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STUDY OF THE ARTISTIC LANGUAGE OF MURAL
PAINTINGS IN THE LUOYANG REGION DURING THE
FIVE DYNASTIES PERIOD

Summary: The Late Tang and Five Dynasties period (907-
960 CE) was marked by frequent changes of regime and
social upheaval in the history of China, yet it also consti-
tuted a transitional stage that united cultural and artistic
traditions. During the Five Dynasties and Ten Kingdoms
period, Luoyang served as the capital of the Later Liang,
Later Tang, and Later Jin regimes, establishing itself as one
of the political, economic, and cultural centres of the age.
Within this context, mural painting continued the majes-
tic and richly ornamented style of the Tang dynasty, but
gradually shifted toward secular and everyday subjects in
response to changes in society, reflecting transformations

I. The Historical Context of the Late Tang and
Five Dynasties Period, and the Continuity between
the Five Dynasties Murals of Luoyang and Tang Dy-
nasty Murals

After the fall of the Tang dynasty, Chinese history
entered the period of the Five Dynasties (907-960),
which was characterised by frequent changes of re-
gime, social upheavals, and fragmentation. This era
constituted, in essence, the continuation and inten-
sification of the regional military government that
had arisen at the end of the Tang period. Central-
ised authority collapsed entirely, and the Central
Plains were dominated in succession by the Later
Liang, the Later Tang, the Later Jin, the Later Han,
and the Later Zhou. As the capital of the Later Liang,
Later Tang, and Later Jin dynasties, and as a ma-
jor political and cultural centre throughout the en-
tire Five Dynasties period, Luoyang preserved and
perpetuated the profound artistic traditions of the
Tang epoch. Social disorder and the yearning for
stability exerted a profound influence on contem-
porary funerary beliefs and artistic expression. The

in thematic content, techniques, and aesthetic concep-
tions. The present article focuses on the mural paintings
from tombs in the Luoyang region of the Five Dynasties
period. By analysing their role as a connecting link in the
evolution of mural art from the Han and Tang dynasties to
the Song dynasty, the article examines three aspects: the
historical context, the artistic language, and the contem-
porary influence. The aim is to disclose the transitional and
innovative value of the mural painting of the Five Dynas-
ties within the history of Chinese mural art.

Keywords: Five dynasties and ten kingdoms; tomb wall
paintings; fine art; artistic language; cultural heritage.

art of the tombs moved away from depictions of
grand ceremonial processions and illusory immor-
tal realms, inclining instead toward the awakening
of a longing for a stable internal order and the de-
piction of detailed scenes of secular life. This shift
enabled the murals of the Five Dynasties period in
the Luoyang region to inherit the traditions of the
Tang dynasty while simultaneously generating new
artistic themes and forms of expression.

The mural paintings in the tombs of the Luoyang
region of the Five Dynasties period clearly continued
the artistic traditions of the Tang dynasty, but at the
same time underwent substantial changes in sub-
ject matter and function. At the technical level, the
works of this epoch remained faithful to the princi-
pal traditions of the Tang dynasty. In figure painting,
the fundamental principle of modelling by means of
line was preserved, and classical techniques such as
the "iron-wire" and "orchid leaf" remained the prin-
cipal means of delineating forms. The physical char-
acteristics of the figures likewise preserved the Tang
traditions, distinguished by fullness and roundness.
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From the standpoint of painterly craft, the process
of first applying a white lime plaster to the walls of
the tomb and then mineral pigments followed the
same tradition as in the wall paintings of the Tang
dynasty tombs.

In comparison with the grand subjects depicted
on the murals of the Han and Tang dynasties, such
as the Four Symbols, ceremonial processions, and
celestial portents, designed to establish the cosmic
order and to emphasise the political status of the
tomb owner, the murals of the Five Dynasties exhib-
it a distinctly secular and everyday orientation. The
subjects shifted significantly toward the depiction of
actual court ladies, kitchen scenes, banqueting ta-
bles, and the meticulous reproduction of household
furnishings such as tables, chairs, and clothing racks.
Of particular importance is the widespread practice
in the tombs of the Luoyang region of combining
brick carving with murals in order to reproduce di-
rectly the elements of interior architecture and the
items of the interior, such as doors, windows, and
furniture. Such a "residential” style of tomb design
signifies a fundamental shift in conception, from "the
imitation of the cosmos" to "the imitation of domes-
tic life." This shift did not take place in isolation. It
directly inherited the emerging tendency toward the
everyday observed in the middle and late Tang dynas-
ty, which flourished in the social context of the Five
Dynasties period and gradually became the domi-
nant expression in the art of the tomb.

[l. Analysis of the Artistic Language of Tomb Mu-
rals of the Five Dynasties in Luoyang

Form and Main Content of the Five Dynasties
Tomb Murals in Luoyang

In the Luoyang region, six tombs with murals
of the Five Dynasties period have been discovered.
These include: the tomb of Gao Jichang of the Later
Liang dynasty, discovered in Luoyang in 1986; the
tomb of Sun Fan of the Later Jin dynasty, discov-
ered in Yichuan, Luoyang, in 2005; the painted tomb
of the Five Dynasties period in Xingzhuang, Meng-
jin county, discovered in 2011; the painted tomb
of the Five Dynasties period at Longsheng Prima-
ry School in Luoyang (2012); the painted tomb of
the Northern Five Dynasties period in Yinzhuang
Village, Mangshan Town, Luoyang (2012); and the
painted tomb in Miaobei Village in Luoyang (2012).

The mural paintings in the tombs of the Five Dy-
nasties epoch in the Luoyang region exhibit a high
degree of standardisation and regional particularity
both in their basic form and in their content. Their
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tomb structures share significant common features,
represented chiefly by sloping passageways lead-
ing to round single-chamber brick vaulted tombs,
which usually consist of a sloping tomb passage,
a corridor, and a round burial chamber. The buri-
al chambers are decorated chiefly with brick carv-
ings imitating wooden structures. Elements such as
column bases, lintels, and sets of brackets divide
the walls of the tomb into separate sections, cre-
ating an architectural interior space. This form dif-
fers both from the multi-palace square tombs of
the Tang dynasty and from the more complex po-
lygonal tombs of the Song dynasty imitating wood-
en structures, which reflects distinctive features of
both the epoch and the region.

From the standpoint of decorative techniques,
in these tombs the principal approach of "combin-
ing the painting of the walls with carving in brick"
was creatively developed and masterfully applied.
This was not merely the juxtaposition of two arts,
but rather an organic strategy of spatial construc-
tion. Brick carving was used chiefly to depict fixed
architectural elements significant in terms of con-
struction, such as false doors, latticed windows, ta-
bles and chairs, candlesticks, cabinets, and clothing
racks. These elements, carved from brick, project
from the walls in the form of reliefs or three-di-
mensional shapes, creating the fundamental archi-
tectural basis and the static setting of the tomb.

Simultaneously, the murals fill and enliven this
space, vividly depicting various dynamic human ac-
tions: guards standing reverently, kitchen servants busy
with the preparation of a banquet, musicians playing
instruments, and much else. In the tomb at Long-
sheng Primary School, false doors and window frames
carved from brick are placed beside painted figures
of women holding objects and of servants, together
forming a complete domestic scene. This integrated
approach, in which "the brick carving determines the
structure, and the painting breathes life into it," ef-
fectively creates a realistic "dwelling in the afterlife,"
filled with life, within the confined space of the tomb.

From the standpoint of thematic organisation,
the murals exhibit a systematic categorisation and
a regular distribution. Their content may be tenta-
tively divided into three categories. The first includes
"scenes of the procession of the guards," placed
near the corridor or the entrance to the tomb, such
as the guards with staves depicted on both walls of
the corridor in the tomb at Xingzhuang in Mengjin.
This motif inherited the ceremonial traditions of the



tombs of the Tang dynasty, symbolising the protec-
tion of the burial chamber and the social status of
the deceased during his lifetime. It usually serves
as a prelude to the passage from the outer funer-
ary corridor into the inner residential space. The
second category includes "scenes from daily life,"
which constitute the principal basis of the decora-
tion of the burial chamber. To these belong such
indoor activities as the preparation of a banquet,
music and dance, personal grooming, and labour,
which marks the central shift toward secular content
in the wall paintings of the Five Dynasties epoch.

The third category consists of brick-carved imita-
tions of wooden architectural elements and every-
day household objects, serving as a background.
The arrangement of these motifs follows an inner
logic: the "pictures of guards," symbolising the con-
nection with the external world, are placed in the
corridor. Upon entering the burial chamber, scenes
of daily life unfold on the four walls, centred upon
the depicted human actions and symbolically sep-
arated by doors and windows carved from brick.
For example, the murals of the tomb in Yinzhuang
Village, Mangshan Town, are divided into nine sec-
tions by supporting columns, successively depicting
such scenes as "Young servants greeting guests,”
"A banquet with music," and "Maidservants arrang-
ing the wardrobes." They vividly link a continuous
narrative space, extending from the greeting of the
guests to the activities within the inner chamber.

2. Analysis of the Pictorial Language in the Five
Dynasties Murals from Luoyang Tombs

From the standpoint of composition and spatial
organisation, the most distinctive feature is the use
of the "screen-like" group composition. The brick-
carved columns imitating wooden architecture, which
adorn the walls of the tomb, serve not only as archi-
tectural ornament; their principal function lies in di-
viding the continuous round surface of the wall into
a series of relatively independent rectangular picto-
rial units. Such an approach to composition direct-
ly alters the structure of the visual narrative. Take,
for example, the murals of the Five Dynasties tomb
at Longsheng Primary School in Luoyang. Its burial
chamber is clearly divided by carved columns into
nine separate pictorial units, each of which forms its
own centre of narrative, depicting figures or carved
objects, like several folding screens arranged in a
circular order. Such an arrangement allows for the
systematic organisation of various themes of secu-
lar life. The gaze of the viewer leaps and lingers be-

tween elements, creating a visual experience akin
to leafing through an illustrated book or viewing
successive panels. At the same time, the decorative
pattern of "combining brick carving with painting”
further deepens the perception of space.

Brick doors, windows, tables, chairs, and cloth-
ing racks project from the two-dimensional surface
of the wall in the form of a shallow relief, while the
painted figures move in the spaces implied by these
elements. In the murals of the Five Dynasties tomb
in Yinzhuang Village, Mangshan Town, painted trays
with fruit and tea services adorn tables and chairs
carved from brick, while painted ladies stand be-
side brick-carved chests and cabinets, performing
their tasks. This technique disturbs the plane of the
murals, transforming the tomb from a mere bear-
er of painted images into a complex space uniting
painting and architecture, combining visual appeal
with tactile imagination. The essence of its design
philosophy shifts from symbolic cosmic landscapes
to the imitation of real domestic interiors.

The use of line constitutes the foundation of
its artistic style. On the whole, the wall paintings
of Luoyang of the Five Dynasties period inherit-
ed the robust tradition of modelling by means of
line laid down in the Tang dynasty. The iron brush
remained the predominant technique for the de-
lineation of figures, yet the particular styles exhib-
ited a tendency toward diversification. One style
inclined toward carefulness and ornamental qual-
ity, which is especially evident in scenes depicting
solemn ceremonial rituals.

The figure of the guard depicted in the corridor
of the wall painting of the Five Dynasties tomb at
Xinzhuang, Mengjin, is distinguished by uniform and
precise contours and lines of drapery. The controlled
variation of the thickness of the lines accurately con-
veys the solemn, static pose of the figure, standing
in reverence. Another style displays greater vitality
and expressiveness. The lines depicting the drapery
of the ladies in the mural "Scene of a banquet with
music and song" from the tomb in Yinzhuang Village,
Mangshan Town, although belonging to the catego-
ry of iron lines, are executed in more flowing and re-
laxed strokes. Following the drapery of the silk and
the movements of the body, the lines reveal a more
natural rhythm of density, distance, and change of
direction. This diversity of styles of line does not in-
dicate the superiority of the painter's mastery, but
rather constitutes a deliberate adjustment based upon
the functional and atmospheric requirements of the
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various subjects. It reflects a conscious approach in
which technique serves the content.

The colour system was constructed upon min-
eral pigments, chiefly red, yellow, black, and white,
in order to form a colour logic combining symbol-
ic significance with decorative function. Colour was
used in the first place to designate status and to
create mood. The guards and warriors in the corri-
dors were dressed chiefly in clothing of restrained
cool tones, such as ochre and black, in correspond-
ence with their guardian duties; while the maids of
honour and musicians in the burial chambers usu-
ally wore bright clothing of warm tones, red and
yellow, which immediately created the sensation of
warmth and liveliness characteristic of domestic life.
The bright red "blush" on the cheeks of the maid-
servant in the tomb of Yinzhuang Village serves as
a vivid example. In comparison with the richly or-
namented palette of the murals of the court of the
Tang dynasty, the colour scheme of the tombs of
the Five Dynasties in Luoyang inclines on the whole
toward simplicity, brightness, and strong flat deco-
rative effects. The colours are applied predominant-
ly in flat strokes with clearly delineated boundaries
between blocks. Visual tension is achieved through
sharp contrasts between red and white, black and
yellow, as is seen in the mural in the Five Dynasties
tomb in Miaobei Village, where a red column cre-
ates a powerful contrast with the white surface of
the wall and the black contour lines. This style of
colouring is in harmony with the "screen-like" com-
position and the three-dimensional effect of the

brick carving, creating a visual world that is simple,
vivid, and full of life. It clearly marks the transfor-
mation of aesthetic tastes from the Tang dynasty
to the Song dynasty.

As an important transitional centre, the murals of
the tombs of the Five Dynasties established a new
model for the decoration of the tomb and secular-
ised aesthetic tastes, directly shaping the principal
features of the art of the tombs of the Song dynasty.

In the sphere of decorative techniques, the ma-
ture application during the Five Dynasties period
of "the combination of brick carving with paint-
ing" and of the "screen-like" group compositions
in Luoyang was widely adopted and refined in the
Song dynasty, raising the imitation of real dwellings
in the burial chambers to a new level. The popular
compositional pattern of "one table, two chairs" in
the tombs of the Song dynasty descends directly
from analogous images in the wall paintings of the
Five Dynasties in Luoyang.

The simple and vivid palette of the murals of
the Five Dynasties period, emphasising flat deco-
rative colour schemes, in combination with the lin-
ear style serving the everyday narratives, together
laid the aesthetic foundation for the wall paintings
of the tombs of the Song dynasty. This founda-
tion inclined toward popular sensibility and a rich
atmosphere of daily life, completing the histori-
cal transition from the hierarchical, ritual murals of
the Tang dynasty to the everyday, popular murals
of the Song dynasty.
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NCCNEJOBAHWE XYAOXECTBEHHOIO A3bIKA
HACTEHHbIX POCMUCEN B PETMIOHE NTOAH
B MEPUOA MATV ANHACTUIA

AHHoTauums: Nepuod no3dHeli duHacmuu TaH u Mamu
ouHacmul (907-960 22. H. 3.) 03HaMeHoB8a/ICA 4acmuiMu
CMeHamu pexumos U CoyUanbHbIMU NOMpACeHUAMU 8
ucmopuu Kumas, Ho 8 mo xe 8pems cmajl nepexooHsIM
amanom, coeQUHUBWUM Ky/lbmypHele U XyJoxecmeeH-
Hele mpaduyuu. B nepuod MNamu duHacmud u Jecamu
yapcme JlosH cayxun cmoauyeli pexxumos 1o30Hel J1sH,
lMo30Heli TaH u Mo30Hel Li3uHb, ymeepouswiuce 8 kaye-
cmee 00HO020 U3 NOAUMUYECKUX, SKOHOMUYECKUX U Ky/lb-
MmypHbIX YeHMpPos 3noxu. B smom koHmexkcme HacmeHHas
XKUBoNUCL NPodo/IKANA 8eU4eCMBeHHbIlU U 602amo ykpa-
wieHHsblIl cmuss duHacmuu TaH, HO nocmeneHHo cMewa-
J10Cb 8 CMOPOHY C8eMCKUX U N0BCEOHeBHbIX MeM 8 C8A3U
C U3MeHeHUAMU 8 obujecmae, ompaxas mpaHcghopmayuu

. VicToprnyecknii KOHTEKCT Neproja No3aHeln amn-
HacTuK TaH U NATU ANHACTUIA U NPEeMCTBEHHOCTb
¢bpecok nNaTu anHacTuii B JlosiHe ¢ dpeckamm aun-
HacTMn TaH

Mocne nageHns anHacTum TaH KMTalckas UCTo-
pva BCTynuAa B nepuog MNatn gunactmii (907-960),
KOTOPbIN XapakTepn30Ba/Cs YacTbIMU CMeHaMu pe-
>KMMOB, COLMaAbHbIMW NMOTPACEHUAMU U GparMeH-
Tauuel. DTa arnoxa no CyTn npeactasasia cobomn
NPOAOIXKEHME N YCUIEHWE PETMOHANIBHOTO BOEH-
HOro NMpPaBUTENbCTBA, KOTOPOE BO3HUK/IO B KOHLE
nepuoga TaH. LleHTpannsoBaHHas BAacTb NOAHO-
CTbHO PYXHYJIa, U LIeHTPaJIbHble PaBHWUHbI MOCIEe40-
BaTENbHO JOMUHMPOBan Mo3gHwnii J1aH, No3gHni
TaH, Mo3gHuin L3anHe, Mo3aHWi XaHb n MNo3gHui
Uxcoy. byayun ctonvuen guHactmii MNosaHuia JsH,
Mo3aHuin TaH 1 Mo3gHnin Li3nHb, a Takxke KpynHbIM
MNOJUTUYECKMM U KYNbTYPHbIM LLEHTPOM Ha NpoTs-
XXeHun Bcero nepuoga Matu guHactuia, JlosH co-
XpaHWI 1 yBEKOBEUW FyHOKMNe XyAOXKECTBEHHbIE

8 memMamuke, mexHUKax u 3cmemuyeckux KoHUenyusx.
B 0aHHol cmamee 0CHOBHOe 8HUMAHUe yoessaemcs Ha-
cmeHHoU xusonucu u3 epobHUY e peauoHe JlosHa nepu-
00a lMamu duHacmud. AHaau3upys ee pojb 8 Kadecmae
ceA3yroue20 36eHa 8 380/1I0YUU HACMEeHHO020 UCKyccmea
om duHacmul XaHe u TaH 0o duHacmuu CyH, 8 cmamee
paccmampugaromcs mpu achekma: ucmopuyeckuli KOH-
mekcm, xy0oxxecmeeHHslIl S3bIk U coBpeMeHHoe 8usHUe.
Liens cocmoum & mom, 4mobbl packpsimes nepexooHyr u
HOBAMOPCKYH YeHHOCMb HacmeHHoU xugonucu [1amu ou-
Hacmul 8 ucmopuu kuma’tickoeo HaACMeHHO20 UCKyccmad.
KnroueBble cnoBa: [19me duHacmudli u decssime yapcms, -
HacmeHHsle pocnucu 2pobHUY,U306pasumesibHoe UCKyc-
cmeo,xydoxecmeeHHsll A3bIK, Ky/lemypHoe Hacaedue.

Tpagnumm anoxm TaH. CounanbHble becnopagkm
N CTpemieHne K cTabuabHOCTX oKasanun rnybokoe
B/AVAHNE Ha COBPEMEHHbIE MOXOPOHHbIE BEPOBA-
HMA 1 XyJ0XeCTBEHHOEe caMoBblpaxkeHune. Mckyc-
CTBO FPOBHML, OTOLIIO OT N300pPadKeHUs rpaHANO3-
HbIX LLlepeMOHMWaabHbIX MPOLECCUI Y MATHO30PHBIX
6eccMepTHbIX LLapCTB, BMECTO 3TOr0 CKAOHAACH K
NPOBY>XAEHNIO TOCKM MO CTabUIbHOMY BHYTPEH-
HeMy NopsAKy 1N U306paxeHMo NOAPODBHbIX CLeH
CBETCKOW >MU3HU. DTOT CABUI NO3BOAUA dpeckam
nepuoga AT anHacTMn B pernoHe JlosiHa yHac-
NefoBaTb TPAANLMK ANHACTUN TaH, O4HOBPEMEH-
HO MOPOAMB HOBbIE Xy0XeCTBEHHbIe TeMbl 1 Gop-
Mbl BblpaXKeHus.

HacTeHHble pocnncu B rpobHULax pernoHa JlosH
nepuoga MAT ANHaCTWIA ABHO NPOAOIXKaAMN XYA0-
XEeCTBEHHbIe TPaAULNM ANHACTUM TaH, HO NPY 3TOM
npeTepnenu CylecTBEHHbIE U3MEHEHWNA B TeMaTuke
n byHKUMAaxX. Ha TexHMuYeckomM ypoBHe npoun3Bese-
HWS 3TOW 3MOXM OCTaBaJMCb BEPHbIMU OCHOBHbIM
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Tpagumam amHactum TaH. B urypHoi xnsonu-
CWN COXPaHAACA OCHOBHOM NMPUHLMMN MOAENNPOBa-
HWA C MOMOLLbIO IMHUIA, @ KNacCUYecKme TEXHUKM,
Takune Kak «>Kesie3Has MPOBOIOKa» N «JUCT OPXM-
Aen», 0CTaBaNNCb OCHOBHbIMUW CPeACTBaMU A 06-
pucoBkn Gopm. Puanyeckme xapakTepmucTukm Guryp
TakXKe COXpaHsaau TpaguLumm gnHactum TaH, oTau-
YaBLUMeECS MOJIHOTON M OKpyraocTbio. C TOUKM 3pe-
HMA XXMBOMUCHOIO MacTepCTBa, NPOLLEeCC HaHece-
HWA cHauana H6enoi N3BECTKOBOW LUTYKaTypKM Ha
CTeHbl rPOBHUL, a 3aTeM MUHepPasbHbIX MUTMEH-
TOB C/Nef0Ban TOW Xe TPaguL MM, UTO U B HaCTeH-
HbIX POCANCAX FPOBHUL, AnHACTUK TaH.

Mo cpaBHEHWIO C TPaHAMO3HbBIMUN CrOXXEeTamMy,
n3obpaxkeHHbIMN Ha dpeckax AMHACTUI XaHb 1
TaH, Taknmm Kak YeTblpe CMMBOAA, LlepeMOHUab-
Hble mpoLeccnn n HebecHble Npes3HaMeHOBaHWS,
npv3BaHHble YCTAHOBUTb KOCMUYECKMIA MOPAZOK
N NOAYEPKHYTb MNOANTUYECKMIA CTaTyC BAajebLa
rpobHULbI, dpeckn MaT ANHACTUI AEMOHCTPUPY-
FOT SIBHYHO CBETCKYHO W MOBCEAHEBHYO HamnpaBieH-
HOCTb. TeMbl 3HaUNTENIbHO CMECTUNCE B CTOPOHY
n306paxxeHns peanbHbIX MPUABOPHbLIX AaM, KYXOH-
HbIX CLLeH, BaHKEeTHbIX CTOJIOB W TLLATENbHOIO BOC-
npou3BefeHnsa NpesMeToB JoMallHe 06CTaHOBKY,
TakMX Kak CTOJbl, CTy/IbA W BeLlaNKWN ANA OAEXAb!.
Ocoboe 3HaueHne NMeeT LIMPOKOe pacnpocTpaHe-
HWe B rpobHMLax pernoHa JIofH couetaHns KMpnuy-
HOW pe3bbbl ¢ dpeckamMu AN HEMNOCPEACTBEHHOMO
BOCMPOU3BEAEHNA 31EMEHTOB BHYTPEHHEN apXu-
TEKTYpbl U NPeAMETOB MHTEpbepa, TakmX Kak ABe-
pW, OKHa 1 Mebenb. Takol «KUAoW» CTU/b An3aliHa
rPOOHML, 0O3HaYaeT KOPEHHOWN CABUI B KOHLEMNLUN
OT «MMUTALIUM KOCMOCa» K «MMUTaLMIN JOMaLLHER
>KW3HWU». ITOT CABUT HE NMPON30LLEN N30ANPOBaH-
Ho. OH HenocpeaCTBEHHO YHaC/eA0BaN BO3HMKA-
FOLLLYHO TEHAEHLMIO K MOBCEAHEBHOW XM3HW, Ha-
6ar04aBLUYIOCA B CEPeANHe-KOHLEe AnHacTim TaH,
NpoLLBeTaBLUYO B COLMaNbHOM KOHTEKCTe Nepnoja
MATN AMHACTWIA M NOCTEMEHHO CTaBLUYH AOMUHM-
PYHOLLMM BblpaXeHNeM B TPOOHMYHOM MCKYCCTBE.

[I. AHann3 XyA0XeCTBEHHOrO A3blka HaCTeHHbIX
pocnucen rpobHUL, NATY AUHACTUIA B JlosHe

1. Popma 1 OCHOBHOE CoZepykaHne pocnuncen
rPOBHML, NATU ANHACTUIA B JlosiHe

B palioHe JlosiHa BblN10 OOHApPY>KEHO LecTb
rpobHUL, ¢ ppeckamm nepuoga Matn guHactuin. K
HWM OTHOCATCA: - rpobHMua Mao LiznyaHa 13 gu-
HacTuum MNo3gHero JlsH, obHapyxeHHas B JlosiHe B
1986 rogy; - rpobHmLa CyHb PaHA U3 gMHACTUN
MosgHero Li3vHb, obHapy>xeHHas B VuyaHe, JlosH,
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B 2005 roay; - Pocnuck rpobHuLbl nepuoga Matm
AvHacTuii B CMHUXYaHe, ye3a MaHU3WHb, 0bHapy-
»xeHHasa B 2011 rogy; Pocnunck rpobHumLbl nepuosa
MAaTV AMHACTUIA B HauyanbHOM wWwkose JIyHW3H B Jlo-
AHe (2012), pocnucb rpobHuULbl neproga CeBepHbIX
Matn guHacTuii B gepeBHe VIHuXyaH, ropos MaH-
WwaHb, JlosiH (2012), 1 pocnncb rpobHULLLI B AepeB-
He Mao-CesepHas B JloaHe (2012).

HacteHHble pocnvcy B rpobHuMLax anoxum Matu
AWHaCTU B paiioHe JlosiHa AeMOHCTPUPYHOT Bbl-
COKYIO CTerneHb CTaHAAPTU3aLUN N PErMOHANbHbIX
ocobeHHOCTeN Kak B OCHOBHOW GOpMe, Tak 1 B CO-
Aep>xkaHun. Nx rpobHNUHBbIE COOPYXKEHUSI UMELDT
3HaumnTeNbHble ObLLUMe YepTbl, B OCHOBHOM MNpes-
CTaB/IeHHble HAaK/JIOHHBIMU MPOXOAAaMM, BEAYLMMM K
KPYr/bIM OZHOKaMepPHbIM KMPMNYHbBIM CBOAYATbIM
rpobHuMLaM, KOTopble OBbIYUHO COCTOAT U3 HAKNOH-
HOro rpPOBHNYHOrO NPOXoAa, NPOXoAa N KPYraoWn
norpebanbHon Kamepsbl. MNorpebanbHble Kamepbl
B OCHOBHOM YKpaLlleHbl KUPMNYHBbIMWU pe3bbamy,
UMUTUPYIOLLIMMU AepPeBAHHbIE KOHCTPYKLUMK. Ta-
KNe 3/1eMEHTbI, KaK OCHOBaHWSA KOJIOHH, NepeMbly-
KN 1 Habopbl KPOHLUTENHOB, AENAT CTEHbI FIPOBOHM-
Lbl Ha OTAE/bHbIE YaCTW, CO3aBas apXMTeKTypHoe
BHYTpEHHee NPOCTPaHCTBO. 3Ta popma oTanYaeT-
€Sl KaK OT MHOTOABOPLIOBbIX KBaZAPaTHbIX POOHMLY
AvHacTMK TaH, Tak 1 oT 6onee CNOXKHbIX MHOTMOY-
FO/IbHbIX FPO6HML, ANHACTUN CyH, UMUTUPYHOLLMX
JlepeBAHHbIE KOHCTPYKLMM, YTO OTpaXKaeT OT/InYM-
Te/IbHble YepTbl Kak 3MOXW, Tak Y permoHa.

C TOUKM 3peHns AeKopaTMBHbIX TEXHUK, B 3TUX
rpobHuLax 6bin TBOpUeckM paspaboTaH n MacTep-
CKW NPUMEHEH OCHOBHOWM MOAXOA «CoYeTaHus po-
CMWCK CTeH ¢ pe3bboli No KMpnuyy». 3To HbII0 He
NMPOCTO COMOCTaB/ieHne ABYX BUAOB UCKYCCTBa, a
cKopee opraHnyHas cTpaTervs NpoCcTpaHCTBEHHO-
ro noctpoeHus. Pesbba No kMpnuvy B OCHOBHOM
ncnonb3oBanach AN M3obpaxkeHna GUKCMpoBaH-
HbIX, 3HAYMMbIX C TOUKM 3PEHUA KOHCTPYKLUN ap-
XUTEKTYPHbIX 3/IEMEHTOB, TakMX KaK JIOXHble ABepY,
pelueTyaTtble OKHa, CTOJbI U CTYNbS, MOACBEUYHNKMN,
wkadbl 1 BELANKW A8 OfeXAbl. DTN Bblpe3aHHble
13 KMPMKnYa 31eMeHTbI BbICTYNatoT U3 CTEH B BUAE
penbedoB nnn TpexmepHbix Gopm, co3gaan byH-
JaMEHTa/IbHYHO apXUTEKTYPHYH OCHOBY U CTaTUu-
HYHO 0BCTaHOBKY FPOOHMLLbI.

OAHOBPEMEHHO C 3TUM POCMMCK 3aMONHAIOT U
OXXMBAAIOT 3TO NPOCTPAHCTBO, APKO U30bpaxasn pas-
NINYHbIE AUHAMUYHBIE YenoBeYecKme AeicTBus: baa-
rOroBerHO CTOALWMUX CTPAXXHWUKOB, 3aHATLIX NPUro-
TOBJEHMEM BaHKeTa KYXOHHbIX CAYT, My3blKaHTOB,



UrparoLLMx Ha MHCTPYMEHTax, U MHoroe gpyroe. B
rPOBHULLE HaYaNbHOM LWKOJbI JIYHLI3H Bblpe3aH-
Hble 13 KMPMMYa IOXHbIE ABEPY N OKOHHbIE PaMbl
pacrnonoXeHbl PAJOM C HapPUCOBaHHbIMK Gurypa-
MW XKEHLLWH, AepyKalux NpeAMeTbl, U Cyr, BMecTe
06pasys NOJHYO 6bITOBYHO CLLEHY. ITOT MHTErpupo-
BaHHbIV NOAXO4 — «pe3bba Mo KMpnuyy onpeaens-
€T CTPYKTYPY, @ POCMUCH BAbIXAET B HEE XU3Hb» —
3ddekTMBHO CO3aeT peanncTMyHoe, HanoJHEHHOe
XKU3HBIO «XKUAMLLE B 3arpOHBHOM MUpe» B OrpaHu-
YEeHHOM MPOCTPaHCTBE FPOBHMLLbI.

C TOUKM 3peHMs TEMATMYECKON OpraHm3aLmy,
bpeckn [EMOHCTPUPYIOT CUCTEMATUYECKYO KaTe-
ropvsauuio v peryaspHoe pacnpegenexue. Vx co-
Aep>KaHne MOXHO YCIIOBHO pasfesvTb Ha TpU Ka-
Teropun. MNepeas BKAOYAET «CLLEHbI Npoueccum
CTpaxkein», pacrnoioXeHHble BO3/ie NPOXoa Uan
BXOZa B rPOBHKLLY, TakmMe Kak CTPaXu ¢ Nocoxamu,
n3obpaxkeHHble Ha 0benx cTeHax Npoxoga B rpob-
Huue CnHUXyaH B MaHL3MHe. OTOT MOTUB yHacne-
[0Ba LlepeMoHManbHble TpagmLmm rpobHuL, an-
HacTun TaH, CMMBOAN3MPYA OXpaHy norpebanbHow
Kamepbl U COLMaNbHBbIA CTaTyC yMepLUEro npw xms-
HW. OBbIYHO OH CYXXWUT NPentoaunent K nepexoay ns
BHeLLUHero norpebanbHOro Npoxoja BO BHYTPEHHee
XUnoe NpocTpaHcTBo. Bropas kateropus Bkitova-
€T «CUEHbI N3 BbiTa», KOTOPbIe COCTABAAKT OCHO-
BY yKpalleHusa norpebanbHor kamepsbl. K HUM OT-
HOCATCS Takne BUAbl AeATEbHOCTM B NMOMELLLEHUY,
Kak MOAroToBKa 6aHKeTa, My3blKa U TaHLbl, YXOZ 3a
coboW 1 Tpyf, UTO 3HAMEHYET LieHTPaNbHbIN CABUT
B CTOPOHY CBETCKOrO COAEP>KaHWs HAaCTEHHbIX PO-
cnuncer anoxu Maty AnHacTui.

TpeTba KaTeropus COCTOUT U3 Bblpe3aHHbIX 13
Knpnuya nMmTaumnin AepeBsHHbIX apXUTEKTYPHbIX
3/1IEMEHTOB W MOBCEAHEBHbIX NPEAMETOB 6bITa,
cny>xalmx GoHom. PacnosoxeHne 3Tux MOTUBOB
cneslyeT BHYTPEHHEN IOTUKe: «KapTUHbI CTPaXxeln»,
CYMBOJIN3UPYHOLLME CBSA3b C BHELUHWM MUPOM, pac-
nosoxXeHbl B npoxoge. Mpu Bxoge B norpebanbHyto
Kamepy CLieHbl HbiTa pa3BOpPaYNBatOTCA Ha YeTbIpex
CTEHax, COCPeOTOUEHHbIE BOKPYT M306pakeHHbIX
YyesioBeYECKNX AEACTBUN N CUMBOIMYECKN pa3je-
NeHHble Bblpe3aHHbIMU 13 KMpnuya ABepsAMU U OK-
Hamu. HanpumMep, pocnucu rpobHuLLbl B epeBHe
NHuxyaH, ropos MaHLwaHb, pa3geneHbl Ha AeBATb
CEKLMA ONMOPHBLIMWU KOJIOHHaMK, NocaeoBaTeNb-
HO M306paaroLLMMM Takme CLeHBbl, Kak «<Monogble
CNYrv BCTPEYaroT roctein», «My3blKanbHbI baHKeT»
n «Cny>xaHkM ynopagoumBaroT rapaepobbi». OHK
SPKO CBSA3bIBAOT HEMPEPbLIBHOE MOBECTBOBATE b

HOe MPOCTPaHCTBO, MPOCTUPatOLLEECs OT BCTpeUun
rocTen A0 AeATebHOCTU BO BHYTPEHHEN KaMepe.

2. AHann3 n306pasnTenbHOro A3bika Ha ppeckax
nAaTVM AUHACTWIA U3 TPobHUL, JlosHa

C TOUKM 3peHns KOMMNO3ULMM 1 NMPOCTPAHCTBEH-
HOW opraHunsaumn, ero Hanbonee OTINUNTENbHOM
YepToW SBNAETCSA UCMONb30BaHWE «3KpaHOObpas-
HOW» rPynnoBOM KOMMNO3ULUK. VIMUTaLmMs fepeBsiH-
HbIX KMPMMYHBIX PE3HBIX KONOHH, YKpaLlatoLwux cTe-
Hbl FTPOBHKLLBI, CNYXMUT HE TONbKO apXUTEKTYPHbIM
yKpalleHMeM; X OCHOBHas byHKLMA 3akntovaeT-
CSl B pa3zesieHnnN HenpepbIBHOW KPYrioW NoBepx-
HOCTW CTeHbl Ha psj OTHOCKUTEIbHO HE3aBUCUMbIX
NPSMOYrobHbIX N306pa3nTenbHbIX eanHuL,. Ta-
KO MOAXOZ, K KOMMO3ULMW HaNPSAMYH U3MeHS -
eT CTPYKTypYy BU3YyasbHOrO NOBEeCTBOBaHMSA. Bo3b-
MeM, K NMPUMepY, POCMnCb rPOBHMLBI 3noxm MaTn
AVHACTUIA B HaYanbHOW WKose JIyHW3H B JlosiHe.
Ee norpebanbHas kamepa 4eTKO pasgesieHa pes-
HbIMW KOJIOHHaMW Ha AeBATb OTAe/bHbIX N306pa-
3UTE/IbHbIX EAUHNLL, KaXAas 13 KOTOPbIX 0bpasyeTt
CBOW COBCTBEHHDIN LIEeHTP NOBECTBOBAHUA — U30-
6paxkas purypbl nam pesHble 06BEKTbl — MNOA06-
HO HECKO/IbKUM CKIaZHbIM 3KpaHaM, pacrooXeH-
HbIM B KPYroBOM Mnopszke. Takoe pacrnosioxXeHne
Mo3BOAISIET CUCTEMATMYECKN OpraHM30BaTh Pa3Ho-
obpa3Hble TeMbl CBETCKOW XU3HW. B3rnag 3putens
nepeckakMBaeT 1 3a/leP>XKMBAETCA MEXAY eMEH-
TaMu, CO3aBas BU3yabHbI OMbIT, MOXOXWIA Ha n-
CTaHWe WNKCTPUPOBAHHON KHUMM UKW MPOCMOTP
nocnesoBaTesbHbIX NaHene. O4HOBPEMEHHO Ae-
KOPaTMBHbINA Y30p «COYETAHWUS KUPMUUYHON pe3bObl
C pocnucbto» elle bonblie yraybaseT NpocTpaH-
CTBEHHOE BOCMpUATME.

KnpnunuHble aBepn, OKHa, CTONbI, CTYNbs U Be-
LIaKW 415 OAEXAbl BbICTYMatoT U3 ABYMEPHOW Mo-
BEPXHOCTWN CTEHbI B BUAE Hernybokoro penbeda,
a HapucoBaHHble GUTypbl ABUXYTCA B NPOCTPaH-
CTBaXx, NMoApa3syMeBaeMbIX STUMU d/ieMeHTaMu. B po-
CnucK rpobHULbI 3MoxK MATH ANHACTUIA B fepeBHe
WHuxyaH, ropog MaHLwWaHb, pacincHble MOAHOCHI
¢ bpykTaMu 1 YaliHble CEpPBM3bl YKpaLLlaroT Bblpe-
3aHHble U3 KMpnuya CTOJbl U CTY/bs, @ PacnunCHble
Jambl CTOAT PAAOM C Bblpe3aHHbIMW U3 KMpnuya
CyHAyKaMu U Wkadbamu, BbIMOAHAS CBOU 3a4aull.
DTa TeXHMKa HapyLlaeT NA0CKOCTb POCMNCEN, Npe-
BpaLLas rpobHMLY 13 NPOCTOro HOCUTENs pacnmc-
HbIX N306paXKeHN B KOMMAEKCHOE NMPOCTPaHCTBO,
0bbeAnHsAIOLWEe XMBOMUCH U apXUTEKTYpPY, coye-
TaroLlee BU3yasibHYHO MPUBAEKaTENbHOCTb C TaK-
TUAbHBIM BoObpaxkeHneM. CyTb ero f1M3anHepckon
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bunocodun cmeLLaeTcs OT CUMBOANYECKUX KOCMU-
Yeckumx nemsaxen K UMUTaLMmM peasbHbIX AOMalll-
HUX MHTEPbepOB.

Vicnonb3oBaHue IMHUIN cOCTaBasieT OCHOBY €ro
XYAOXXECTBEHHOrO CTWUASA. B Lles oM, HacTeHHble po-
cnvem JlosiHa nepuoga Matn gnHacTuii yHacnesoBanu
MPOYHYHO TPAAWLIMIO MOZLENVPOBaAHUSA C MOMOLLbHO
JNIVHWI, 3aI0XKEHHYI0 B ANMHAcTUM TaH. XenesHas
KWCTb OCTaBafacb npeobiasarolen TEXHUKOM Ans
06purcoBkn GUryp, 0HaKO KOHKPETHbIE CTUAN Ae-
MOHCTPUPOBaNU TEHAEHLMNIO K AnBepcudmKaLmnn.
OAVH CTUAb CKNOHANCA K TLLATEIbHOCTU U OpHa-
MEHTaJIbHOCTM, YTO 0OCOBEHHO OUYEBUAHO B CLEHaX,
n306pakaroLx TOPXKECTBEHHbIE LlepeMOHMab-
Hble pUTyasbl.

®urypa ctpaxa, M306paxeHHas B NPOXOAe Ha-
CTEHHOW pocnucy rpobHuLbl nepunoga Matn avHa-
cTnii B CUHbYXyaH, M3HL3WHb, OTANYaeTCs paB-
HOMEPHbIMWU TOUYHbIMU KOHTYpPaMn U AUHUAMMU
ApannpoBkn. KOHTposMpyemMoe N3MeHeHne Ton-
LUMHBI IMHUIA TOYHO MepesaeT TOPXKECTBEHHYH), CTa-
TUYHYHO NO3Y GUrypbl, CTOALLEN € nouTeHneMm. [py-
FOW CTUJIb AEMOHCTPUPYET BObLUYH XU3HEHHOCTb
Y BblPa3uTeNbHOCTb. JIMHUK, n3obpakatoLme apa-
NMpoBKy AaM Ha ppecke «CLeHa HaHKeTa C My3bl-
KOW 1 MeCHAMMW» U3 rPOBHULbI B fepeBHe VIHUXY-
aH, ropog, MaHLUaHb, XOTS U OTHOCATCA K KaTeropun
>KeNe3HbIX IMHNI, BbINOJHEHbI 6o/iee NAaBHbIMU
N paccnabneHHbIMU Maskamu. Ciesys ApanvpoB-
Ke Lesika U ABUXKEHUAM Tesa, IMHUM PackpbiBaroT
6osee ecTeCTBEHHbIV PUTM MAOTHOCTW, PACCTOAHMS
1 CMeHbI HanpaB/ieHns. T0 pa3Hoobpasme cTuaen
JIMHWIA He yKa3bIBaeT Ha NMPeBOCXOACTBO MacTepcTBa
XYAOXHWKA, a CKopee npeacTaBaseT cobon Hame-
PEHHYH KOPPEKTUPOBKY, OCHOBAHHYHO Ha QyHKLMO-
HaJIbHbIX 1 aTMOCdepHbIX TPebOBaHMAX Pa3ANUHbIX
ctoxxeToB. OHO OTpaXkaeT CO3HaTe/bHbI MOAXOA,
NPY KOTOPOM TEXHUKA CNYXKUT COAEePIXKaHWIO.

LiBeToBas cuctema bblia MOCTpOEHa Ha MUHe-
panbHbIX MUrMEHTaX, B OCHOBHOM KPaCHOM, XENTOM,
yepHOM 1 Henom, UTo6bI CPOPMMPOBATL LBETOBYHD
JIOTVKY, COYETaOLLYH CUMBOJIMUYECKOE 3HAUEHUE C
AekopaTuBHOM dyHKUMel. LiBeT cHayana ncnosb-
30Ba/ica A1 0603HaAUeHWs cTaTyca U CO34aHus Ha-
cTpoeHus. CTpaxku 1 BOMHbI B Mpoxogax bblan B oc-
HOBHOM OZETbl B OAEXAY CAEP>KAHHbIX XONOAHbBIX
TOHOB, TaKMX Kak OXpa W YepHbIl, UTO COOTBETCTBO-
BaJI0 VX OXPaHHbIM 06583aHHOCTAM; B TO BpeMs Kak
bpenanHbl U My3blKaHTbl B OrpebanbHbIX KaMepax
0bbIYHO HOCUAW SIPKME OAEXAbI TEMJIbIX TOHOB, Kpac-
HOFO 1 XXeNToro, Uto Cpasy Co34aBao OlylleHMe
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Tensa U OXWBJIEHHOCTH, XapakTepHoe A1 JoMall-
Hel XU3HW. APKNIA KPacHbI «pyMsiHeL» Ha Liekax
CNy>XaHKW B rpobHuLe fAepeBHU VIHUXyaH Cay>XuT
APKUM npumepom. Mo cpaBHeHMIO ¢ boraTto ykpa-
LWWEHHOW MannuTpon Gpecok ABopa ANHACTUN TaH,
LBeToBas raMma rpobHuy, NaTn guHactuii B JlosHe
B LLEJIOM CK/IOHAETCs K NPOCTOTE, APKOCTU U CUNb-
HbIM MJIOCKUM AekopaTuBHbIM 3bdekTam. LiBeTta
npenMyLLeCTBEHHO HaHOCATCA NMIOCKMMU Ma3KaMm
C YETKO OYepUYEHHbIMU FpaHUL,aMu Mexay baoka-
MK. BusyanbHoe Hanps>xeHne AoCTUraeTca 3a cyet
pe3KMX KOHTPACTOB MeXAyY KpacHbIM 1 6enbim, yep-
HbIM 1 XXeNTbIM, Kak BUAHO Ha dppecke B rpobHULE
naTv AMHaCTUI B AepeBHe Mnaoban, rae KpacHbIn
cTonb co3zgaeT MOLHbIV KOHTPACT ¢ 6e10in noBepx-
HOCTbHO CTEHbI Y YEPHbLIMU KOHTYPHBIMU ANHUAMM.
DTOT CTUNb OKPAaCKM FrapMOHUNPYET C «3KPAHHOMN»
KOMMo3unLmen n TpexMepHbiM 3bdekToM Knpnmy-
HOW pe3bbbl, CO34aBas BM3YyasbHbIN MUP, KOTOPbI
ABAAETCA MPOCTbIM, APKMM W MOAHBIM XU3HU. OH
ACHO ob6o3HayaeT TpaHCPOPMaLMIO 3CTETUYECKNX
BKYCOB OT AMHACTMK TaH K AnHactum CyH.

ABNAACH BaXKHbIM MEPEXOAHbIM LleHTPOM, HacTeH-
Hble POCMMCK rPO6HUL, MATU AUHACTUIA YCTaHOBUAN
HOBYIO MOZE/b YKPALLEHUS TPOBHULL 1 Cekynsapu-
3MpoBanmn 3CTeTMYeCKme BKYCbl, HENMOCPEeACTBEHHO
cbopmMmnpoBaB OCHOBHbIE YepPTbl UCKYyCCTBA rPO6-
HWL anHacTum CyH.

B obnactn gekopaTMBHbIX TEXHUK 3penoe npu-
MeHeHWe B nepuog MNaTn guHacTnii «coyeTaHums
pe3bObl MO KMPMNUY C XUBOMUCHIO» N «3KPAHOO-
Hpa3HbIx» rPynnoBbIX KOMAO31LmMi B JlosiHe 66110
LINPOKO MPUHATO U YCOBEPLLUEHCTBOBAHO B AMNHA-
ctuun CyH, NOAHSAB UMUTALMIO PeasibHbIX XUAKLL, B
rPOBHMNYHBIX Kamepax Ha HOBbI ypoBeHb. [Mony-
NIAPHBI KOMMO3ULMOHHBIA NATTEPH «OA4WH CTOJ,
ABa CTyna» B rpobHuLax gnHactum CyH HanpsMyro
BOCXOAMUT K aHaNOrM4YHbIM 0bpa3aM B HaCTEHHbIX
pocnucsax MNatn gnHactnin B JlosiHe.

Mpoctas, spkas naauTtpa ¢pecok nepuoga Matm
AVHACTWIA, NoguyepKuBatoLLas niockue JekopaTme-
Hble LBETOBbIE CXEMbI, B COYETAHUN C TUHENHBIM
CTUNEM, CTY>XKaLLMM NOBCEAHEBHbLIM NOBECTBOBAHM-
fIM, B COBOKYMHOCTM 3a/105KN/1a 3CTETUYECKYH OCHO-
By 418 dpecok rpobHumL, gnHacTum CyH. OTa OCHOBa
CKJIOHSIIacb K HAPOAHOM YyBCTBUTENbHOCTU U 60-
ratov atMmocdepe 6biTa, 3aBEPLUMB NCTOPUYECKUIA
nepexos OT nepapxmuyecknx, puTyanbHbix Gpecok
AvHacTUKM TaH K NOBCEAHEBHbIM, HAPOAHbLIM dpe-
ckaMm anHactum CyH.



BUBNNOTPADUA:

YkaH AHb: ViccnesoBaHmne pocnvcelt Ha cTeHax rpob-
HWL, AnHacTuin Ban, LisuHe, FOxHas n CeepHas. //
MekuH: M13aaTenbCTBO KyAbTYpHbIX pennkeuii, 2002. —
C. 23-45.

WHCTUTYT KyNbTYPHBIX PENNKBUIA 1 apxeonorun Jlos-
Ha: KpaTKMin OTYET O pPacKomnkax POCrucein Ha cTeHax
rpobHuupel Mso banuyHb B JlosiHe. // Apxeonorus Jlo-
AHa, 2013. - C. 145-150.

. JlyOAHCKNI MHCTUTYT KYNIbTYPHbBIX PENNKBUW N apXxeo-
norun: «KpaTkmii OTYET O packornkax pocrnuncen rpob-
HUL, 3noxun Matn guHactnii B CMHUXKYaH, M3aHL3WHB,
Jlyosan». // NlyoaHckas apxeonorusg, 2013. — C. 35-40.

. JlyOsAHCKNI MHCTUTYT KYNIbTYPHbBIX PENNKBUW N apXxeo-
nornu: «FpobHULLa C HACTEHHBIMM POCMUCAMU NePUoAa
Matn guHacTuii B AepeBHe VIHuxyaH, ropog MaHLuaHb,
Jlyosan». // NlyoaHckas apxeonorug, 2013. — C. 15-30.

. JlyOAHCKUIM MHCTUTYT KyAbTYPHbIX PEANKBUWA U ap-
xeonornmn: KpaTkuin oT4eT 0 packornkax pocnucen

rpo6HMLbI 3noxu MATY AMHACTWIA B HAYaNbHOW LLIKO-
ne JlyHwsH. // Noan, Apxeonorua flosaHa, 2013. - C.
40-66.

. JlYyOAHCKNA MHCTUTYT KY/IbTYPHbIX PEJUKBUIA 1 apxeo-

norun: Pocnvcn rpobHuusl anoxm Matm guHactui, ob-
Hapy>KeHHble Ha nATou yauue aoban. // lyosH, Mup
KyNbTYpHbIX peankeui, 2013. - C.10-15.

YxaH Mimo: ViccnepoBaHme nckyccTBa rpobHMLL SMoxu
Matn guHactuin. // LeHTpanbHas akageMus nssLHbIX
nckyccrs, 2009. - C.76-80.

. XyaH L3saHbbo. ViccnepoBaHume pocnuceli Natn AvHa-

CTUIA 1 gecatn uapcTs. // LaHxalicknii yHuBepcuTeT,
2015. - C. 15-30.

YxaH LisnHbun. ViccnepoBaHme XyaoXKeCTBEHHbIX OCO-
6EHHOCTEN HeAaBHO pacKOMaHHbIX FPOBHUL, C pocnu-
CAMM NO34HEN AnHacTUKM TaH 1 NATU AnMHaAcTUiA B Jlosi-
He. // YHuBepcuTeT YxaHuxoy, 2016. - C. 23-35.

105



