With concise brushstrokes
and light colors, they conveyed profound artistic
connotations. [4]

In addition, changes in the materials used for
painting also had a significant impact on coloring
techniques. From the silk and cooked paper of the
Song Dynasty to the semi-raw and cooked paper of
the Yuan Dynasty, the differences in materials made
the blending of the brush, ink, and pigment more
natural, providing artists with greater creative pos-
sibilities. These material innovations resonated with
the social and cultural changes of the Song and Yuan

Fig.5. Rocky Cliffs by Tianchi Lake by Huang Gongwang,
Yuan Dynasty. Silk scroll with color painting, measuring 139.4 cm
in height and 57.3 cm in width. Currently housed in the Palace
Museum, Beijing.

dynasties and jointly contributed to the evolution
and development of the art of landscape painting.

Conclusion

The historical transformation of color in land-
scape paintings during the Song and Yuan dynasties
allows us to trace the evolution of Chinese painting
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and the profound shift in aesthetic concepts. Start-
ing from the resplendent green landscapes of the
Sui and Tang dynasties, through the Song Dynasty's
extreme pursuit of a light and elegant mood, and
culminating in the Yuan Dynasty's sublimation to
the pinnacle of personalized expression, this pro-
cess is not only an accumulation of techniques and
breakthroughs but also a visual manifestation of
cultural spirit and philosophical thinking.
Landscape paintings of the Song Dynasty, set
against the backdrop of a flourishing cultural gov-
ernance, generally featured light and elegant colors.
They emphasized the creation of mood and the
rhythm of ink and brushwork. Simple yet far-reaching
colors reflected the artist's profound understanding
of the beauty of nature and a subtle expression of
the inner world. In the Yuan Dynasty, sharp social
changes prompted literati-painters to turn inward

and explore their inner selves. The color palette be-
came more free and unrestrained, with distinct in-
dividual characteristics. Each brushstroke contained
the unique emotional and philosophical thoughts
of the painters.

The coloring technique gradually shifted from
the heavy richness of the Sui and Tang dynasties to
the light elegance and simplicity of the Song and
Yuan dynasties. This not only enriched the artistic
language of Chinese landscape painting but also
laid down the fundamental paradigm of its colora-
tion. It also provided inexhaustible artistic treasures
and creative inspiration for subsequent generations
of artists. The art of coloration in landscape paint-
ings of the Song and Yuan dynasties stands as a
monument in the history of Chinese painting, and
its influence across time and space continues to in-
spire artistic creation in later generations.
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NCTOPUYECKOE PA3BUTUE W 3BOIHOLLMA LUBETA
B MEM3AXHOW XMNBOMNCK 3MNOX CYH U KOAHb

AHHoTauma: CnhaBHas rnaBa B UICTOPUM KUTaNCKOW Neli-
3aXkHOW xwuBonucy, anHactum CyH n FOaHb (960-1368 rr.)
CTann CBUAETENAMMU YAUBUTENBHOTO MYTWN OT FOHOCTU K
3pEeNocTy TEXHWUKN Nen3axKHON XnBonucu. B atot nepu-
0J, Nern3axHasn >XMBOMNCb He TONIbKO AoCTUria rnybokomn
TpaHchopMaL MM OT 3eseHOoro nersaxa AnHactuii Cyi u
TaH K Tyl 1 LBETY C TOYKW 3PEHNA TEXHUKM, HO N OT-
pasunia n3MeHeHus B AyXOBHbIX MOWCKaX N 3CTETUYECKOM
BKYyCE NMTEPaTOPOB W 3NEraHTHbIX N0AeN C TOUKM 3pe-
HWA 3CTeTnKN. Ha aTom uctopmyeckom doHe ocBOeHMe 1
HOBaTOPCTBO >XMBOMUCLIEB B TEXHMKE pacKpallMBaHUA —
3TO He TONIbKO Hac/ef0BaHNe 1 pa3BUTME TPAAULIMOHHBIX
TEXHWUK, HO 1 OTpaXKeHue rnyboKmx MOMCKOB NPUPOAHOM
KPacoTbl U KPacOTbl HACTPOEHMSA.

B newnsaxHou xmonucy 3noxm CyH n K0aHb wn-
POKO MCMO/b30BaNVCh BapuaLmnn LiBeTa Ty, a TakxKe
NCKYCHOE CMeLleHVe MUHepaabHbIX N pacTUTeNbHbIX
NMUIMEHTOB ANA co3faHnsa 3GdeKToOB MHOTOCNONHO-
CTW W ecTecTBEHHOCTU n3obpaxeHuna. C TOUKM 3peHns
CTUANCTUYECKMX OCOBEHHOCTEN, OT BEANYUNA U TPaHAM-
o3HocTn CeBepHOM aAnHAcTUN CyH K CBEXECTU U 31eraHT-

1. NcTtopunueckue npeanocbi/IKM U paHHee
pa3BuTne

B nepwuog CesepHoti CyH (960-1127 rr.) nckycctso
LBETHOTO NMNCaHWs Nen3axen 4OCTUINO HOBbIX MPO-
PbIBOB 1 PA3BUTUSI HA OCHOBE Me3aXKHOM XNBOMU-

HocTu FOXHOW aAnHacTum CyH, a 3aTeM K 31eraHTHOCTH
n npoctoTe gnHactum KoaHb, TEXHMKA OKPaCcKn pa3Bu-
Basacb, popmMumpys pasHoobpasHoe XyJ0XKeCTBEHHOE
MUPOBO33pEHUE.

Takue Bblgaromecs XynoxXHuKN, kak ®aHb KyaHb
(BE) n To Cu ( ZBBR ) wm3 guHactum CesepHas CyH, Jln
Tan ( ZEE ) nMatOaub ( B3 ) us gunactum KOxHas
CyH, Xyar TynBan ( EAE ) nBan Man ( £E ) u3 au-
HacTuwn KOaHb 1 T.4., UbW PaboTbl HE TONbKO ABAAOTCA
NPVUMEPOM M3bICKAHHOW TEXHUKM, HO N KOHLEHTPUPO-
BaHHO AEMOHCTPUPYHOT 3CTETUYECKME UHTEPECHI Bpe-
MeHW. TBOpYeckas npakTnka 3TMX MacTepOB He TOJbKO
CcnocobcTBOBaNa HOBATOPCTBY B TEXHMKE NEN3aXKHON XU-
BOTMWCK, HO 1 3a710XKMNa NPOYHBIA GyHAAMEHT ANS pa3Bu-
TUA Nen3aXXHOM XNBOMUCU NOCAEAYIOLLMX MOKONEHNUN, a
TakXe okasasna rnybokoe BANSHWE Ha HanpaBiieHne pas-
BUTUSA NeN3a>KHOW XNUBOMUCK B ANHACTUN MUH 1 LInH 1
Jaxe B COBPEMEHHYHO 3MOXy.

KnioueBble cnoBa: nelizaxHas xusonuce CyH-FOaHb,
ysem; 380/IIOYUS, My, MEXHUKA.

CW B CTUNE «rONy60-3eNéHOro» agnHactuii Cyii n TaH.
Ha HauyanbHOM 3Tane XyA0XHVKN ray6oKOo NMoHUManu
CYTb TEXHWKM LIBETHOMO MMUCaHUS, MPOAEMOHCTPUPO-
BaHHOW B KapTuHe JIn CuctoHs «J1oakm Ha peke cpe-
Av nasmnboHos» (LI EEIE) (puc. 1) amHactum Ta.
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OHWM ncnonb30Bany B Ka4ectBe OCHOBHbIX LIBETOB MU-
Hepa/ibHble Kpacku - CUHIOHO 1 3enéHyto. B npouecce
>KMBOMWCHOTO TBOPYECTBA BENNYECTBEHHbIE FOPbI U
PeKM, NbILWHbIE 1eca OXUBAAANCL Ha Bymare. LiseTa
6blIM MAaCCMBHBIMY, HO NPW 3TOM SPKUMM, @ MONOT-
HO BbIMNIAE10 XUBOMUCHBIM U 6oraTbiM.[3]

B Hauane nepuoga CesepHoi CyH rpynnbl Xy-
BOXKHMKOB y60KO MOHUMaNn CyTb TEXHUKW LBET-
HOro NucaHua AnHacTn TaH 1 OCyLLEeCcTBAAIN eé
TBOPUYECKYH TPaHCPOPMaLIMIO U COBEPLLIEHCTBOBA-
Hve. OHM NO-NpeXHeMy UCMO/b30BaIN B KavecTBe
OCHOBHbIX LIBETOBbIX TOHOB MUWHEpPasbHble KPacKu
- CMHIOHO 1 3eN1€HYI0, CUMBOIM3NPYHOLLIME XXU3HEH-
HYIO CUAY N BEYHOCTb Npupoabl. baarogaps macrep-
CKOMY WCMOJIb30BAHMNIO Pa3IMYHbIX MHTEHCUBHOCTEN
Ma3KOB KWUCTW W CTENEHeN HaCbILLEeHHOCTUN 1 BAaX-
HOCTM KPaCcOK OHMW XXMBOMWCHO BOCCO3AaBann Ha
LWENKOBOW TKaHW BEAUYME FTOP U peK, MbILHOCTb fe-
coB.B 06/1aCTN MCNONB30BaHNA KPACOK XYAOXKHUKMN,
6narofaps TOHKOMY MHOTOC/IOMHOMY HaHECEHMIO 1
HaNOXEHMIO KPacok, a Takxe BKJIHOYEHMIO BCOMO-
raTefbHbIX KPacok, Takmx Kak oxpa U MHAWUTO, co3Aa-
N boraTble LIBETOBbIE C/I0M Ha MOJIOTHE, JOCTUTHYB
XYZAOXKECTBEHHOrO 3ddekTa, KOTOPbIN OblN MaccmB-
HbIM, HO He JINLIEHHBIM SPKOCTU. TO AEMOHCTPU-
pyeT nx ocTpoe HabatoAeHne 3a NPUPOAHBIMU Kpa-
cKamu, rnybokoe NoHMMaHVe 1 BbICOKOE MacTepPCTBO
B yrpaBJeHnn Kpackamu, a Takxke TBOPYECKNI AyX.
Kpome Toro, XyAoXXHUKN CTPEMUANCE K CO3AaHWNIO
>XNBOMUCHOW, Horaton u gnHamMuyHon atmocdepbl
Ha nonoTHe. brarogapa opraHMYHOMY COYETaHMIO
KPaCcoK 1 TYLUW 1N KNCTW OHW A0BUANCE TOTO, YTO Kap-
TuHa obnasana oAHOBPEMEHHO CUAbHBIM BU3yasb-
HbIM BO34ENCTBMEM U FraPMOHUYHBIM €ANHCTBOM.
KoHTypbl rop v pek 66111 NAaBHbIMU U U3MEHUMN-
BbIMW, BETBU W INCTbA AEePEBbEB pPacnoaraamch C
YUYEeTOM WX Pa3pexxeHHOCTUN U NAOTHOCTH, a LiBeTa U
bopMbl B3aMMHO AOMNONHANM APYT ApYyra, CO34aBas
naeanbHoOe NPYPOAHOE NPOCTPaHCTBO, KOTOPOE 6bL10
PEeaNNCTUYHbIM, HO 1 BbIXOAMO 3a pamMKu peab-
HOCTMW. TO He TONbKO NPOAEMOHCTPMPOBAIO OCTa-
TOYHOE BAVAHME CTUAA ANHACTMM TaH, HO U 3an0-
>KWNO NPOYHYHO OCHOBY ANA Pa3BUTUA Nen3aXKHOwW
>XMBOMWCK B NocaeaytoLme nepnoabl.C akagemmye-
CKOW TOYKM 3peHus, boratoe ncnosb3oBaHue LBeTa
B BYAANNCKOM UCKYCCTBE COAEPXUT rnybokuii pe-
JNITMO3HO-PUNOCODCKUIA MOATEKCT U CTETUUECKUNE
NHTepeckl. LiBeTa 4acTo MMeHOT KOHKPETHbIe CUM-
BOJIMYECKME 3HAYEHUA, @ 3e/IeHbIV U 3e/1eHbIl LBeT
CYMBOV3VPYHOT XXM3HEHHYHO cuay, 6aaronpuaTcTBo-
BaHWe 1 TPaHCLEHAEHTHOCTb B ByAAMNCKON Kyb-
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Type. 3Ta KOHLUEenumsa LBeTa MHTerpMpoBaHa B Co-
3/laHMe KMTaCKOM XMBOMUCK, MpUaaBas 3eJ1eHOMY
nen3axy HEMOBTOPMMOE XyZLOXECTBEHHOE OUapo-
BaHWE N AyXOBHbIV NMOATEKCT.

Bo BpemeHa anHactuii Cyii 1 TaH B Nen3axKHbIX
KapTUHax npeobsiasan LBeT 3e/1eHOro farmMa - Tpa-
AMLMS, KOTOPas He TONbKO 3a103Kn1a MPOYHbIA QyH-
JAAMEHT ANs KONopwWTa Ner3axKHbIX KapTWUH nocaeay-
FOLLMX MOKOJIEHWI, HO U OTpasia BbICOKYH CTeMeHb
06LLECTBEHHOTO U KyAbTYPHOFO MPU3HaHNUSA U CTPEM-
JleHVA K 3CTeTrKe LBeTa B TO Bpemsa. KapTtuHa [7] «Be-
ceHHss akekypeuns» (IFEE) Yxanb Lisbium ( B+
£ ) (pUcC. 2), KaK caMblii paHHWIA U3 COXPaHMBLUMX-
€S NMen3aXkHbIX CBUTKOB, 3HaMeHyeT cobol Havaslb-
HYH0 3pefiocTb GOPMbI U TEXHWKM 3€/1eHOTO Melizaxa
W OTKPbIBaET NyTb A/ NPOLBETAHUSA 3e/1eHON Nnen-
3a>XKHOW XXMBOMWCU B MOCAEAYHOLLMNX NOKONEHNSAX.

2. Oco6eHHOCTU KoNopUCTUKN anHacTum Ce-
BepHas lNecHb

B nepuroa CeepHoit CyH (960-1127 rr.) nckyc-
CTBO Men3a>KHOM XMBOMUCKU OTKPbINIO HOBbIE O-
PU30OHTbI Ha OCHOBE 3eNeHbIX NeN3aXxen AMHACTUIA
Cyn 1 TaH. [6] B Hauane neproga XysoXXHUKM XO-
pOLUO MOHMMaN CyTb LIBETOBOW raMMbl AUHACTUN
TaH 1 NCNO/b30BaAN WNLMH U LIMLMH B KauecTBe
OCHOBHbIX LIBETOB, B3MaxnBas KNCTbO 1 pa3bpbi3-
rMBas Kpacku, UTobbl OXMBUTL FOPbI, PEKK 1 Jleca,
MCNONb3ys TAXeble LiBETA, HO He Tepss UX SPKOCTU.

B cepeaviHe nepuoga CTuib XMBOMUCK N3MEHW-
€S, N HE3aMETHO BO3HMKJ/IA «MeM3axHas XUBOMUCh
C HeBOMBLUNMU CcLieHaMUW». XYJOXHWUKN BObLUE He
NPVAEP>XKMBAOTCS FPaHAMO3HbIX Ner3axHbIX NaHo-
pam, a CTpeMATCs 3arneyaTneTb TOHKME N3MEHEHUS
Ha CKNoHe baHTMHUXY, ManeHbkune ropbl 1 Hambyk
B M3sALLHOWM NO3€, BOAOMN/IaBaoWwmx NTuL, Ha peke
n 03epe B AMHaMWUUYHOM COCTOsIHUK. YTO KacaeT-
CSl KONIOPUWTA, TO OHU NPUAEPXKNBANNCH IETKOTO U
NaKOHWYHOTO CTUASA, FAe TylWb ABASETCA OCHOBOW,
a UBeT — JOMOJIHEHVEM, CO34aBas IMTepaTypHoe
HacTpoeHne TpaHCLEeHAEHTHOCTU 1 NH06BU K new-
3aXy, MOJIHOe CWMBbHOrO ANTEPATYPHOrO YyBCTBa.

B no3gHwii nepuog 13 HMOTKyAa NosBMAaCh Kap-
TuHa BaH Cumara ( % & ) «Tbiciua MUAb rop u
pek» (FETWE) (puc. 3), koTopas cBoMY Be-
JIMKONEMHBIMU CBUTKAaMM C KPYMHBIMY 3€1E€HBbIMUN U
CUHVMMM LBeTaMU MOAHsNA UCKYCCTBO packpallmBa-
HWA Nen3aXHbIX KapTuH guHactum CeepHas CyH Ha
MWK NONyAspHOCTY. TwaTenbHas v nblllHasi, Kap-
TWHA AEMOHCTPUPYET OAHOBPEMEHHO Beanume TaH
1 ToHKMe amoummn CyH, UTO AenaeT ee HernpeB3oin-
JAEHHOW KNaccuMKow ana byayuimx nokoneHun [2].

3. UameHeHUA B KoJsiopuTe B Nepuopa npas-
neHma anHactum FOxxkHaa CyH

B nepwog KOxxHow CyH (1127-1279 rr.) cTuAb nen-
3a)KHOW XMBOMWCK HE3aMETHO M3MEHWCA, CTaB bosee
3NeraHTHbIM W NaKOHWYHBIM, XYAOXHWKW BCe bobLLe
BHUMaHWA yAeNAann TOHKOMY UCMOb30BaHUIO TYLLW.
XYAOXHWKM yaensanun sce 60blle BHUMAHNS TOHKO-
MY MCMO/b30BaHMIO TYLUW U LiBETa, LiBET UCMOAb30-
Ba/ICA TOJIbKO Kak yKpalleHWe, a TyLb U LiBET CTanu
X035€BaMM KapTWHbl, CO3/,aBasi TEM CaMbIM YHUKab-
HOe NpPOCTPaHCTBO HacTpoeHusa[1] . B atoT nepunog,
BbIAENAIOTCA «4eTblpe BEJUKNX AnHAcTUN HOXHOM
CyH» — JIn TaH, ( FE ) /o CyHHsaHb ( XIRREE ),
Ma HaHb ( B3 ) n Calyn ( EZE ), ubm paboTsl
He TONbKO NOAUYEPKHY/IN OPUrMHaNbHOE OYapOBa-
HMe «BOPOBOrO CTUAS» XMUBOMUCKU AnHacTUM KOX-
Holi CyH, HO 1 r1yboKO 3aneyaTsienu ciefbl Bpeme-
HW. OcobeHHO BblgatoLencs apaseTcs pabota Ma
HOaHs ( B3t ) «TaHuyrowme necHio Ha none» (B
FE) (puc. 4) B cTvne neisaxa c nerkon packpa-
CKOW, KOTOpas CNy>XWUT 0b6pa3LoM B 3TOM obnactu.
Ha ocHoBe XMBOMUCHbIX KUCTEW, CO34at0LLNX -
bexT MOKpPOro nATHa, XyAO0XHMK J1erko HAHOCUT HeX-
Hble Kpacku, 6baarogaps Yemy NoaoTHO Npruobpera-
€T CBEXECTb, M3ALLECTBO M HEMOBTOPUMOCTb. ITOT
MeTOZ packpallVBaHWA YMeNo CoYeTaeT peasnnsm u
MMMNPECCUOHN3M: OH He TONbKO NepeaaeT UCTUHHYHO
KpacoTy Npuposbl, HO U OTPaXKaeT 3MOLUM XYAO0XK-
Huka. Takum 06pa3om, NpounssegeHne HanoJHEHO
rny6oKMM AnTepaTypHbIM JyXOM 1 CTAaHOBUTCS Knac-
CUKOW, NepesaBaeMoi 13 MOKOEHWs B MOKONEHME.

4. HoBaTOpCTBO B KOJIOPUCTUKE ANHACTUMN
HaHb

B nepuog npaeneHunsa anHactum OaHb (1271-
1368 rr.) ner3axkHas XMBOMUCb caenana HoBaTop-
CKWI war Bnepes B 06,1acTy KONOPUCTUKM: YHaC-
NefoBaB CyTb TEXHUKM CBOUX MPEeALLEeCTBEHHNKOB,
XYAOXHUKW YMENO BOMJIOTUAN B HEN cBOW r1y6o-
Kne INYHble YyBCTBa W YHWKaNbHblE NPUEMbI pa-
60Tbl TYLUIbIO M KUCTbHO, YTO NMPUBENO K MOABAEHMIO
HOBOFO CTW/If Me3aXHON XNBOMUCHY, NepeLlejLLe-
ro oT peanu3ma K COHTaHHOCTU. BepLunHOM nckyc-
CTBa 3TOro Nepuoga, HECOMHEHHO, cTann paboTbl
«4yeTbipex BENNKMUX MacTepoB AnHacTum HoaHb» —
XyaH l'yHBaHa ( EAE ), Ban ManHa ( £5 ), Hu
LzaHa (23T ) nY Yxona ( REE ), ubm npows-
BeZleHMA He TONbKO OTANYaNNCh BbICOKMM MacTep-
CTBOM, HO ¥ coaep>anu rnybokue dunocodckne
pa3MbILLAEHUSA N NPO3PEHUS O XU3HW.

Kak otmeTtnn rocnogmn Huny KeusH, «nctopus
Mo34Hel Nen3axxHoM XNBOMUCK — 3TO UCTOPUA ,NMK-
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CaHWs XyAOXHUKOB CO cTUNen”. XyfOXHUKIN nocae
AnHacTum KOaHb peaKo co3gaBany HOBYHO IEKCUKY
>XMBOMUCYK, HO B OCHOBHOM OTKpPbIBaiM NPOTOTU-
Mbl NPEXHMX Nen3aXKHbIX KapTWH, 4opabaTbiBaau 1
yAy4Llanm ux, To ecTb Co34aBaan no 3ambicay. B oc-
HOBHOM OHW OTKPbIBa/N apXeTUMbl MPEXHEeN LBETO-
BOW XMBOMMCK, opabaTbiBanu 1 yaydllanum ux, To
ecTb co3gaBanu. [5] OcobeHHO CTOUT OTMETUTb, UTO
XYLOXHUKN AnHacTUm KOaHb Ha OCHOBE «MUCbMa»
60s1ee cMeso Bblpaxaan CBOM NMUHbIE YyBCTBa, U
CBETNO-KPaCHbINA Nel3ax NosBMICS UMEHHO B 3TOM
KoHTekcTe. [8] B cBeTNO-KpacHOM ner3axce B kave-
CTBE OCHOBbI UCMOJ/b3YEeTCA CBETNasn Tyllb, A4OMNOJ-
HEHHas MATKMMU CBET/IbIMUM Kpackamu, KOTopble
OTpaxkaroT APYr APYra, YTO He TO/IbKO COXpaHseT
PUTM TyLLW, HO 1 A0HaBAsSET 31eraHTHOCTb KPacok,
TakK 4YTo ObLLas KapTMHa NpeacTaBaseT cobon He-
KOe 3/1eraHTHOE U CMOKONHOE, TPaHCLEeHAEHTHOE U
He3eMHoe cocTosiHune aywun. KaptnuHa XyaH lNyHBsa-
Ha «HebecHbIi Npya ¢ KaMeHHbIMK cTeHamu» K
MABER) (pnc.5) asnseTtcs BblAaOWMMCA Npes-
CTaBUTENEM CBETNO-KPACHbIX Neli3axen, B KOTOPbIX
BEPLUMHbI TOP U XOJIMOB MOKPbITbl 061aKaMu U Ty-
MaHOM, a KOHTYpbl FOp U CKai OuepueHbl CBET/ION
TYWWbIO, @ 3aTEM MATKO nepesaHbl OXPOR U Apyru-
MW CBET/IbIMU LiBETAMU, TaK UTO BCA paboTa KaxeT-
CA NErKOM N 3/1eraHTHOW TYLIbIO U MPOMbIBKOW, YTO
MO3BO/IAET JIHOAAM MOYYBCTBOBATh BHYTPEHHEE CMo-
KOMCTBME XYAOXXHWMKA N Be3rpaHnUHyto TOCKY Mo
npupoae nNpv BOCApUATUMN ero pabor.

5. MpuunHbI 3BOIIOLUN TEXHUKMU KOJIOPUPO-
BaHusA

DBOIKOLMA LBETA B NMEN3a>XHOM XXUBOMUCK 3MOX
CyH n HOaHb He caydaiiHa, oHa r1yboKo yKopeHu-
Nacb B COLMAbHOM NOYBE COOTBETCTBYHOLLMX 3MOX,
JOMOHAS MPOTPecc XMBOMUCHOW TEXHWUKW. Bo Bpe-
MeHa AnHactum CyH npaBUTeNn NoynTanm amtepa-
TYPY M UCKYCCTBO, a CO3aHne XaHbAMHCKOW aka-
LEMUM XXMBOMUCK U PUCYHKA HE TOJIbKO MOBbLICKIO
couManbHbIM CTaTyC XyAOXHMKOB, HO 1 NpeaocTa-
BMJIO LUMPOKUI MPOCTOP A/ Pa3BUTUA UCKYCCTBA
>XXNBOMMUCU. B Takon obcTaHOBKEe Men3a)kHas Xu-
BOMMUCb AnHacTum CyH CTpeMuaach K «npasae» u
«PeaNbHOCTU», PEAIMCTUUHBIN CTWU/Ib CTasl TPEHAOM,
XYZLOXHWKN CTPEMUANCL NepesaTb CyLHOCTb Mpu-
POZbl, C MOMOLLbI TOHKUX Ma3KOB M HaCbILEHHbIX
LiBETOB MOKa3aTb KpacoTy rop v pek.B nepvog coum-
a/IbHbIX BOJIHEHUI AnHACcTUM HOaHb XyA0XKHUKU-N-
TepaTtopbl 661K BAKOGEHbI B Neli3ax, C NOMOLLbHO
TYLWIM U KNCTU Bblpaxann 610K B rpyau, NosBUACS
CTAb NucbMa. OHM Bosiblle He NPUAEPKMBAKOTCA
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CXOJACTBa, a YAeNArT bosblue BHUMaHNA UHTepe-
Cy TYWW U KMCTU W CO3AaHUI0 HaCcTPOEHMS, C NaKo-
HUYHBIMW Ma3KaMu U CBETAbIMU Kpackamu, nepe-
AaroLUMK TNYBOKNIN Xy[0XKECTBEHHBIA KoNopuT [4].

Kpome Toro, usmeHeHus B MaTepuanax, UCrnosb-
3yeMbIX A5 XMBOMMWCH, TaKXKe OKazasv 3HaunTeNb-
HOe B/IMSIHWE Ha TEXHWKY packpawwmsanus. OT Wwenka
1 BapeHol bymarun guHactmm CyH A0 NOAYCbIPOW 1
BapeHon bymarun anHactmm HOaHb - pasHuLa B Ma-
Tepuanax genana CIMsHUE KACTH, TYLUU U KPacku
Honee ecTeCTBEHHbIM, NPEAOCTABAAA XYAOXKHNKAM
60/blLUe TBOPYECKNX BO3MOXHOCTEN. DTN MaTepu-
a/lbHble MHHOBALMMN NEPEKINKANNC C COLMabHBbI-
MW 1 KYNbTYPHBIMWU N3MEHEHUAMM AMHACTUA CyH n
KOaHb 1 BMecTe cnocobCcTBOBaIM 3BOIOLMM U pas-
BUTUHO MCKYCCTBA Men3aXXHOM XXMBOMUCH.

3akntouyeHune

WNcTopuueckas TpaHchopmaLms LBeTa B nersa-
xax anox CyH n KOaHb NO3BONAET NPOCAEANTb 3BO-
JIOLNIO KUTANCKOM XXMBOMUCK U FNyHOKYH TpaHC-
dbopmaLuto 3cTeTUUECKNX KOHLeNUnn. HaumHas
C bnecTAwmMxX 3eneHbIX Nensaxen guHactun Cyi un
TaH, uepes KkpaliHee cTpemaeHme gnHactum CyH K
NEerKOMY W 3/1eraHTHOMY HaCTPOEHWIO 1 3aKaHuMBast
cybammaumen auHactim FOaHb K nNyky nepcoHndu-
LMPOBaHHOTrO BblpaXKeHwWs, 3TOT NPoLLecc ABAAeTCs
He TOJIbKO HaKOMJIeHNEeM TEXHMK U MPOPbLIBOB, HO
Y BU3yasibHbIM NPeacTaBAeHNEM KYIbTYPHOrO Ayxa
n dGrnnocodCckKoro MblLLAEHUA.

Men3axHble kKapTUHbI AnHacTMK CyH Ha poHe
npouBeTaHus KyJAbTYPHOroO npaBaeHus, Kak npa-
BWJIO, ObINN CBET/IbIMU U 3/IETAHTHBIMM MO LBETY,
nojYepKmBas Co3ZaHne HaCTPOeHUs N pUTM pabo-
Thl TYLUBIO N KUCTbIO, MPOCTbIE, HO Aafeko uayLne
LBETa, OTpaxkatoLue rnybokoe NoHNMaHWe Xy40X-
HWUKOM KpPacoTbl MPUPOZAbI U TOHKOE BblpaxkeHue
BHYyTpeHHero mupa. B anoxy anHactum KOaHb pes-
Kue coumanbHble NepemMeHbl NoByaNAN XyAOXKHU-
KOB-UTEpaTopoB 06paTUTLCs K UCCAEJ0BaHMIO BHY-
TPEHHero Mmpa, konoput ctan 6onee cBOHOAHBIM
1 Heoby3zaHHbIM, C IPKO BblpaXKeHHbIMU UHANBU-
AyanbHbIMU XapaKTepUCTUKaMM, a KaxAbli Ma3ok
cozep>kan yHUKasbHble IMOLMOHaNbHbIe U duio-
CcodCKMe MbICAN XXMBOMUCLEB.

TexHuKa KOopUTa NOCTEMNEHHO MeHsNach OT TA-
XeNoM HacbILWeHHOCTU AnHacTmin Cyin 1 TaH K erkom
3neraHTHOCTU 1 npocTtoTe anHactuii CyH 1 KOaHb,
UTO He TONbKO 060raTUNO XYAOXKECTBEHHbIN A3bIK
KMTalCKOM Nen3aXKHON XMBOMNCKU, HO U 3a10XKM-
/10 OCHOBHYHO MapajurMy ee KOJ0puTa, a Takxe
[an0 HencyeprnaeMble XyA0XeCTBEHHbIE COKPOBULLA
M TBOPYECKOE BAOXHOBEHME XYAOXHMKaM Noce-
AYHOLLMX NOKONEHWI. VICKycCTBO KonopuTa B Nen-
3axHol xwnBonucy 3nox CyH 1 KoaHb sBasieTcsa na-
MATHUKOM B UCTOPUU KUTAUCKOM XXMBOMMWCH, @ ero
B/VsIHME BO BPEMEHM U MPOCTPAHCTBE A0 CUX NMOP
BAOXHOBJ/ISIET Ha XyAOXECTBEHHOE TBOPYECTBO MO-
cnepyroLime NoKoNeHUs.
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HISTORICAL STAGES OF DEVELOPMENT OF CHINESE
MONUMENTAL PAINTING

Summary: Chinese commemorative painting rests on
profound traditional foundations, with its historical roots
traceable to the artistic heights represented by the Dun-
huang Cave murals and the Yongle Palace murals. Taking
as its entry points the functional evolution of the Dun-
huang murals and the technical system of the Yongle
Palace murals, this article traces the core achievements
of traditional Chinese mural art and their influence on
modern commemorative painting. It then examines how
twentieth-century revolutionary history painting, oper-
ating within the dual context of inheriting tradition and
drawing on Soviet experience, established a paradigm of

Commemorative painting is an important cate-
gory of visual art bearing distinctive historical and
cultural significance. Its defining characteristic lies
in the use of monumental artistic forms to carry col-
lective memory, shape national spirit, and achieve
the material embodiment of historical remembrance.
Within the grand narrative of twentieth-century Chi-
nese art history, commemorative painting long oc-
cupied a dominant position, closely intertwined with
the construction of national ideology and the crea-
tion of public space [6]. However, existing scholar-
ship has tended to focus excessively on the external
influence of Soviet Socialist Realism on the com-
memorative painting of New China, while relatively
neglecting the deep roots of this art form in indig-
enous Chinese tradition.

In fact, the historical origins of Chinese com-
memorative painting far predate the twentieth cen-

modern commemorative painting with distinctly Chinese
characteristics. The study demonstrates that the mod-
ern transformation of Chinese commemorative painting
was the result of the creative conversion of traditional
resources combined with the localized absorption of
foreign experience. This historical process provides an
important cultural backdrop for understanding the ex-
changes and mutual learning between Chinese and So-
viet commemorative painting in the twentieth century.
Keywords: commemorative painting; Dunhuang murals;
Yongle Palace murals; revolutionary history painting; tra-
ditional foundations.

tury. The traditional Chinese murals represented
by the Dunhuang Mogao Cave murals and the
Daoist murals of Yongle Palace had, over centu-
ries of practice, accumulated rich and compre-
hensive artistic experience in thematic selection,
spatial composition, and technical execution. These
achievements constitute the indigenous cultural
substrate upon which the modern transformation
of Chinese commemorative painting was built [8].
It was precisely this profound tradition that ena-
bled twentieth-century Chinese painters to pre-
serve a strong national character while absorbing
foreign influences, ultimately giving rise to a com-
memorative painting art with a distinctly Chinese
spirit. Beginning with the legacy of traditional Chi-
nese murals, this article traces the development
of revolutionary history painting with the aim of
revealing the historical character and artistic val-

41



