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A STUDY OF THE ARTISTIC LANGUAGE OF FILIAL
PIETY SCENES IN THE WALL PAINTINGS OF SONG
DYNASTY TOMBS IN THE CENTRAL PLAIN REGION

Summary: During the reign of the Northern Song Dy-
nasty, the Central Plain, a geographical and cultural area
centred around Kaifeng, Luoyang, and the southern part of
Shanxi Province, served as the principal region of the po-
litical, economic, and cultural activity of the dynasty. This
contributed to the preservation of a significant number of
wall paintings in the burial complexes of this region.

With the process of the secularisation of Confucian ethics
and the deepening of the principle of filial piety as a key
norm of political and social culture, images devoted to fil-
ial devotion began to appear en masse from the middle
of the Northern Song period. This phenomenon became
the result of the combined impact of the spread of the
neo-Confucian thought of the Song era, the introduction of
moral education at the level of local communities, as well
as the need to form the cultural identity of an emerging
layer of commoners.

I. The Conceptual Definition, Generative Factors,
and Patterns of Distribution of lllustrations Devot-
ed to Filial Piety in the Central Plain Region in the
Era of the Song Dynasty

The region of the Central Plain in the period of
the Northern Song Dynasty mainly encompassed the
Jingji circuit, the Jingxibei circuit, and the southern
part of the Hedong circuit, which on the whole cor-
responds to the territory of the present-day province
of Henan and the southern districts of the provinc-
es of Shanxi and Hebei. This definition combines
broad historical and geographical conceptions with
the concrete political and cultural space of the Song
era. Situated along the Kaifeng to Luoyang axis, this
region was not only the political centre of the North-
ern Song state, but also, thanks to its rich histori-
cal heritage, its developed burial culture, and the
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These images became the most important visual carriers
of the folk art and social representations of the Song Dy-
nasty. The present study examines the frescoes devoted to
the theme of filial piety, discovered in the tombs of the
Northern Song in the territory of the Central Plain. Their
conceptual content, the underlying social and ideological
motives, as well as the spatial models of their distribution,
are analysed.

Through the study of the thematic content, the narrative
structure, and the artistic characteristics (including line,
composition, and colour scheme), the particular aesthet-
ic orientation and functional role of these frescoes, which
have evolved from strictly ritual norms to more secular
forms of visual expression, are revealed.

Keywords: Song Dynasty tomb murals; Central Plain re-
gion, filial piety illustrations; artistic style.

significant volume of archaeological finds, formed
a particular cultural zone. It is characterised by a
high concentration of practices of artistic decora-
tion of burials, as well as a notable commonality of
artistic styles and thematic preferences.

The ‘'tales of filial piety' represented on the fres-
coes of Song Dynasty tombs belong to a particu-
lar type of decorative images (pictorial or in relief,
placed in the burial chambers) that reproduce sub-
jects of exemplary filial devotion of historical or leg-
endary figures. The function of these images extends
far beyond the decorative: through visual narration,
they are called upon to affirm the Confucian eth-
ical order in the space of the afterworld, while at
the same time performing an instructive and con-
solatory role for the living. Filial piety represents
an integral ethical system that regulates the obli-



gations of children with respect to their parents. At
its basis lie care and respect for the parents during
their lifetime, the proper performance of the funer-
ary rites after their death, as well as the preserva-
tion of the memory of the ancestors. This concept
was institutionalised by the state as a fundamental
moral principle already in the era of the Han Dy-
nasty and received a particularly intensive develop-
ment and consolidation in the period of the Song
Dynasty. The emergence and the wide diffusion of
images devoted to filial piety are deeply rooted in
the stable and evolving tradition of Chinese Con-
fucian culture, within which visual forms played an
important role in the transmission and consolida-
tion of ethical norms.

The concept of filial piety goes back to the pre-
Qin forms of the veneration of the ancestors and
the clan organisation of society. By the era of the
Han Dynasty, it was raised to the rank of a founda-
tional political ethics within the framework of the
state doctrine of 'governing the state by means of
filial piety'. Its semantic field expanded from the
care of the parents during their lifetime, the prop-
er burial, and the performance of the commemora-
tive rites, to the inclusion of the principle of loyalty
to the ruler.

The flourishing of Neo-Confucianism in the pe-
riod of the Song Dynasty provided filial piety with a
profound philosophical justification, affirming it as
the foundation of the family and social order. At the
same time, the improvement of the system of the
imperial examinations, the expansion of the stratum
of literati and gentry, and also the wide diffusion of
family instructions and clan regulations, contributed
to the emergence of this concept beyond the lim-
its of the classical texts and the elite discourse. Fil-
ial piety became an inseparable part of the practical
ethical code that regulated everyday family life and
the social order at the grassroots level.

The official forms of encouragement of filial
devotion and the standardisation of the funerary
rites provided institutional legitimacy and norma-
tive frameworks for the visual expression of the cul-
ture of filial piety. In this context, the diffusion of
images devoted to this theme in the tombs of the
Song Dynasty was also conditioned by concrete
historical conditions.

The relative economic prosperity of the Song era
enabled a significant number of families of com-
moners to construct carefully decorated brick cham-
ber tombs. In parallel, a developed milieu of folk

artists and craftsmen took shape, who mastered
complex decorative techniques and applied repeat-
ed iconographic templates for the reproduction of
such subjects. This made possible their wide and
standardised use in burial complexes of various so-
cial levels. Thus, the wide diffusion of images de-
voted to filial piety became the direct result of the
interaction of stable cultural beliefs, social institu-
tions, and the economic and technological condi-
tions that took shape in the era of the Song Dynasty.

Judging by the available archaeological mate-
rials, the images of filial piety in the tombs of the
Song Dynasty from the northern regions display
a clearly expressed spatial clustering. To date, 35
tombs decorated with such images have been dis-
covered, which are concentrated in three distinct
geographical districts: the province of Henan, sit-
uated around the political and cultural centres of
the Northern Song (Kaifeng, Luoyang, and Zheng-
zhou), has the highest concentration of such tombs
at 20. In this region, various forms of tombs are rep-
resented, including octagonal, hexagonal, square,
rectangular, and circular structures. Here the imag-
es of filial piety are also most fully represented, ex-
ecuted by means of three principal media: frescoes,
carving in brick, and engravings on stone coffins.

[Il. An Analysis of the Principal Content and the
Artistic Images of Illustrations on the Theme of Fil-
ial Piety from the Song Dynasty in the Central Plain
Region

The logic of narration and the thematic structure
of the scenes of filial piety represented on the fres-
coes of the tombs of the Song Dynasty are rooted
in a mature and publicly recognised system of ethi-
cal norms and in a stable narrative tradition. The in-
tellectual sources of their formation predominantly
go back to two directions.

Firstly, to the Confucian canonical work, the 'Clas-
sic of Filial Piety', in which filial piety is philosophi-
cally affirmed as the foundation of the entire moral
system, and in which the norms of filial conduct
prescribed for various social roles are systemati-
cally formulated. This text provided the theoretical
and normative foundation for the visual interpre-
tation of filial virtue.

Secondly, an important role was played by the
widely diffused popular collections of tales about
examples of filial devotion, later united under the
common name of the 'Twenty-Four Exemplars of
Filial Piety'. Compiled by Guo Jujing in the era of
the Yuan Dynasty on the basis of historical chroni-
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cles and works of fiction, they exerted a significant
influence, offering stable narrative schemes and
pictorial paradigms for the representation of the
theme of filial piety in the subsequent periods. Al-
though the images of the Song era were rarely ac-
companied by the direct designation "Twenty-Four
Exemplars of Filial Piety', their subject matter largely
corresponds to the later canonised versions, reveal-
ing an early stage of the formation of this themat-
ic tradition.

Such illustrations transformed the relatively ab-
stract ethical principles set forth in the 'Classic of
Filial Piety' into a series of concrete, vivid, and of-
ten extremely dramatised exemplary deeds, thereby
forming direct narrative templates and a stable visual
repertoire for artistic creation. In the wall paintings
of the Song Dynasty tomb at Heishangou, Deng-
feng, Henan, the story of Dong Yong is represent-
ed in two key scenes: 'selling himself to bury his
father' and 'meeting the heavenly maiden'. Dong
Yong, a poor man from the Eastern Han Dynas-
ty, did not have the means to arrange the funer-
al of his father after his death. When several tales
of filial devotion appear in a burial chamber, their
arrangement follows the logic of a 'sequential eth-
ical display', aimed at creating a complete space of
moral education. This arrangement is not random
but presupposes a definite order. One of the com-
mon methods imitates the chronological sequence
of historical transmission, creating a visual histo-
ry of filial piety. For example, in the Song Dynasty
tomb with frescoes in the village of Xicun, Xingyang,
Henan, the images of filial sons from different eras
surround the tomb. Such a composition creates a
solemn atmosphere, emphasising the eternal con-
tinuity and transmission of filial virtue from gen-
eration to generation. Another approach consists
in the classification and display of filial deeds by
type. The brick reliefs in many tombs throughout
the province of Shanxi, as a rule, group stories of
different character (such as the provision of suste-
nance, the rescue of parents, and the conducting
of funerals) into separate clusters.

The effectiveness of narration on the frescoes
devoted to filial piety is closely connected with their
placement in the burial chamber. The location of
the image directly indicates its function and signif-
icance. The frescoes devoted to filial piety, located
in the upper part of the tomb, for example on the
vaulted walls or on the lintels, often adjoin images
that symbolise the ascent to immortality and aus-
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picious symbols. Their narratives pay greater at-
tention to the cause-and-effect connection of 'the
heavens moved by filial devotion’, and to the reli-
gious symbolism of the attainment of the afterlife,
fulfilling chiefly decorative and votive functions. The
scenes of filial piety, located in a prominent place
in the centre of the walls of the tomb (such as the
example from the wall painting of the Song Dynas-
ty tomb at Heishangou, Dengfeng, Henan), often
have a larger size and occupy a place as prominent
as the images of the banquet arranged for the in-
habitant of the tomb. In such cases, the images di-
rectly serve the purposes of the moral instruction
of the deceased and of his family in the present
world, with a clearly expressed intention of provid-
ing a moral example.

The use of lines is of decisive significance for
the formation of images and the transmission of
spirit. The lines in the images of filial piety togeth-
er demonstrate the simplicity and vital force char-
acteristic of folk art. In depicting figures, the artist
used precise but varied techniques of line. Take, for
example, the picture ‘Meng Zong Weeps Over the
Bamboo' on the northern wall of the tomb. The lines
of the drapery depicting Meng Zong, kneeling and
weeping, are not simply outlined but are careful-
ly organised in accordance with the posture of the
human body and the texture of the cloth. The lines
on his shoulders and back are rounded and flow-
ing, passing into dense short strokes on the folds
near the knees. This precise variation of density
and direction accurately conveys the movement of
the body and the drapery of silk. At the same time,
the thickness of the lines is carefully controlled: the
contour lines are even and strong, while the inner
folds are conveyed by finer lines, creating distinct
layers. The expression of the face is conveyed by
only a few strokes, reflecting the sadness and the
wrinkles on the forehead of Meng Zong. The work
strives for the aesthetics of the transmission of spir-
it through line, embodying elegance and restraint.

From the point of view of the theory of colour,
the scroll 'Filial Piety' clearly inherits the tradition-
al conception of the five colours, at the centre of
which are blue, red, yellow, white, and black. The
technique of colouring mainly uses flat application,
striving for a bright and saturated visual effect, so
that the images stand out in the dim tomb. The
combinations of colours are not arbitrary but of-
ten reflect particular social concepts and principles
of visual design.



[ll. A Comparative Supplementary Analysis of II-
lustrations Devoted to Filial Piety in Different Re-
gions in the Period of the Song Dynasty

Regional differences arose under the joint influ-
ence of a multitude of factors. The basis for them
was laid by the differences in the geographical en-
vironment and in the cultural spheres. Being the
political and cultural centre of the Song Dynasty,
the region of the Central Plain possessed conven-
ient transport communication and frequent cultural
exchanges, which allowed the themes of filial piety
to absorb elements from various social strata and
to develop into a complex, multifaceted system. In
contrast to this, the southern districts of Shanxi and
Shaanxi, located on the periphery of the cultural in-
fluence of the Central Plain, preserved more clear-
ly expressed local folk cultural features, although
they were also under the influence of the main cul-
ture. The differences in the transmission of technol-
ogies among groups of craftsmen further intensified
the stylistic differences. In Shandong, the empha-
sis on the depiction of the life of the deceased led
to the combination of scenes of filial piety with im-
ages of music, dances, and banquets. In the south-
ern part of Shanxi, attention was paid to the life of
the common people, which led to the appearance
of themes closer to the practical needs of the folk.

Artistic exchange and integration between the
regions manifested themselves analogously in the

paintings devoted to filial piety. The thematic sys-
tems and the compositional paradigms of the Cen-
tral Plain were widely diffused to the surrounding
districts. The paintings devoted to filial piety in the
Song Dynasty tombs at Huangling, Shaanxi, not only
drew their subjects from the 'Twenty-Four Exem-
plars of Filial Piety' of the Central Plain, but their
single-panel, independent compositional form also
originated directly from the early paintings devot-
ed to filial piety of the Central Plain, simplified only
in details. This testifies to the radial influence and
the leading role of the culture of the Central Plain.
Conversely, the artistic features of the peripher-
al regions exerted an influence on certain tombs
of the Central Plain. In the late period, in the small
and medium-sized Song Dynasty tombs in Luoyang,
there appeared paintings devoted to filial piety with
more energetic lines, borrowed from the southern
part of the province of Shanxi. The application of
colour was also distinguished by an increased con-
trast, which lent the compositions a greater vitali-
ty. This bilateral exchange and integration ensured
the consistent transmission of the basic cultural es-
sence of filial piety, while at the same time allow-
ing regional artistic expressions to take root in local
features. This dynamic created a unique model of
Song Dynasty paintings of filial piety, in which re-
gional diversity coexisted with cultural unity.
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NCCNEAOBAHWE XYOOXECTBEHHOIO A3bIKA
CLIEH CbIHOBHEW MOYTUTE/IBHOCTW B
HACTEHHbIX POCITNCAX TPOBHWL, ANHACTNW
CYH B PETVIOHE LLEHTPAJIbHOW PABHWHDbI

AHHoTaumsa: B nepuod npasaeHus duHacmuu Cesep-
Has CyH LleHmpaneHas pasHuHa — eeozpaguyeckoe u
Ky/lemypHoe npocmpaHcmeo, cocpedomoyeHHoe 80Kpye
KatigpaHa, JloaHa u toxHol yacmu nposuHyuu LliaHscu, —
8bICMYNA/IA OCHOBHbIM Pe2UOHOM NoAUMuUYeckol, 3KOHO-
mMudeckoli U KynemypHol akmugHocmu duHacmuu. 3mo
€nocobcmeosasio CoXpaHeHUr 3Ha4UMesbHo20 KosuYe-
cmea HacmeHHbIx pocnuceli 8 N02pebasibHbIX KoMNJek-
cax OaHHO20 pezuoHa.

C npoyeccom cekynapusayuu KOHPYYUaHckol 3muku u
yenybaeHueMm NpuHYUNa CelHoBHel NoYMumeslbHoCMu Kak
KkAto4esoli HOpMel NoAUMuUYeckoli U coyuanbHoU Kyaemy-
pbl U306pakeHUs, NOCBAWEHHbIE CbiHOBHel npedaHHOo-
CMu, Ha4Yasau Maccoeo NOABAAMbCS ¢ cepeduHbl nepuoda
CesepHoli CyH. [laHHOe se/leHue cmasno pe3y/1bmamom
€080KYNHO20 8030elicmaus pacnpocmMpaHeHUs: HeOKOH-
dyyuarckol meicau 3noxu CyH, HeOpeHUs MOpPaibHO20
80CNUMAHUS HA ypOBHe MeCmHbix coobujecms, a makxe
nompebHocmu 8 ghopmuposarHuu KyaemypHol udeHmuy-
HOCMU 3apox0aroujezocs C/105 NPoCMOo/IHOUHOS.

|. KoHuenTyanbHOe onpeseneHune, reHepaTnBHbIe
bakTopbl ¥ MOZEN PacNPOCTPAHEHWA UANFOCTPALIUI,
MOCBSALLEHHbIX CbIHOBHEN MOUTUTENBbHOCTY, B peru-
OHe LleHTpanbHOM paBHWHbI B 3MOXY AvHacTUM CyH

PernoH LleHTpanbHbIX paBHUH B Mepuoj AnHa-
ctnn CeBepHasa CyH B OCHOBHOM OXBaTbiBa OKPYr
L3nHu3wn, okpyr LI3MHCKMB31 1 10XKHYHO YacTb OKpyra
X34yH, YTO B Lie/IOM COOTBETCTBYET TEPPUTOPUN CO-
BPEMEHHOV NPOBUHLNN X3HaHb, FOXXHbIX PanOHOB
npoBuHUMi LlaHbcy 1 X363, Takoe onpegeneHve
coyeTaeT B cebe WNPOKME NCTOPUKO-Teorpadmye-
CKMe NpeacTaBAeHNA C KOHKPETHBIM MOAUTUYECKUM
N KyNbTYPHbIM NpocTpaHcTBoM 3noxu CyH. Pacno-
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Smu uzobpaxeHus npespamuuce 8 saxHeliwiue ausy-
a/lbHble Hocumesu HapoOHO20 UCKYCCMea U CoYuanbHelX
npedcmasneHuli duHacmuu CyH. B Hacmosawjem ucciedo-
8aHUU paccmampuearomcs ppecku, NocesawéHHble meme
celHosHell NnoYmumesibHoCMu, 06HApyxeHHble 8 2pob-
Huyax CesepHoli CyH Ha meppumopuu LleHmpaneHol
pasHUHbI. AHaAu3upyemcs ux KoHyenmyassHoe codep-
XKaHUe, fiexaujue 8 0CHoge CoYyuUabHO-UOeo102uYecKuUe
MOmMUuB8bl, @ Makxe npocmpaHcmeeHHwle MoOdesu ux pac-
npocmpaHeHus.

[Tymém usydeHuss memMamu4ecko2o0 HanoJHeHus, noge-
cmeosamesibHOU cMpykmypbl U XyOoxxecmeeHHbIX Xapak-
mepucmuk — 8KIH04As IUHUK, KOMNO3UYUIO U Yeemogoe
peleHue — 8bif8/1siemcs 0cobas 3cmemudeckas Hanpas-
JIeHHOCMb U PYHKYUOHAIbHAS pO/ib OaHHbIX (hpecok, 380-
JIIOYUOHUPOBABLLILX OM CMPO20 pUMyasibHbix HOPM K 60/1ee
ceemckuM popMam 8u3yasnbHO20 8bIpaXKEHUS.
KntoueBble cnoBa: Opecku epobHuy duHacmuu CyH, pe-
2UOH LleHmpaneHOU pagHUHLI, UAFOCMPAyuUU CbiHOBHel
noymumesnsHocmMu, Xy0oxxeCmeeHHsIl Cmue.

NOXeHHbIN BAoAb ocv KandaH—/104H, faHHbIN pe-
TMOH BbICTyMa He TONbKO MNOAUTUYECKUM LIEHTPOM
rocysapctea CeepHas CyH, Ho u, bnarogaps 6ora-
TOMY UCTOPUYECKOMY HacneAunto, pa3BuTON norpe-
6asbHOM KyNbType 1 3HaUMTENbHOMY 06BEMY ap-
XE0I0rnYecKmnx HaxoAok, chopmmpoBan ocobyro
KYNbTYPHYHO 30HY. [Ina Heé xapakTepHbl BbicOKas
KOHLIEHTpaLMs NpaKTUK XyAOXecTBEHHOro ohopm-
NeHns norpebeHnin, a Takke 3aMeTHasi OB6LLHOCTb
XYA0XXECTBEHHbIX CTUNEN N TeMaTUUYeCKnxX npes-
noyTeHU.

«Pacckasbl O CbIHOBHEN NOUTUTENBHOCTU», Mpes-
CTaB/ieHHble Ha Ppeckax rpobHuL, gnHactum CyH, oT-



HOCATCA K 0COBOMY TUMY AeKOPaTUBHbIX M300paxe-
HWI — XXMBOMUCHBIX UW pefbedHbIX, Pa3MeLLLEHHbIX
B norpebanbHbIx Kamepax, — KOTOpble BOCMPOU3-
BOAAT CHOXKETbl O 0OPa3LLOBON CbIHOBHEN npeaaH-
HOCTW NCTOPUYECKUX NAN NereHaapHbIX NepcoHa-
xer. OyHKLMSA 3TUX N306paxKeHN BbIXOAUT faneko
3a npegenbl 4eKOPATUBHOCTU: MOCPEACTBOM BU3Y-
a/lbHOrO NOBECTBOBAHMWA OHW MPU3BaHbl YTBEPAUTb
KOHPYLMAHCKNIA 3TUUYECKMI NOPAJOK B MPOCTPaH-
cTBe 3arpobHOro Mupa, OAHOBPEMEHHO BbIMOHSSA
HaCTaBHNYECKYHO W YTELLUNTE/IbHYHO POJIb AN XKMBbIX.
CbIHOBHsIsl MOYTUTENBHOCTb NMPEACTaBASET COOON Lie-
NIOCTHYHO 3TUYECKYHO CUCTEMY, PerlaMeHTUPYOLLYHO
0653aHHOCTY JieTeli MO OTHOLUEHWIO K poguTensm. B
€€ OCHOBe siexaT 3aboTa 1 NoUTEHNE K POAUTENAM
NPV XXM3HW, Haj/iexalllee coBepLUeHMe norpebanb-
HbIX 0O6PAZOB NMOCAE NX CMEPTH, a TakKe COXpaHe-
HWe namaTh o npeakax. [JlaHHas KoHuenuma 6bina
WMHCTUTYLIMOHaNM3MPOBaHa rocyapCcTBOM B Kaue-
cTBE PyHAAMEHTa/IbHOrO MOpPaJbHOIO MPUHLMMNa
y>Ke B 3Moxy ANHACTMM XaHb 1 Noayymnna ocobeH-
HO WHTEHCVBHOE pa3BUTUE U YKPENIEHME B Nepuos,
AnHacTum CyH. BO3HMKHOBEHME 1 LIMPOKOoe pacnpo-
CTpaHeHMe 1306paskeHUI, NOCBALLEHHbIX CbIHOBHEW
NMOYTUTENBHOCTM, FyOOKO YKOPEHEHbI B YCTOMYM-
BOM 1 3BONOLIMOHMPYIOLWEN TPAAULNN KUTAUCKOM
KOHPYLIMAHCKOW KyAbTypbl, B paMKax KOTOPOW BU-
3yasibHble GOPMbI Urpann BaxkHyro pob B nepesa-
ye 1 3aKpenieHnn ITUYECKNX HOPM.

KoHuenuua cblIHOBHEN NOUYTUTEIbHOCTU BOC-
XOAMUT K AOUMHBCKUM GOpPMaM NMoYnTaHmsa npea-
KOB W KN1aHOBOW opraHusauum obuiectaa. K anoxe
AVHaCTUM XaHb OHa Hblna BO3BeAeHa B paHr oc-
HOBOMOJaratoLe MoNNTUYECKON STUKN B pamKax
roCy,apCTBEHHOM JOKTPUHBI «yrpaBaeHns rocyaap-
CTBOM MOCPEACTBOM CbIHOBHEW MOYTUTENBHOCTUN».
E€ cMbici0BOE Mosie paclumpunaoch ot 3aboTbl O Po-
ANTENAX MPU XMU3HW, Hagnexallero norpebeHns un
NCNONHEHNA NOMUHaNbHbBIX 06PAA0B A0 BKAOUE-
HWUA NPUHLMNA BEPHOCTU NpPaBUTESHO.

PacuBeT HeokoHyLIMaHCTBa B Nepuoj, AnNHa-
ctmn CyH obecneumnn CbIHOBHEWN MOYTUTENBHOCTU
rnybokoe punocodpckoe o6ocHOBaHME, YTBEPANB
eé B KayecTBe dyHAaMEHTa CEMENHOTO 1 colnab-
Horo nopszka. O4HOBPEMEHHO COBEPLLEHCTBOBA-
HMe CUCTEMbI UMMEPATOPCKMX IK3aMEHOB, pacLumnpe-
HMe CNos NMTepaTOPOB-ABOPSH, a TakXKe LMPOKOe
pacnpocTpaHeHne ceMelrHbIX HaCTaBAEHUIN 1 Kna-
HOBbIX pPernaMeHToB CnoCcoHCTBOBAN BbIXOAY AaH-
HOM KOHLENLMM 3a npeesibl KNacCu4yeckux TekKCToB
W 3nnTapHoro anckypca. CbIHOBHSAS MOUYTUTENBHOCTb

CTasa HEOTbEMIEMOM YacTbiO MPaKTUYECKOro 3Tu-
YeCcKOoro KoZeKca, peryanpyroLLero noBceAHeBHYO
CEMENHYH XKMN3Hb W COLManbHbIA NOPAAOK Ha HU-
30BOM ypOBHe.

OduumanbHble GOpPMbl MOOLWPEHNS CbIHOBHEN
npesaHHOCTM 1 CTaHAapTM3auma norpebanbHbIX pu-
TyanoB obecneymnnm NHCTUTYLNOHANbHYH NerUTUM-
HOCTb U HOPMaTMBHbIE PaMKU A8 BU3YaNbHOTO Bbl-
paXkeHWs KynbTypbl CbIHOBHEW MOYTUTENBHOCTU. B
3TOM KOHTEKCTEe pacnpocTpaHeHne n3obpaxeHuni,
MOCBSILLLEHHbIX AaHHON TeMe, B TPOBHMLAx AMHa-
ctmn CyH 6b110 0BYCNOBAEHO TakXKe KOHKPETHbI-
MU UCTOPUYECKUMUN YCAOBUAMM.

OTHOCKTENbHOE 3KOHOMMYeckoe baaronony-
ymne 3noxm CyH NO3BONMAO 3HAUNTENbHOMY YMC-
Ny cemeli NPOCTONOAMHOB BO3BOAMWTD TLLATE/IbHO
obOpMAEHHbIe KUPMUYHbIe KaMepHble FTPOBHMLLbI.
MapannenbHo chopmMmpoBanacb pa3BmuTas cpesa
HapOAHbIX XyAO0XHWNKOB N pEMECNEHHUKOB, OCBO-
MBLUNX CNOXHbIe feKOpPaTMBHbIE TEXHWUKN U NPU-
MEHSABLUMX NOBTOPAIOLWMECs nKoHorpaduyeckmne
WwWaboHbl A4 BOCMpoOm3BeaeHMA NOAODOHbIX CHo-
>KeTOB. ITO CAEeNano BO3MOXHbIM VX LUMPOKOE U
CTaHAapTU3NPOBaAHHOE UCMONb30BaHWe B Morpe-
H6anbHbIX KOMMAEKCax PasMYHOro CoLmanbHOro
ypoBHA. Takum o6pas3om, WMpokKoe pacnpocTpa-
HeHVe N306pa>keHn, NOCBALLEHHbLIX CbIHOBHEN
NMOYTUTEIBHOCTH, CTaN0 NPSMbIM Pe3yabTaToM B3a-
MMOAENCTBMA YCTONUMBBIX KYNbTYPHbIX BEpOBa-
HWW, COLManbHbIX MUHCTUTYTOB M SKOHOMUKO-TEX-
HONOrNYECKNX YCAOBUI, CNOXKMUBLLUNXCS B MOXY
anHactum CyH.

Cyas Mo MMeLWUMCS apxeonornyeckum Mare-
pvanam, n3obpaxKeHna CbIHOBHEW NOYTUTENbHOCTU
B rpobHuLax gnHactum CyH 13 ceBepHbIX PerMoHoB
JAEMOHCTPUPYIOT APKO BbIPaXkKeHHYH NMPOCTPaHCTBEH-
HYO KnacTepmsaumto. Ha cerogHALHNA feHb 0bHapy-
>KeHO 35 rpobHuL, yKpaLLleHHbIX TakuMu n3obpake-
HUAMWY, KOTOPble COCPELOTOYEHbI B TPEX OTAEbHbIX
reorpapuueckmx paiioHax: NPOBUHLIMA X3HaHb, pac-
MONOXXEHHasa BOKPYT MOANTUYECKUX W KYNbTYPHbIX
ueHTpoB CeepHoin CyH - KaiidaHa, JlosaHa 1 YxaH-
UXKOY, UMeeT CaMyHo BbICOKYH KOHLLEHTpaLMIo Ta-
Kux rpobHuy, - 20. B 3TOM pervoHe npeacTaB/eHbl
pa3anyHble GopMbl TPOBHML, B TOM YNC/IE BOCb-
MUWYTrONbHbIE, LLIECTUYTONbHbIE, KBaApaTHbIe, Nps-
MOYrOJibHbIE€ U KPYT/ible COOPY>XXeHUA. 34echb TakxKe
Hanbosiee NOJHO NpeACTaBeHbl N306paXeHNs Cbl-
HOBHEW NMOYTUTE/IBHOCTU, BbINONHEHHbIE C UCMOJIb-
30BaHVeM Tpex OCHOBHbIX CPeACTB: Gpeckn, pesb-
6a No KMpNMYy 1 rpaBroPbl Ha KaMeHHbIX rpobax.

147



[I. AHan3 OCHOBHOrO COAepP>XKaHUA U Xy[oxe-
CTBEHHbIX 06Pa30B MANKOCTPALIMIA Ha TEMY CbIHOB-
Helr NoYTUTeNbHOCTU 13 AnHacTUn CyH B pernoHe
LleHTpanbHOM paBHWUHBI

Jlorvka noBecTBOBaHMWS 1 TeMaTnyeckas CTPyKTy-
pa CLeH CbIHOBHEN MOYTUTENbHOCTH, MPesCTaBAEH-
HbIX Ha dpeckax rpobHUL, anHacTUM CyH, yKOopeHe-
Hbl B 3pe/ION 1 06LLECTBEHHO MPU3HAHHOW CUCTEME
3TUYECKNX HOPM 1 YCTONYMBOM NMOBECTBOBATE/IbHOM
Tpaamummn. VIHTennekTyanbHble CTOUHUKN UX Gop-
MWPOBaHMA MPEeNMYyLLLECTBEHHO BOCXOAAT K BYM
HanpaBAeHUAM.

Bo-nepBbix, K KOHOYLIMAHCKOMY KaHOHUYECKO-
My npowu3BegeHunto «Knaccmka cbiIHOBHeN NoyTm-
TENIbHOCTN», B KOTOPOM CbIHOBHSSl MOYTUTENIbHOCTb
dunocodckn yTBepxKAaeTCA Kak OCHOBaHWe BCel
MOpasibHON CUCTEMBI, @ TakXKe cucTeMaTnyeckun dop-
MYMPYHOTCS HOPMbI CbIHOBHErO NOBeAeHWA, Npes-
MMCaHHble Pa3INUYHbIM COLMANbHbIM POASM. DTOT
TekCT obecneynn TeOPeTUYECKyro U HOPMaTUBHYHO
OCHOBY A/l BU3Ya/lbHOTO OCMbIC/IEHUS CbIHOBHEW
nobpogetenu.

Bo-BTOpbIX, BaXKHYH POJIb Chirpasv WMPOKO pac-
NPOCTPaHEHHble HapoaHble CHOOPHMKM pacckasoB O
npumepax CbIHOBHeR NpejaHHOCTK, No3AHee obbe-
AVHEHHbIE Nog, 06l MM Ha3BaHVeM «/lBajuaTtb YeTbl-
pe npumepa CbiIHOBHEW NOYTUTEeNbHOCTM». CoCTaB-
NneHHble Mo L3tou3nHom B anoxy avHactum FOaHb
Ha OCHOBE UCTOPUYECKMUX XPOHUK N XYJ0XKECTBEH-
HOW INTepaTypbl, OHW OKa3ann 3HaunTeNbHOE BANA-
HWe, NPeAIoXMNB YCTONYMBbIE HAaPPATUBHbIE CXEMbI
n n306pasmnTesibHble NapagurMbl A8 penpeseHTa-
LUWN TeMbl CbIHOBHENM MOYTUTENBHOCTN B NOCAeay-
roLme nepuogbl. Xota nsobpaxkeHuns anoxu CyH
peaKko CONMpPOBOXAANNCH NPAMbIM HaVMEHOBaH M-
eM «/lBaguaTb YeTbipe NprMepa CbIHOBHEN MOYTH-
TENbHOCTU», UX CHOXXETHOE Cofep>KaHne BO MHOTOM
CoOTBeTCTBYeT 60/1ee NO3AHNM KaHOHU3MPOBAHHbIM
BEPCUAM, BbISBAA PaHHIONW CTagno GopMmpoBa-
HWUSA JaHHOW TeMaTUYeCKOW TpaanLumn.

Mopo6Hble nantoCTpaLmm TpaHCPOPMUPOBaNM
OTHOCUTENIbHO abCTpakTHbIe 3TUYECKME NPUHLMIBI,
N3N0XeHHble B «Knaccuke CbIHOBHEWN NMOYTUTENb-
HOCTW», B CEPUIO KOHKPETHbIX, HarAAHbIX U Hepes-
KO npesenbHO ApamMaTU3npOoBaHHbIX 06pa3LLoBbIX
MOCTYMKOB, TEM CaMbIiM GOPMUPYS NPsiMble Happa-
TUBHbIE LWABIOHbI U YCTOMYMBBIN BU3YyabHbIl pe-
nepTyap ANs XyZ0XeCTBEHHOro TBopyecTBa. B pocnu-
cax rpobHuLbl AnHacTum CyH B XanwaHroy, JaHd3H,
X3HaHb, nctopusa yH KOHa npeacraBneHa B AByX
K/IHOUEBbIX CLIeHax: «npogaxa cebs, utobbl noxopo-
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HWTb OTLL@» U «BCTpeYa C HebecHON AeBow». [lyH tOH,
BesHbI UenoBeK 13 AnHacTUM BocTouHas XaHb, He
MMen CPeACTB, YTOObl OpPraHM30BaTh MOXOPOHbI CBO-
ero oTua nocne ero cMepTun. Korga B norpebansbHom
Kamepe NosBASETCA HECKONbKO PacCKa3oB O CbIHOB-
Heln NpeAaHHOCTH, UX PacroNOXeHNe CesyeT Noru-
Ke «MocNes0BaTeNbHOIO 3TUYECKOro OTOBPaXKeHNs»,
HanpaB/eHHOro Ha co3aHune NoJIHOLLEHHOro NMpo-
CTpaHCTBa HPABCTBEHHOIO BOCMMTaHMA. 3TO pacno-
NOXEHWE He ABASETCA CyYaliHbIM, @ NoApa3yMeBaeT
onpegaeneHHbI nopsagok. OAMH 13 pacnpocTpaHeH-
HbIX METOA0B MMUTMPYET XPOHONOTUYECKYHO NoC/ie-
[0BaTe/IbHOCTb UCTOPMYECKON Nepesayn, co3zaBas
BW3YyasbHY UCTOPUIO CbIHOBHEN MOYTUTENBHOCTH.
Hanpumep, B rpobHuue ¢ dpeckamu gnHactmm CyH
B AepeBHe CuuyH, CuHbSH, X3HaHb, N306paxxeHus
CbIHOBEN-MOYTUTE/NbHBIX CbIHOBEN U3 Pa3HbIX 3MOX
OKpYy>KatoT rpobHuLy. Takas KOMNOHOBKa co3zaeT
TOPXKECTBEHHYH aTMOChepy, NoAUepKnBas BEYHYHO
NpPeemMCTBEHHOCTb U Nepeauy CbiIHOBHeW fobpoae-
Te/M U3 NOKOJEHUS B NokoaeHune. [pyroin noaxos
3aKroYaeTcs B kKnaccndmkaLmm n oTobpaxkeHnn Cbl-
HOBHWX MOCTYNKOB No Tunam. KnpnuyHelie pe3bbsbl
BO MHOTMX rpobHMLax No Bcel npoBuHUmK LLaHb-
CW, KaK NPaBWIo, rPYNMNMPYHOT NCTOPUKN Pa3HOro Xa-
pakTepa — Takue kak obecneyeHne nponuTaHnem,
cnaceHue poauTenei 1 NpoBeseHre NOXOPOH — B
oTAe/IbHble KaacTepsbl.

DddekTMBHOCTL NOBECTBOBaHMA Ha dpeckax, no-
CBSILLLEHHbIX CbIHOBHEW NMOYTUTENbHOCTY, TECHO CBfi-
3aHa C UX pacrooXeHreM B norpebanbHONM kamepe.
MecTononoxeHwe n306paxeHns HanpAMYHO yKkasblBa-
€T Ha ero GyHKUMIO 1 3HauYeHne. Ppeckn, MOCBALLEH-
Hble CbIHOBHEN MOYTUTENILHOCTM, PAaCMO/IOXKEHHbIE B
BEPXHEN YacTW rPOBHULLBI, HAMPUMeEP Ha CBOAYaTbIX
CTEHax WK nepeMblyKax, YacTo COCeACTBYHOT C M30-
BpaxkeHUAMYM, CUMBOIN3MPYHOLLUMUN BO3HECEHWE K
6eccmepTnto, U 61aronpuUATHLIMK cuMBOAaMK. MIx no-
BECTBOBaHWA yAensAoT 60/blue BHUMAHWS NMPUYMH-
HO-CNIeACTBEHHOM CBA3M «HebeC, TPOHYTbIX CbIHOBHEN
NpefaHHOCTbO», Y PENNTNO3HON CUMBOJINKE JOCTU-
>KEeHWS 3arpOBHON XXU3HW, BbINOHAA B OCHOBHOM Jie-
KOpaTUBHblE U MOAUTBEHHblE GYHKUMN. CLiEHbI Cbi-
HOBHEN NOYTUTENBHOCTW, PACNONOXEHHbIE Ha BUAHOM
MecTe B LieHTpe CTeH rpobHMLbI, TakmMe Kak npumMep
N3 pocnucy rpobHmLbl AnHacTm CyH B X3MLaHroy,
[3Hb3H, XaHaHb, 4acTo MMET 6ONbLUIMI pa3Mep 1
3aHMMaroT TakKoe Xe BUAHOe MeCTO, KaK 1 n3obpaxe-
HWs NMpPa, YCTparBaeMoro Ans obutatens rpobHMLLbI.
B Takux cnyuasx n3obpaxkeHns HeMoOCpesCTBEHHO CNy-
aT Lensam HpaBCTBEHHOro 0byyeHns MOKOMHMKa U1



€ro CEMbM B HbIHELLIHEM MUPE, C SPKO BbIPaXKEHHbIM
HaMepeHneM AaTb MOpabHbIV NPUMep.

Vcnonb3oBaHue nMHWIA MMEET peluatoLLiee 3Haye-
Hue ans GopMmpoBaHUs 06pa3oB 1 Nepesayn ayxa.
JInHun B KapTHe «CbIHOBHAA MOYTUTENBHOCTb>» B
COBOKYMHOCTU A€MOHCTPUPYIOT MPOCTOTY U KU3HEH-
HYHO CUAY, XapaKTepHble 4151 HAPOAHOMO UCKYCCTBaA.
Mpwn n3o6paxkeHnn GUryp xyaoXxHUK NCnoab3osan
TOUHbIE, HO Pa3HOOOpasHble TEXHUKW INHWUIA. Bo3b-
MeM, K NpuMepy, KapTuHy «M>aH Li3yH nnauet Hag,
6aMbyKOM» Ha CEBEPHOM CTeHEe rPobHMULbL. JInHWUK
ApanunpoBku, n3obpaxatolime MaH Li3yHa, cTosLle-
O Ha KOJIEHsX W MaauyLlero, He NPocTo obpucosa-
Hbl, HO TLLLATENbHO OPraHM30BaHbl B COOTBETCTBUM
C NO30M YesIoBEYECKOro Tena v TeKCTYpPOou TKaHW.
JINHUK Ha ero naevax U CrnHe OKPYr/ble U NaaB-
Hble, NepexoAsllne B NIOTHbIe KOPOTKME LUTPUXM
Ha Cknajkax BO3/1e KOJIeH. 3TO TOYHOE U3MEHeHne
MAOTHOCTM M HanpaB/eHUs TOYHO NepejaeT ABU-
XeHne Tena n fpannposky Lwenka. OgHoBpeMeHHO
C 3TVM TLLATENIbHO KOHTPONIMPYETCA TOALMHA Nn-
HWUI: KOHTYPHbIE IMHUN POBHbIE U CU/bHbIE, @ BHY-
TPEHHWe CKNasakun nepesaHbl 6onee TOHKMMN An-
HUAMM, co34aBas yeTkue ciou. BeipaxeHne anua
nepesaHo BCEro HeCKO/IbKUMMU LITPUXaMK, OTpa-
>as neyanb U MOPLMHbBI Ha 16y MaH Li3yHa. Pa-
60Ta CTPEMUTCA K 3CTETMKe Nnepeaun gyxa yepes
JNINHWIO, BOMIOLLLAA 3/1€FaHTHOCTb U CAEPXKAHHOCTb.

C TOuUKM 3peHunsa Teopun LBeTa, CBUTOK «CUHO-
Bbsl MOUTEHME» ABHO Hac/ieayeT TPaANLMOHHYIO
KOHLLeMNUUIO NATU LIBETOB, B LLIEHTPE KOTOPOM Haxo-
AATCA CUHWIA, KPACHbIN, XXENTbIW, 6eNbliA U YEPHbIN.
TexHWKa packpalinBaHWs B OCHOBHOM WUCMOAb3yeT
NA0CKOe HaHeCeHWe, CTPeMACh K SPKOMY M Hacbl-
LLLeHHOMY BU3yanbHOMY 3ddekTy, uTobbl N306pa-
>KEHWA BbIAENANNCD B TyCKAOM rpobHuLe. KombuHa-
LWW LLBETOB He ABAAIOTCA MPON3BOIbHBIMY, @ YacTo
OTpaXkaroT onpejesieHHble CoLManbHble KOHLEMLMM
M NPUHLMUMBI BU3YaNbHOrO AM3aliHa.

[Il. CpaBHUTENbHbIN AOMOAHUTENbHbIN aHaAW3 UA-
NOCTPaL MK, NOCBALLEHHbIX CBIHOBHEN MOYTUTE b
HOCTM, B pa3HbIX permMoHax B nepmog anHactum CyH

PervoHanbHble pa3ninums BO3HUKAN NOJ COBMECT-
HbIM BANAHMEM MHOXecTBa dakTopoB. OCHOBY A4
HWX 3a10XKWAN pa3nnums B reorpaduryeckon cpese v
KyNbTYPHbIX chepax. ABAASACH NOAUTUUYECKUM U KYJb-
TYPHbIM LLeHTPOM gunHactum CyH, pernoH LleHTpans-
HOM paBHWHbI 0bnasan ya006HbIM TPAHCMOPTHbIM
COOBLEHNEM W YACTbIMU KYIbTYPHBIMU O6MeHaMK,
YTO NO3BONINIO TEMAM CbIHOBHEWN MOYTUTENIBHOCTU
BNMTaThb B ce6A 3n1eMeHTbl 13 Pa3NNYHbIX COLMab-

HbIX C/IOEB 1 PA3BUTbCA B KOMMAEKCHYH), MHOFOrpaH-
HYHO CUCTEMY. B OTAMUMeE OT 3TOrO, HOXKHbIE ParioHbI
WaHbecn 1 LWsHbCK, pacnosoxeHHble Ha nepude-
pUN KyNAbTYPHOTO BAVAHWA LieHTpanbHOW paBHUHBI,
coxpaHuan bonee ApPKO BblpaXKeHHble MeCTHbIe Ha-
POZHbIe KyNbTypHble 0COBEHHOCTM, XOTS N HaxoAM-
JINCb NOJ, BAUSHUEM OCHOBHOW Ky/bTypbl. Paznnumns
B Nnepefaye TEXHONIOTUI MeXay rpynnammn pemec-
NIEHHWKOB elLlle bonblie YCUAUAN CTUANCTUYECKNE
pa3nnums B LlaHbayHe akLeHT Ha n3obpaxkeHnn
>KWN3HW yMepLUero npueen K COYeTaHUIo CLEH Cbli-
HOBHEW NOYTUTENBHOCTU C U30OPaAKEHNAMUN MY-
3blKkM, TaHLEeB 1 H6aHkeToB. B roxxHoM yactu LaHb-
CW BHUMaHVe YAeNanoch XM3HN NPOCTOro Hapoaa,
UYTO NPUBENO K MOSBAEHUIO TeM, bonee 6ANKUX K
NpaKTUYeCKUM HapPOAHbIM NOTPEOHOCTAM.
XYAOXKECTBEHHbI OBMEH 1N MHTErpaLmns Mexay
pervoHamMu aHaaormyHbiM 06pasom NpPoABUIUCE B
KapTMHax, NOCBALWEHHbIX CbIHOBHEWN MOYTUTE/IbHO-
ctn. TemaTtnyeckme cMCTEMbl M KOMMO3NLMOHHbIE
napagurmbl LLleHTpanbHOW paBHWHBI LUIMPOKO pac-
NPOCTPAHUINCH Ha OKpY>KatoLLme parioHbl. KapTuHbl,
MOCBSLLLEHHbIE CbIHOBHEN MOUYTUTEIBHOCTY, B FPO6-
Huuax guHactum CyH B XyaHanHe, LLsHbcn, He Tonb-
KO Uepnanu CBOW CHOXeTbl U3 «/lBaauaTy YeTblipex
NPVYMEPOB CbIHOBHEN MOYTUTENbHOCTW» LieHTpanb-
HOW paBHWHbI, HO U UX OAHOMaHe/IbHas, He3aBUCMMas
KOMMO3MLMOHHas GopMa Takxke HarnpsiMy Npounc-
Xo4Mna OT PaHHUX KapTWH, NMOCBALLEHHbIX CbIHOBHEW
NoYTUTENbHOCTH, LIeHTpasbHOW paBHWHbI, YNPOLLEeH-
HbIX TO/IbKO B ieTaisiX. ITO CBUAETENbCTBYET O paju-
aZbHOM BAWAHMN N BeAyLLEeNn poan KyabTypbl LieH-
TpanbHOW paBHWHbI. V1 HAO6OPOT, XyAO0XKECTBEHHbIE
yepTbl NepudepuinHbiX PErMOHOB OKasaau BAUsHUE
Ha HekoTopble rPObHULbI LleHTpanbHOW paBHMHLI.
B no3gHWi nepmnog B HEGONLLUNX U CPEAHUX FPO6-
Huuax AgnHactmm CyH B JlTosiHe NOSBUANCH KapTUHBI,
MOCBSALLEHHbIE CbIHOBHEWN NOYTUTENILHOCTY, C Honee
3HEPrMYHBIMY TNHUAMM, 3aMMCTBOBAHHbBIMW 13 FOXK-
HOW YacTh npoBuHUMK LLlaHbcw. MprMeHeHue LBe-
Ta Tak>XXe OT/IMYaNOCh MOBbILWEHHbIM KOHTPACTOM,
4TO NpUAaBano KOMMO3NLMAM HONbLLIYIO XXU3HEH-
HOCTb. DTOT AABYCTOPOHHUI OOMEH 1 MHTerpaLus
obecneunnv nocnefoBaTeNbHYHO Nepesayy OCHOB-
HOW KYJIbTYPHOW CYLLLHOCTM CbIHOBHEW NMOYTUTENbHO-
CTW, OZAHOBPEMEHHO MO3BOJISAS PErMOHANbHBIM XyA0-
>KECTBEHHbIM BblPaXXeHVAM YKOPEHUTLCSH B MECTHbIX
0CobeHHOCTAX. ITa ANHaMKKa CO3ana yHUKaAbHYHO
MOZe/Ib KapTUH CbIHOBHEN MOUYTUTENbHOCTM ANHa-
ctm CyH, B KOTOPOI pervoHanbHoe pasHoobpasmne
COCYLL,ECTBOBAJIO C KYyNbTYPHbIM €4MHCTBOM.
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