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BBEJAEHHE

AKTyaJIbHOCTH TeMbl HccjaeaoBaHus. [[uHpwxoyckas kepamuka Hucun
(cokpameHHO — Kepamuka HwucuH) sBISeTCS TPaJUIIMOHHBIM  HAPOJIHBIM
npombiciioM peruona boiibyBans B ['yancu. Ee uctopust Haganaces B amoxy TaH, a
pacuser npuiiencs Ha nepuod auHactud LluH. Ha cerogHsmHuN neHb €d yxke
6onee 1300 net, u oHa u3BecTHa Kak B Kutae, Tak u 3a pyoexom. Kepamuka Hucun
BXOJIUT B CIUCOK «YeThIpex 3HAMEHUTHIX KepamMuK Kutas» Hapsly ¢ 3BIIIACKON
kepamukoi Mcun w3 1I3gHCY, U3sHbIIyHCKOW Kepamukod w3 IOHbHaHU U
KYHYaHCKOM KepamMukoM u3 UyHIMHa, OHa TakKe BKIIOYeHa B HannoHaIbHBIN
CIIHCOK HEMATEpPUAIIBHOTO KYJIbTYpHOro Hacneaus. [nmmHa kepamuiku [luHBUKOY
HucuH omimyaeTcss TOHKOCTBIO U POYHOCTHIO. [Ipoliecc U3roroBieHuss KepaMuKku
Hucua w3bickaH, 1BeTa, IONy4YCHHBIE B pe3yidbrare oOXkwra, Ooratel u
Pa3HO00pa3Hbl, IPEBHUN CTUIIb YHUKAJICH, a TNIAJIKOCTh MOBEPXHOCTU MsirKas. OHa
coueTaeT B ce0e TpaJUIIMOHHbIE KUTAMCKUE MCKYCCTBA KaJLTUTpaduu, KUBOIUCH,
smurpaduky,  pe3pObl  mewaTre W Apyrue, — oOnamas  3JETaHTHBIM
KYJIbTYPHO-XY/I0)KECTBEHHBIM BKYCOM M YHHMKAJIBHOM IPAKTAYECKOM LIEHHOCTBIO,
YTO JENAET €€ BBLAAIOIIMMCS HApOAHBIM KEpAMUYECKHM MPOMBICIOM. [Ipoaykums
KepamMukn HHCHMH BKIIOYaET XyHOKECTBEHHYIO M ITOBCEAHEBHYIO KEpPaAMMUKY.
OCHOBHBIE BUJIbI TTPOYKIIMU — 3TO YaWHUKH, YaiiHbIe HAOOPHI, ocy/ia, KodelHbie
Ha0Opbl, I[BETOYHBIC TOPIIKH, KYpPUJIbHUIIbI, AHTUKBAPHbIE U3JETUI U
TPaJUIIMOHHBIC JTHUYECKHE mojenku, Bcero Oosee 1000 pa3HOBUIHOCTEH.
bnaromapsi cBoel [0JNTOW HCTOPUM U TIIYOOKOMY KYJIBTYPHOMY HACIEIUIO,
HUHBYKOYCKass KepaMuka HHCWMH cTanma KynbTypHBIM TIOCIOM JUISI BHEIIHEU
rponaranibl ['yaHCu M BUBUTHOM KapTOYKOM ropona LluHpuxoy.

Kepamuka Hucun coxpanunach 10 HamuxX JHEH Onaromapsl yYHUKaJIbHOU
TEXHOJIOTMM  M3TOTOBJICHUS, IIPAKTUYHOCTH, a [JIABHOE —  BbICOYAMILIEH
XYJ0KECTBEHHOM IIEHHOCTHU. Takol BUJI KEPAMUKH, SIBISSICH BAXKHBIM HACIIECIUEM
boiiOyBaHs, OTpakaeT KaK €ro peruoHajbHbIC TPAJAUIUMU, CBSI3aHHBIE C

pr6OJIOBCTBOM, TaK W XYJOXCCTBCHHBIC, OTPAXKAIOIMC HAPOAHYIO KVYJIBTYPY. A
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IIOCKOJIBKY PETHOH HACENSET MHOXECTBO MAJIBIX ITHUYECKUX HAPOJHOCTEW, OHA
ype3BbIYailHO pa3HooOpa3Ha. Bce 3TH OCOOCHHOCTH MOBIMSAJIM M Ha caMmy
kepamuky. Takum oOpa3zom, [luHpwkoyckas kepamuka HwucuH — mnpsiMoe
OTpaXCHHUE MCTOPUYECKOTO M KYJIBTYPHOIO Hacieaus HapoaoB boiiOyBans u
pe3yibTaT MHOTOBEKOBOTO PAa3BUTHSA peruoHa. Ha cerogHsAmHui 1eHb OHA 10 CUX
IIOP CYMTAETCS BAXHBIM CHUMBOJOM «MSATKOW CHJIBD) KYJIBTYPHOTO BIIASIHUS
Teppuropun bri10yBaHb.

B c¢Bsi3u ¢ mporpeccoM u pa3BUTHEM 00IIECTBA, TPONU3BOICTBEHHBIE METOIHI,
o0pa3 ’XKM3HM U JyXOBHas cdepa JIOAEH TakkKe MpeTepren 3HAYUTEIbHBIC
n3MmeHenns. Kepamuka HucuH, koTopast pa3BUBaeTCs Ha OCHOBE TPAJULMOHHOIO
oOmiecTBa M HeceT B cele coiepkaHHe HApOIHOW KYJIbTYpBI, CTAJIKHWBAETCS C
TPYOAHOCTSAMHU B Pa3BUTUM W3-32 W3MEHEHHUW B CpeAe €€ CYLIECTBOBAaHHI.
[losiBenne kepamMuku HUCHH sBISETCA PE3YNIBTaTOM B3aMMOJCHUCTBUS PA3IUYHBIX
dakropoB. B mpomuiom OONBIIMHCTBO HWCCIACNOBAaHWNA KepaMuku Hwucua
IIPOBOJMIIOCH C TOYKH 3PEHUSA UCTOPUU IUIACTUYECKOTO UCKYCCTBA U ICTETUYECKOU
KYJIBTYpbl, W JHUIIb HEMHOTHE CHCTEMAaTHYECKHE HCCIICIOBAHUS H3ydalln
B3aMMOCBA3b KepaMuku HucuH ¢ Takumu (akropaMu, Kak OKpyXkarollas cpena,
o01IeCTBO, KyJIbTypa, SJKOHOMHKA M TexHojoruu. Kak marepuanusoBanHas ¢opma
peruoHabHON KyasTypbl boitOyBanb, kepamuka Hucuu sBuseTcss oOpa3HbIM
HOCUTEJIEM M CpEICTBOM IIepeladyd pEruoHaIbHOM KyJIbTypbl. MccinegoBanue
KepaMukd HucuH AOKHO OBITH BCECTOPOHHE MOHSATO M OXBAaY€HO B 0O0IIEM
KOHTEKCTE €€ Pa3BUTHA, a HE OTPaHUINBATBLCA ONHUM (akTopoM. B mpempraymmx
UCCIIEJIOBaHUAX KepamMuku HucuH He XBarajno MNEepCHeKTUBBbI, KoTopas Obl
KOOPAMHUPOBAJA U3YYEHNE OKPYKAIOLIEH Cpeibl, KyJIbTypbl U KepaMuku Hucun. B
JAHHOU JHCCepTalMy BBOAUTCSA MCCIENOBATENbCKAsA IEPCIEKTUBA KYJIbTYPHOU
DKOJIOTMH, TIOMENIAs UCCIE0BAaHNE KEpaMUKU HHUCHH M KynbTypbl B YHUKAJIBHBIN
HKOJIOTMYECKUI KOHTEeKCT baiiOyBaHb, U IPOBOIUTCS LETOCTHBIA M CHUCTEMHBIN
aHaJIu3 JBOJIIOLMU KepaMUKU HUCHH C KOMIUIEKCHOM TOYKHM 3PEHMSA, U3Y4arOTCs
3aKOHBI PA3BUTHS U U3MEHEHHUS, @ TAKKE UCCIEAYETCS CYyIIHOCTh 3BOJIFOLUU 3TOTO

TPAAUIUOHHOI'O HApOIHOI'O IIPOMBICIIA. 210 npeaoCTaBLACT MCTOA W HACKO OJIA
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3aIIUTBI M HACIENOBaHUs KepaMuKM HUCHMH B HOBOW KyJIbTYPHO-UCTOPHUYECKOU
cpeze.

Coxpanenue W Tmepenadya KyJlbTypHOTO HAaCIeOuss HUCHHCKOW KEpaMHKHU
CTAJIKUBACTCSI C PAJOM CEphe3HbIX MpoOieM: 1) cimabas OCBEIOMIIEHHOCTb O
HEOOXOJMMOCTH  COXPAHEHUS  KYJIBTYpHOTO HAacleausi W HEJAOCTaTOYHas
uHGOpMAIIMOHHAs TOJ/IEPKKa; 2) OCTpbId AepumuT KBaTu(UIIMPOBAHHBIX
CHEIMAIMCTOB, YTO MpPEMSATCTBYET IMepeAadye TPaJAULMOHHBIX TEXHOJOorui; 3)
OTCYTCTBHE MHHOBALIUW B MPOM3BOACTBE U 3aMeTHasl yHU(UKALMSA TPOAYKIIH; 4)
OrpaHMYEHHas y3HaBaeMOCTb OpeHJa W HHU3Kas KOHKYPEHTOCIOCOOHOCTh Ha
peiHKe. Pemenue »THX mnpoOneM MpearnoiaraeT IMpekIe BCEro CO3JaHue
KOMIUICKCHOM CHCTEMBI Tepefadyll MacTepCTBa, TIIyOOKOEe M3yUeHUE U TBOPUYECKOE
NIEPEOCMBICIICHUE TPAJULIMOHHOIO KYJbTYPHOrO Haciieaus. TONBKO HAa 3TOM ITyTH
BO3MOXKHO OOECHEUNTh JKHMBYIO IPEEMCTBEHHOCTh M YCTOMYMBOE pa3BHUTHE
TpaJuIM HUICUHCKON KEPaMUKH.

VYcunenue 1I00ANBHOTO BIMAHHUA HAa OTHUYECKYI0 U KYJIBTYPHYIO
UJACHTUYHOCTh MHOTHX HapoJOoB M yHU(DUKamus oOpasa KH3HU YCHIMUBAIOT
aKTyaJIbHOCTb TEMBI IAaHHOT'O UCCIIEIOBAaHUS.

Crenenb paspadoranHocTH mnpodJjembl. lccienoBaHus, MOCBSIIEHHBIC
COXPAaHEHUI0  PETHOHAJIBHOM  KYyJIBTYpbl B YCIOBHUAX  COBPEMEHHBIX
II100aIM3aIlMOHHBIX MPOLECCOB, OMHUPAIOTCA Ha psAJ MOAXOAOB, CPEIU KOTOPBIX
OTMETHUM, B IIEPBYIO OYEPENIb, TEOPUIO KYJIBTYPHOMN IKOJIOTHH.

HccienoBanus B 001aCTH KYJAbTYPHOHN 3KOJOrMU. Teopus KyJIbTypHOU
DKOJIOTUM — 3TO TEOpHs, KOTOpas HMCHOJB3YET KOHLENIHMH, TEOPHH, B3IVISABI U
METOBI IKOJIOTHUECKON HAyKH ISl U3yUCHHs KYIbTYpHBIX siBieHuid. [lyOnukanus
paboTsl amepuKaHckoro anTponosora Jixyamana Crioapaa! «Teopust KyIbTypHBIX
M3MeHeHUu» B 1955 romy o3HamMeHOBana pOXIACHHUE KYJIbTYPHOM 3KOJOTHM.
Crroapn, OCHOBarenb KyJIbTYPHOM 3KOJOTMH, OINpPEACNIN €€ KaK JUCLUIUIMHY,

HU3Yy4alomyr0 B3aUMOOTHOHICHUA MCIKAY 4YCIOBCKOM H HpHpOI[HOﬁ CpCIIOﬁ.

' Steward J.H. Theory of cultures change: The methodology of multilinear evolution. Urbana,

1955. 295 p.
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[To3gnee Ttakue wuccinenosarenu, kak P. Herrunr, P. Panmanopr, Camuns, J[x.
bennerr n XoynM 3HAUWTEIBHO PACUIMPWIN paMKH ucciaenaoBanuii Crroapaa u
JOCTHUIIM ONPEIETIEHHBIX PE3YIIBTATOB?.

B 1990-x romax B Kurae Hayanum 3HAKOMUTBCS C TEOPUEH KYJIbTYpHOU
skonoru. B 1999 romy Xyam HOiidy’ omyOnMkoBana CTaThi0 IO Ha3BaHHEM
«KynpTypHas 3Konorus: MeXAUCIUILTNHAPHASA 001aCTh NCCIIEIOBAHNIA, BO3HUKIIIAST
B XX BEke», NO3HAKOMHMB KUTAHCKMX YYEHBIX C PaHHUMHU MCCIECIOBAHUSAMU
KYJIBTYPHOM 3KOJIOTHHM M HOBBIMH HalpaBicHHAMH €€ pasButus. JIpH Csubkyi*
OTMETHJI, YTO KYJIBTYpHasl 3KOJIOTHsI ITOABEP/KEHA BIMSHUIO HE TOJIBKO IIPUPOAHON
Cpelbl, HO M COIMAIbHO-3KOHOMHYECKUX (aktopoB. CyHs BaiiBoii® cumtaet, 4to
KYJIbTYpHasi SKOJIOTHSI OTHOCHUTCS K KYJbTYpPHBIM (hOpMaM, BO3HUKAIOIIMM MOJ
COBMECTHBIM BO3ACHCTBHEM NPHUPOIHOM, COLMAIBHOM M KYJIBTYpHOH Cpeibl B
ONPEIECICHHBIA HMCTOPUYECKUN TMepuol. OTH (PaKTOpbl B3aUMOJEUCTBYIOT U
B3aMMHO OTPAHWYMBAIOT APYr Apyra, Gopmupys crenupudeckue CrnocoObl U
cocrosiamst. Llroit Kaiines® mosaraer, 4To KyJbTypHAs SKOJOTHS — 3TO MPOIECC
HENPEPBIBHOTO JIBMXKEHHUSI, PA3BUTHSI U KOOPAMHALIMM KYJIBTYPHBIX JIEMEHTOB O]
BIMSIHUIEM MHOMKECTBAa BHEIIHUX (PAKTOPOB, YEpEe3 €CTECTBEHHbIC H3MEHEHMS U
YeJIOBEUECKYI0 aKTUBHOCTh, B pe3yibraTe 4ero (HOpMUPYETCS CHUCTEMHOE,
TapMOHMYHOE W CcOATaHCHUPOBAHHOE COCTOsIHUE 0oOmecTBa. KymsTypHas skomorus
dopMupyercst 1mojx BIMSHUEM HUCTOPHUUECKHX W MPUPOAHBIX (HAKTOPOB. ITOT
IIPOLIECC MPOUCXOAUT HENPEpPbIBHO. Kak TOJNBKO Ha HCXOOHYHIO KYJIBTYPHYIO
AKOCHCTEMY TOBIHSET OIMpeNelIeHHbIN (aKkTop, OHa HAYHET TpaHCHOPMHUPOBATHCS

1 TIOPO’K/IATh HOBBIE KYJIETYPHBIE (DOPMBI’.

2 Yang Baoxiang. Funeral Culture Ecology. Beijing: China Social Science Press, 2015:22.

* Huang Yufu. Cultural ecology, an interdisciplinary research field that emerged in the 20th
century. Foreign Social Sciences, 1999, (06):19-25.

* Deng Xianrui. On cultural ecology and its research significance. Journal of Central China
Normal University (Humanities and Social Sciences Edition), 2003(01):93-97.

* Sun Weiwei. Cultural ecology and the development of advanced culture. Theoretical
Exploration, 2004, (03):21-22.

* Qu Kaiyin. Changes in local culture and construction of cultural ecology. Beijing: People's
Publishing House, 2017:27.

7 Li Dandan. Research on the changes and protection of the cultural ecology of Dimen Dong
Village in Guizhou. Guizhou University of Finance and Economics, 2020:5.



8

®sH Taubrit® B cBoel «McTopun KuTaiickoit KynsTypb» (2021) npeiaraer
TPEXYPOBHEBYIO TCOPHUIO KYJIIBTYPHOM DKOJIOTHH, COCTOALIEH U3 IPUPOIHON CPELIBI,
HKOHOMHUYECKON (MHCTPYMEHTBI, TE€XHOJOTMU, METOAbl MPOU3BOACTBA U T.J.) U
Cpelbl COLIMAIbHOW CUCTEMBI (MHCTUTYTHl M OPTaHU3ALNN). DTO SIBISIETCS HOBBIM,
Oojee CHUCTEMHBIM TMOAXOJOM K HCCIEJOBAHUIO KYJbTYPHOU 3KOCHCTEMBI,
ITIOCKOJIBKY OHAa «OTHOCHUTCS K ILIEJIOCTHOW CHCTEME, COCTOSIIEH U3 IEPEMEHHBIX,
TaKUX KaK MPUPOIHAsl cpeia, HayKa M TEXHOJOTUH, CUCTEMA KU3HEO0OECTIeUeHMUs],
COLMaJbHAsl OpraHu3alus UM LEHHOCTH, KOTOPBIE BIMSAIOT HA BO3HUKHOBEHHE U
pa3zBuTHE KyJabTypbl. OHa pacCMaTpHUBAET HE TOJBKO IMPUPOAHYIO 3KOJIOTHIO, HO U
OTHOILIEHHUS COCYLIECTBOBAaHUA MEXAY KYJIbTYPOM M  BBILICYIIOMSHYTBIMU
IIEPEMEHHBIMM.

B cormosorun kyinerypbl ChiMa FOHBIBE® MpemocTaBil MOJIENb CTPYKTYPbI
KYJIBTYPHOU 3KOCHUCTEMBI (puc. 1), KoTopask WIUTIOCTPUPYET BIMSHUE MPUPOTHON
cpeapl M B3aUMOCBS3b MEKJY pPa3JIMYHBIMA KYJIBTYPHBIMA II€PEMEHHBIMU B
UCCIIEJIOBAHUAX KYJIBTYpHOH »dKosorud. B 3roil Momenu, uyem Ommke K
KyJABTYPHOMY SIpY, TeM OoJjiee MpsSMOE BIUSHUE KyJIbTypHBIE (PaKTOPBI OKAa3bIBAIOT
Ha COLMAJIM3ALIMIO YEJIOBEKA; HAIPOTUB, ABUTAsACh OT IIPUPOJHON CpElbl BHYTpb,
TEM TECHEE CBsI3b KYJIBTYPHBIX JIEMEHTOB C MPUPOJHOM Cpeloi U TeM OoJiblIe X
B3anMHoOeE Biausuue'’.

Jpyroii mnact paboT, CBSI3aHHBIX C MPOOJEMON COXpaHEHMsI PErMOHaIbHOU
KYJIBTYpbl, MOCBAIIEH KOHKPETHBIM KYJIBTYPHBIM (PEHOMEHAM, B TOM 4YHUCIE —
UCTOPHUH MCKYCCTBA U HAPOAHO-XYI0KECTBEHHBIX MPOMBICIOB. OOpaTHMCs B 3TOU
CBS3U K HMCCJIe0BAHUAM HcTOopuM Kepamuku Hucun. Mcropuueckue marepuansl,
CBsA3aHHbIE C Kepamuko HwucnH, BxmouarTr: «['yaHCHICKHE XPOHUKWY,
coctaBieHHble B mepuon Jlaoryan mnozgHen IluH, «Xponuku yesna IuHbY,
cocraBieHHpie B mepuoy PecnyOmmku Kwuraif, «Xponuku yesma Lluby,

OHY6J'II/IKOBaHHBI€ B 1980 roay, 1 MCCTHBIC HCTOPHYCCKHC 3allMCH, TAKHUC KakK

¢ Feng Tianyu, He Xiaoming, Zhou Jiming. History of Chinese Culture. Shanghai: Shanghai
People's Publishing House, 2021:8.

° Sima Yunjie. Cultural sociology. Jinan: Shandong People's Publishing House , 1990.

10 Tang Jialu. Cultural Ecology of Folk Art. Beijing: Tsinghua University Press, 2006: 70.
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«I'yangyHckue XpoHUKH Opuun» (1995), «l'yaHcuilckue XpOHHUKH JIETKOM
npoMbIuieHHOCTH» (1996) u «['yancuiickue MyHUIIMTIaIbHBIE XPOHUKKW» (2008).
DT AOKYMEHTHl (UKCHUPYIOT TPOIECC MPOM3BOACTBAa Kepamuku Hucua u ee
BJIMSIHUE HA MECTHYIO SKOHOMUKY. UTO KacaeTcs UCCIIEI0OBAaHUI HCTOPUH Pa3BUTHUSA
kepamukd Hucun, nHambomee monmHBIM sBiseTcsa Tpya «TexHuku oOxura
HUHBWKOYCKOM — kepamuku  Hucun»  (2012), orpenakrupoBannbiii  Ilyait
Munbsdonom (Shuai Minfeng) u Mao Bousumaom'!. Kuaura oxsarbiBaeT
UCTOPUUYECKHE WCTOKH, TEXHUKH (OPMOBKH M pPe3bObl, TEXHUKH OOXKUTa,
dbopmupoBaHue M KiIacCU(PUKAIMIO I[BETOB TIIa3ypH, XYyJAOKECTBEHHBIE CTUIU U
IIKOJIbI, OLICHKY Y KOJUIEKIMOHWPOBAHWE M3BECTHBIX M3JEIUM, a TaKXKE 3alIUTY U
Hacneane kepamuku Hucwn. «Kutaiickas kepamuka Hucun-Odunmansabie nedn
[unswkoy» (2014), Hanucannas Yxao lonmurem!?, u «Kparkas HCTOpUS KEPAMHUKH
Hucun» (2014), namucannas ®su CumuaoM u UsHbp X3HOM'’, TakKe KpPaTKoO
NPEICTaBWIA pa3BUTUE KepaMUKM HUCHH ¢ HCTOPUYECKOW TOYKH 3pPEHUS.
BrimeynomsiHyTeIE JOKYMEHTBI NPEAOCTABIISIIOT MHOTOYMCIICHHBIE UCTOPUYECKUE
OCHOBaHUS M IIEHHbIE MaTepHAJIbI JJI UCCIEA0BAHUS TAaHHOM TUCCEPTALIUH.

B mucceprauum «Kpatkuit 0030p kepamuku [yaHcu B TPOLUIBIX
auHactusx» (2019) Boit XauptoHb!'* B I1ETOM M3I0XKHI HCTOPHIO Pa3BHUTHS
KepaMHKu ['yancu B mponuiblx nuHAacTusax. B nuccepramuum «llpensapurensHoe
UCCIIEIOBAaHUE TIPOUCXOXKIEHUS U pa3BUTHs kepamuku «Hwucun» B LuHBUKOY,
I'yarcn» (2013) JTro WxoHdoH!Y HMCHONb30Bal METOABI HAYYHO-TEXHOJIOTHYECKOM
apXEOJIOTHH IS M3YYEHUs MPOUCXOKACHUS U TIEYHOW TpaHCPOpMAIMKA KEPaMHUKU

«Hucun». B cBoelt nuccepranun «Kparkas ucropus kepamuku «Hucun» (2022)

11 Shuai Minfeng, Mao Wengqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing: Beijing
Science and Technology Press, 2012.

2. Zhao Guolin. China's Nixing pottery: Qinzhou official kiln. Guangxi Fine Arts Publishing
House. 2014.

13 Feng Siming, Chen Heng. A Brief History of Nixing Pottery. Beijing: Electronic Industry
Press, 2014.

14 Wei Han Yun. A brief account of Guangxi ceramics throughout the ages. Guangxi Local
Chronicles, 2019, (04): 60-64.

15 Liu Zhengfeng. A preliminary study on the origin and development of Nixing pottery in
Qinzhou, Guangxi. Guangxi University for Nationalities, 2013: 1.
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JIu [Iuuyans'® mpoBen uccienoBanue pa3BuTHsA KepaMuku «Hucwmp» ¢ TOYKH
spenusi pyuH. Ce XKyncyn!” npemmoxun B «Kparkom aHaiu3e 3BOJIONMH U
pazButus kepamuku «Hucun» Iunapwxoy» (2015), 4uro pa3BuTHE KepaMUKH
«Hucnn» IHHBYWKOY MOXHO pas3feiIUTh HAa YEThIPE JTamna: IIEpUOJ pPa3BUTHA,
TIEPHO/] 3PEIOCTH, MIEPUOJ MPOIBETaHUs U repuox crstukn. JIn [umun'® nposen
UCCIIEOBAaHUE OlpeneneHuss ucrtopun kepamuku «Hwuenn» LluHpwkoy B cBoen
muccepranuu «MccnenoBanue Ha3Banus kepamuku «Hucuny» LHuaswkoy» (2022).

HcciienoBanue KyJabTYPHON KOHHOTALUUM UMHBYKOYCKOM KepaMHUKHU
Hucun. CymecTByromuye UCCIEI0BAaHUs CUATAIOT, YTO Kepamuka Hucun sBisercs
OJHUM M3 TPAJAULHOHHBIX HApOIAHO-XYIOKECTBEHHBIX IpoMbIciaoB Kwuras,
00TaaroM JONITOM UCTOpPUEH M OOraThIMU KYJIBTYPHBIMH KOHHOTALMSAMH. JTO
IPOAYKT, 00BEIUHSAIOINN TEXHONOTHIO U uckyccTBo. Kepamuka Hucun nacnenyer
TPAJIULIAOHHOE MAaCTEPCTBO KHUTAWCKOW KEPAMUKH, SBIIETCS BOIUIOLIEHUEM
MYIpPOCTH W  KPHUCTAUIM3ALUMEW  TPAJIWLIMOHHOW  KUTAWCKOW  KYJIBTYPBI,
pEenpe3eHTHPYS TPAIMIIHOHHBIC KUTalCKue screTndeckue BKychl (Ma FOmans'”,
2015). MHuorue mccieoBaHus TTOKA3bIBAIOT, 4TO peruoH baidy ['yancu oGmamaer
Ooraroil 3THUYECKON KyJIbTYpOH, KOTOpas TakKe INIyOOKO YKOpPEHEHa B CO3/IaHUU
kepamMukd HucuH u okaspiBaeT BakHOE BiIMsIHHME Ha (OpMy U AM3alH JeKopa
kepamvkn HwucnH, npupgaBas el CHJIBHBIE  DTHUYECKHE  KYJIBTYypHBIE
XapaKTEPUCTUKH, TaK YTO TPAJAUIIMOHHBIE KOHUEHIUHU OJIarONOIy4YHs MOJHOCTBIO
oTpaxkarorcs B ¢opMe u Jaekope kepamukm HucwH. ['yancuiickwe HapomHbIe
AJIEMEHTHI U CUMBOJIBI, 4 TAK)KE€ MECTHBIC KYJIBTYPHBIE JJIEMEHTHI UCIIOJIb3YIOTCS B
dopMe U rpapuueckoM Jekope, coderas B Kepamuke HucuH permoHasibHbIe,
MOpPCKHE M JTHHYECKHE MOMEHTHI KyabTypbl ['yancu boii0y (kak yTBepiKmaer,

Hanpumep, Ma IOmanp?®, 2014). Ha panHeMm srtame aekop KepaMukd Hucuu B

s i Shichuan. A brief history of Nixing pottery. Literature and History, 2022, (10): 4-7.

17 Xie Rongsong. A brief analysis of the evolution and development of Qinzhou Nixing pottery.
China Nationalities Expo, 2015, (02): 156-159.

18 i Shiming, Yu Changhui. Research on the origin of Qinzhou Nixing pottery. Wenshi Chunqiu,
2022, (10): 17-18.

» Ma Yushan. Cultural space of Nixing pottery. Jilin: Jilin People's Publishing House, 2015: 20.
20 Ma Yushan. On the dynamic protection of Nixing pottery cultural space. Journal of Qinzhou
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OCHOBHOM OCHOBBIBAJICSl Ha JIEKOpe KyJAbTyphl JIMHHAHb, a Ha TMO3JHEM JTare
dbopmMa u IEKOp B OCHOBHOM OTpa)kajiu KyJIbTypy MeHbITMHCTB. Kepamuka Hucun
CYIIECTBYET B IOBCEIHEBHOW >KM3HMU JtoAchd. OHa BBIPAKAET OIMPEACITEHHOE
MOHUMAHUE W MHTEPHPETALUIO KU3HU, OTHOUIEHHWE K HEW M €€ LUEHHOCThb. JTO
BAXKHBIN OPUEHTUD JJIs1 U3YUYEHHSI COBPEMEHHOM COLIMATIbHON CUCTEMBI, COCTOSIHUA
pasneneHus Tpyaa, SJKOHOMUYECKOU KYJAbTYphl U KUBOW aHTUKBapuaT (Hampumep,
[Tan Xyitmun?!, 2019).

Kak oTMeuaror uccienoBarenn Bo miase ¢ Ban Boiinze?? (2019), kynsrypa
TOHYapHOro wucKkycctBa HucuH o0071agaeTr BBIPAKEHHBIMU —PETHOHAIBHBIMU
OCOOCHHOCTSIMU M SIBJISIETCS. TUIMYHBIM BOIUIOIIEHHWEM KYJIBTYpbl 3ayinBa baiily
(I'yancu). Hctopuyeckass SBOJIONMS, BBIOOP MAT€pUAIOB M TEXHOJIOTHYECKHUE
METOAbl M3TOTOBJICHHS 3THX KEPAMHUYECKUX HW3ACIHN HE TOJIBKO OTPaXaroT
ACTETUYECKUE MPEANOUTCHUS U TYXOBHBIE YCTPEMJICHUSI MECTHOTO HACEJICHHUS, HO
U JICMOHCTPUPYIOT DIYOOKYH0 HHTETPAlMI0 MaTepUalbHOM  KYJIbTYpPhl C
pPErMoHaNbHON HMJACHTUYHOCTBIO, 4YTO JeNaeT HuX Haubonee reorpaduyecku
caMOOBITHBIM TIPOSIBJICHHEM B KYJBTYPHOM MPOCTpaHCTBE 3anuBa baiiOy. [laHHbIi
KYJBTYPHBIM (DEHOMEH HANISIHO WILTIOCTPUPYET TUHAMHYECKOE B3aMMOJICHCTBUE
MEXKJy MarepuajbHbIM M JAYyXOBHBIM HM3MEPEHUSIMU KYJIbTYpPhl U IPEIIOIaract
MCII0JIb30BAHUE CEMUOTUYECKOTO MOAX0/1a.

HccnenoBanue 3CTETHYECKUX  XAPAKTEPUCTHK  HUHbYKOYCKOM
kepamukn Hwucun. Ma IOmanp?® (2013) cumraer, 4Yr0 OCTETUYECKHUE
XapaKTEePUCTHKN KepaMuku HucwH (HOpMUPYIOTCS MOJ COBOKYITHBIM BIMSHHEM
JIOJITOCPOYHBIX TOTPEOHOCTEM JIIOIE B KU3HM M TPOU3BOJICTBE, MPUPOIHOU
ACTETUKH, KYJIbTYPHBIX OOBIUAEB, MAaTEpUATBHBIX XapPaKTEPUCTHK W JPYTHX

notpedHocTeil. OH 0000IIaeT ICTETUYECKUE XapaKTEPUCTUKU KepaMuku Hucuu B

University, 2014, 29 (06): 17-20.

2 Pan Huiming. Cultural interpretation of Nixing pottery decoration. Ceramics Research, 2019,
34(01):100-105.

2 Wang Weijie, Lai Yelian, Yu Manyi. The artistic value embodied in Qinzhou Nixing pottery
culture. Popular Science, 2019, 21(04):132-134.

2 Ma Yushan. Research on brand building and promotion of Qinzhou Nixing pottery. Journal of
Qinzhou University, 2013, 28(10):7-9.
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TpéX sneMeHTax: (opma, Oo4yapoBaHuME M TemiepameHT. Bam Boiinze® (2019)
OTMEYAET, UTO KepaMrka HUCHH HEM3MEHHO COXpaHsET MPEBOCXOIHbIE TPAAUIIUN
KATAUCKUX HAIMOHAIBHBIX (HOpPM yTBapu. B Xoze IIUTEIHHOTO MCTOPUYECKOTO
pa3BUTHSI OHA HE TOJBKO JIEMOHCTPUPYET XapaKTEPHbIN JIJI1 MHOTOHAIMOHAJIBHOTO
cocraBa ['yaHCHM »JCTETHYECKMHA BKYC, HO U IOCPEICTBOM ILTACTUYECKOTO
HaIpsDKEHUS, COYETAIOUIEr0 TBEPAOCTh U MSTKOCTh, @ TaKXe PUTMUYHOTO
JIEKOPATUBHOTO CTPOS, CO3JAET Yy 3pUTEINA OIIYLIEHHE YMUPOTBOPEHHOCTH H
MOKOAI.

JIu Mumue?®  (2022) u Iasp Xysiimua?® (2019) nposenu yriay0ieHHOE
UCCIIEIOBAHUE JEKOPATUBHBIX Y30POB HUCUHCKON KEpPAMHUKH, OTMETUB, YTO OHA
o0JagaeT sIPKO BRIPAKECHHBIMH PETHOHATEHBIMUA OCOOEHHOCTSIMU U HAITMOHATBHBIM
CTHJIEM, YTO BBIPAXKAETCS B AKIIEHTE HAa TAPMOHUYHOM €IUHCTBE (hOPMBI cocya U
OpPHAMEHTA; B MCIOJIb30BAHUU TAaKUX TEXHUK JEKOPHUPOBAHUSI, KAK CTUXOTBOPHbIC
HaJnuCcH, Kammurpadus u penbedHas pe3rda; B MCHOI30BAHUHM PETHOHATBHBIX
MOTHBOB. Tak, Onarojgapsi MHOr0OOpa3uio JEKOPATUBHBIX AJIEMEHTOB HUCHHCKAs
KepaMuKa, OyJaydd TIPOCTOM W €CTECTBEHHOW Ha TIEPBBINH B3I, 00JamaeT
TIIyOOKUM KYJIBTYPHBIM COJEPKAaHUEM U SCTETUYECKOM IIEHHOCTHIO.

Hccnenobanue mo 3amure M HACAEAUI0 HMHBYKOYCKOM KepaMHMKU
Hucun. ITo cinosam Jlro Cundy?’ (2017), Hay4yHO-TEXHMYECKUE MPOrPECcC H
nepeMeHsl B 00pa3e KM3HU M MUPOBO33PEHUU JIIOJIe HETaTUBHO TMOBJIUSIIM Ha
cynp0y kepamuku Hucun. IlockonbKy mnpakThyeckass IEHHOCTh W3JIEIUN
CHU3WIACh, 3aKOHOMEpPHO YIajl COpOC Ha NPOAYKIUIO, & BMECT€ C HHUM U
yXyAIuiack skoHomudeckas s¢ddextuBHOCTh. Kpome Toro, m3-3a Cl0KHOCTU

IMpON3BOACTBA KEPAMUKH HI/ICI/IH, 9Ty TCXHOJIOTMIO OCBAWBAIOT YK€ HC TaK OXOTHO,

24 Wang Weijie, Lai Yelian, Yu Manyi. The artistic value embodied in Qinzhou Nixing pottery
culture. Popular Science, 2019, 21(04):132-134.

25 Li Shiming, Yu Changhui. Research on the origin of Qinzhou Nixing pottery. Wenshi Chungqiu,
2022, (10): 17-18.

%6 Pan Huiming. Cultural interpretation of Nixing pottery decoration. Ceramics Research, 2019,
34(01):100-105.

7 Liu Xingfu. Analysis on the inheritance and development of traditional ethnic handicraft
Nixing pottery. Journal of Nanning Vocational and Technical College, 2017, 22(06): 92-96.
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BCJIEZICTBME YEr0 OHA HE MOXKET HU HACJIeI0BAaTbCs, HU Pa3BUBATHCS Jajblie. A
Beab Kak ormeyaer Ma Omans®® (2014), xepammka Hwuwcun — 9t0
HeMaTepualbHOE KyJIbTYpHOE Hacleane peruona baitbyBanb. OHa BOILIONMIAET €ro
HAllMOHAJIBHBIN yX, TPAAULIMU U TYMaHUCTHYECKHUE LIEHHOCTH, SBJISISICH HE ITPOCTO
CrocoO0M MPOJBIKEHUSI PETHOHAIBHON KYJIBTYPHI, HO U CTUMYJIOM K Pa3BUTHIO
MECTHOM SKOHOMHUKH W KyJbTypbl. BOT mouemy 3ammura KyJbTypbl KEpPaMHUKU
Hucuz nmeer orpoMHOE 3HaYCHHUE.

YV Csomuu?®

(2013) BBIABHHYNA MPEAJIOKEHHE O TOM, YTO KYJIBTYpHOE
Hacienue kepamuku HucuH BkitouaeT B ceOd mepenady JQyxa MacTepcTBa U
HapOIHOM KyJbTypbl. Hekoropble HCCienOBaHMSA YKa3blBalOT HAa TO, 4YTO JUIA
COIECUCTBUS HACJIENHNIO KYJIbTYPBl LIUHBWKOYCKOM KepaMHKM HucuH M pasBuTHIO
OTpaciii HEOOXOAMMO YCWJIMTh BHEIIHIOIO MpoNaraHiy, paclIupuTh OpEeHIOBBIN
sddexT KynpTypsl Kepamukn Hucun®®, MHTETpupoBaTh M pa3BUBATh KYyJIbTYpPHbIE
pecypchl HUHBYKOYCKOM KepaMUKU HuCHH, mpaBUIBbHO BBICTPAMBAaTh OTHOLIEHUS
MEXJly OOHOBJICHMEM TEXHOJOIMM KepaMuku HUCHH M 3amuTol TpaJulMOHHBIX
HaBBIKOB, a Takxke pa3paboTarh >PPEKTUBHYIO MPOMBIILIICHHYIO MOJUTHKY MAJIs
ONTUMHU3ALMNA U MOAEPHU3ALMHU OTPACIA KepaMuKu Hucus.

O0001ast BBIIEYOMSIHYTbIE MCCIEI0BAaHUS, MOXKHO Cl€JaTh BBIBOJA, YTO,
XOTSI TEOpUs KYJBTYpHOU DKOJIOTMM B KuTae Havayia pa3BUBATHCS OTHOCHUTENIBHO
N03/1HO, Oarofapsi MOCTOSHHBIM MCCIIE0BAHUSM U YCUIIMSAM YYEHBIX, 3Ta 001acTh
HETMPEPHIBHO COBEPIICHCTBYETCS W OOHOBIAETCA. B TO e BpeMs MpUMEHEHHE
KyJABTYPHOH SKOJIOTUM B HMCCIEAOBAHUSX PAa3IMYHBIX JUCIUIUIMH CIIOCOOCTBYET
TEOPETUUECKOMY IIPOrPECcCy U PELIEHUI0 IPOOJIEM B 3TUX O0IACTIIX.

Hecmorpst Ha TO, 4YTrO CymIeCTBYE€T MHOMKECTBO  HCCIEIOBAaHUM,
IIOCBAIICHHBIX IMHBWKOYCKOM KepamMuke HucuH, uX coaepkaHue ocTaeTcs

JOCTAaTOYHO pa3po3HeHHbIM. CyllecTBYyIOIME padOThl B OCHOBHOM COCPEI0TOYEHBI

% Ma Yushan. Research on the protection of Nixing pottery culture from the perspective of
intangible cultural heritage. Big Stage, 2014, (05): 255-256.

» Wu Xiaoling. On the inheritance and industrial development of Qinzhou Nixing pottery culture.
Journal of Qinzhou College, 2013, 28(06): 6-10.

30 Liang Hongzhan. The inheritance and development of Qinzhou Nixing pottery art style.
Popular Literature and Art, 2016, (03): 105.
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Ha HUCTOPUHU, KYIBTYPHOM 3HAYUMOCTH, XYJ0’KECTBEHHBIX OCOOCHHOCTSIX, a TaKKe
3alqMTe WM Hacimeauu — kepamuku — HwucuH.  Pesynbrarel  MccienoBaHHMi
IIPEUMYLIECTBEHHO OCHOBAaHbBl Ha HMCTOPUYECKUX ONMUCAHMSIX M ONMUCATENBHBIX
Marepuaiax, 4To He IO3BOJISET B IIOJIHOW MEPE OTPA3UTh PA3BUTHUE U JBOJIOLMIO
LWHBYKOYCKOM KEpAMUKU HUCHH C TOUKHM 3pEHUS HCTOPUYECKOTO Pa3BUTHS. JTO U
SABISIETCA ~ MOTMBAMEM  JUI1  JAHHOTO  MCCJIENOBAHUSA,  MOCBAIIEHHOTO
BCECTOPOHHEMY aHAJIM3Y IIPOLECCA IBOJIOLMH LIUHBYKOYCKOM Kepamuku HucuH B
KOHTEKCTE PETMOHAJIBbHOW KYyJIbTYPHOM IWHAMHMKHA C TOYKH 3PEHHUS KYJIBTYpHOU
DKOJIOTUH. DTO MOYKET BHECTH OIIPEAEICHHBIN BKJIAJ B JaJbHEHIIEE H3ydEHUE
Kepamuku Hucus.

O0bexkT U mpeamer uccjaenoBaHusi. OOBEKTOM HCCIICTOBAHUS SBIISACTCS
IMHBYWKOYCKash kepaMruka HUCHH Kak 4acTh pernoHa’abHOW KyJIbTyphl. [Ipenmerom
VCCIIEOBAHUS BBICTYNIAET JUHAMMKA JBOJIIOLMOHHBIX MPOLECCOB LHUHBYKOYCKOU
kepamuku Hucums.

Heapr m 3agayM JUcCepPTAlMOHHOIO HcciefoBaHus. llens Hacrosmen
JUCCEepTallMU: TPOCIEIUTh JBONMIONMI0O Kepamuku Hwucwn, 0000mmuTh €€
KYJBTYpHBIE OCOOCHHOCTH B pa3lIMYHBbIE TEPHUOABI IO/ BIUSHUEM KYJIBTYpPHBIX
U3MEHEHHM, MPOaHAIU3UPOBATh (HaKTOPHI, BIMUSIONIME HA DBOJIOIMIO KEPAMHUKHU
Hucun BcrmencTtBue M3MEHEHHWH B KYJIbTYPHOM JKOJIOTMM, M HAa OTOW OCHOBE
OIPENEIIUTh BO3MOKHOCTH COXpPaHEHHMs €€ KyJIBTYPHOW 3HAUMMOCTH B YCJIOBHUAX
r00aTu3aIyy, BO3ICHCTBYIONIEH Ha peTHOHATBHYIO KYJIBTYDY.

JlaHHas LeNb TOCTUTAETCS IyTEM PELICHUS CIEAYIOIIMX 3a/1a4:

- Ilpoananu3upoBarh B3aUMOCBSI3b MEXAY (GOPMUPOBAHUEM U PA3BUTHEM
KepaMHKi HHCHH B yCIOBUAX PETHOHAIBHOM KYJIBTYPHO-3KOJOTHYECKOW CpEIbl
HuHpUKOY;

- O600mHTH B3aMMOCBSI3b MEXKIY KYJIbTYPHBIMH OCOOEHHOCTSIMH KEPaMHUKHU
Hucun u pernonansHou KyneTypou LluHpuxO0Yy;

- [Ipoananu3upoBarh ABUKYIIUE CHIIBI 3BOJIIOIUU LIMHBYKOYCKON KEPAMHUKU
Hucwun;

- HpCIIJIO)KI/ITb HCCICOAOBATCIbBCKUC IIO0AXOAbl K HM3YYCHHIO 3BOJIIOIMH
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LIWHBYKOYCKOM KepaMuky Hucun;

- OOBSACHUTH MPOLECC SBONIOLMM IUHBYWKOYCKOM Kepamuku HucuH mnon
BIIMSIHUEM KYJIBTYPHOU DKOJIOTUU;

- O0600umMTH (aKTOpHl, BIUAIOIIME Ha SBOMIOLMIO KepamMuku Hucun
BCIICICTBHE N3MEHEHUH B KYJIBTYPHOU 3KOJIOTHH;

- BpisiBUTH 3HaueHue Hacieaus KylabTypbl KepamMukun HHUCHMH B yCHOBUSAX
rio0anu3aiuu, BO3AEHCTBYIOIIEH Ha PETHOHATIBHYIO KYJIBTYPY;

- IIpenyio:kuTh MEphI MO COXPAHEHUIO U PA3BUTHUIO KepaMuKu HucHH ¢ ToUkn
3pEHUS KYJIBTYPHOU DKOJIOTUH.

TeopeTuxko-MeToa0I0rHYECKHE OCHOBAaHMSA HCCJIeJ0BaHUA.
JluccepTalMOHHOE MCCIENOBAaHUE OCHOBBIBAETCS HA ACATEIBHOCTHOW KOHUEILIHNH
KYJIBTYPBI, pa3paboTaHHON IIPEACTABUTEISIMU Pocrosckon
dbunocodcko-kynprypogoruuecko  mkonbl:  Tpyasl  FO.A.  JKnanosa, B.E.
HasunoBnua, [.B. Ipaua, O.M. Illtomnens. CormacHO HIEsIM 3TOM IIKOJIBI,
KyJbTypa paccMaTpUBAaeTCsl KaK COBOKYIHOCTb JIyYILIHX OOpa3loB M CIIOCOOOB
JESITENIbHOCTH, TIO3BOJISIONINX COXPAHATh IEIOCTHOCTh OOIIECTBa U 00ECTIEYNBaTh
€ro JaJbHEHNIIEee Pa3BUTHE.

B cBoeit paboTe Mbl TakKe ONMUPANINUCh Ha KOHLEMLHUIO KyJIbTYPHBIX CIOEB U
KYJIBTYPHBIX 3JIEMEHTOB, NpemiokeHHyro Llgap My. Kymsrypa cocrout u3 Tpex
CJIOEB: MaTepHalibHasl JKU3Hb, COLMAJIbHAs >KU3Hb M JyXOBHAs >KM3Hb, a TAKKE
BKJIIOYAET CEMb DIIEMEHTOB: JKOHOMHKA, IMOJWTHKA, HAyKa, PEJINTHs, MOPAJb,
JuTepaTypa M MCKYCCTBO. TakKe B HCCIEIOBAHMM HCIIOIB3YETCS TEOPHUS
KyJBTYpHOU dKosornd, mnpemioxkeHHas Crrooapgom k. X., u  Teopus
CTPYKTypaicTCKOM monenu. C mOMOIIBI0 NMPUHLMIIOB U METOAOB KYJBTYPHOU
DKOJIOTMM B OTOM HCCIEJOBAaHUM DPACCMATPUBACTCS PAa3BUTHE U DBOJIIOLUA
KepaMHKi HucHH B €€ KyJIbTypHOM KOHTEKCTE U Cpelie CTaHOBIIECHHs. C ITOMOIIBIO
TEOPUU CTPYKTYPAIMCTCKOM MOJIEIU CO31aeTCsl KylIbTypHas CTPYKTYpHas MOJEIb
KepaMMKu HucHH, 4TO MO3BOJISIET MPOaHaIN3UPOBaTh €€ 0COOEHHOCTH U MPOLECcC
SBOJIIOLMH B PA3JIMYHBIE UCTOPUYECKUE MTEPUOBI.

Ky.]'IBTypHaH 9KOJOoTusd — OTO HOBasAd JUCHUILIMHA, IIPCIJIONKCHHAA
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aMmepukaHckuMm aHTponosioroM Ctroapaom B XX Beke. OHa M3ydaeT B3aMMOCBA3b
MEXKy YEI0BEUYECKON KYJIBTYpPOU U IIPUPOIHON CPENOH, IIPUMEHSIS DKOJIOTUYECKUE
METOABl B KYJIBTYPHBIX HCCIECIOBAHUAX, M SBISIETCA MEXAUCUUILIMHAPHBIM
HanpasiieHHeM. C IOMOIIBIO IPUHIUIIOB ¥ METOJIOB KYJIBTYPHOM SKOJIOTHH TaHHOE
MCCIIEJOBAaHNE DPACCMATPUBACT PA3BUTHE M DBOJMIOLMIO KepaMuku HucnH B €€
KYJIBTYPHOM KOHTEKCTE M CPEJIE CTAHOBJICHUS, ITPOBOJS KOMIUICKCHBI aHAIN3 U
U3Y4YEHHUE C TOUYKU 3PEHHUS KYJIbTYPHON HKOJIOIUH.

B Hamem auccepTallMOHHOM MCCIENOBAHUM MbI MCIIOJIB30BaJIM TaKkKe
Teopuio CTpykTypaimsma’!. CTpyKTypaiu3M, IO CYTH, SBJISETCS METOIOJOTHEH,
IIOCKOJIbKY HAlleJICH Ha BbIACICHUE WHBAPUAHTHBIX OTHOUICHUN BHYTpHU
Pa3IMYHBIX CHUCTEM. 3a/aya KyJIbTypPaHTPOIIOJIOra 3aKJIF0YAETCs B UCIIOJIb30BAHUH
METOZa MOCTPOCHUS MOJAENEH A aHanu3a, OObSICHEHUS U PACKPBITUS peabHO
cylecTByrolmux cTpykTyp. CoznaHue CTPYKTypHOM MOJENH IOMOTaeT IiyOxke
MOHATH KyNbTypy kepamuku Hucun. [loaTomy cHawyanma HE0OXOOUMO MOCTPOUTH
CTPYKTYPHYIO MOZEIb KyJIbTYpbl Kepamuku HucuH, a 3aTeM BU3yaJIM3UpOBaTh U
JNEKOHCTPYMPOBATH 3Ty MOJEIb. YUepe3 CO3MaHUE U JNEKOHCTPYKIHUIO MOZEIH
KYJIBTypbl KepaMUMKA HUCHH CTaHOBUTCS BO3MOXHBIM IIPOAHAJIU3UPOBATH
O0COOEHHOCTH U MPOLIECC IBOJIIOLINU KepaMuKu HucuH B pa3innuHble HICTOPUYECKUE
IIEPUO/BL.

OO0111eMeTO00rMYECKMM OCHOBAaHUEM HCCIIEAOBAaHUS CTAIM OOIlIEHAYYHbIE
METOJbl:  aHalU3, CHUHTE3, HCTOPUYECKUH  METOJ, CEMHOTHYECKUUA U
CTPYKTYPHO-()YHKIMOHATBHBIN MOAXObl. B COOTBETCTBHM C TEMOW U CBSI3aHHBIM C
HEH COJEp)KaHWEM MWCCIIENOBAHMSA, H3ydajach JIMTEpAaTypa II0 HCTOPUM U
MIPOUCXOXKICHUIO IMHBYKOYCKOM Kepamuku Hucun, reorpaduueckoil cpesie 3anuBa
boii0y B ['yaHcu, KynabTypHOWM OKOJOTMM M JPYTMM aclekTaM, a Takke
TEOpETUYECKUE pabOThl MO KYJbTYPHOM 3KOJOTMH, HCKYCCTBY, ITHOJOTHMU U
JOPYTUM JUCHMIUIMHAM, YTOOBl CHUCTEMAaTU3UpPOBAaTh HCTOPHUYECKOE Ppa3BUTHE U

KYJBTYPHBIM KOHTEKCT IHUHBWKOYCKOW KepaMuku Hucuu, 4Yto obecrneuunso

% Song Shuhua, Bai Zhensheng. Ethnology theory and method. Beijing: Minzu University of
China Press, 2003: 61.
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TEOPETUYECKYIO OCHOBY JUIS OIPEACIICHUS HCCIEHOBATENBCKOM CTPYKTYPBI
auccepranyvi. belM MpOBENEHBI MOJIEBbIE HUCCIENOBAHUA TEKYIIETO COCTOSHUSA
Pa3BUTHS HUHBYKOYCKOM KepaMUKH HUCHH, MPpOBOAMINCE NHTEPBBIO B PA3JINYHBIX
dopmax ¢ Macrepamu KepamMuku HucuH uW 3KcnepraMu B CMEKHBIX
MCCIIEZIOBATENbCKUX OONACTSAX, YTOOBI 00ECTIEYNTh JOCTOBEPHBIE MAaTEPHUAIbl AJIs
WCCIIEIOBAHUA JAaHHOM nauccepranuu. Bce NpuMEHEHHbIE METOJIbl MO3BOJIMIIN
CHUCTEMATU3UpOBaTh IIOJyYCHHBIM Marepuall U CO34aTh LEJIOCTHYIO KapTUHY
MIPOUCXOXKACHNS, 0COOCHHOCTEH U M3MEHEHHUI IMHBYKOYCKOM KepamMuku HucuH.

HayuyHnast HOBU3HA TaHHOW JHUCCEPTALUU 3aKII0YAECTCA B CIIEAYIOLIEM:

- Broepsble npoBeneHO uccienaoBaHue kKepaMuku HucuH ¢ TOYkM 3peHus
KYJIBTYPHOU DKOJIOTUU;

- Kepamuka Hucun paccMarpuBaeTCsi KaK 4acThb PETMOHAIBHOM KYJIBTYpPHOU
JKOCHUCTEMBI, YTO MO3BOJISIET CUCTEMATU3UPOBATh B3AMMOCBS3b MEXKIY KEPAMHUKOU
HucuH m paznmuyHbIME 3JEMEHTAMHM, TaKMMH KakK NPUPOAHAs, COUHAJIBHAS U
KYJIBTYpPHAsI Cpeaa;

- [Ipennoxeno HOBoe 0OBSICHEHHE MPOIIecca IBOITIONUHN KepaMuku Hucun c
IO3ULIAN KYJIETYPHOU DKOJIOTUH;

- CucremaTu3upoBaHbl KyIbTypHbIE OCOOCHHOCTH W 3BOJIOIMS KEPaMHUKHU
Hucwum.

[Hosoxkenuss, BbIHOCUMBbIE Ha 3amurTy. B 1aHHOM jauccepranuu
YTBEPKIAETCA CIIETYIOLIEE:

1. ®opmupoBaHWEe LHMHBYKOYCKOM KepaMuMKHM HUCHH TeCHO CBs3aHO C
MECTHOM KYJIBTYpHO-3KOJIOrHueckon cpefoi. U ecnu reorpaduyeckoe mojiokeHue,
KJIMMAar W TOPUPOAHBbIE YycinoBUs LIMHPDKOY CTaIM DIIABHOM OCHOBOM JUIA
(dopMmupoBaHus kepamuku HucHH, TO SKOHOMHYECKass U COLMOKYJIBTYpHasl cpena
MO3BOJIJIA €l OOPECTH Haclieaue U MOYBY JJI Pa3BUTHS, CIEIaB BaKHOW YaCThIO
MHOI'OKYJIBTYPHOM cpenbl LIUHBYKOY.

2. PeruoHampHasg kyiapTypa LMHBWKOY OTpakaeT MCTOPUYECKUE W
HaI[MOHAJbHBIE OCOOEHHOCTH PETMOHA: €T0 MPUPOAHOE OOTaTCTBO, YHHUKATHHOCTH

Hn O3THHYCCKOC MHOI‘OO6p213H€. Bce 3TH caMOOBITHEIE DJIEMEHTHI OTpaAXaroTCA B
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kepamuke HucnmH, ngemas €€ HOCHTENEM  pPETMOHAIBHBIX, MOPCKUX U
HallMOHAJIBHO-KYJIBTYPHBIX YEPT.

3. Kepamuka Hucun mpoma goaruil myTh pa3BUTHS, TECHO CBA3AHHBIN C
YHUKaJIbHOU Treorpaduueckoit cpeipod W ucropuen 3anuBa boiiby. OpHum u3
KITIOYEBBIX (PaKTOPOB PAa3BUTHS OKA3aJI0Ch MPOHUKHOBEHHE HHOCTPAHHBIX KYJIBTYP
— MOpPCKOM M KynbpTypbl LleHTpambHbIX paBHUH. CIMBIIMCH C MECTHOW, OHH
TpaHCPOPMHUPOBAIHUCH B HOBYIO KYJIbTYPHYIO (POPMY, UTO BIOCIJIEJICTBUH MPUBEIIO
K U3MEHEHUSAM B IPOU3BOACTBEHHBIX TEXHOJIOTHSX, HEHHOCTSAX M ICTETUYECKHUX
IPENCTAaBICHUAX. A 3TO, B CBOIO OYEpPEdb, JIEII0O B OCHOBY H3TOTOBJICHUSA
kepamuku Hucun. Tpancdopmanus KynbTypHBIX XapaKTEpPUCTUK OTpa3wiiach €€ Ha
dbopme, nexope u MeToie POPMOBKHU.

4. Anantanus pernoHanbHOM KyJabTypbl LIMHBYKOY ITOJ HOBBIE YCIIOBHS
HalpsIMyl0 TIOBJIMSUIO Ha JBOMIOIMM Kepamuku HucnH. B wactHOCcTH, €€
MPEAONIPENETUIN COUNAIIBHAS CTPYKTYpa M OTHOLIEHUS, HOBBIM ITOJIMTUYECKUN U
DKOHOMMYECKHM KYpC, TEXHOJIOTMYECKUN IIPOIPECC, a TaKKe TOYECUHbIE
npeoOpa3oBaHus B IICHHOCTSAX U TPAAULIUAX CAMON KYJIbTYPHI.

5. B ycnoBusx mio0anu3anuy, HUBEIMPYIOIIEH LEHHOCTh M BHHUMAaHUE K
PErMOHAIBHON KYJIBTYype, 3alllMTa KYyJbTYpbl KepaMuUKu HucuH BUAUTCA HaMm
Ype3BbIYATHO Ba)XHbIM ISl COXPAHEHUsA KyJIbTYpHOTO pa3zHooOpasus u
UJICHTUYHOCTH, Pa3BUTHs KYJBTYPHBIX WHHOBAIIMHM, IIOBBILICHUS DKOHOMUYECKOU
[EHHOCTH CaMHUX W3JIENHN, CONEHCTBUS 00pa3oBaTeNbHOMY HACIEOUI0 U
MPOABIDKEHUSI MEXAYHAPOAHOTO KyJIbTYpHOTO oOMeHa. UToObI COXpaHUTh U
CHOCOOCTBOBATh  PAa3BUTHIO KYJIbTYphl KepamMukud HucHH, JOKHBI OBITH
NPEANPHUHATHI TAKUE MEPBI KaK, HAIPUMEDP, aKTUBHOE yYaCTUE 3aMHTEPECOBAHHBIX
Jqrofed M cucTeMbl OOpa3oBaHMs B IIEJIOM, 3alllUTa TPAJULUOHHBIX PEMECEI,
HAapOJHBIX  IPOMBICIOB W  NPHUPOAHBIX  PECYpPCOB,  IPOABHKEHHE U
pacnpoCcTpaHeHUE KOHKPETHBIX M3Jenuid B uudpoBoM (opMaTe, NHBECTULIMOHHAS
MOJIEPKKA, YKPEIUICHUE MEXIYHApPOAHOIO COTPYAHUYECTBA U  KYJBTYPHOIO
oOMeHa, pa3BUTHE KYJIbTYPHBIX MHHOBAIMI, COBPEMEHHON MHTETPAINH, TypHU3Ma,

KpCaTHuBHbIX HHHYCTpHﬁ, a TaKXKC CO31aHHUC CIICHHNAJIN3UPOBAHHBIX
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KyJBTYPHO-TIPOMBIIIJICHHBIX TapkoB. Bce 3TH Mepsl MO3BOIAT 00€CrednTh
IIPEEMCTBEHHOCTh ¥ YCTOMYMBOE Pa3BUTUE TPAAULNNA HUCUHCKON KEPAMUKH.

TeopeTnueckoe 3Ha4yeHue auccepraumu. Vccienosanue kepamuku Hucun
C TOYKH 3pEHMsI KYJIBTYPHOU SKOJIOTHH MPEACTaBIsieT coO00 HOBOE HampaBJCHHUE.
OHo paccmarpuBaer KepaMuKy HHCHMH Kak 4YacTb pPETHOHAIBHOW KYJIBTYPHOM
OKOCHUCTEMBI, HHTErpupyeT €€ B OOmyl0 cpeay KyJIbTypHO-IKOJIOTHYECKOTO
Pa3BUTHS M CUCTEMAaTU3UPYET B3aMMOJCHCTBHE MeEXAy Kepamukod HucuH wu
pPa3IMYHBIMU 3JIEMEHTAMU, TAKUMH KakK MPUPOJA, OOIIECTBO U KYyJIbTypHas cpefa.
OTO NpeNoCTaBIseT HOBBIE OPHEHTHPBI M HJEH Ul HACIEAUs M Pa3BUTHUSA
kepaMukud HucuH, pacmmpsieT MCCIeqoBaTeNbCKYl0 MEPCIEKTUBY M oOoramaer
TEOPETUYECKYIO CHCTEMY M3y4YeHUs kepamuku Hucus.

IIpakTH4yeckoe NpUMEHEHHE Ppe3yJbTATOB HccJaefoBaHus. l3ydeHue
HBOJIIOIMM KepaMuKkd HHCHH ¢ mO3UIUI KyJIbTypHON HKOJIOTUU MOMOTAET MOHSATh
peMeciio U KylabTypy KepaMuKd HUCHH B LIETOCTHOM M JUHAMUYECKOM KITIOYE,
3alIUTUTh U CO3/1aTh OJArONpUsATHYIO KYJbTYPHO-3KOJIOTUYECKYIO CPENly, a TaKXKe
CrocoOCTBOBaTh €€ COBpEMEHHOMY Hacieauio. B To ke Bpems Takoe
UCCIIEZIOBAHNE YIIIyOIsIeT KYIbTYPHYIO 3HaUNMOCTh KepaMuku Hucux, packpsiBaer
3aKOHOMEPHOCTH €€ DSBOJIOIMM M HUMEET Ba)XHOE 3HAYCHHE Uil JU3aiiHa
NPOAYKIUH, Pa3BUTHUSL OTPACTU U COXPAHEHHUSI KYIbTYPHOIO HACJIEIUS.

CooTBeTCcTBHE AUCCEPTANMH NMACIOPTY HAYYHOH CHenuaJIbHOCTH. Tema
U COJEpkKaHHE IUCCEPTAllMM COOTBETCTBYIOT Hay4yHOM cnenuaibHocTH 5.10.1.
Teopust u uctopusi KyibTypbl, HICKycCTBa ((puinocodckue HayKu), B TOM YHUCIIE T10
CIeNyIOIMM  IIyHKTaM  Qacmopra  crnenMainbHocTH: 9. Mcropuueckas
IIPEEMCTBEHHOCTh B COXPAHEHHH U MEpeladye KyJbTYpPHBIX [IEHHOCTEH U CMBICIIOB.
Tpaguuuu W WHHOBAMM B HCTOPUM KyJIeTypsl; 12. BzaummooTHOlIEeHHe
I700aJIbHOTO M JIOKAJIbHOTO B KYJIBTYPHOM Pa3BUTUU. MEHTAIUTET U TIIOOATUTET
KyJabTypsl; 19. OXxpaHa KylnbTypHOIO UM IPUPOAHOro Haciueaus. @OopMbl U METOBI
COXpaHEHUs KyJbTYPHOIO M HpUpOoJHOro Hacienus; 25. MckyccTBo kak (peHOMEH
KYJIBTYPBIL; 42. DKOJIOTUs KylbTypbl U IpUpoabl. CHHEpreTuKa KyJbTyphl.

JloCTOBEPHOCTh MOJIyYeHHBIX Pe3yJbTATOB OOYCIIOBJICHA OOpallleHuEeM K
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anpoOUpPOBAHHBIM TEOPETUYECKUM KOHLIETIIUSIM, WCIIOJIb30BAaHUEM
COOTBETCTBYIOIIETO  TEME€ M  LEIM  HCCIENOBAaHUS  NOHATUMHOTO U
METOJOJIOTUYECKOTO amnmnapara, MPUBJICYECHUEM IIUPOKOTO KpPyra MCTOYHUKOB, a
TaKXke COONIONCHUEM NPUHIUIIOB CHUCTEMHOCTH, HAyYHOM OOBEKTUBHOCTU H
HCTOpHU3MA.

Anpodanusi pe3yJbTaTOB HccaeA0BaHusl. OCHOBHOE COJIEPKAHUE TAHHOTO
UCCIIEIOBAHUS OMyOJIMKOBAHO B 8 MyOIUKAIUAX, U3 KOTOPBIX 3 CTAaThU B KypHaJax,
BxoJsuX B iepeueHs BAK npu MunuctepcTBe Hayku U Bbiciiero oopazosanusi PO
(ypoBus K-1 u K-2).

OCHOBHbBIE TIOJIOXKEHHUSI JIUCCEPTAIlMU TakKe ObUIM TMPEICTaBICHBl Ha
Bceepoccuiickux 1 MexayHapOAHBIX HAyUYHBIX KOH(GEPEHIIUSIX:

1. V MexnyHapoaHOil TyMaHUTApHOW HAyYHO-MIPAKTUUECKOU KOH(DepeHIuu
«Art of Science» (T. [lepmb, 3-4 nexabps 2021 rona);

2.MexnyHaponHOW HayYHO-TIPAKTUYECKON KOH(EpeHIuu «ApXUTEKTypa U
HCKYCCTBO: OT TeopuHu K npaktuke» (Poctos-na-Jlony, 23-25 Hosi6ps 2021 r.);

3.VIII Bcepoccuiickass Hay4HO-ipakTH4eckas KoHpepeHuus «Jluanor
KyJIbTYp B COBPEMEHHOM MHPE: MEIHA-BU3YAIbHOE IIOJE B3aUMOJICUCTBUS B
uudposyto smoxy» (Poctos-Ha-Zlony, 26-27 okts6ps 2021 r.);

4. XVIII KaranoBckux ureHusx «Craryc KyJbTypOJIOTHH B CUCTEME HAYKH,
oOpazoBaHus u npoceelnieHus B coBpeMenHon Poccumn» (Cankt-IletepOypr, 18 mas
2024 1.);

5. EsxeromHoM akajnemMudeckoM coOpanuu Kepamuueckoro oOTaeleHUsS
Kuraiickoro cunukartoro obmectBa ([axya, nposunuus Oyuzsaas, Kurait, 17-19
nekabps 2023 ).

CTpykTypa auccepraumu.

Jluccepranysi COCTOUT W3 BBEACHUS, YETHIPEX IVIaB, BKIOYAmOIuX 24
naparpada, 3aKIIOYeHHUs, CIHCKa HCIOIb30BAHHOW JIMUTEpaTypbl (BKIHOYAIOIIETO
139 nanmenoBanuit) u npunoxkeHuid. Q6 o0beM auccepTanuu cocTtapiset 172

CTpaHUIBI.
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IUIABA 1. HIOHATHUE U COJEPKAHUE PETMOHAJIBHOM KYJIBTYPbI

1.1 IlonsiTHE PErHOHATILHOM KYJIBTYPbI

B o01meM cMbIciie, peruoH OTHOCUTCA K ONpPENeNEHHOMY TeorpaduueckoMy
IIPOCTPAHCTBY, 4YTO SBIIETCSA MPOCTPAHCTBEHHOM KOHLENUMEW. PernonanbHas
KyJIbTypa IOAPa3yMEBACT KyJIbTYPHOE BBIPAKEHUE, KOTOPOE HMEET PEIIAOIIEe
3HAYCHUE TS KyJIbTYPHBIX XapaKTePUCTUK PETMOHA Ha OCHOBE reorpaduueckoro
NETeHUS 2.

MHorue ydeHble MpEUIOKWIA PA3JIUYHBIE OIPENEIEHUs M TPAKTOBKH
PErHoHAIBHON KYJIBTYPHI ¢ pasHbIx Touek 3penus. Lyt Conbpxao® (2024) ormeTn,
4YTO PETMOHANBbHAS KYyJIbTypa HPEACTaBIsET COOOM COBOKYIHOCTb LEHHOCTEH,
BEPOBaHMUIl, OOBIYAEB, MCKYCCTBA, fA3bIKA, APXUTEKTYphl, TpaJAULHUA U T.1.,
CO3/IAHHBIX W YHACJIEIOBAHHBIX JIIOJIbMU B ONPEACICHHOW PETMOHAJIBHOW CpeEre.
OTO KynbTypHas CHUCTeMa, oOOJajarolias yHUKAJIbHBIMU XapaKTEPUCTHUKAMHU U
uaeHTuuHOCTR0. Croil Xymmii** (2024) cumraer, 4To perMoHaibHas KyabTypa —
3TO XapakTepHas KyJbTypa, KOTOpas TPAAULMOHHO CYLIECTBYET B ONPEIACICHHOU
MECTHOCTH W IIEpeNacTCsl 4epe3 MOKOJEHUs. Pa3BUTHME PErMOHAIBHON KYyJIBTYpPBI
OTpa)kaeT BHIOOp JIOAEW M MX OTHOIICHHE K HW3MEHEHUIO €€ COACpKaHUS.
PernonanbHas KynbTypa oOMagaeT TakUMHM 4YepTaMH, KakK JIOKaJbHOCTb,
JOJITOBPEMEHHOCTh M BCEOOBeMIIIOIIMI Xapakrep. Wkan Duproit®® (2024) ykasau,
YTO PETHOHAJIBbHAS KyJIbTypa OTHOCUTCS K KYJIBTYPHOMY SIBICHHUIO, KOTOPOE
(opMUpOBaIOCh B TEUEHUE JIUTEIBHOIO BPEMEHH B ONPEICIIEHHOM PErMoHE U
TECHO CBSI3aHO C MECTHOW MNPHUPONHOW CPEAOU, MCTOPUYECKUMHU TPaAULUSAIMMU,

STHUYECKUMH OOBIYasIMU U T.O. PernonanbHas KYJbTYpa 06nanaeT YHUKAJIbHOCTBIO,

2 Zhang Mo. Regional cultural supplement: integrated study of curriculum resources in art
schools. Southwest University, 2016:34.

3 Cui Senhao. Research on urban park design from the perspective of regional culture. Modern
Horticulture, 2024, 47(09):140-142.

3 Xu Honglei, Tian Kejia. Analysis of the design method of urban public transportation guide
system under the concept of regional culture. Art Education Research, 2024, (04):103-105.

» Zhang Enyu. Research on the application of regional cultural elements in furniture design.
Jushe, 2024, (10):16-18+24.
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pa3sHO00pa3sueM U MPeeMCTBEHHOCThIO. [[3unp [[3unxya’® (2023) monaraer, 4To
MOHATHUE PETUOHAIBHOM  KYJbTYpPhl OTHOCUTCS K OONAcTH  KyJIBTYpPHBIX
UCCIIeZIOBaHNN. Bce pernoHsl UMEIOT CBOM YHUKAIbHBIC TPAIUIIUU U KYIbTypHBIC
(GopMbl, OOYCIOBIEHHBIE HUX MPUPOAHBIMH OCOOEHHOCTSIMHU U HCTOPUUYECKUM
pazButueM. Jro00 TUIl KyJIbTypbl 001aaeT PEruOHATBLHBIMU XapaKTEPUCTUKAMU.
be3 marepraibHONM OCHOBHI ''PETMOHA" OHA HE MOXET CTATh TYXOBHOW KYJIBTYPHOU
bhopMoii.

Uxan Llsgomn u ap.’

(2023) oTmeTuIM, UTO pErHOHAJbHAS KYJIbTypa
OTHOCUTCSI HE TOJBKO K CAMOMY PETHOHY, HO U K HMH(OpMaIuu, nepenaBaeMon
KYJIBTYpPOM, KOTOpasi MOKET IMOJIHOCThIO OTPa’kaTh MECTHBIE OObIYau, JIOKAJTHHYIO
KYJIBTYPY, HCTOPUYECKHIA KOHTEKCT M HapoaHble Tpaauimu. Jlu Msomso®® (2019)
CUMTAET, UTO PErHOHAJbHAS KYJIbTypa — 3TO KYJIbTypHas Tpaaullvs, 00Jiagaromas
MECTHBIMU 0COOCHHOCTSIMU. OHA UMEET OITYI0O UCTOPUIO U MPEJICTABISIET COO0OM
KOMILUIEKCHOE BBIPaKEHUE KYJIbTYPHOIO HACJEIUs, HApOAHBIX 00bIUAEB, IKOJIOTHUH,
SKOHOMHKHM M JPYIMX acIleKTOB KOHKpeTHoro perumona. Cso FOumuu®® (2012)
MPEUIOKUI, 9TO PETHOHATbHAS KYJIbTypa — 3TO OOIIMI TEPMUH ISl KyJIbTYpPHBIX
SBJICHUN B OMNPENEICHHOM PETMOHAJIBHOM MpOocTpaHcTBE. OHA OXBAaTHIBAET OUYCHb
IMUPOKUI CIEKTP W UMEET MHOTOypoBHeBoe cozepxanue. Wky LlyHbizionb*
(2008) momaraetr, 4TO perHOHAIbHAS KYJIBTypa — O3TO KyJIbTypHas Qopma c
YHUKaJIbHBIMU XapaKTepUCTUKaMH, CHOPMHUpPOBAHHAS U pa3BUTas B KOHKPETHOM
pEervuoHe, a TakXe BaKHas 4acTh TPAJWLHUOHHON KyJAbTYpbl CTPAaHbl WIM HAIUH.

PernonanbHas KyJIbTypa HaxXOAWUTCA I104 BJIMAHUCM TaKHUX (baKTOpOB, KakK

T eorpa(bml, HUCTOPHA, A3BIK, TpaduluHW KW PCIUIuA, WU IMIPCACTABILICT coOoi

% Jin Jinghua. Research on the art creation of Chang'an School under the influence of regional
culture. Xi'an University of Architecture and Technology, 2023:23.

v Zhang Qiaoli, Zhu Longbin. Landscape design of wetland parks from the perspective of
regional culture Exploration and improvement of design. Modern Horticulture, 2023,
46(08):61-63.

% i Miaomiao. Research on riverside landscape planning and design of small towns from the
perspective of regional cultural heritage. Suzhou University, 2019:20.

» Xiao Yongming. Confucianism-Academy-Society—Academy in the perspective of social and
cultural history. Beijing: Commercial Press, 2012:223-232.

% Zhu Cunjun. Analysis of cultural factors in regional economic development. Inner Mongolia
Normal University, 2008:92.
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COYETAaHME MHOXXECTBA JJIEMEHTOB, TAaKMX KAaK HayKa M TEXHOJIOTMH, 3HAHUS,
uHpOpMaIUs M KayecTBO YEJIOBEUYECKOro moreHnuana B peruose. Jlro CuHpio u
ap.#! (2007) ompenenwiaM pErMOHANBHYIO KYJIBTYPY Kak aJalTHBHYIO CHCTEMY,
c(OpPMUPOBAHHYI0 B XOJ€ JOJITOCPOYHOM MNPAKTUKU YEIOBEUECKUX TpyII B
KOHKPETHOM PETHOHE, OTPAXaroU[yl0 COBOKYIHOCTh OTHOLIEHUH MEXIY
YEeJIOBEKOM W TPHUPOJION, YEIOBEKOM W OOIIECTBOM, a TaKKe MEXIMYHOCTHBIX
orHomenuit. Wkan Boi*? (2006) cuuraer, 4TO perrMoHajbHAs KyjlIbTypa — 3TO
COBOKYNMHOCTh psiia LEHHOCTEH, CIOCOOOB MBIIIJIEHUSI, TyMaHUCTHYECKOTO
MHUPOBO33pEHUS, HAIIMOHAIBHOIO MCKYCCTBa, OOBIYAEB, MOpAIbHBIX HOPM U T.JI.,
o0nafarommx  SIPKO  BBIPAKCHHBIMU ~ PETUOHAIBHBIMH  OCOOEHHOCTSIMHU,
c(hOPMHUPOBAHHBIX JIFOJbMU B KOHKPETHOM PErHOHE B IMPOLIECCE MAaTEPUAIBHOTO
IIPOU3BOJICTBA, AYXOBHOI'O IPOM3BOJACTBA W COLMAIBHOM JKM3HU. JTa KyJbTypa
SIBIISICTCSI  PETHOHABHON KYJIBTYPOH, OMNpeAeseMOld Teorpadudeckoil cpemoi,
HSKOHOMHUYECKHM CIIOCOOOM TPOM3BOJICTBA, COLMAIBHBIM 00pa3oM J>KHU3HH U
HCTOPUKO-KYJIBTYPHBIMHU TPAJAUIIMSIMU KOHKPETHOTO PETHOHA.

VY4eHble JaBHO BEAYT CIOPhl OTHOCHUTEJIBHO OIPEACNICHUS PErHOHAaIbHON
KYJIBTYPBI, HO OOLIECMPUHATO CUUTATh, UTO: «PeruonanpHas KyJlbTypa OTHOCUTCS K
KyJIbType, KoTopas (GopMHUpyeTcs B clieUu(UYEcCKOd Cpelle M B ONpPEEICHHBIX
IpaHMIAX, 00JaTaeT IPKUMH U YCTOMYMBBIMY KYJIBTYPHBIMHU XapaKTEPUCTUKAMHU U
CTHJIEM | TIPEJICTABIISIET COOO0M CHCTEMAaTH3UPOBAHHYIO KYJIBTYPHYIO CHCTEMY» 3.

O06001mas BBIIIEU3TIOKEHHBIE TOJIOKEHUS, B JTaHHON paboTe pernoHambHas
KYJIbTypa OINpeAeNsieTcs KaKk MaTeprallbHbIe U TyXOBHBIE JOCTHXKEHHUSI, CO3aHHbIE
JIOABMM HAa  ONPEIEICHHOW TEPPUTOPHMM B IPOLECCE MUX JUIMTEIBHOU
IIPOU3BOJICTBEHHON JNIESITEIbBHOCTH W TMOBCEIHEBHOW XU3HH. OHA BCECTOPOHHE
OTpa)kaeT MPUPOJIHYIO CPely M COLUAIbHYI XKM3Hb JAHHOTO PErMOHA, BKIIIOYAs

9KOHOMHYCCKHUC YCIIOBUA, OBITOBBIE Tpaauliyuu, pCIUTHO3HbIC BEPOBAHUA U IPYIHUC

“ Liu Xinyou, Shi Zhengtao, Tang Yonghong. Research on the evolution mechanism and
development trend of regional culture. Guangxi Social Sciences, 2007, (11):166-169.

2 Zhang Wei. Analysis of the impact of regional culture on regional economy. Special Zone
Economy, 2006, (02):292-293.

% Qu Jian, ed. Research on the "Chang'an Painting School" of the 20th Century and Its Influence.
Beijing: China Federation of Literary and Art Circles Publishing House, 2014:4.
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acTeKThl, 00Nafas ApPKO BBIPAKECHHOW MECTHOW CHEHMU(PUKOW U TPYHIIOBOMH
UJCHTUYHOCThIO. [laHHas KynbTypHas ¢opma GopMupyeTcss mHoJ BIUSHUEM
MHOXECTBa (DaKTOpoOB, Takux Kak reorpaduyeckas cpena, KIUMaTHYECKUE
YCJIOBUS, UCTOPUUECKOE PA3BUTHUE, U B CWIY PA3JIU4YUN ITUX YCIOBUM B pPa3HBIX
peruoHax B KOHEYHOM HTOTE MPUOOpETaeT yHHUKAIbHBIE (POPMBI KYIBTYPHOTO

CaAMOBBIPAKCHUA.

1.2 CocraBasomme 3J1eMEeHTbI PerHOHAJIBHON KYJIbTYPHbI

Kynerypa sdABiIIeTCSI NPOAYKTOM aJalTallM¥ YeJOBEKAa K IPUPOJHOU H
counanbHO cpezne. [lockonmpky mnpomecc €€ pa3BUTUS MPENCTaBISIET COOOM
B3aMMOICHCTBHE MEXKTy YEITIOBEKOM M MUPOM BOKPYT HETO, (OpMUPOBAHHE JTFOOOH
JIOKAJIbHOW KYJIBTYPBI HEJIb3sl PACCMATPUBATh OTIEIBHO OT YCJIOBHI OKPYKarOIIEH
CpEBbI.

Jun Faosua* BBIIENSET TPU IIABHBIX aCIEKTa PErHOHAIBHOMN KYyJIBTYPHI:

1) mpuponHas cpena — ocHOBa (OPMHUPOBAHUS KYJBTYpbI, BKJIFOUAOLIAS
penbed, KIuMar, pacCTUTEILHOCTh U JApyrue npupoanbie (aktopbl. OHU CO3AAIOT
noyBy JUisi (POPMUPOBAaHUSI YHUKAJIbHBIX OCOOCHHOCTEH MPOU3BOJACTBA M ObITa
MECTHOI'O HacCEJICHHUS.

2) couuanbHas Cpela, BKIKOYAIOMIAs MOJIUTHKY, SKOHOMUKY, JeMorpaduio u
npyrue (GakTophl, UTPAOLIUE KITFOUEBYIO POJIb B (POPMUPOBAHUU KYJIBTYPHI.

3) rymanutapHas cpeaa. Croja BXOAUT SI3bIK, BEPOBAHUS M 00pa3 MBIIUICHUS
— BCE DJIEMEHTBI, OTPAKAIOIIME JyXOBHBIM MUP MECTHBIX KUTEIICH.

Hpyroii uccienosarens Cy LsHp* BbIIEISIET MATH SJIEMCHTOB PETHOHAIBHOM
KYJIBTYPBL: ICTOPUYECKUN KOHTEKCT (OCHOBA KYJIBTYpPhI), reorpauyecKue yCcaoBus
(BMIUSAIOT HaA XapakTep JIIoJed), HalUUMOHAJIbHbIE TpPAaAULMU (ONPEAEISAIOT

KyABTYPHYIO HJCHTUYHOCTH), pa3BUTHE TMPOMBIIUICHHOCTH (oOecrednBaeT

# Ding Gaoyang. Research on the optimization and protection of the landscape of Chenlu
Ancient Town from the perspective of regional culture. Chang'an University, 2023:15.
% Su Qian. Analysis of the elements of the Northwest regional culture - Looking forward to the

formation of the Northwest regional design culture. Interior Design and Decoration, 2006,
(08):94.
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MaTepuaibHyl0 0a3y) U HUIACOJIOrMYECKHE KOHIIENIMU (BOIUIOMIAIOT KYJIBTYpHBIC
IIEHHOCTH).

Dkcrept no Kyasryponorud ®su Taueoii*® B pabore "Mcropust KUTalcKoM
KYJBTYpBI" OTMEYAET, UTO JUIsl U3YUYEHUS KYJIbTypbl HEOOXOAMMO CHauyajga MOHSTh
e "KynpTypHYI0 3Konoruio". dopmupoBaHue 000 KyIbTYPhI CBSI3aHO C 00MmIei
OKPYKAIOIIENM CpEeNoM, KOTOpas BKJIIOYAET TPU AaCHEKTa: NPUPOAHAs cpena
IIPEIOCTABISACT )KU3HEHHOE IPOCTPAHCTBO U PECYPCHI; COLUATIBHO-IKOHOMUYECKAs
cpena ompeAenseT ypPOBEHb PA3BUTHS; WHCTUTYLIMOHAJBbHAS Cpela PEryaupyeT
Monenu TmioBeAeHus. [lpupogHas cpema He ToOabko co3mgaér Ooraroe U
pa3zHO00pa3HOe KyJIbTYpPHOE HAclleUue, HO U MOCTOSHHO (POPMUPYET YHUKAIbHBIC
YEePThI KYJIBTYPHI B XOJI€ HICTOPUUYECKOTO Tporiecca. OHa UrpaeT KIKYEBYIO POJb B
COXpPAaHEHHHM W Pa3BUTHUM KYyJIbTYpHBIX Tpaauuuil. [IpuponHas cpena HE TOJBKO
MOpoXKAaeT Ooratoe W pa3sHOOOpa3HOE KyJAbTypHOE HAcleAue, HO M MOCTEIEHHO
dbopMupyeT KylbTypy B X0JIe UCTOpUYECKOro pa3Butus. E€ posib B Hacaeq0BaHUU U
pPa3BUTUHM  KYJIbTYPhl HEBO3MOXXHO HWTHOPUPOBAaTh. OJKOHOMHYECKas cpeaa
OTHOCHUTCS K HAOOpY MPOM3BOJICTBEHHBIX YCIOBHH, CO3MaHHBIX YEIOBEKOM JIJIS
00paboTkH U npeoOpa3oBaHus MPUPOJIBI C LETBI0 CO3/IaHUs MaTepUabHBIX Ofar,
BKJIIOYAasi WHCTPYMEHTBI, TEXHOJOTHHM, METOJbl mpou3BoAcTBa U T.Ja. Cpena
COLUAIBHBIX UHCTUTYTOB OTHOCUTCSI K OPTraHU3AlMOHHBIM YCIIOBUSIM, CO3JaHHBIM
YeJIOBEKOM JUIsl OOecreueHUs COTPYJHUYECTBA, IMOpsSAKa U Ielell cBoew
KYJIBTYPHOWU JI€SITEIbHOCTH, BKJIOUAsl CHUCTEMY, COCTOSIIYI0O W3 Pa3IuYHbIX
COLMANILHBIX OPraHU3alMil, HHCTUTYTOB ¥ MEXaHU3MOB?.

Ha ocHOBE BBIIEU3IIOKEHHBIX TOYEK 3pEHUS U TEOPUU TPEX YPOBHEU
KYJIBTYPHOWU 3KOJIOTHH, NpemioxkeHHOW @©@d3H TaHbroeM, maHHas auccepranus
pasziensieT PEerHOHANBHYI0 KYJIBTYpY Ha TPHU YPOBHS: CHOCOOBI M PE3yJbTaThl
ajanTalyHd dYeJIOBEKAa K IIPUPOJHOM cpele, K DKOHOMMYECKOM Cpelae U K

COHH&HBHOﬁ cpeac. OTH YPOBHH B3aHMMOCBA3aHbI U BBaHMOI[CP'ICTBYIOT Aapyr ¢

“ Feng Tianyu, He Xiaoming, Zhou Jiming. History of Chinese Culture. Shanghai: Shanghai
People's Publishing House. 2010:12.

“ L1 Yanchao. The ecological dilemma of national sports culture. Beijing: Sports People's
Publishing House, 2017:66.
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JIPYyroM, COBMECTHO (POpPMHpYS YHUKAIBHOCTH U Pa3sHOOOpa3ue pPEeTrHOHAIBHOU

KYJBTYPBIL.

1.3 Tunbl pernoHaNbHON KYJIbTYPbI
PermonanbHasi KyiapTypa MOXKET OBITH pa3leicHa Ha pa3jUYHbIC THUIBI B
3aBUCUMOCTH OT pa3HBIX KpUTEpPHEB Kiaccupukanmuu. B cBoel nuccepranuu
«MexaHnu3M M OIEHKA BJIUSHHS PETHOHAIBHOM KyJIbTYpPhl Ha SKOHOMHUYECKOE

#0000 KIaCCH(HUKAIMIO PETHOHATBLHOMN

pazButue peruoHa» Muap CsodaH
KyJIbTypbl. COMIacCHO METOAY pa3AelieHUs] KyJIbTYPHOU CTPYKTYpBI, PETHOHAIbHAS
KyJIbTypa MOXET ObITh pa3jieliecHa Ha TPU YpPOBHS: MaTepHalibHas KyJbTypa,
WHCTUTYLHOHAJIbHAS KYJIBTYpa U JyXOBHAsI KYJIbTypa.

C TOYKHM 3peHUs BBIPAKEHUSI U HOCUTEIIEH KYJIbTYPbl, pETUOHAJIbHAS KYJIBTYpa
MOKET OBITh Pa3JeIeHa HA MATEPUAIBHYIO KYJIbTYPY U HEMATEPUATIBHYIO KYJIBTYPY.
MartepuanbHasi KyJabTypa BKIIOYaeT MPOU3BOACTBEHHYIO KYIBTYPYy U OBITOBYIO
KyJbTypy. IIpom3BoaCTBEHHaAss KyabTypa BKIIOYAET CEJIbCKOXO3SAWCTBEHHYIO
KyJabTypy (KyJabTypa cOOMpaTeNnbCTBa, KyIbTypa OXOTHI, KYJIbTypa pPBIOOJIOBCTBA,
KyJITypa CKOTOBOJICTBA, KYJIbTypa 3€MIICNENHs, KyJAbTypa CaJOBOACTBA U T.1.),
KYJBTYpY BTOPUYHOIO M TPETHUYHOTO CEKTOPOB AKOHOMHUKH (KyJIbTypa J0OBIYU
MIOJIE3HBIX MCKOTMAEMBbIX, KyJIbTypa epepaboTKu, KyJabTypa chepsl ycayr); ObITOBas
KYJIBTypa BKJIIOYAET KYyJbTYpPY MHUTAHUSA, KYJIbTYpy ONCKIblL, KYJIbTYypy >KHIHILA,
KyabTypy Opaka, KyJIbTypy IIOXOPOH, KYIBTYPY CE30HHBIX Mpa3JHHUKOB,
aApXUTEKTYpHYIO KyJbTypy M T.J1. HemarepnanbHas KynbTypa BKIIIOYAaET TaKue
KyJbTYpHBIE (DOPMBI, Kak S3bIK, PEJIUrus, HMCKYCCTBO M Tearp, JUTeparypa,
KUBOINUCH, KaJuurpapus U T.1.

PermonanibHasi KyJnbTypa TakKe MOXKET ObITh pa3zielieHa B COOTBETCTBUU C
KOHIIETIIIMEN KyJIbTYpPHOTO apeajia B KyJbTypHOU reorpaduu. KynsTypHblil apean —
3T0  reorpaduyeckas  o0jacTh, oOONamamoIIasl  CXOKUMU  KYJIbTYPHBIMU

XapaKTCPpUCTUKAMHU H OXBATbIBAaromiasg apcajal paclpOoCTpaHCHHUA KYJIbTYPHBIX

% Yin Xiaofeng. The mechanism and effect evaluation of regional culture on regional economic
development. Northeast Normal University, 2011:31.
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SBJICHUIM pas3iuuHoi mpupoasl. Hampumep, Bam Xyituan®

(1992) u npyrue
pasfenuian KUTaWCKUE KYJIbTYpHbIE PETHMOHBI Ha JBa KYyJBTYpPHBIX apeana —
BOCTOYHBIW U 3aIMa/IHBIN, a CEIbCKOXO3SIMCTBEHHYIO KYJIBTYPY — Ha FOTO-BOCTOYHYIO
Y MACTOUIIHYIO KyJBTYpy Ha CEBEPO-3amajie.

Hexoropele y4eHblE pa3lensoT KUTAWCKYH) PETrHOHAIBHYIO KYJIBTYypy Ha
THUMBI, OCHOBAaHHBIE HAa MPUPOJHBIX YCIOBUAX, TAKUE KAaK PEYHOW, CTEIHOM,
TOPHBIM M OKeaHW4eCKuit™’. BOIBIIMHCTBO YUYECHBIX, OOBEIMHAS MHOKECTBO
(aKTOpOB, OCHOBBIBASICh Ha CYHIECTBYIOLIUX KYJIBTYPHBIX TPAJULUAX M CXEMax
pacupencseHrss PeruOHAIBHOM KYJIbTYPbl M TIIATEIBHO AHAIMU3UPYS BIUSHUE U
BO3JICHCTBUE TaKuX (DAKTOPOB, KaK COIMAIbHBIC, SKOHOMUUYECKUE U KYJIbTYpHbBIC
u3MeHeHnss Kutasg Ha W3HAYAIBHYIO PETrHOHANBHYIO KYJIBTYPY, Pa3leisioT
KUTalCKYyI0 PETHOHAIBHYIO KYJIBTYPY Ha CIEAYIOLIHWE THUIIBL: KYyJIbTypa SHBYKAO,
Kynbrypa [{uabp3unb, KyneTypa LleHTpanbHbIX paBHUH, KynbTypa Ly, KymeTypa
CsHuy, kyneTrypa bamy, KyneTypa JIsHxyaid, KynpTypa Y03, KyaeTypa L[3sHCH,
KynbTypa DyizsHp u TaliBans, Kynbrypa JIluHHawb, Kynbrypa HOHBHaHb U
['yiiuwxoy, Kynerypa [yanpayH, Kynbrypa crened Bayrpenner Mosronnu,
KynbTypa CHHbIBsSHA, KyapTypa Iunxaii-Tuodera’!.

B nanHO¥M nuccepTanuu pervoHaigbHas KylbTypa MOXET ObITh pasjieiieHa Ha
MaTepUATILHYI0 U HEMAaTepUalIbHYIO KYJIbTYpy, [NIABHBIM 00pa30M C TOYKHU 3pEHUs

BBIPpAKCHUA U HOCHUTEJICH KYJIBTYPBI.

1.4 XapakTepHCTHKH PerHOHAJIBLHOM KYJIbTYPbI
PernonanbHasi KyapTypa MOCTENEHHO (POPMHUPYETCS B TEUEHUE JIUTEIBHOIO
BPEMEHM TIOJI BIIMSIHUEM OIPEAEIEHHBIX T'YMAaHUTAPHBIX, IPUPOIHBIX, COLIMAIBHBIX
U UCTOPUUYECKHUX YCIOBUH M 00JIaJaeT CTaOMIBHOCTBIO U NMPEEMCTBEHHOCThIO. EE

COCTAaBJIAIOIINEC (baKTOpBI N MCXAaHM3Mbl YHHUKAJIbHBI, 4YTO JACJIACT KYJIbTYPHOC

% Wang Huichang. Cultural Geography Analysis of Sub-Economic Development. Journal of
Central China Normal University (Natural Science Edition), 1994, (02): 249-254.

0 Li Guihai. Some Thoughts on the Characteristics of Regional Cultural Development in my
country. Yunnan Social Sciences, 1989, (03): 91-98.

5= Ban Hongjuan. National Consciousness and Regional Culture. Minzu University of China,
2010: 12.
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pa3BUTHE pernoHa 0oJjiee yCTONYMBBIM M UCTOPHUECKH YHACIEIOBAaHHBIM, a TaKXKe
OpUJAET €My YHHUKAaJIbHBIE KyJIbTypHble 0cOO€HHOCTH. Kak CIIOXKHBIM KOMILIEKC,
COCTOAIIMNA K3 MHOXECTBA DJJIEMEHTOB, pPErHOHajbHas KyJlabTypa oOnagaer
CIEAYIOIMMU XapaKTEPUCTUKAMMU:

XapakTepucTUKa  YHHUKAJBHOCTH. BO3HUKHOBEHHME  pETMOHAIBHOU
KYJIBTYPBI CBSI3aHO C B3aUMOJICICTBUEM JIFOJIEN B KOHKPETHOM PETHOHE C MIPUPOAON
U oO0mecTBOM, M €€ pacnpoCTpaHEHHE MMEET YHHUKAJIbHbIE PETrHOHAJIbHBIC
ocobeHHOCTH. Pa3nmuums B conuanbHOW cpene, MPUPOAHBIX YCIOBUAX U 00pase
KU3HU B Pa3HBIX PErMOHAxX BIUAIOT HAa CO3JAaHUE M HACIENOBAaHUE KYJIBTYpHI,
dbopMUpys YHUKaIbHBIA KyAbTYpHBIN JaHamadT. bynb To sBHas KynbTypa, Takas
KAK JIOCTOIPUMEUYATENBbHOCTH, UCTOPUUECKNE ITAMSITHUKHN, MECTHBIE JIETEH/IbI, WU
CKpBITasi KyJbTypa, Takas KakK COIlMaJbHbIe OObIYaW, IMPUBBIYKU MBIILJICHUS,
MOpaJIbHBIE TPAAUIMU U LEHHOCTH, BCE 3TO MPOHU3AHO CHJIBHBIM PETMOHAJIBHBIM
KOJIODUTOM. YHMKAJIbHBIE TPUPOAHBIE YCIOBUA W MarTepuajbHas cpena
IIPEBPALAIOTCS B OTIMYUTEIIBHBIE YEPThI ONPEAEIEHHOIO PETMOHA, HAICIIAIOT €ro
0COOBIMH, HM Ha YTO HE MOXOKMMH XapaKTEPUCTUKAMU U TEM CaAMBIM MOBBIIIAIOT
Y3HAaBAa€MOCTh PETHOHAIIBHOU KYJIBbTYPBI.

XapaKkTepucTHKa CTA0MJIBHOCTH. ITockonbky (dbopMupoBaHue
PETHOHAIBHOM KYJIBTYPHI - TOJITUH, 3BOJIOLMOHHBIA TPOLECC, OH BO3MOYKHO JIMIIb
B XOJI€ OTHOCHUTEJBHO JJIMTEIbHOM CTaOMJIBHOCTU NPUPOJHOW M COLMAIBHOU
cpenpl. Ilocne Ttoro, kak oHa cdopmupyercs, €€ cOAepKaHUE M CTPYKTypa
OCTaHYTCSl OTHOCHTEJIbHO CTAOWJIBbHBIMM B TEUEHHUE BPEMEHH, Ha MPOTIKEHUU
KOTOPOI'0 HapoJ CMOXKET €€ BIUTATh U BBIPA3UTH B KOHKPETHBIX MaTEPHUAIBHBIX
Bemax. CTaOMIIBHOCTh U JOJITOBPEMEHHOCTh PETHMOHA - 3aJIOT MPEEMCTBEHHOCTHU
PErMOHAIBHON KYJIBTYpPbI, KOTOPBIM OINPENEIACT, CMOXET JIM OHA YKOPEHUTBHCA U
MOJIy4YUTh BCceoOUIee NpU3HAHUE.

XapaKkTepucTuKa AHUHAMUYHOCTH. PervoHanbHas KynbTypa HEIPEPBIBHO
SBOJIFOLMOHUPYET I107, BO3JECUCTBUEM BPEMEHHU U YEIOBEUYECKOM NEATEIIBHOCTH, a
TAaKK€ B XOJI€ B3aUMOJICMCTBHS C BHEIIHUM MUpOM. KynbTypHblld 0OMEH Haér

BO3MOXHOCTb  aJallTUPOBATh PCTHOHAJIBHYIO KYJIbTYPY, AcCjad e Ooree
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TUTACTUYHON M OTKPBITOM K TBOpuecTBY. M3MeHenus B xonae oomena, auddys3un u
MHTETpali MOTYT MPEACTaBIATh COOON paclIMpeHrne MaTeprualbHON KYyJIbTYpHOU
c(epsbl, 0OOralieHle TUIIOB PETMOHAIBHOW KYJBTYPBI, PACIIUPEHUE KYJIbTYPHOTO
COJIEpKaHUS U yIIIyOJIeHHE TyXOBHOM Cepsbl.

XapakrepucTuka pa3zHooOpa3us. Uem Oomble pa3inuuvii, TeM CHJIbHEE
MHOT000pa3ne KOHKPETHBIX PETHOHATIBHBIX KYJIbTYp. Bo-TepBhIX, pa3Hble CTpaHbI
U Jaxe  peruoHbl  OoraTtel  CBOMMHM  YHUKaJIbHBIMU  KYJBTYpaMH,
XapaKTepU3YIOIUMHUCS MHOTrooOpasueM BHAOB. Bo0-BTOpHIX, pernoHalbHAs
KyJbTypa MOXET IMpPOSBIATHCS B pa3HbIX cepax U MHCTUTYTAX: SI3bIK, PEIUrUs,
(GONBKIIOp, UCKYCCTBO M T.JA. B-TpeTbux, Aake B paMmkKax OAHOM pEruoHanbHON
KYJIBTYPBI MOYKHO BBIIENIUTH ONPEIEICHHBIE Pa3Indns 1 MHOrooOpasue’?,

XapakTepucTHKA 0JM30CTH K JIOAAM. PernonanbHas KyJbTypa HEOTAEIMMa
OT MECTHBIX JXHTele. VIMEHHO WX MPUBBIUKH, 00pa3 MBIIUICHUS W IEHHOCTU
bOpMUPYIOT MECTHYIO KyJAbTypy H OJHOBPEMEHHO (OpMHUPYIOTCA €€ o
BIMSIHUEM YHUKAJIbHBIX TPUPOAHBIX U COLMAIBHBIX OCOOCHHOCTEH pPETHOHA.
DOpMHUPOBAHUE U IBOJIIOLHS PETUMOHAIBHON KYJIBTYPBI — 3TO JUIMTEIbHBIN MPOLIECC,
KOTOPBI HEBO3MOKEH 0€3 aKTUBHOTO y4acTHusl U Hacineaus kuteneid. O0pas Ku3Hu
JKUTEJIEN TakKe BIMAECT HAa PA3BUTHE PETHOHAIBHOW KynbTypbl. Hampumep,
KYJIBTypa BOJHBIX JIEPEBEHB HA IOT€ U KYJIbTypa 3€MJIEIEINS HA CEBEPE TPOUCXOIAT
U3 crneun(UYecKux MPOU3BOACTBEHHBIX U OBITOBBIX CTUJIEW MECTHBIX JKUTEIEH.
JKutenn mnepenaroT MW MPOABUTAOT MECTHYIO KYJIBTYpy 4Yepe3 Npa3qHUKH,
TOPKECTBA, KYIbTYpHBIC MPEACTABICHUS U T.J., YTO CIHOCOOCTBYET Pa3BUTHIO U
HACIEQUIO KYyJIbTYpbl. B3aMMOOTHOLICHUS MEXKIY PETMOHAIBHOU KYJIBTYpOH U
MECTHBIMH JKUTEISIMA B3aUMO3AaBHUCHMBI, M AKTUBHOE YyYacTHE W NOIJIEPKKa
KUTENeH HeoOXOAUMbl JUId JIydlled 3amuTbl M Hepefayd pPeruoHajIbHOU

KYJIBTYPBI>.

52 Yin Xiaofeng. Mechanism and Effect Evaluation of Regional Culture on Regional Economic
Development. Northeast Normal University, 2011: 31.

2 Ban Hongjuan. National Consciousness and Regional Culture. Minzu University of China,
2010: 12.
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IVTABA 2. PETUOHAJIBHASA KYJbTYPA IUHBY/KOY

PernonanbHast KynpTypa LIuHBUKOY OTHOCUTCS K KYJIBTYPHOU CUCTEME C SPKO
BBIPQKCHHBIMH ~ PETHMOHAIBHBIMH ~ OCOOCHHOCTSIMH,  C(HOPMHUPOBAHHON  Ha
Tepputopur L{MHBYKOY. DTO COBOKYNMHOCTH II€EHHOCTEH, CIOCOOOB MBIIUIECHHUS,
IYMaHUCTHYECKOTO MMPOBO33PEHHS, HAI[MOHAJIBHOIO HCKYCCTBa, OOBIYAEB U
MOPaJIBHBIX HOPM, CJIIOKUBIIMXCS Y MECTHOTO HACEJIEHUS B ITPOLIECCE UTUTEIBHOIO
MaTEPHUAIIBHOIO IPOU3BOJICTBA, JAYXOBHOIO TBOPYECTBA M COLMAIBHOM KU3HU.
Kynbrypa siBisieTcst pe3ysibTaToM aJanTalyy 4eJI0BEeKa K OKpYXKarolen cpese, a eé
pa3BUTHE TIPEACTABIACT COOOM TMpolecc B3aWMOJEHCTBUS C JTOM Cpeloi.
BoO3HUKHOBEHHE U pa3BUTHE PETHOHAIBHOW KyJIbTypbl LIMHBYKOY HEOTAEIUMBI OT

KOHKPETHOU CpEBL.

2.1 JkoJior4YecKas cpeaa periOHAJIbHOM KyJIbTYpPbl L{IHHBYAKOY

PernonanpHast KynbTypa MpeacTaBisieT co0O0il JOJITOCpPOYHOE Haceaue,
pa3BUTHE W HAKOIUIEHUE HCTOPUYECKUX TPaAUuUUMKA M KYJbTYpPbl KUTEISIMHU
Huapwkoy. POpMUPOBAHME W PA3BUTUE PETMOHANBHOM KyJIbTypbl L[{HHBYXKOY
HEOT/ACIIUMBbI OT MECTHON MPUPOTHOUN Cpe/ibl U KyJIBTYPHOTO OKpYXeHHs. borarbie
MPUPOAHBIE pecypchl M pa3HooOpa3Hasl KyJIbTypHasi cpefa co3[aloT 0a30BbIe
YCJIOBUSL JUIsi BOBHUKHOBEHMS M Pa3BUTHS PETUOHAIBLHOW KyNbTyphl. B naHHOM
JIMCCEPTALIMOHHON paboTe peruoHaibHas KyJabTypa [[uHbWKOYy aHanmu3upyercs Ha
TPEX YPOBHSX: MPUPOAHAS CPENA, SKOHOMHUYECKAs Cpela U COUHANIbHAs Cpeaa.
DTOT aHaJIU3 HE TOJIBKO COCPEAOTOYECH Ha B3aWMOCBSI3U KYJIbTYPHl U MPUPOIHON
HKOJIOTHMH, HO M B 0oJiee HMIMPOKOM CMBICIE YKa3bIBaeT Ha OOIIYIO0 B3aWMOCBSI3b
MEXKJy YEJIOBEKOM M OOIIECTBOM, KyJIbTypoll u ku3Hblo. Ilpupoanas cpena
BKJIIOUAET Teorpaduueckoe MojoKeHHe U KIMMAaTHIeCKre 0co0eHHOCTH LIMHBIKOY,
YTO SIBJISIETCS. OCHOBOM 7151 ()OPMUPOBAHUS U PA3BUTHUSL PETUOHATBHON KYJIBTYPHI;
DKOHOMHUYECKass Ccpefa  OXBAaThIBa€T JKOHOMHYECKYI0  (opMmy, ypOBEHBb

9KOHOMHNYCCKOI'0O pa3BHUTUA H (baKTOpBI IIPOU3BOACTBA, KOTOPBIC SBJIAIOTCA
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YCIOBHUSIMU U JBWKYILIEW CHIION Pa3BUTHsI PETMOHATBHOM KYJbTYpbI; COLMAIbHASA
Ccpella BKIIFOUAET COLMAIBHYIO CTPYKTYPY, PEIUTHO3HBIE BEPOBAHUS, KYJIbTYPHBIC
TPAaIULIHAHA U T.J., YTO CIIY’KUT ONOPOW W TAPAHTHEMN IS PA3BUTHS PETHOHAIBHOU
KYJIBTYpBL. OJIEMEHTBl PErMOHAIBHOM KyNbTypbl L{MHBYKOYy NpencTaBieHbl Ha
Pucynke 2.1.

2.1.1 Ilpupoanas cpena

A. TI'eorpajpuueckas cpena

lopon uapwkOy pacnoyioxkeH Ha rOKHOM mnoOepexne ['yancu, Kuraii, Ha
ceBepHOM Oepery 3anmBa boaitby, mexay 21°35" u 22°41' ceBepHOl MIUPOTHI U
107°72" u 109°56' BocTtouHOM AoaroTHl. OH TpaHWUYUT ¢ TopogoM HaHbHUH Ha
ceBepe, ropogamu baiixail u OiHe Ha BOCTOKE, 3aMMBOM [[MHBYXKOY Ha 1OTe U
ropogoM @DaHusHraH Ha 3amajge, C OPOTSHKEHHOCTbIO OEperoBoi JIMHUU
MaTepukoBON yactu 562,64 xwiomerpa. LIMHpWKOy B OCHOBHOM OTHOCHUTCS K
XOJIIMUCTOMY THUIly penbeda. TeppuTtopus OKpyKeHa TOpaMH C BOCTOUHOM,
3araJHON U CEBEPHOI CTOPOH, C XOJIMHUCTOM MECTHOCTBIO U CIOXKHBIM PEIbEPOM.
CeBepo-3amajHasi 4acTh MpPEACTABIIET COOOW TOPHBIA paOH, TA€ IVIaBHOU
BeplIMHON sABisgercs lIuBannamane. [Opsl 31€Ch HAaCTOJIBKO BBICOKH M 3EJICHBI,
4YTO JOCTUTraroT Heba, a JIOJIMHBI ITyOOKH, Kak Bojomnajsl. CeBepHas W 3amajaHas
YacTH OTHOCATCS K CPEAHEXOJMHUCTOM 30HE; LIEHTpajdbHasg YacTb — 3TO
aJTIOBUAJIbHAS. paBHUHA C HU3KMMM XOJIMUCTBIMHU IUIATO, OacceiiHaMU U PEYHBIMU
JOMMHAMH, C TpeoOiagaHNeM HHU3KUX XOJIMOB, PEYHBIX JOJWH W PaBHUH, T/
MECTHOCTD CJIETKa IJIOCKast; BOCTOYHAS YacTh — 3TO HU3KOXOJIMUCTAs 30HA; FOKHAs
4acTh — 3TO HMU3KOXOJIMHUCTash NpUOpekHas 30HAa M paBHHUHHAS 30HA, BKJIIOYas
NenbTy peku L{UHBIRSIH, KpyTHEHITyI0 auTIOBHAIbHYIO PaBHUHY B ropoje. Pensed
BCEH TEPPUTOPUHU BBIIIE HA CEBEPO-3allaJile M CEBEPO-BOCTOKE, C HAKIOHOM C
CeBepa Ha 10T, M 3aMETHBIM [TOHM)KEHHEM perbeda Ha ore.

[{MHBYKOY OKpYXKEH TOpaMHM M MOPEM, C MHOTIOYHCIECHHBIMU DPEKAMU H
BOJOXPAaHWIMILIAMY, IUIOJOPOJHOM ITOYBOM, IIBIIIHOW PACTUTEIBHOCTBIO U
OoraTbIMU MPUPOJIHBIMU pECypcaMu. 31€Ch Pa3BUTO CEJIbCKOE XO35AMCTBO, a TaAKKe

MOpPCKO€ pBIOOJIOBCTBO M aKBakyilnbTypa. Mope Maosaii, miomanpo 135
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KBaJIpaTHBIX KWJIOMETPOB, SIBISETCSA KPYIHEWIIEH eCTECTBEHHON 0a3zoi mo cOopy
YCTPHUYHBIX JIMYMHOK M MUCKYCCTBEHHOMY pa3BeICHUIO ycTpull Ha rore Kuras. OHo
OoraTto 4eTbIpbMsl U3BECTHBIMH MPOIYKTAMU: YCTPULIAMH, KPEBETKAMH, rOJTyObIMU
KpabaMu U rpynepoM, a TakKe JUKMMH BOJOIUIABAIOLIMMU NMTULIAMHU, TAKUMU Kak
YUPKH U YaWKU.

VYHuKanmbHas Teorpaduueckas cpela permoHa Oorata Ha pa3HOOOpa3HBIC
IpUpOJHBIE JaHAA(THI U penbedbl, MOJIE3HbIE HCKOMIAEMBbIE, TIII0A0BUTYIO MTOYBY,
a 3TO, B CBOIO OdYependb, - OCHOBa aisi Ooraroii ¢uopsl u daynsl. [IpupoaHbie
ycnoBusi L{lUHBUXKOY COCOOCTBYIOT SKOHOMHUYECKOMY IPOLIBETAHUIO, a IJIaBHOE -
HaNpsSMYyI0 BIMSIOT Ha MECTHbIE SKOHOMHYECKHE MOJEIH, 0Obl4au, MCKYCCTBO,
TPAAUIMOHHBIE TPOMBICIIBI, @ TAK)K€ Ha KYJIbTYPHbIE OCOOEHHOCTH HACEJISIOIINX
€ro STHUYECKUX TPYII*,

OAHO W3 MIaBHBIX COKPOBHIL PErMOHA, BBICOKOKAYECTBEHHAs IJIMHA, TOXKE
cocpenoToueHa B LIMHBYWKOY B OrpOMHBIX KoJuM4ecTBax. B wacTHOcTH, 3amachl
KpacHOW IIIMHBI 37IECh COCTABJISIOT OKOJIO 1,8 MiIpa TOHH, Oenoil IMHBI - OKOJIO
780 wmuH ToHH®. IIOCKOIBKY OTH BHALI 0€30HMACHBI W HETOKCHYHBI, OHH
3aKOHOMEPHO NPEBPATUIINCH B LIEHHBIM pecypc, KOTOPBIA MO CEW JEHb SIBISAETCS
OCHOBOM uisi mpousBoacTBa KepamMuku Hwucun. Kpome toro, Ilunpwkoy
UCTOPUYECKH OBbLT BaXKHBIM OTIPABHBIM ITYHKTOM "MOPCKOTO IIENKOBOTO MyTH'" U
paHO Hayall BOCIPUHUMATh HMHOCTPAHHBIE KYJIbTYpPHbIE BIUSHUS. YIOOHBIE
YCIIOBHSI BOJTHOTO TPAHCIIOPTA Tak»Ke CO3aIH OJaronpUsTHbIE BOZMOXHOCTH IS
NPOJaXXH U pacpocTpaHeHus kKepaMuku HuHcuH.

B. KiimmaTnyeckne XapaKTepHUCTHKH

Topon IluHBDKOY pPACTONIOXKEH B CYOTPONMUYECKOM 30HE C MYCCOHHBIM
kiaumaroMm HOro-Bocrounoit A3um, rae oTMeyaeTcs OOMIIME COJHEYHOI'O CBETa U
BBIpa)XCHHAsI MyCCOHHAsl aKTUBHOCTH. C 10ora ropoJi OMbIBaeTcs 3auBoM baiily, a ¢

CCBCPO-3aI1tala rpaHNu4IUT C ropaMu ]_HI/IBaHI[a, 49TO CO34aCT YHUKAJIbHOC COYCTAHHC

4 Chen Liqin et al. Research on the Folk Art Ecology of Ethnic Minorities in the Beibu Gulf
Region of Guangxi. Beijing: Nationalities Publishing House, 2015: 69.

55 Qinzhou Municipal People's Government. Special Plan for the Protection of Nixing Pottery
Resources in Qinzhou City (2018 Edition), 2018:4.
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MOPCKOTO M KOHTHUHEHTAJIBHOTO KIMMATUYECKOro BiuAHUA. Ui pernoHa
XapaKTEepPHBI KAPKOE JIETO, OOMJIBHBIE OCAJKH, YTO JIEJIAa€T €r0 OJAHHM M3 CaMbIX
BlaxxHbIX MecT Kurtas. Cpemgneromoas temmneparypa mnpessimaetr 20°C, xkimmar
TEIUTbIA U BJIAXHBIM C JOCTAaTOYHBIM KOJIMYECTBOM OCAJKOB. MECTHBIE JIECHBIE,
OOJIOTHBIE U MOPCKHE IKOCHCTEMBI XOPOLIO COXPAHUIUCh, & PACTUTENIbHBIA MUP
oTMyaeTcs  pasHooOpazueM. Takue ycClIOBHS HIEANbHO MOAXOMAT  AJIA
BBIPAIIMBAHMS YaWHBIX KyCTOB, MO3TOMY PETHOH Oorar 4alHbIMH pPECypCaMHu.
Temmelii BIaXHBIM KIMMAT CHOcOoOCTBOBal (OPMHUPOBAHUIO JaBHEH UYaWHOU
TpaJuLIAHA CPEIM MECTHOTO HACEIICHUS, TJ€ YaliHasl KyJbTypa MOJIy4Yniia UPOKOE
pacnpocTpaHeHue. OTH HPUPOJHBIE OCOOEHHOCTH CO3JAI0T OJIarOnpUsTHBIE
YCIIOBUS JJIs IPOU3BOJICTBA YaWHBIX HAOOPOB U3 KepamMuku HuHcuH u popmupyror
YCTOWYUBBIN CIIPOC HA BBICOKOKAYECTBEHHYIO KEPAMHUYECKYIO YaHYIO ITOCYLY.

2.1.2 DxoHOMHUYeECKas cpeaa

A. Cnoco6 nmpou3BojaACTBA

[IpuponHas cpeaa 3HAYUTEIBHO BIUSIET HA MPOU3BOACTBEHHYIO JACSATEIBHOCTD
mronei. Penped LluHBWKOYy MOCTATOYHO pa3HOOOpAa3eH M MPEICTaBICH TOpaMH,
XOJIMaMH, paBHMHAMH U To0epekbeM. MeCTHbIE JKUTETU Yy4Ylu BCE OTHU
OCOOCHHOCTM M CYMEJIM HaWTH CIOCOObI XO34HWCTBOBaHMS, HCIOJb3YIOIINE
OPUPOIHBIA JaHAMAPT Ha MaKCUMyM: TaM, TIJA€ JOCTaTOYHO BOJIBI, OHHU
BBIPAIMBAIOT PUC, HA 3aCYILUIMBBIX CKJIOHAX - KYKYypy3y, NUIEHUIy W Jpyrue
3aCyXOyCTOWYMBBIE KYJbTYpbl. ECIM KUTENM paBHUH B OCHOBHOM BO3JIEJIBIBAIOT
pHUC, TO TOpHBIE OOUTATENM HCIOJB3YIOT JIECHBIE PECYpPChl, @ BOT HPUOPEKHOE
HAaCEJICHUE 3aHUMAETCS PBIOOJIOBCTBOM, napajuiesibHO BbIpaIUBas
CEJIbCKOXO3SIMCTBEHHBIE KYJIBTYPBL.

Bc€ »TO0 - HaAmsAHBIA TpUMEp TOrO, MPUPOIHBIN JaHAmA(T ompenenseT
o0pa3 >KU3HU MECTHOTO HACEJICHUS U 33/1a€T BEKTOP JIJISl PA3BUTUS ONMpEACIEHHON
KyJabTypHO Mozenu. B I{uHpwkoy 00pa3 KM3HM U MPOU3BOACTBO 3aKOHOMEPHO
NOCTPOWIICSA Ha 3emienenuu U pbloonoBcTBe. Kak pesynbrar - chopmupoBaiack
SIPKO BBIPA)KEHHAsS KyJIBTypa PUCa, TOPHAS U MOPCKasl KyJIbTypa, & YKOHOMHYECKAs

(bopMa cTajia XapaKTCPpU30BaATLCA IIOPTOBBIM Cya0XOACTBOM, MOPCKHUM
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PBHIOOJIOBCTBOM, aKBaKyJIbTYPOU U 3eMJIICACTUEM.

B. DxoHoMHMYecKOe pa3BUTHE

Eme B mo3muem mnaneonute B [luHBWKOy HaOmomanach JeATEIBHOCTH
ApeBHUX JroAer. B mosznHem Heomure B LIMHBWKOY MOSABUIMCH ITOJIMPOBAHHBIC
KaMEHHBIE Opyausi W OONbIINE KaMEHHBIE JIOMAaThl, YTO YKa3bIBaeT Ha TO, YTO
OPEBHUE JIIOW, JKUBIIAE B OJTOM paWOHE, BO3MOXHO, OCBOWIM HPOCTHIE
CEIIbCKOXO3MCTBEHHBIE Npou3BoAcTBa. Ilocie mepexoma OT KaMEHHOIO BeKa K
OpoH30BOMY BEKy B L[MHBUXOY MOSBHIOCH pa3leleHUE TPyda MEXAY CEIbCKUM
XO35IMCTBOM M pPEMECIIAMU, U MECTHBIC >KUTEIIM Hayajdud IIUPOKO BBIPAIIUBATH
KYJBTYpBI, a KyJIbTypa puca Hauaja pa3BuBatrhcs. [locne oObenunenus JlunHnaus
[Muapr Iluxyanom ObUT TOCTPOEH HMCKYCCTBEHHBIM KaHan "JluHiroi",
COCIVMHUBIINM CUCTEMY peku SHI3BI € cucremMonm peku WKyL3sH, 4YTO
CIOCOOCTBOBAJI0O SKOHOMHUYECKOMY W KyIbTYpHOMY oOOMeHy Mexnay [yancu u
LlenTpansupiMu paBHUHamMH. B osmoxy 3amagHoit Xanp mopT Xomy Obul
KPYIHEUIIIUM MOPCKHMM MOPTOM Ha tore Kurtasg v OgHUM M3 OTHpPaBHBIX MOPTOB
«Mopckoro lllenkoBoro mytu» Kuras. Kopabmu, otripaBnsBimecs u3 Xs1my, MOIJIA
wibTh B FOxHy0 A3uto, 3anagnyro Asuto u Adpuky. [locne snoxu [{unp u Xanb
MHOrue JIIoau u3 LleHTpaIbHBIX paBHUH IEpeCceNWIINCh B [IUHBWKOY U3-3a BOWH U
JIpYruX MPUYNH, IPUHECS ¢ COOOM MepeaoBble MPOU3BOICTBEHHBIE TEXHOJIOTUU U
KyJIbTypy. B smoxy TaH ynensnocs BHUMaHME OCBOCHMIO ITAXOTHBIX 3€MENb U
CTPOMUTENBCTBY BOJHBIX pECYpCOB, M DJKOHOMHKAa W KyiapTypa L{uHBIKOY
3HAYUTEIBHO PA3BUIIKCh.

B nepuopn Ilstu nunactuii u Jecsatu unapcts Uy m FHOxnas XaHp goiroe
BpeMst Oopoiiich 3a ['yaHcu, uTo HaHeco yiepO colMaibHONM SKOHOMUKE. B amoxy
CyH u3-3a 4acCThIX BOMH Ha ceBepe OO0JIbIIOE KOIMUYECTBO Jrosied u3 LleHTpanbHbix
paBHUH Tmepecenuyioch B I'yaHcu, 4YToOBl yKpbeIThcs. OHH  BMecTe C
OpEICTaBUTENIIMU  BCEX  ATHHYecKux TIpynn [yancu  cmocoOcTBoBasn
HDKOHOMMYECKOMY pPa3BUTHIO parioHa [{uHpwxkoy. B TO Bpems xkene3Hble opyaus U
BOJIBI IIIMPOKO MCIIOIB30BAIUCH B CENBCKOM X03sMcTBe. B 3moxu MuHn u Llun n3-3a

YBCINYCHHUA HACCIICHHUA, pa6oqeﬁ CHJIbI M CKOTa IUIoImajdb IIaXOTHBIX 3CMCJIb
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3HAYUTENIBHO YBEJIMYWIACh, BOJHBIE PECYpPChl W HMPPUTALMOHHBIE TEXHOJOTUU
MIOCTEIIEHHO COBEPILICHCTBOBAJIUCH, BBIPALIMBAIICS JBYXYPOXKAWHBIM puC, a
CEJbCKOXO3SIIICTBEHHBIE TEXHOJOTMU NEPENLIN OT SKCTEHCUBHBIX K MHTEHCHUBHBIM.
ITocne BerymeHuss LIMHBWKOY B COBPEMEHHOE  IONYKOJIOHHAIBHOE U
nonydeonaabHOE OOIIECTBO, €r0 SKOHOMHUYECKOE Pa3BUTHE 3aCTOMOPUIOCH M3-3a
UMIIEPUATHCTUYECKOTO BTOPKEHHMSI, KOPPYMIIMPOBAHHOM MONUTHKY [ OMUHBAAHA U
BOCHHBIX pa3pylICHUM.

ITocme ocHoBanmss Hosoro Kwuras paiion L{MHBYWKOY HEpekxnsl mepexon OT
IUIAHOBOW SKOHOMHKH K COLMAJIMCTUYECKON PBIHOYHOM YIKOHOMUKE, YTO MPUBEIIO K
HMCTOPUYECKOMY CKa4Ky B KOHOMHUYECKOM M COLMAJIbHOM pa3BUTHH. 16 sHBaps
2008 roga Kuraii yrBepami peanu3zanuio «llimana pa3BuTus 3KOHOMUYECKOW 30HBI
3anuBa  boiOy B ['yaHcw», TpensiokKMB CO3/[aTh OTy 30HY Kak BaKHBIN
MEKIyHApPOJIHBIA PETMOH 3KOHOMHYECKOrO coTpyaHudectBa. lopon LlmHBYWKOY
PacmojOkKeH B LIEHTPEe SKOHOMUYECKON 30HBI 3anuBa baii0y B ['yancu u sBisiercs
Haubosee ynoOHBIM MOPCKHUM KaHajoM Ha roro-3amaje Kuras. B Oymymem paiion
[Muapwkoy OyzneT o0nagarh 3HAYUTETLHBIM SKOHOMHUECKIM TTOTEHIIMATIOM.

C. lemorpagpuueckne GakTopbl

[Io cocrosauto ©Ha koHery 2022 roma oOmias 3aperucTpUpOBaHHAS
YUCJIEHHOCTh HaceneHus ropoma lluHpwkoy cocrasmser 4,2044 wmwummoHa
YeJOBEK, a IMOCTOSIHHOE HaceneHue — 3,3181 MuuMoHa 4enoBEeK, U3 KOTOPBIX
1,4496 MunoHa 4YEOBEK IMPOKUBAKOT B TOPOJICKHUX pPAallOHAX, YTO COCTABIISET

43,69% OT IOCTOSHHOTO HaceJIeHus .

B ropome LlMHBYWKOY NpOXKUBAKOT JBa
KOPEHHBIX 3THOCA — WKYaHbl U XaHbIbl. Cpeid TOCTOSHHOTO HACEJICHUS, TIOMUMO
KOPEHHBIX STHUUYECKUX T'PYIII, MPECTaBICHBI 21 3THUYECKas IpyIINa, BKIto4Yas sio,
MsI0, II3UH U JOHT. Cpeau MOCTOSSHHOTO HACEJICHUSI TOpoja XaHbIIbl COCTABIIAIOT 2
936 395 wuenoBek, wian 88,92%; mpeACTaBUTENN PA3IUUYHBIX ASTHUYECKUX

MEHBITMHCTB — 365 843 4enoBeka, uinu 11,08%, U3 KOTOPBIX YKyaHbl COCTABIISIOT

6 Statistical Bulletin of Qinzhou City's National Economy and Social Development in 2022
http://www.qinzhou.gov.cn/zfxxgk/fdzdgknr 6/tjxx/tjgb/t16709711.shtml
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347 424 yenoseka, wiu 10,52%"”.

2.1.3 CounanbHas cpena

A. CTpyKTypa COHAIBLHOM OPraHU3 AU

Huapwkoy obnamgaeT IayOoOKoi M OoraTol STHHYECKOM KyJIbTypou. AHamu3
Pa3BUTHS CTPYKTYPHI €r0 COIMAIBLHON OpraHW3aIMH CITIOCOOCTBYET MOHUMAHHUIO
IIPEEMCTBEHHOCT  PETMOHAJIBHOM  KyiabTypel. B apeBHoctn  L{uHBYKOY
npuHaiexkan K JlunHany. B mupokoMm cwmbicie JImHHaH Britoyaetr ['yaHayH,
['yancu, XaiiHaHb, 10KHBIA XyHaHb, CEBEpHbIM BheTHaM U npyrue peruonsl. B 221
rogy a0 H.3. Hunp Illuxyan oO0beauHmn Kwutali m ocHoBanm nuHactuio l{uHb,
MEPBYIO aBTOKPATHYECKY0 MOHapxuto B ucropun Kuras. B 214 rony no H.3. L{lunb
[IInxyan 3aBoeBas JIMHHAH U Cpa3y K€ BHEAPUII CUCTEMY OKPYTOB B 3TOM PETHOHE.
B JIunnane 6butn co3aans ['yinunae, CaHiionb 1 Hanbxai, a [luHpwKOy Bolen B
cocraB CsHiBiOoHb. B koHue smnoxu [uHe w Hawyane snoxu Xanp Yxao Tyo
YCTAaHOBWJI CENMApaTUCTCKUM PexuM B JINHHAHE M OCHOBal rocyaapctBo Hanpros.
[{uHupwKOoy Haxomwics TOJ yrpaBieHHeM HaHbiod, M TakuM 00pa3oM pEeruoH
BoOIIIeN B (peogaibHOE 00IIECTBO.

B snoxy lOanp Obuia BHeApeHa NpoBUHIMATIBHAA cucTema, U L{uHBWKOY
HaXOJIWJICS IIOJ YIIPABJICHHEM NPOBUMHLMU XyryadH. B mepuon auHactum MuH
npoBUHIMANbHAS cucteMa lOaHp ObUTa OTMEHEHa, W OBUTM BOCCTAHOBJICHBI
IIPOBUHIUAJIBHBIC aIMUHHUCTPATUBHbBIC JICTICHUSL. beuta  ycraHOBieHa
TpexypoBHeBasi pervoHanbHas cucrema Cel, @y (wxoy) u Csup, u Lluapuxoy
Bomrenn B cocraB ['yancu UsHcroans UxsHcucel. B konue snmoxu [luHp wu3-3a
DKOHOMHYECKOTO BTOPKEHUS HMIICPUAIMCTAYECKUX JAEPKAB CaMOI0CTATOYHAs
KpECThSTHCKash YKOHOMHKA pernoHa 3aimBa b0y yckopuia cBoe OaHKPOTCTBO,
HapoJ 00eIHeN, 1 00IIECTBO MOTPY3WIIOCh B Xxaoc. Mctopus pernona 3anuBa baiily
MEPEKIWIAa U3MEHEHHS] MHOTMX JWHACTUW, U €ro aJIMUHHCTPATUBHBIE JCICHUA
TaK)XK€ MEHSUIUCh COOTBETCTBEHHO. B mutore B 1965 romy ObLIO yCTaHOBJIEHO, YTO
OH HaxOAuTCs mox ympasieHHeM |yaHcu-UKyaHCKOrO aBTOHOMHOIO parnoHa. B

CTPYKTYypE  COLMAJIbHOW  OpraHM3alMu  Pa3IMYHbIX  auHacThui  Kwuras

7 Qinzhou Municipal People's Government. Nationalities: www.qinzhou.gov.cn
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MPEEMCTBEHHOCTh PEMECE]I B OCHOBHOM OCHOBBIBAJIACh Ha METOJIaX OOYUYEHUSI «OT
OTLA K CBIHY» U «CEMEHUHOro HacienoBanus». [IpeemcrBeHHOCTh Kepamuku Hucun
B OCHOBHOM OCYIIIECTBIISIETCSI ApUCTOKPATUUECKUMH CEMbIMU, U OOJIBIIIMHCTBO U3
HUX HUCTOJIB3YIOT CEMEUHBIN U OTKPBITHIA CTUJIb YIIPABJICHHUS.

B. ConnanbHasi KyJabTypa

[Toce mepexona OT KaMEHHOTO BeKa K OpOH30BOMY BeKy B L[MHBbWKOY Hadana
nosIBIATHCS KyabTypa puca. C tex nmop kak [uns luxyan oO0benunun Jlunnasx, a
uMmreparop Y u3 auHacTuu XaHb ycMmupwil HaHbros, KoH(ylHMaHCKas KyJbTypa
[leHTpallbHBIX pAaBHUH Hayaja MacCcoOBO MPOHUKATh B JIMHHAH; OJHOBPEMEHHO
Hayas nosBiATbCA «Mopckon lllenkoBblid IMyTh» € MOpPTaMU OTIIPABICHUSA XO31IY,
CroBoHb U PunHaH B neHTpasibHOM BbeTHame Bioib 3anuBa baii0y, u mMopckas
KYJIbTypa MOCTENEHHO Hayaia pa3BuBarbes. C Tex mop u 1o 3n0x MuH u LuH, ¢
Pa3BUTHEM YKOHOMUKH U COITMATBHBIM MPOTPeccoM, peruoH Lluapmkoy ctan 6omee
aKTUBHO KOHTAaKTHPOBaTh C BHEIIHUM MHPOM, M KOH(YyIHWAHCKas KyJabTypa, a
TaK)K€ MOpCKasg KyJlbTypa IIyOOKO NMPOHUKIM B MECTHYIO KYJBTYpy pErruoHa
sanuBa baii6y®,

[{uHpwKOy € APEeBHUX BpPEMEH ObLI MHOTOHAIIMOHAJIBHBIM PETHOHOM, H
KaXJasi STHUYECKasl TpylIa MUMEEeT YHUKaJbHYIO KyJIbTypHYyto (opmy. [losTomy
KyJabTypa perMoHa C CaMOro Hayajia JIEeMOHCTpHpoBaia paszHooOpasue. PasHbie
STHUYECKUE IPYNIIbI HE NPUACPKUBAIUCH CTAPOU KYJIBTYPhI, & aKTUBHO OCBAUBAJIU
HOBIIICCTBA, YCBaWBasl U NepepadaThiBasi HHOCTPAHHBIC U PA3HOPOAHBIC KYIbTYPHI,
JIOCTUTAsT DKJIEKTUKH, TEM CaMbIM IOCTOSHHO oOoramias ¥ OOHOBIsAI ceOsS B
npoiiecce pa3Butusd. HabGnronas 3a HICTOpUYECKUM pa3BUTHEM KYIBTYphl LIMHBIKOY,
MOYKHO YBHJIETh, YTO pa3HOOOpa3ne W OTKPHITOCTh BCErna OBLIM €€ OCHOBHBIMU
HeHHOCTAMU. [lox pykOBOACTBOM 3THUX LIEHHOCTEM KyJipTypa LluHBUNKOY
chopMupoBana XapaKTEPUCTUKH B3aWUMHOTO CIUSHUS M TOJACPKKH MECTHOU
TPAAUIIMOHHON KYJIbTYpbl, KOHPYIIMAHCKON KyJIbTyphl LIeHTpallbHBIX paBHUH U

COBPEMEHHOM MOPCKOM KYJbTYypbl HA PAHHHUX JTallax.

% Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009.
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[{uHBPYHKOY TIOCTETIEHHO COPMHUPOBAT MOAETH MPOXKUBAHUA U CTAOMIIBHYIO
COLMAJIbHYIO CpeAy JIA XaHbLEB M JIPYTUX STHUYECKUX MEHBIIWHCTB, & TaKKe
co3qaJl W COXpPaHWI MHOXECTBO KYJIBTYPHBIX HACIEAMH, OTPaKarOIIHUX
COBPEMEHHBIE M MECTHbIE OCOOCHHOCTU. ITO OO0ECHeqmsio OJIaroNnpUsTHYIO
TYMaHUTAPHYIO SKOJIOTMUYECKYIO cpeny Uil (POpMUPOBAHUS KYJIBTYpPbl KEPAMHUKU
Huncun, emie Oonbiiie 000raTuio ee cofep)KaHuEe M CIocoOCTBOBAIO OOMEHY U
B3aMMO/IEWCTBUIO TAJaHTOB B ATOM 00JIaCTH.

C. Peqiurno3snnie BepoBaHUA

B ucropun Lunpwkoy He chopMupoBaiach €IMHas CUCTEMA PEIUTHO3HBIX
BepoBaHUN. BMecTo 3TOro oHa BO3HMKIIA U3 NEPBOOBITHBIX BEPOBAHUM, a 3aTeM
BIUTana B ceOs Oynaauiickue M JaoccKue >IeMeHThl u3 LleHTpanbHBIX paBHUH,
c(OpMHUPOBAB PEJINTHO3HYIO MOJIENNb, B KOTOPOM HMHTEIPUPOBAHBI MEPBOOBITHAS
Marusi, JaocusMm, OyJM3M U MOKJIOHEHUE MHOXXECTBY OOroB. JItou MOKJIOHSAIOTCS
IpUpojae, MpeaKaM M TeposiM, a TakKe IMOYUTaloT OOroB, MPEAKOB M Oyaa B
naocusme. llomynsipHbIMU OoOBbEKTaMH NOKJIOHEHHs sBistoTcs bor 3emmu, bor
OO6uunsbl, bor I'poma, JIpakoH, mpeaky, HalIMOHAIbHBIE TepOU, OOTH TIII0IOPOIUS U
bonxucarrtea ['yanbunb. Haponm 13MH Takke MOKIOHSETCS TakUM Ooram, Kak
Kopons Mopsa, bor Mops u boruna Mops. Jlromm dacTto coBepHIaroT
KEPTBOTIPUHOIICHUSI ¥ TOKIOHSIOTCS O3TUM Ooram. Taxke CyIIECTBYIOT
CBAILLEHHOCITYXKUTEIN, OTBETCTBEHHBIE 3a IPOBEJACHHE PHUTYalOB, TaKHE Kak
«Macrep», «laocy», «Konayn» u apyrue. Ix ocHOBHBIE 003aHHOCTH — MOJIMTHCS
0 6JIarOCIIOBEHUH U N30aBIICHUH OT OEICTBHH, a TAKIKE U3TOHSATH 3JIbIX TyXOB>’.

D. Haponnbie o0b14an

CommacHo craructuueckomy otdery 3a 2021 rox, Llunpwxoy sBiseTcs
MHOTOHAallMOHAJIBHBIM PETMOHOM, IJ1€ 3THUYECKUE MEHBUIMHCTBA COCTABIISIOT
11,08% ot oOmero mnocCTOSIHHOrO HaceneHus. [loMuMO JBYX OCHOBHBIX
STHUYECKUX TPYyNI, WKYaHOB M XaHblieB, B LluHpwxOy mpoxuBaroT 21 apyras

9THHUYCCKAA I'pyIllla, BKIIO4Yad 510, MAO0, O3WMH KW JOHIL PaznuuHble ATHHYECKHE

% Chen Liqin et al. Research on Folk Literature and Art Ecology of Ethnic Minorities in the
Beibu Gulf Region of Guangxi. Beijing: Nationalities Publishing House, 2015:72.
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TPYIIBI IEMOHCTPUPYIOT O0OTaTyi0 W Pa3sHOOOpa3Hyr KyabTypy B LluHBIXKOY, 9TO
OTpaKaeTCs B YHUKAJIBHBIX PETHOHAJIBHBIX 0COOEHHOCTSX OJICHKIbI, apXUTEKTYPHI,
SI3bIKA, HAPOIHBIX ITECEH, 00BIYAeB U T.I.

B nmonroMm mpoiiecce MCTOPUYECKOTO Pa3BUTHUS Kaxjas ATHUYECKAs TpyIIia
co3jaja M yHacleloBajla OTIMYHYIO KYJIbTypy CBOEro Hapoaa. B To ke Bpewms,
Omaromapsi TakuM (pakTopaM, Kak TapHH30HHAS CIY»0a, TOrpaHUYHAasi 000poOHa,
UMMHUTpalisi W CMEIIaHHbIe Opaku, pa3IMYHble OJTHUYECKUE  TPYIIIBI
MOJICP)KUBAIOT  TECHBIE CBSI3M, YTO TaKXE CIIOCOOCTBYeT OOMEHy U
pacrpoCTpaHEHUIO HAPOAHOU KYIbTYphl. TakuM 00pa3om, LIuHBIKOY - 3TO pEeruoH,
XapaKTEPU3YIOIUMCS KYJIBTYPHBIM MHOT00Opa3ueM, BO3HHUKIIUM Oyaromaps
HEMPEPHIBHOMY  B3aUMOJICHCTBUIO M COBMECTHOMY Pa3BUTHIO  PA3IUYHBIX
STHUYECKHUX TPYIIT HA OJTHOU TEPPUTOPUH.

3a cBoro goaryto uctoputo LlmapmK0y chopMupoBan pa3HoOOpa3HyIO, HO TIPH
3TOM CaMOOBITHYIO HApOIHYIO KYJIBTYpY, IMOPOIUBIIYI0 OOraTtoe KyJabTypHOE
Hacneaue. OHO BBIpaXKaeTcsl B MECTHBIX OOBIYasX W HApPOJHOM TBOPYECTBE,
nepeqaBasch uepe3 pemeciia, Takue Kak Kepamuka HuCHH, M CTaHOBSCH
KYJIBTYPHOH OCHOBOM JiJ1s1 3TOro TBopuecTBa. Tak, Ha xoHen 2021 roma B ropoje
[{MHBYKOY HACUYUTHIBACTCS 2 HAIUUOHAIBHBIX, 29 NpPOBUHIMAIBHBIX W 62
MYHULIMIATBHBIX POEKTa HEMATEPUATBLHOTO KYJIBTYPHOTO HACIIEIUSL.

B 3aBucuMocTu ot 00paza KHU3HU HapoHas KyabTypa [{UHEIKOY MOXKET OBITH
paszerneHa Ha TPU KaTeropuu: oObI9an MaTepruaibHOMW KU3HU, O0OBIYaN COITUATBHOM

KU3HU U 00BbIYay TyXOBHOM >KM3HH, KaK Mmoka3aHo B Tabmure 1.

Tabmuua 1. Hapoanas kyneTypa L{lunpuwkoy

Haponnsie MeponpusTs, OTpa)xaromue IpOU3BOJCTBO U OBIT, TAKHE
OO0b1yan KaK WKyaHCKas napua, kepamuka HuHcnH n3 LluHBYKOY, KyabTypa
MAaTepPHAJIBLHO | TaHKA, KyJapTypa HaHpwKy, HalMOHAJIbHBIE KOCTIOMBI HapoOAa I3MH,
W JKU3HHA JOBJISL PHIOBI OONBIIMMM CETSMH y Hapojaa L3HMH, pbl0ajika Ha

XOAYNSX Y HapoJia I3UH, KOCTIOMBI Hapoja J{abaHbsio u T.1.
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HapO,Z[HLIe MCPOIIPpUATHA, OTPAKAOIIUEC COONAJIbHBIC OPraHMU3alnu,

CE30HHBIC MPA3JTHUKH M OBITOBbIC OOBIYaM, Takhe Kak OapabaH

OO0b1yan

SAupaynp u3 JIMHIIAHW, TOHKM Ha JIOJKax-IpakoHaX, dDecTuBaib

CcOLMANbHOM

[Maonyn, Tanern LuryH, npepkky yepes3 rpeOHN, OpOCaHHE BBIIIUTHIX
JKU3HH

mapoB, @ecruBans IsryH, IIpaznauk bora Kyxuu, onepa I'yran u

T.J.

Haponnbsle MeponpusTHs, OTpa)KarolUe PA3BICUYCHHUs U HAPOIHBIE
O0b1yan oObIyam, TakuMe Kak 3axBaT (eliepBepKOB, TaHEN B JCPEBSIHHBIX

AyXOBHOM Oammakax, omepa "COop uas", OixaroBonus B mapax, decTuBaib
JKU3HU necHu Mapta B UKyaHb, UTpa B M4 Ha XOAylsix, Tanen "Coop uas",

®ectuBaib LUBETOB YKyaH U T.1I.

2.2 KyabrypHoe HacJieque pernona [H{iuabaxoy

C TOYKHU 3peHUs BBIPAKECHUSI U HOCUTEJICH KYJIbTYPhI, peTHUOHATbHAS KYJIBTypa
[Muapwkoy MoOkeT ObITh  pas3fesieHa Ha  MaTepUalbHYIO  KYJIbTYpy U
HEMaTepUAJIbHYIO (JIyXOBHYIO) Ky/IbTypy. MarepuanbHas KyJabTypa BKJIIOYAET
MaTepuajibHble TPOAYKTBI, CO3JaHHBIC [IJI1 YAOBJIETBOPEHMSI MOTpeOHOCTEN
YeJOBeKa B BBDKMBAHMM M Pa3BUTUHU, BKJIOYAs IMHILY, OJEKIY, APXUTEKTYpY,
TPAHCIIOPT, OPYAUs TPyaa, I€PEBHU, TOPoJa U T.A4. J[yXOBHas KyJIbTypa BKIIFOUAET
COBOKYITHOCTh HEMAaTepHUaJbHBIX AJIEMEHTOB (IpaBuiia, 00Opasiibl, MOJEIH, HOPMBI
MOBE/ICHM S, 3aKOHBI, [ICHHOCTHU, 3HaHUS, UJCH, PECTABICHUS, 00bIYau, TPATULIUU
U T.7.). B 1yXOBHYIO Ky/lbTypy BKJIIOUEHA U XY0KECTBEHHAS KYJIBTYpa.

2.2.1 MarepuajibHOe KyJbTYPHOE HACJIeHe

[uupwkoy o00JagaeT O4YeHb OOrarbiIMM  pecypcamMu  MaTrepuaibHOTro
KyJBTYPHOTO Hacleaus. Pa3mnyHbie HCTOPUYECKHE TTEPUOJIBI OCTABUIIM TIOCIIE ceOs
MHOKECTBO MAaT€pHUAJIbHBIX KYJbTYPHBIX pelukBUil. [loJ BAMsSHHEM pa3IUYHBIX
SKOHOMUK W KYJIbTYp C(HOPMHUPOBAIOCH MHOXKECTBO HACIEIuH, 00JIadaroInX
yepTaMy CBOEr0 BpeMEHH W MeCTHhIMH ocoOeHHOocTsMH. Oxojo 20 000-30 000
jeT Hazal B LluHpuwKOy yke ObUTH Clie[lbl YeTOBEUYECKON JIEATeTbHOCTH, BKIIFOUAs
JIPEBHUE CTOSHKU W KYJBTYpHbIE OOBEKTHI MAJICOJIUTA W HEOJHUTa, TaKUE Kak

CTOAHKAa XYHHWJIMHI, CTOsAHKa IllaHbsSHI3510, CTOAHKA JIPUMSIONMHT W JIE€pEBHSA
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Hamupynso.

C snoxu go Huup no nunactuit CyH, lOawp, Mun u Lun LuHbpYKOY
ITOCTEIIEHHO BCTYIIMJI B HOBBIM JTall CAMOCTOSTEIIBHOIO Pa3BUTHS, U COLMAIIbHAS
IIPOU3BOAUTEIBHOCT 3HAUUTEIBHO IIPOABUHYNACh BHepexd. llltammoBanHas
KepaMHKa U OpOH30BBIC M3JEIUs 3M0XU 10 [luHb, TpOOHUIIBI, TOPOJICKUE PYHUHBI,
Opon3oBbie Oapabanbl 1 Haanucu oT 3moxu Tpoenapctsust A0 Cyit u Tan, a Takxke
JPEBHUE MOCTPOMKHU, TAKWE KaK MaBWiIbOH [lamm B X31my U apeBHHE Aoma Jlao B
nepesHe Jlany B snoxu CyH, FOawmb, Mun u [{uH, BCe OTpakarOT OTpPOMHOE
pa3BUTHE TMOJIUTUKH, SKOHOMUKH M KylIbTypel. B 4actHoctH, «Mopckoii
[ITenkoBbIN MyTh», KOTOPBII HaunHaics B X3ny u CroB3He B 3n0oxy Llunp u Xanp u
IIPOCTUpPAICA A0 IOPTOB, TaKUX Kak PuHaH B neHTpanpHOM BbreTHame, crain
CaMbIM BaXKHBIM MAaT€pUAIbHBIM KYJbTYpHBIM HpeacTtaButesieM [{HMHBYXKOY.
OtkpeiTHE 3TOrO0 MOpckoro IllenkoBoro mnyTH HE TOJBKO CHOCOOCTBOBAJIO
Pa3BUTHIO 3apyOE€KHON TOPrOBIIM, COCPEAOTOUECHHON Ha JKEMYYyre W IIENIKEe, HO U
crocoOCTBOBAJIO IKOHOMHUYEecKoMy pasBuTHio Kwurtas, FOro-Boctounoii Aszuu u
ctpaH MHAMICKOTO OKeaHa, a TaKXe IPUBEIO K PACHPOCTPAHEHHUIO FOKHOIO
Oyir3ma B OOLIMPHBIX paiioHax rkHOro Kurtas yepes sToT MapuipyT.

Kpome Toro, MHOkeCTBO apeBHUX Haamnuceil oT 3moxu FOxHbIX 1 CeBepHBIX
nuHactiid g0 Cyii m Tan mMoOKa3bIBaKOT, YTO SKOHOMHUYECKOE MPOLBETAHUE U
TOPOJICKOE pa3BUTHE peruoHa [[uHpuXKOy B TO BpeMs yxe Hadaau (popMUpOBATHCA.
Kepamuueckasa crena Hunpmaoy nepuona Kaiftoans smoxu Tan Obuta Ha3BaHa
«TEPBOM KEPAaMHUYECKOM HAIIMCBI0 BCEX BPEMEH» M CTajla BEXOM B DPa3BUTUU
kepamuku [luapwkoy. Akagemus Jlaman, moctpoeHHass B snoxu MuH u Ius,
MOJATBEP)KAACT MPOIBETAIOIIYI0 MCTOPUIO 00pa3oBaHMsI B O0NACTH CHHOJOTHU B
9TOM pPEruoHE.

CoBpemeHHas 31oxa NpUHECHIa BTOPKEHHUE 3allaJHbIX JIEPKAB U MUIPALMIO
XaHblEB C LleHTpanbHBIX paBHUH Ha IOT, YTO MPUBHECIO 3alaJHbIC, XAKKACKHE,
JUHHAHBCKUE W JIpYTUe Ppa3HOOOpa3HbIE YEpPThl B APXUTEKTYPHYIO KYIBTYPY
pernona lluapwkoy. Hanpumep, rpynnel nomoB xakka B Llunpwxoy u boiixae,

apKaJbl Ha CTapOP'I yJiaunae HI/IHB‘I}I(OY, a TaKXKC JIMHHAHBbCKHUC 3JaHHUA N Cabl. B 10
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e BPEMsI OCTaMCh HEKOTOpPbIE 0COOBbIe KYIBTYPHBIC PEIIMKBUH, CBSI3aHHBIC C
HAI[MOHAJbHBIMU 3HaKaMH U BOCHHBIMHU OOBEKTaMH, Takue Kak llorpaHuyHbii
namsaTHUK Benukoii L{un, [lorpannynsiii namsatHuk Wkymana Ne 1 1 mecto OUTBBI
3a nepeBail KyHbIIyHb.

C TOYKM 3peHHs] MaTepUaIbHOIO KYyJIBTYPHOTO HACIeaus, NaBWIbOH Jlamm,
rpobHuIbl Xanb B XoITy, COBpEMEHHas apXUTeKTypa LIuHBDKOY, pyHHBI KPEnocTu
JIsupunH, ObBIIME pe3uaeHiuu Jlto FOupy u ®sn L3pinas, a Ttakke OuTBa 3a
nepeBasl KyHbilyHb B L[MHBWKOYy BCE€ BKIIOYEHBI B CIIHCOK HAIMOHAIBHBIX
KJIIOYEBBIX OOBEKTOB KYJIBTYPHOIO Hacienus. OTu Oorarble MarepuajbHbIC
HaCJIEUsl TOJHOCTBIO JIEMOHCTPUPYIOT HEOOBIYaMHYI0 TBOPYECKYIO CHIy U
MyApOCTh nuBWIK3anuu L{uaswkoy B ncropun®,

2.2.2 HemarepuaJjibHO€ KYJbTYPHOE HacJaeaue

nHBPY:KOYy — MHOTOHAITMOHAIBHBIN PETHOH, 1€ MPOKUBAIOT YWKYaHbl, XaHbIIbL,
I3MH U s10. BMecTe 3TH Haponabl co3iain 0Oratoe HeMarepualbHOE KYJIbTYpHOE
Haclyieque, OObeINHSAIONIEE YHUKATIBbHYIO PUOPEKHYIO KYJIBTYpPY, a TaKKe TOpHbIE
¥ MOPCKHE OCOOCHHOCTH.

UxyaHbl, KOpeHHOW Hapox ['yaHCH, COXpaHHMIM MHOXXECTBO TPAJULMOHHBIX
DJIIEMEHTOB KyJbTypbl. K HHM OTHOCATCS HapoJIHbIE CKa3aHUsS, TPaJULUOHHBIC
NIECHU U TaHLbI, TeaTpajbHbIe MPEACTABICHUS, peMEcaa U Mpa3AHUYHbIE OOPSAbI,
IPEICTABIIAIOMINE OONBIIYIO KyJIbTYPHYIO LIEHHOCTb.

Haumnas ¢ snox [{uap n Xanb, B paiion 3anvBa baii0y Hauamm mepecensTbes
XaHbI[bl, IPUHOCS C COOOI MepeNoBbIE TEXHOJOTMHU U KylIbTypy LleHTpanmbHbIX
PaBHHUH.

[[3uH — yHHUKaIbHAS MOpCKas HApPOJHOCTh 3aluBa bait0y, co3maBmias
CaMOOBITHYIO MOPCKYIO KyibTypy. OJHUM U3 €€ camMbIX U3BECTHBIX 3JIEMEHTOB -
npa3aHuK "' Xanse'. DTOT Hapoa TakkKe CIABUTCS JIET€HAAMHU O KU3HU Ha OCTPOBAX,
pBHIOAIIKMMU NECHSMU, KyXHEH U3 MOPENIPOAYKTOB U OPUTMHAIbHBIMU CBaJCOHBIMU

00BIYasiMH.

© Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:35.
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Slo B LIMHBWKOY TOXKE COXpPAaHHIM HEMAJIO TPAAMIMOHHBIX DIIEMCHTOB:
HaIlMOHAJIbHBIE KOCTIOMBI, PUTYaJbl MOKJIOHEHUS TpeaKaM, OOeBbIe UCKYCCTBA U
oco0bIe cBajficOHbIC IEPEMOHHUU.
bnarogapsi MHOTrOHAIIMOHAILHOMY COCTaBY KyJabTypa LIMHBWKOY OTiIHuaeTcs
0CcOOBIM 0OraTcTBOM. MECTHBIE TPAIHMIIMKA XOPOIIO COXPAHWINCh U MPOJOJDKAIOT
HAXOJWTh CBOE OTpPaKEHHE B IOBCEIHEBHOCTH, a HE TOJBKO CYIIECTBYIOT Kak

My3€iHbIE KCIIOHATHI!.

2.3 Oco0eHHOCTH PernOHAJIBbHOM KYJAbTYPbl LIUHBYKOY

B paiione [{luHBYKOY CII€[Ibl YETOBEUYECKON AEATEIbHOCTH IIPOCIEHKUBAIOTCS C
AMOXU TMO3[IHEr0 MaJIeOJINTA, TAE€ BIOCIEACTBUU CPOPMUPOBANACH JPEBHSA
nuBuim3anus Jloros, mpociiaBuBLIAsCA KyJAbTYpod pucoBoacTBa. IIpoTskeHHas
oeperoBasg nuHus (cBbimie 1500 kM) W pa3BeTBIEHHAs peYHas CETh CO3Jau
ONaronpusTHbIE YCIOBHUS [Jisi Pa3BUTHS OTKPHITOM W TOJEPAHTHOM MOPCKOM
KyJpTypel. Ha mnpoTshKeHMM HMCTOPHMM 31€Ch IOCIEAO0BATEIBHO PACCEISIINCH
IPEICTaBUTENI HAPOJTHOCTEN WKYaH, XaHb, LI3UH, S0 U JPYIUX STHUYECKHUX TPYIIII,
Yb€ COBMECTHOE IPOKMBAHME  B3aUMOBIMSIHUE IOPOAWIA  YHHUKAJIbHBIC
KYJABTYpHBIE TPAAULMU. DTU TPATULUHU, COXPAHUB CAMOOBITHBIE YEPThI Ka)KJIOTO
Hapoja, O0OraTWJIM MX XapaKTepHbIM IOXKHBIM KOJIOPUTOM. TakuM 00pa3oMm,
peruoHasibHasg KyabTypa LluHbWwKOy BouTasia B ce0sf psAA  OTIMYMTENbHBIX
0COOCHHOCTEH, KOTOpBIE SIPKO OTPAKAIOT €€ MCTOPUYECKUN MyTh U KYIBTYpPHOE
cBoeoOpasue.

A. UCTOPUYHOCTh M HAMOHAJIBHOCTD

L{rHBYKOYy HAXOOUTCA B 30HE CYOTPONHUYECKOIO0 MYCCOHHOIO KJIMMATa, IS
KOTOPOTO XapaKTepHbI OOJIBIIOE KOJIUYECTBO COJIHEUHOTO CBETA, OOMIIbHBIE OCAKU
¥ MHOT000pa3ue paCTUTEIbHOCTU. YHUKAIBHBIA KapCTOBBIN penbed chopmupoBa
MHOYKECTBO TEILIEP, CTABIIUX OJAronpUsATHBIM YOEKHILEM JUIsl IPEBHUX JIIOACH.

ApXGOJIOFPI‘lCCKPIC HaXOAKKU CBHIACTCIIBCTBYIOT O TOM, YTO B IIO3JHCM HCOJIUTC

¢* Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:36.
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3ECh YK€ HCHOJB30BAINCH NITU(GOBAHHBIE KAaMEHHBIE OpYIus, a 3HAuWT,
3apokaanioch M 3emienenre. B OpOH30BOM BeKe MPOM3OILIO pa3/ieleHHe
3eMIIEIENIAST M PEMECEN, a BBIPAIIMBAHWE pHCA CTaJl0 BaXHBIM BHIAOM
XO35IMCTBEHHOM JAEATEIILHOCTH.

B mepuonst Huep u XaHp, 1m0 Mepe OOBEAMHEHHS IOKHBIX 3E€MEIb
IEHTPATBHBIMHA TUHACTUSAMH, B [IMHBDKOY TMpOHMKIA KOH(YIIMAHCKas KyJIbTypa.
OnHoBpeMeHHO (opMupoBasicss MOpPCKO# MIEIKOBBIN MyTh C TAKUMHU OTIIPABHBIMU
nyHKTam#, Kak Xamy u CroiBIHB, YTO CHOCOOCTBOBAjO PAa3BUTHUIO MOPCKOU
KyJIbTypbl. K amoxam Mun u [{luH, ¢ 5JKOHOMUYECKUM POCTOM, YCUJIUIIUCh BHELITHUE
cBs3u L{uHpwKOYy, TpHUBEAINIMEe K TIyOOKOMY B3aMMOIPOHUKHOBEHHUIO MECTHOM,
KOH(YITMAHCKOW U MOPCKOM KYJIBTYP.

[uupwkoy mpencrtaBisieT coOOM  MHOTOHAIIMOHAJBHBIA — PETUOH, Te
IIPOKUBAIOT NPEUMYILIECTBEHHO XaHbIIbl, YWKYaAHBbI, 0 U I3UH. XaHbIbI CEIATCS Ha
paBHHMHAX, WXYyaHbl - OJNU3 BOJHBIX HCTOYHUKOB, 50 HACEISAIOT XOJMUCTHIE
MECTHOCTH, a I[3UH 000CHOBAIMCH B MPUOpEKHOMN 30HE. B mponecce 1iurensHOro
COBMECTHOTO MPOKUBAHUS 3THU HApOJbl B3aMMHO OOOTralaidi CBOW KYJBTYPBI,
CO3/1aB  YHHUKAJIBHYK) MECTHYI TPaguUMIO, NPUIAABLUIYIO  LIMHBYKOYCKOU
PErHOHAIBHOM KYJIbTYpe SIPKO BBIPaXKEHHOE MHOTOHAIIMOHAJIBLHOE CBOeoOpas3ue.

B. borarcTBo U YHUKAJIbHOCTD

B [unpuxoy ObLII0 OOHAPYKEHO MHOXKECTBO IIEHHBIX apTe(paKkTOB, BKIHOUAS
KaMEHHbIE  TOINOPbI, JIOMarbl M  OpOH30BbIE  W3JENMS. OTH  HaXOAKU
CBHUJIETEIILCTBYIOT O BBICOKOM YPOBHE PAa3BUTHS 3EMIICAEIBYECKON ITUBWIN3ALINH,
O0COOCHHO B O00JAaCTM pPHCOBOJACTBA C JpPEBHEWIIMX BpeMeH. B  XaHbckuX
3aXOpOHEHUsX XoMmy OBUIM HaileHbl H3ACNUs W3 CTEKJa, arara U JpYyrux
MAaTepUAJIOB, YTO YKa3bIBACT HA AKTUBHYIO MEXJIYHAPOAHYIO TOPIOBIK B TOT
nepuon. Kpome TOro, MecTHble HapoAbl CO3[aldd Ooraroe HeMaTepUaIbHOE
KYJIBTYPHOE Hacjeaue, BKJIXOYas HApPOJIHbIE IECHU M TaHIbl, TPAAULMOHHbBIC

TCATPAJIbHBIC IIPCACTABICHUA U PA3JIMYHBIC PCMCCIICHHBIC TGXHI/IKI/I62.

2 Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:42.
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KynerypHOe MHOT00Opa3ue [IMHBDKOY MpOsSBISETCS HE TOJBKO B KOJIMYECTBE
XyJI0’)KECTBEHHBIX (JOPM, HO U B X YHUKAILHOM cTHiie. CIIOXKHBIE Teorpauieckue
YCIIOBHSI ONPEACIUIN pa3auumsi B 00pa3e JKH3HA W TPOW3BOACTBCHHOU
JESTEILHOCTH MECTHOTO HAaceJIeHHs. DJTO HalUI0 OTPaKEHHE B TEXHOJIOTHIX
pemecen, GopMax W3IETUH W APYTUX aCMeKTaX, CHOPMHUPOBABIIUX CAMOOBITHYIO
MECTHYIO KynbTypy. JJIUTENbHOE 3aHSATHE PUCOBOJACTBOM M MOPCKUM MPOMBICIIOM
HE MOIJIO HE OCTAaBUTh YHUKAJIbHBIA CIIeJ] HAa 3EMJICACIIBYECKOM M MOPCKOU
KyJIbTYypax.

[{uapwKoy 3aHUMaeT o0coboe Treorpauueckoe TMOJIOKEHHE: Ha  Iore
OMBIBAE€TCS MOpEM, C CeBepa TPAaHUYUT C IOr0-3aMaJHbIMH PErHOHaMH, a Ha
I0T0-BOCTOKEe oOpamieH k ctpaHam lOro-Bocrounoit A3uu. Takoe pacmoyiokeHue
03HAYaeT, YTO PETMOH Oorar He MpPOCTO Oorar Ha KapcToBble JaHAmMadThl U
YKUBOITMCHBIC MOPCKHE TEH3aKHW, HO W TMPUPOTHBIE PECYPCHI, KOTOPHIC CTaHYT
MOJICTIOPHEM JIJIsI CO3/IaHMs pa3HOOOPA3HBIX AJIEMEHTOB MECTHOM KYJIBTYPHI.

Ha mporsokenun wuctopun KynbTypa [[uHBUXKOY HCHBITHIBaIA TITyOOKOE
BIUsSHUE MOpPCKOro IIEJIKOBOIO TYTH, 3aMaJHOM KyJIbTypbl M IIPOILIECCOB
COBpPEMEHHOM To0anu3anuy. DTH BHEIIHUE KYJIbTYpPHBIE BO3JIEHCTBUS OCTABUIIU
clel B apXUTEKType, KyxHe, Ss3blke U Jpyrux cdepax, CrnocoOCTBys
HYKOHOMUYECKOMY PA3BUTHIO M O0OTAIEHUIO MECTHOU KYJIBTYPHI.

[locTenenHas wHTErpanus KyJbTYpHBIX TPATUIMNA IIEHTPAJIbHBIX PaBHUH U
3apy0eXHBIX BIMSHUN CcHOpMUpOBANA SPKYIO CAMOOBITHOCTh ITHHBYKOYCKON
KyJbTYphl. B Hacrosiiee Bpems, ¢ YCHICHHEM MEXKIYHAPOIHBIX CBsI3EH,
MIPOUCXOJUT YCBOCHUE HOBBIX KYJIBTYPHBIX JIEMEHTOB, UTO MO3BOJISIET COXPAHSITh
TpaJUIMU, OJHOBPEMEHHO Pa3BHBas MHOr00Opa3ye U TUHAMUYHOCTD KYJIbTYphI®,

C. DK0JIOTHYHOCTH U pa3HOOOpa3ue

[Tpupoanas cpena L{IuHBDKOY OKa3bIBaeT TIIyOOKOE BO3ICHCTBHE HA MECTHYIO
KynbTypy. Haponpl, mpoxuBaroiiiue B TOpHBIX palioHaX, HA paBHUHAX U MOPCKOM

HO6Cp€)KBC, C YBAXXCHHUCM U JFO00BBIO OTHOCSTCS K IIpupoac, 4ro C(bOpMI/IpOBaJIO

¢ Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:51.
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UJCI0 TapMOHUYHOIO COCYILECTBOBAHMS YEJIOBEKA U OKPYXKAIOLIEro Mupa. JTa
KOHLICTIMSI BOIUIOIIEHA B WX MHOTrooOpa3HOW KyJbType, OTpaxkash IOYUTaHUE
IPUPOJIBI ¥ TIPUHIIUIT €IMHCTBA HEOA U YeIOBeKa.

C npeBHelmmux BpeMeH LIMHBPUOY SBISETCS PETMOHOM COBMECTHOIO
IIPOKUBAHUS PAa3IUYHbIX HaponoB. CoOxpaHss CBOM YHHUKAJIbHBIE KYJIBTypHBIC
YEPThL, 3TU HAPOABl AKTUBHO BOCIPUHUMAIINA DJIEMEHTBI IPYTrUX KyiabTyp. OHU He
3aMBIKaJIUCh B paMKax COOCTBEHHBIX TPAJAMIIMNA, a MOCTOSHHO Pa3BUBAIUCH U
OOHOBJSUIMCH, oO0oram@as CBOIO KynbTypy. braromaps Takoll OTKpBITOCTH
chopMHUpPOBAJICS CaMOOBITHBIM  KYJIbTYpPHBIH CTHJIb, COYETAIOIIUNA MECTHBIE
TpaJuLUU C KOHPYIUAHCKOM KyJabTypoll LleHTpaiabHBIX paBHUH M COBPEMEHHOU
MOPCKOH KyJIbTYypoil. UMEHHO 3TOT IyX KyJIbTYpPHOIO MHOT00Opa3us U OTKPBITOCTH

COCTaBJISIET OCHOBHYIO [IEHHOCTH [MHBYWKOYCKOM KYIIBTYPhI®,

2.4 HaunoHa/IbHOE HCKYCCTBO B PErHOHAJIbHOM KYJIbType

Paiion 3anmuBa baiiby B JpeBHOCTH OBLI TEPPUTOPUEH MPOKUBAHUS Hapoaa
0aift03. [IepBBIMU KUTEIIMHU 37€Ch OBUIH 0311 — MIPEAKU COBPEMEHHBIX YWKYaHOB.
Kak u apyrue rpynmsl 4KyaHOB, UX UCTOPHSI BOCXOJUT K HAPOLAY JIOKD3, KUBIIEMY
B nepuoasl BecHbl 1 Ocenu, Cpaxaromuxcsi apcTB, a Takxke AuHactuil L{uae u
Xanp®,

Koraa xanbiel nepecenuiuck B ['yancu nocne o0benunenus Jlunnans L{unb
[[InxyaHoMm, OHHU TIPUHECTH C COOON OTHOCHUTEIHLHO Pa3BUTYI0 MaTepUATBHYIO U
TyXOBHYIO KynbTypy llenTpanbapix paBHuH. Kak n mo0ast HapogHOCTh B JIOJTOM
yucropuu ['yaHCH OHM IOBIIMSUIM HA CTAHOBJICHUE MECTHOU KYJIBTYDPBI, IPUBHECS B
He€ CBOM YHUKAIBHBIMA (DOPMBI U CTHITH.

brnarogapss TeCHbBIM CBS3SM W CMEHIAHHBIM OpakaM MEXIy UWKyaHaMH H
XaHbI[AMH, YaCTh YKYaHOB aCCUMIJINPOBAIACh CPEAU XAHBIIEB, & YACTh XaHbBIIEB —

Cpcan YKYaHOB. BHpO‘lCM, HCCICAOBaHHA IIOKa3bIBAaIlOT, 4YTO ACCHMHIANNA

¢ Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:52.
> Huang Renxiu, Qinzhou Ethnic Affairs Committee. Qinzhou Ethnography, 2000:12.



47
STHUYECKUX MEHBUIMHCTB XaHbLIAMHM OblUIa OTHOCHUTEIBHO pPACIHpOCTPAHEHA B
UCTOPHUM, YETOo HE CKaXKellb 00 aCCUMWIALIMK XaHbLEB APYTMMHU 3THUYECKUMHU
MEHBIIMHCTBaMU. ['yaHCH >k€ TpeACTaBiIseT COO0OM YHHKAJIbHOE SBJICHUE, T
YWKyaHbl M XaHbLIBl B3aMMHO MOBIMSIM JApPYyr Ha Jpyra. MHorue oObluau u
MPUBBIYKY ITHX ABYX HAPOIHOCTEH MO0 MOX0KH, OO0 MOTHOCTHIO coBmagaroT. K
npumepy, Becennmit dectuBanp, ®ectuBans Qonapeit um IlpazaHuk cepenuHbl
OCEHHM CUYUTAIOT BAXKHBIMM IPA3JHUKAMH KaK Ul YWKYyaHOB, TaK U Ul XaHbLEB. B
JOJITOM MCTOPUYECKOM Pa3BUTHM KUTAWCKOW LMBWIM3AaUUHA Hapon l'yaHcu BHec
OONBLION BKJaJA, MOCTENEHHO CHOPMHUPOBAB YHUKAIBHYIO KYJIBTYPY UYXKYaHOB U
YHACJIE0BaB, a TAK)KE PAa3BUB IPEBOCXOAHOE TPaIULIMOHHOE MCKYycCcTBO ['yaHcw.
Pernonanpnas kynerypa LIMHBWKOY SBIETCS YHHMKAJIbHBIM  KYJIBTYPHBIM
HaclequeM B KUTANCKOM KyJIBType, HallpuMep, UCKYCCTBO KepaMuKH HuHCUH u3
[luHBwKOY, HCKYCCTBO OpOH30BBIX 0Oapa®aHOB, TPAAMIIMOHHOE HCKYCCTBO
BBILIUTHIX IAPOB YKYAaHOB, IIapya YKyaHOB, BBIIIMBKA MO U T.J., KOTOPBIE BMECTE
COCTABJISIIOT BEJIMKOJICTTHYIO HAMOHAIBHYIO KYJIBTYPY U HCKYCCTBO,

2.4.1 UckycerBo kepamuku Huncnn u3 Hunpaskoy®’

Kepamuka Hucun u3 Luapuxoy (kak mokasaHo Ha Pucynke 2.2), HaydHO
U3BECTHAs Kak (proJIeTOBas INIMHSHAS KepaMMKa, B IPEBHOCTH Ha3bIBAJIACh I0ICKOM
KepaMMKOW ® mpousBoaurcss B ropoxe Lmapuwxkoy, ['yancu-Uxyanckunii
aBTOHOMHBIM paiioH. DTa KepaMuKa HM3rOTaBIUBAECTCS U3 (PUOJETOBO-KPACHON U
Oenoil IIMHBL, YHUKAJIBHOW JIJI1 BOCTOYHOIO M 3amajgHoro oeperos peku LluHb, U
IPOXOAUT TPOLECCHl MPOMBIBKH, OTOOpa, (QOPMOBKH, pe3bObl, OOXKWra u
nonpoBku. Kepamuka HuncnH n3 LlMHBWKOY M3BECTHA Kak onHa U3 «YHeTbpex
3HAMEHUTHIX KepamMuK Kuras» Hapsany ¢ n3slma-kepamukond u3 Mcenna B L[3sHCYy,
kepamukoi u3 JXXyHuana B Celuyanu u kepamMukod u3 [[3submyit B FOHbHAaHU, U

UMeeT JA0Aryro ucroputo 6onee 1300 Jer.

¢ Ma Yushan. Nixing Pottery Art: Monograph. Nanning: Guangxi Fine Arts Publishing House,
2013:71.

& HexoTopble pe3ylbTaThl, IPEICTABICHHBIC B 3TOM CEKIIMU ObUIM paHee ormyOirnKoBaHbI B: Ban
[an. Jluajor mnponuioro W HACTOSIIET0 B WHHOBAI[MOHHBIX TEHJICHIMIX IPOU3BEICHHUN
ronyapHoro uckycctBa lluapwkoy Hucwn // ®@umocodust m xynerypa. 2024. Ne 10. C.13-29.
URL: https://nbpublish.com/library read _article.php?id=71926



48
YHUKAIBHOCTh KepaMUKH HUCHH 3aKiIFo4aeTca B €€ Marepuaiax U Mpouecce
npousBoAcTBa. [nnHa HucuH nplnammas, Ho He IPOMYyCKAIOWIasi BOAY, UYTO JIEJIAET
€€ O4YEHb MOAXOIALIECH IS XPaHEHUS POAYKTOB, TAKMX KAK 3€PHO, Yall ¥ CIIEIUH,
Y TI03BOJISIET COXPaHATh MX BKYC M 3alllMIIaTh OT HACEKOMBIX Ha IPOTSKEHUU
MHOrux JeT. Kpome Toro, B cocynax u3 kepaMuku HUCHMH 1OCTaTOYHO KUCIOpOAA,
Y YalHBIE JIUCThS HE IUIECHEBEIOT W HE MOPTATCSH, JAXKE €CIA WX XPAHUTh B
Kepamudeckux O0aHkax HUHCHH B TeueHue HecKobKuX JieT. [locyna u3 kepamuku
Hucun He mopTHTCS 32 HOYB JIETOM, YCTOMYMBA K KACIIOTaM H IIEJI04aM, 310p0Ba U
sKojoruuecku OeszomacHa. [locne TecTpoBaHUS BBHIOPOC BPEAHBIX 3JIEMEHTOB,
TaKMX Kak CBHHEI] M KaJMuH, paBeH HY/r0. YaliHble HAOOpHl M3 IUHBYKOYCKOU
KepaMHKA HUCHH TpeKpacHO pacKpbhIBalOT apoMaT YaWHBIX JIMCTheB. Jlaxke
OCTAaBJICHHBIM HAa HOYb Yal COXPAHSET HACBIIICHHBIA LBET U BKyC. Ba3bl U3 3tou
KEPaMHKHU 3HAYUTEIIBHO MTPOJIEBAOT CBEKECTh [IBETOUYHBIX KOMITIO3ULIUM.

Kak yHMKanpHBIM Xy[IOKECTBEHHBIM HpoMbicen ['yaHcu, kepamuka Hucun
OTJINYAECTCA HEMOBTOPUMOM I[BETOBOM ramMmoun. HM3nmemnss mnpeuMyniecTBEHHO
BBINIOJIHEHBI B KMHOBApHO-KPAaCHBIX M  IYyPHYPHBIX TOHAX, CO3JAOIINX
BIIEYATIICHUE OJaroponHoil caepkaHHOCTH. OcoOblif TEXHOJIOTMYECKH Npuém
"TpaHchopmaiiyis B meun” MO3BOJSET MOMydaTh 0€3 MCKYCCTBEHHBIX KpacuTeNeH
WU3YMpPYIHBIE, JIA3ypHBIE, 30J0THCTBIE W JPYTHE NEPEIMBBI INa3ypu C TOHKOU
(dakTypoil, 4yTO ompenesseT €€ BBICOKYIO XYIO0KECTBEHHYI0 U KOJUIEKIIMOHHYIO
LIEHHOCTh, KaK MOKa3aHo Ha PucyHke 2.3.

dopMa M3IEIUN OTIMYACTCS TAPMOHUYHBIMHU MPOMNOPUUSIMUA W TUIABHBIMU
JIMHUSIMH, T7I€ TIIATEIBHO MTPOAYMAHO COYETAHUE TOPJIOBUHBI, IJICYUKOB, TYJI0BA U
OCHOBaHMS. J|eKOpPaTUBHBIE AIEMEHTHI BBIIIOJIHSAIOTCS BPYYHYIO C UCIIOJIB30BAHUEM
TPAaJULUHAOHHBIX TEXHUK TIpPaBUPOBKU. MacTepa HAaHOCAT Ha BIAXHYIO [IHHY
KaJurpauueckne HAAMHUCH, TEW3aKH W OPHAMEHTHI, a 3aTeM 3aIlOJHSIOT
yryonenus Oenoit ruHoM. [locie oGxkura monydaercss 3¢g¢deKTHOe coueTaHue
KpacHOTo ¢oHa ¢ OeIbIMU y30pamMu, OObEIUHAIONICE YTUIUTAPHOCTD U KYJIBTYPHOE
Haceaue.

C MomeHTa monydeHus 30J0Tol Meaanu Ha Ilanamcko-TuxookeaHCKoH
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BbIcTaBKe 1915 roma, kepamrka HucuH HEONHOKpATHO ynocTaMBaiach Harpaj Ha
MEXAYHApOIHbIX M  HAaUMOHAIBHBIX  BbIcTaBKax.  CeromHs  u3menus
IKCHOPTHPYIOTCS B O6osee uem 30 cTpaH, coueTas B ce0e MPaKTUIECKYIO MOJIb3Y U
Xy[I0’KECTBEHHOE COBEPILIEHCTBO.

2.4.2 U cKyCCTBO YKYyaHCKOH Map4u

WxyaHCKHII MapyoBbIA TEKCTWIb (pUC. 2.4) SBISETCA OAHMM M3 YEThIPEX
3HAMEHUTHIX BUAOB mnapun Kurtas u BblIaromMcs 00pa3loM TpaaullMOHHBIX
pemecen wkyaHckoro Hapona. Ero xymokectBeHHble (pOpMBI TIIyOOKO OTpakaroT
ACTETUYECKUE BO33PEHUS, KYJIbTypHblE OOblYal M JYXOBHBIE BEPOBAaHUS 3TOTO
sTHOCA. C TOYKM 3pEHHsI TEXHOJIOTMH ITPOM3BOJACTBA WKYAHCKYHO Mapdy MOXHO
pa3nenuTh Ha JBa OCHOBHBIX THIIA: OJHOTOHHYIO M LBETHYH. llepBas
U3TOTaBIUBACTCS U3 XJIOIKOBOW IPSIKU C UCIIOJIIB30BAHUEM IIPOCTOM U 3JIETAHTHOU
TEXHUKH TUICTEHUS, MPEUMYIIECTBEHHO MPUMEHSAETCS JUIsl TOCTEIBHOTO Oelnbs,
TOJIOBHBIX IUIATKOB M JIEKOPA ONEK/IbI, AEMOHCTPUPYS CIEPKAHHBIA U N3BICKAHHBIN
BU3yalibHBIN 3¢ dekT. [[BeTHas mapya TKETCS U3 Pa3HOIBETHBIX LICJIKOBBIX HUTEH,
YaCcTO UCIONB3YETCA U1 TOKPBIBAJ, KOBPOB M HAIMOHAIBHBIX KOCTIOMOB,
OTJIMYAsCh SPKOM I[BETOBOM IaMMOM M pa3HOoOpazueM y30poB. B TpaaunnoHHoM
YKyaHCKOM OOIIECTBE IIe€pe/laya HAaBBIKOB TKAuecTBa Iapud HMeJa Ba)XXHOE
COLMAJIbHOE 3HAYEHUE - MOJIOZBIE IEBYIIKH C JETCTBA OCBAUBAJIM 3TO PEMECIIO JUIS
HOJrOTOBKU CBaJI€OHOTO MPUAAHOTO.

B Temarrke y30poB WKyaHCKYIO Mapuyy MOKHO KJIacCU(UIIMPOBATH HA YETHIPE
OCHOBHBIX THIA. [lepBbpI1 - TpaAUIMOHHBIE UBETOYHBIE W NTUYBM MOTHUBBI,
n300paXkarolllie CIUBY, PONOJAEHAPOH U Jpyrux ntul. Spkuil npumep
PEANMCTUYHOTO U €CTECTBEHHOTO CTUJISA. BTOPOH - )KMBOTHBIE MOTHBBI, IJI€ YEpE3
o0Opa3bl TUTPOB, JIPAKOHOB M JPYIMX MHU(PUYECKUX CYIIECTB IEPENaeTCs KyJbT
CWJIBI 1 MUCTUIIU3M. TpeTuit - aHTpornoMopgHbie H300paKEHUS, TPEICTABISIONINE
HapOJIHbIE MEPCOHAXHU U MU(OJIOrHUecKre 00pa3bl, HECYIIHE B ce0e (POJIbKIOPHBIE
JereHAbl U KYJbTYpHYIO MaMsTh. UYeTBepTblil TN - aOCTpakTHbIE KOMIIO3HUIIHUH,

aKIEHTUPYIOIINE TeOMETpHUeCKre (OPMBI U I[BETOBBIE KOHTPACTHI, OTPAKAIOIINE
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HOBATOPCTBO B (hopMaibHOM dcTeTHKeSS,

C TouKM 3peHMs] KOMIIO3UIIMOHHBIX OCOOCHHOCTEH, y30pbl UKYaHCKOM Mapuu
UCIOJIb3YIOT YHHMKaJIbHBIE MPUEMBbl CTUIM3aUMUA M HENpepbhIBHOCTH. braromaps
CUMMETPUYHOMY OajaHCy M OOrarhblM BapHalUsM MOBTOPSIOIIUXCS AJIEMEHTOB
co3maercsi BU3yaiabHbIN 3(Q(eKT, coueTaronuii MOHyMEHTaIbHOCTh C JMHAMUYHBIM
pa3HooOpa3ueM, B IMOJHOW Mepe JEMOHCTPHUPYS BBIJAOLIEECS XYI0KECTBEHHOE
MacTEpPCTBO U TOHKYIO HAOJIOAATENBHOCTh YWKYAHCKIX PEMECICHHUKOB.

B 1nBeTtoBOM perieHnu, moj BAUSHUEM CyOTPONWYECKOW MPUPOTHOU CPEIH,
Y)KyaHCKasi Tapya OTIMYAETCA SPKO BBIPAXKEHHOM KOJOPUCTUKON. (OCHOBHas
NAJIUTpPA CTPOMTCS HA YHMCTBIX TOHAaX - KpPAacHOM, 3€JIEHOM, CHHEM, C
UCTIOJIb30BaHUEM KOHTPACTHOTO COYeTaHHs "TeMHBIA ()OH - CBETNIBIM y30p", UTO
YCUJIMBAET BU3YaJIbHYIO BbIPA3UTEIbHOCTh OPHAMEHTA U HECET B ce0e MTyOMHHBIN
CMBICJI TIOKJIOHEHHsI MPUPOAE. DTa LBETOBas CUCTEMA OTPAXKAET OTKPBITHIA U
VUCKPEHHUN XapakTep WKYyaHCKOTO HapoJa, a dYepe3 MOIIHYK BHU3YaJIbHYIO
BBIPA3UTENBHOCTD XYI0)KECTBEHHO MHTEPIPETUPYET UX ICTETUUECKOE BOCIIPUATHE
Y JYXOBHBIE UEANIbI OKPYKAKOIEr0 Mupa®.

brnarogapss yHUKanbHOM KOMITO3UIIMM Y30pOB, OOraroil 1BETOBOM TamMme H
IIIyOOKOMY KYJIbTYPHOMY COJEpPKaHUIO, YWKyaHCKasl apya CUCTEMHO IIPEJICTaBISIET
0COOYIO0 ACTETHUYECKYIO IEHHOCTHYIO CHUCTEMY WKYyaHIIEB. SBISISICH COKPOBHILIEM
HallUOHAJIBHBIX PEMECEJ, OHA CIYXUT BaXXHbIM MAaTE€pUAIOM [JIsi HU3y4YCHUs
PETHOHANBHOM KYJIBTYPHI.

2.4.3 UckyccTBO OpOH30BBIX 0apadaHOB

bpon3zoseiit 6apadan (Puc. 2.5) — 310 OpOH30BBIN pUTYaIbHBIA UHCTPYMEHT,
CO3/IaHHBIM M NOMYJSIPHBIA Ha roro-3amnajae Kurtas u B JIMHHaHE HA MPOTSHKEHUH
6onee 2000 sner. OH U3rOTOBIIEH M3 MEIU M HEOOJBIIOTO KOJUYECTBA OJIOBA U
CBUHIIA. bpoH30BbIe OapabaHbl pa3HbIX 3M0X, PETMOHOB U ITHUYECKUX TPYIII

ACMOHCTPHUPYIOT pas3jIM4YHBIC CTHIIH. Ha ocHoBe (bOpMBI U JCKOpPa aKaACMHUYCCKOC

¢ Yan Changfeng. Research on the Patterns of Zhuang Brocade, a Non-Heritage Arts and Crafts
in Guangxi. Western Leather, 2023, 45(16):48-50.

© Wei Xiaolan. Inheritance and Innovation: Exploration of the Development Path of Integrating
Zhuang Brocade into College Art Education. Art and Design (Theory), 2023, 2(12):142-145.
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COOOIIECTBO JENWT JAPCBHUE KHTAalCKue OpOH30BbIC OapabaHbl Ha THIIBI
Banbiasaba, [uwkaimans, JIbamyiayn, [[3ynasu, MarzsaH, baimo, JIuHmane u
CumpaH. Ilpenku wkyaHOB ObUIM OJHOW W3 MEPBBIX ATHUYECKUX TPYIMI, KOTOPHIC
Hayajlu OTJIMBaTh M MCIOJIb30BaTh OpoH30BBIE Oapabanbl. B monrom mporecce
HUCTOPUYECKOTO pa3BUTHS OpOH30BBIE OapabaHbl OBUTM TECHO CBSI3aHBI C
COLMAIIBHOW, JKOHOMHAYECKOU U KYJIBTYPHOU KM3HBbKO MECTHBIX dTHUYECKUX TPYIIIL,
dbopMUpys YHUKATBHYIO KYJIBTYpy OPOH30BBIX OapaOaHOB.

['yancu umeeTr HOATYI0 UCTOPHUIO KYJIBTYpbl OPOH30BBIX O0apabaHOB. ITO OJUH
U3 OCHOBHBIX pPErMOHOB MHpa IO OTIMBKE M HCIOJIb30BAHUIO OPOH30BBIX
OapabaHOB, W3BECTHBIH KaK «pojauHa OpoH30BbIX OapabanoB». B ['yancu
NPEICTaBICH TOMHBIA ACCOPTUMEHT OpoH30BBIX OapabanoB. Bce Bocemb
OCHOBHBIX THUIIOB OpOH30BBIX 0apa0aHOB, BBIJICIEHHBIX aKaJIEMHUYECKUM
coobmecTtBoM, Obutn HaljeHsl B ['yaHcu. Bpon3oBbie OapabaHbl TOSBHIUCH B
I'yancu B nepuoa Cpaxarommxcs napers. C V Beka 10 H.3. 1o | BEK H.3., TO €CTb C
panHero nepuoja CpaxxarolUxcsi HapcTB 10 paHHero nepuojga BoctouHnoit XaHsb,
ATOT ATAN CTaJ MEPUOIOM 3PEIIOCTH Pa3BUTHs OPOH30BBIX OapabaHOB; ¢ I Beka H.3.
1o VII Bek H.3., TO €cThb ¢ niepuoaa Bocrounor XaHb 10 3110xu TaH, 3TOT 3Tal cTajl
pacuBeToM OpoH30BBIX OapabaHoB; mocie smnox Tan u CyH, okono IX Beka H.3.,
OpoH30BbIC OapabaHbl HAYaM TPUXOIWTh B YHAJO0K; K 3moxamM MwH u IluH,
Onmaromapsi 00JBIIOMY CIIPOCY CO CTOPOHBI Hapojaa, OpoH30BbIEe OapabaHbl CTaIH
KOMMEPIUAIU3UPOBAThCS, UTO MO3BOJIMIO UM BOCCTAaHOBUTHCS U pa3BuBarbes. [lo
ceil JeHb 00bIYail MCToIh30BaHMs OPOH30BBIX O0apabaHOB OCTAETCS MOMYJSPHBIM B
sTHUYeckux paronax ['yancu. C pannero mepuoga Cpaxarommxcs HapcTB B V
Beke 70 H.3. A0 KoHia »noxu [{un B XIX Beke Oosnee uem 2000-1eTHsIST UCTOPUS
pa3BuTHsi OpOH30BBIX OapabaHOB B ['yaHCH BOIUIONIAET MYAPOCTh M TaJaHTHI
MPEAKOB BCEX ASTHUYECKUX Tpynn ['yaHCH u SBISIETCA CBHUAETEIEM HCTOPUU
UMBWIN3ALMY BCEX dTHUYECKUX rpynmn ['yaHcu.

A. OyHKINH 1 UCII0JIb30BaHUe OPOH30BbIX Oapa0aHOB

bpon3oBeie OapabaHbl MMEIOT TPAKTUYECKHE W CONMAIbHBIE (PYHKITUH,

oTpaxasa oOMeH Hu HHTCTPAIUIO KYJIBTYP Pa3IMYHbIX 3THUYCCKUX I'PVYIIII FyaHCI/I.
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Hcnonp3oBanne OpOH30BBIX Oapa0aHOB MOXKHO Ppa3leiWTh Ha TPH KaTerOPHUU:
pUTyalbHBIE COCYABI, JKEPTBEHHbIE MHCTPYMEHTBl M HHCTPYMEHTHI IS
pasBneueHuii. OHM HIMPOKO HCHOJIB3YIOTCI Ha COOpaHMsX, COI03aX, OWTBax,
KEPTBONPUHOILLIEHUSAX, PA3BJICUCHUAX, MOXOPOHAX U JPYIHMX MEPONPUATHUSIX.
BbponzoBbie 6apabaHbl IIEHATCS 3a WX BBICOTY, M Y€M I'poMue 3ByK OapabaHa, TeM
ayuimre. YeM Oonbiie OapabaHHasi MOJOCTh, TEM OOJbIIE BO3JAyXa OHA MOXET
coJiepXaTh, U TEM CUJIbHEE 3BYK OapabaHa.

bpon3oBeie  GapaGaHpl HW3HAYATBLHO OBUIM  CHUMBOJIOM  BJIACTH W
UCIOJb30BAINCh KaK pUTyalibHbIE coCylbl. bpoH30Bble OapabaHbl Obuln
BOIUIOIIEHWEM HX BJAJEbLEB U cTaTyca. B IpeBHOCTU JKEPTBEHHbIE U BOCHHbBIE
CHJIBI IPEBHUX FOKHBIX 3THUYECKUX TPYI KOHTPOIHPOBAIUCH IPABSIIIAM KJIACCOM.
Bbpon3oBbie 0OapabaHbl, Kak CHUMBOJI BJIACTH M CTaTyca, HCIOJb30BAJINCH Kak
pUTYaJIbHBIE COCYAbl W IIMPOKO NPUMEHSJINCh B JKEPTBEHHBIX MEPOTPHUSTHUSIX
npaBdiero kiacca. B HackanbHbIX pucyHkax Xyamanb B [[3omzsne (Puc. 2.6)
KpPYIJIble Y30pbl, MOSBJSIIONIMECS BOKPYr BBICOKMX (UIyp Ha pHCYHKax, B
OCHOBHOM CUMTAlOTCA OpOH30BbIMH Oapabanamu. bosbiive Gurypsl Ha nepeaHux
HOpPTpEeTax Ha H300paKEHUSAX BBICOKHE, W HEKOTOPbIE M3 HUX HOCAT MEYH C
KOJIbIIEBBIMU PYKOSTSIMU U J€pKaT OAMH WJIM HECKOJbKO OpOH30BBIX OapaOaHOB.
DTO Kpelbl W TMPEACTaBUTEIN BIACTH, SIPKO JIEMOHCTPUPYIOILINE KEPTBEHHBIC
CLICHBI IPEIKOB YWKYaHOB.

[Tocne snmox Tam m CyH puryanbHas (yHKIUS OpOH30BBHIX OapabaHOB
MIOCTETIEHHO Ocliabna, a (yHKIUS MY3BIKAIbHBIX MHCTPYMEHTOB YCHJIMIIACh, CTaB
OOBIUHBIM JKEPTBEHHBIM HMHCTPYMEHTOM M aKKOMIIAHEMEHTOM sl Hapona. Kak
yIapHBI WHCTPYMEHT, OCHOBHas (YyHKIMS OpOH30BBIX OapabaHOB — 3TO
pasBieuenne. B apeBHocT  OpoH30Bble  OapabaHbl  CTald  OOBIYHBIM
AKKOMITAaHEMEHTOM I TEeHUsS, TAHIEB U OAHKETOB, M 3Ta (PyHKUHS OPOH30BBIX
0apabaHOB cOXpaHWIach 1O HamMX JAHEeW. YxkyaHbl, 50, M0, U U JApyrue
THUYECKHE Tpymnnbl B ['yaHCH O CHX MOp LEHAT U HCIOJIB3YIOT OpOH30BBIE
Oapabanbl. bpoH30BBIC OapabaHbl UTPAOT HA KAXKIOM TPATUITMOHHOM THHYECCKOM

MMpasgHUKC MWK IIOXOPOHAX. OObIuan HCITOJIBL30BaHUS 6pOH30BBIX 6apa6aHOB



53
Pa3IUYAIOTCs CPEA dTHUYECKUX TPYII B Pa3HBIX MECTaX, U KaXIbld UMEET CBOH
OCOOEHHOCTH.

B. ®opma OpoH3oBbIX OapadaHOB

®opma OpoH30BBIX OapabaHOB CUMMETpUYHA U TapMOHWYHA. OCHOBHas
dbopma OpOH30BBIX OapabaHOB — «KPYTIIOE TEO, M30THYTas Tajwus, mmoyas 0e3 JHa,
MOJTHAsE y30pOB, ¢ ymamu TI0 Ookam». KOHKpeTHO, OCHOBHas CTPYyKTypa
OpoH30BbIX OapabaHOB jAenutcss Ha OapabaHHOe Teyno M OapabaHHYIO TOJIOBY.
bapabanHoe Teo aeauTcs Ha Tpyiab, TAIMIO U HOTY OapabaHa, a Ha Tesne OapabaHa
NPUKPEIUICHbl yIIM;, OapabaHHas ToOJIOBKa HMEET HaBec. bapabGanHoe TeNo
dbopmupyercst CTpyHaMH, TapaUieJbHbIMK OapabaHHOW TOJOBKE, 00pasys
HECKOJIbKO OpPEOJIOB M YKpallleHHbIX y30pamu. B 1menTpe OapabaHHOI TONOBKU
HAaXONUTCS ~ COJNHEYHBIA Jy4, a Opeoibl  (QOPMUPYIOTCS  MHOXKECTBOM
KOHIICHTPUYECKUX KPYTOB, VKpalleHHBIX Yy3opaMu. Hekoropeie OpoOH30BBIC
OapabaHbl IMEIOT APYTHE TPEXMEPHBIC YKPAIICHUS, TAKNE KaK JIATYIIKH, YePeIIaxH,
burypsl, NTUIIBL U T.1., HA 6apabaHHOI TOJIOBKE, Kak 1moka3aHo Ha Pucynke 2.7. Ha
OCHOBE HCCIIEIOBAaHUS CYIIECTBYIOMUX OPOH30BBIX OapaOaHOB Mpenoiaraercs,
YTO METOJbl OTJIMBKHU JPEBHUX OpPOH30BBIX 0OapabOaHOB B OCHOBHOM BKJIIOYAIOT
JIUTHE B TIIMHSIHBIE (POPMBI U JTUTHE MO BHITLIABISIEMBIM MOICIISIM.

C. Ykpamenne OpoH30BbIX 0apadaHoOB

BbponzoBbie GapabaHbl 6GoraTo yKpamieHbl, coueTas >KUBOMKUCH U CKYJBIITYDY,
BKJIFOUAsi TPEXMEPHBIE W IJIOCKHE YKpalieHus. TpexXxMepHble yKpalleHHs UMEIOT
yHUKaIbHBIE (OPMBI, a TIUIOCKHE YKpalleHWs pPa3sHOOOpa3HbI, OTpaXkas
bunocodckre MbICIU, KYJIbTYpPHbIE OCOOEHHOCTH MU XYJ0’KECTBEHHYIO ICTETUKY
Hapoja, OTJIMBABIIIETO OPOH30BBIC OapabaHbI B TO BpEMHI.

OObeMHBIE YKpallleHus Ha OpOH30BBIX OapabaHax MPEACTABISIIOT COOOM
CHUHTE3 CKYJIBIITYPHOTO HCKYCCTBa M JIMTEHHOTO MactepcTBa. X Temarmka
OTJMYAeTCs]  HEOObIYallHBIM  pa3HOOOpa3ueM,  OTIAMYACTCS  M3BbICKAHHOU
KOMITO3UIIMEN U HACBIIIEHA >KUBBIM JbIXaHUEM MOBCEIHEBHOCTH, YTO HAIJISIIHO
nokazaHo Ha Pucynke 2.8. OCHOBY YyKpallleHUH COCTaBJISIIOT 300MOp(HbIC

M300paXeHUs: JITYIIKH, Yeperaxu, PhIObI, MTHUIIbI, OBIBI, OBIKH, TUTPHI, PEUHBIC
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yauTKu. Takke BCTpedaroTcsi aHTpPOroMopdHbIe 00pasbl - JAEBOYKA, TOJIKAIOIIAsS
yepenaxy, BCAJHMKH, a Takxke MH300pakeHUss 3epHoXpaHuiaunl. OcoOeHHO
MHOTOUUCIIEHHBl ~CKYJBITYpPbl MPUCEAIONUX JISATYLIEK, MPEACTaBICHHbBIE B
Pa3IMYHBIX BapHalMsX: JISATYIIKA ¢ PbIOOH, JIATYIIKA C YIUTKOM, MHOTOSPYCHBIE
JATYWIKA. DTO HANpPSMYKO CBA3aHO C KYJIBTOM JIATYIIKM Kak ToTema. B mepuon
CTAaHOBJICHUS  PHCOBOJICTBA JIIOMM  OTMETWIM  OCOOCHHOCTH  IOBEACHUS
36MHOBOJIHBIX: MX TPOMKO€ KBaKaHbE IPEIBEIIANO0 Ipo3y (XOpPOBOE IEHUE BO
BpeMsl 3acyXd CYJIWIO [OXZAb); OHU HCTPEONSUIM BpemuTeNel, CIOCOOCTBYs
YpOKaro; OTIUYAIUCH TUIOJOBUTOCTHIO (MHOTOYUCIEHHOE MOTOMCTBO Ha PUCOBBIX
yekax). ITH HaOIroIeH!s] TOPOJWIIN BEPY B MUCTUUYECKYIO CBS3b JIATYIIKU ¢ O0roM
rpoma, crocoOHOM JapoBaTh MIOJOPOIUE U MPOIBETAHUE POAY, UTO M OOYCIOBUIIO
€€ CaKpaJIbHBIN CTaTyC.

[InockocTHBIE OpHAMEHTHI Ha OapabaHax IEMOHCTPUPYIOT BBICOKYIO CTETIECHb
CTUJIM3AIlMU U TOpa3uTebHOE MHOrooOpasue (cMm. wunoctpanuu). Cpenu HHUX
BBIJIETISIIOTCS: PEaJMCTUUHBIE CLEHBI - TaHIbl MEpHATBIX JIO/EH, rpediis, pplOHas
JIOBIIS, PUTYAaJIbl )KEPTBONPUHOIIIEHUH, 3a0MBaHIE CKOTa, BOCCO3/IAI0NINE OBITOBBIC
TpaJMLUU IOXKHBIX HapoIOB (TMEpbEBbIE YKpALICHUs, COCTA3aHUA Ha JIOJKaX);
TrE€OMETPUYECKUE Y30pPbl, CO3/IaHHBbIE MO 3aKOHAM TapMOHMM M3 TOYEK, JMHHM,
KpPYroB, KBaJpaTOB, TPEYTOJIbHUKOB; a TaK:Ke a0CTPAKTHBIE MOTHUBBI - COJIHEYHbBIE
3HAKM (IIPEUMYIIECTBEHHO BOCbMH- U JIBEHAIUATUIY4Y€BbI€), MOHETHBIE Y30pHlI,
CTWJIM30BaHHBbIE M300pa)K€HUsl MEpPHATBHIX JIIOACH, JETAIIMX ULareilb, IUHOBOK,
3HAMEH, OOJaKOB W TpOMa, >KMBOTHBIX. YMEJOE€ COYETaHHE HTUX HIIEMEHTOB
co3maerT Oorareililyro BHU3yaJbHYIO MaJUTpPy, IPOU3BOASAIIYIO BIIEYATICHUE
Top»)ecTBeHHOU pockomu (Pucynku 2.9-2.10).

['yaHncuiickas Tpaauuus WU3TOTOBJIEHUS OpOH30BBIX OapabaHOB HACUMTHIBAET
Oonee NByX ThICSYENETHH, COPMUPOBAB YHUKAIHHYIO KYJIBTYPHYIO IMapajurmy,
BOOpaBIIYI0 MYAPOCTb MHOTOYUCIIEHHBIX HAPOJOB pernoHa. CaMoObITHBIE (POPMBI
U Ooraredmuii JeKkop ATHX apTe(PaKTOB OTPa)KalOT IKOHOMUYECKHUE YCIIOBUA,
¢unocodckre BO33pEHUS, KYJIBTYpHBIE OCOOCHHOCTH M OICTETHUECKHE HICabl

CO3aBIINX Hux HapoOId0B, ABJIISACH OOIHOBPCMCHHO CBUACTCIBCTBOM
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MEKITHHYECKOTO B3anMOJEHUCTBUA. [loncTHHE, 3TO >HIMKIIONEINS STHUYECKOU
HCTOPUH.

2.4.4 VckycCTBO BBILIUTHIX IIAPOB

['yancuiickuii BoimmuThid  map (Pucynox 2.11) - omun wu3 Haubonee
XapakTepHbIX s ['yaHCH XyHOKECTBEHHBIX IIPOMBICIOB, B HApoOJIe WXKYyaH
BBICTYNAIONIMI JTIOOOBHBIM oO0eperoM u OiaroxenareIbHbIM CHUMBOJIOM JJis
MOJIOZIBIX JIFOAEH. DTOT CHMHTETUYECKHM BHUJ MCKYyCCTBA TAPMOHHMYHO COYETAET B
cebe HCTeTUYEeCKyr0 (YHKIMIO, MPAKTUYHOCTH W HAMOIMOHAIBHYIO IIEHHOCTb.
Boimmteiil map He npocTo 0a30BbI MpeIMET MOBCEAHEBHOCTH, HO M TOYKa, B
KOTOPOM yTWJIMTAPHBIE CBOMCTBA TECHO CIUIETAIOTCA C JYXOBHBIMHU 3alpOCaMU
YeJaoBeKa. TeXHOJIOTHS CO3JaHHs TAaKOro IIapa Ha3bIBAETCHA ''IIApOBOE IIMTHE'.
Omna cunTaercst O4eHb APEBHEN U TPYAOEMKOM, CIABUTCS K€ IIIOTHOCTBIO CTEKKOB,
COYHOCTBIO KPAacOK W U3SIIECTBOM (OpM KOHEUHOro wu3naenus. HamomHeHHbIE
3épHaMU Iapbl TPUOOPETAIOT UAEATBHO OKPYIIIBIE OYEPTAHUS U ONITUMAJIbHBIN BEC
JUIsL TOTO, YTOOBI OpocaTh €ro Apyr ApPYyry, CUMBOJU3UPYS TEM CaMbIM IEpenaudy
ceMstiH ApyKObl 1 J1t00BU’". TToCKONBKY 00OBIUAl MOAOpACcHIBaHKS IAPOB CBSA3AH C
3eMJICICNIBYECKON KYJIbTYpOl, €ro Iejlb - MOJEHHEe O OoratoM ypoxae u
IpOIBETAHUHU poja’!.

CrpykTypa BBIIIMTOTO IIAapa - TUIIWYHBIA IPUMEP LEHTPAIBHOW CUMMETPHHU.
Wznenue nmeer GopMy LBETOYHOIO IIapa, COCTOSIIETO0 U3 MHOXECTBA CIIUTBHIX
BMecTe JenecTtkoB. Illappl ManeHbKOro auamerpa OOBIYHO COCTOST H3 12
JeTIeCTKOB, a KpymnHbie - u3 30. UToObl okpyrias (opma COXpaHSIACh, KaKIbIi
JENEeCTOK JOKEH OBITh CTPOro OJMHAKOBOIO pa3Mepa. OTU  JIENIECTKU
CKJIQ/IBIBAIOTCSI B HECKOJIBKO CIIOEB, 00pa3ys opMy LIBETKa, a 3aTE€M COCTUHSIOTCS
BMECTE U YMOPSJA0UYEHHO PacIojlaraloTcsi BOKPYT LIEHTpa - B UTOre (popmupyercs
miap.

Yro kacaercs 3MOI.[PIOHEU'IBHOﬁ OCHHOCTH, YWXKYAHIIbI 4aCTO BINICTAIOT B Y30PhbI

70 Li Hongxia. Artistic Characteristics and Aesthetic Connotations of Zhuang Embroidery Balls
in Jingxi Area. Tiangong, 2022, (07):47-49.

7t Li Fugiang. Throwing Embroidered Balls: A Custom Reflecting the Characteristics of Zhuang
Agricultural Culture. Agricultural Archaeology, 1997, (03) :164-166.
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BEIIIIUTHIX IIAPOB MHTEPEC K )KU3HMU, CBOW MEUTHI M HAACKIBI Ha Oyaymuid Opax.
OTU y30pbl, Kak MPaBUJIO, SBISIOTCA TMOXKEIAHUSIMH O POXICHUU peOEHKa,
TapMOHUU MEXAY CYNpyramu, JOOBU B CEMEMHOW KU3HHU. a TakKe INEpenaroT
KOHKPETHBIE CTPEMJICHUS M OTPAXKAIOT KKy JIIOOBU, YTO J10OABIISIET BBHIIIUTHIM
mrapaM ¥ HEKOW MpPaKTUYeCKoW 3HaunMocTH. Hambonee dwacTeiMu y30pamu
BBICTYITAIOT ~ CHMBOJIBI ~ OJNIaromoiy4usi:  JPakoHbI, (PEHUKCHI,  JACTOYKH,
YTKA-MaHJAPUHKW, COPOKHU, >KYpaBiH, pbIObI, 0a00UKH, a Takke pa3IudyHbIe
pacTeHus - CIIUBBI, OpXUJEH, 0aMOYK, XpU3aHTEMBbI, COCHBI, HApIIUCChI, TTHOHBI H
notockl’?. K mpumepy, MHOH CHMBOIHM3MPYET BECHY, JIOTOC - JIETO, BBIOHOK M
XpU3aHTEMA - OCEHb, a CJIMBA - 3UMY. [paHaTel, BUHOTpad, Kapmbl U 30JIOTHIC
pPBIOKM  OJUIIETBOPSIIOT ~ MHOTOJETHOCTh M yaady;, JpakoHbI, (EHUKCHI,
YTKUA-MaHJaPUHKA U COPOKU CUMBOJIU3UPYIOT CUACTIIMBBIM OpaK U YUCTYIO JTIOOOBb.
[Io cytn, 3T y30pBl - OTPaXXECHHE TOrO, KAK CHUJIBHO WXKYaHIbl CTPEMSTCA K
IPEKPACHOM JKU3HH ¥ OOIECTBEHHOMY PU3HAHUIO >,

BrpimmTelie mapel 4acTo UCIOB3YIOT SIPKUE [IBETOBBIE KOHTpacThl. Harpumep,
KPAaCHBIM M KENThIM, CHHUNA W 3€JICHBINA, JKENThIM U (UONETOBBIM. BbIuBKa Ha
MOBEPXHOCTH K€ YaIlle BCErO BBIMOJHIETCA 30JI0TBIMU HUTAMH. OCHOBHOM IBET
OOBIYHO COYEeTaeT SPKO-KPaCHBIH, pO3OBBIM, CBETJIO-3CJICHBIA, CHHUH U
(UOJETOBBIN, a 3aTEM €ro JONOJHSAIOT IPYTUMH IIBETaMH, YTOOBI CAENATh U3/IENne
0osee kpacoyHbIM. BrIOOp 1IBETOB HUKOT/IAa HE OBIBAET CIIyYalHBIM: KaXIbIH UMEET
CBO€ YHMKaJbHOE 3HayeHue. KpacHbII CUMBOJIM3HUPYET CTPACTh, 3€JICHBIA -
MOJIOIOCTD, JKEITBIN - IPKOCTh, (DHOJIETOBBIN - POCKOIb, & CHHUM - CIIOKOWCTBHE.
[IBeToBasi AcTeTHKa HaNpaBlieHa Ha JOCTIKEHUE Mpa3THUYHONW aTMocdepsl U
JIEMOHCTpAIIMK OJIaronoiayyus U KpacoThl.

2.4.5 UckyccTBO BhIUBKHA M50

['yaHculickas BBIIIUBKA MSIO — 3TO TPAJAULMOHHAS py4YHas BBIIIMBKA Y HApOAA

Msi0 B Kurae. OHa ciiaBUTCS CBOEH HM3BICKAHHOCTBHIO M OOTraTCTBOM Y30pOB H

2 Ma Yushan. Nixing Pottery Art: Monograph. Nanning: Guangxi Fine Arts Publishing House,
2013:71.
73 Lv Ping. Cultural reproduction of traditional folk art. Minzu University of China, 2009: 63.
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BETOB, Onarofaps KOTOPBIM OHAa W CTajla HEOThEMJIEMOW  YacCThIO
HEeMaTepuabHOrO KyabTypHOro Hacieauss Kutas (Puc. 2.12). Takas BbIlIMBKa —
pe3yNbTaT TpyAa U MYAPOCTH >KEHIIMH Msi0. OHA OTpa)kaeT 3MOLUH U OTHOIIECHHE
HapoJa K 4YEJOBEYECKOM >XKU3HU, IPUPOAE M BCEMY, YTO €ro OKpPYXKaeT. ITO
pemMecio OOBIUHO TMepelaeTcss OT MaTepu K JJ0YepH, TEM CaMbIM COXPaHSS
NPEEMCTBEHHOCTh M BBICTyHass OAHUM U3 Hauboiee SIPKUX MPOSBICHUN
HUCTOPUYECKOMN KYJIBTYPhI MSIO.

BreimmBka M0 — 3TO OAWMH M3 CaMbIX JIFOOMMBIX BHUAOB TPaJUIIMOHHOTO
JIEKOPaTUBHO-IPUKIIAHOTO MCKYCCTBa 3TOr0 Hapoja. JKeHIIMHBI, KaK IpaBUIo,
UCIIOJIb3YIOT PA3HOLBETHBIE WIEIKOBBIE, XJIONKOBBIE, IIEPCTSHBIE HUTH WIIU
LBETHbIE TKAHM B KayeCTBE MATE€pUANOB ISl BBIIMBKH. OHU HCHOJIB3YIOT
TPaJULIHOHHBIE TEXHUKHU BBIIMIMBKU U CO3MAIOT HA ONEKIE Y30DPbl, MOpa)Karollne
CBOMM pa3zHooOpa3zueM. W3bICKAHHO BBIIIUTHIE U3JEIHS MOXHO YBUJIETh
IPaKTUYECKH HA BCEX AJIEMEHTaX TPAJULMOHHOTO KOCTIOMA MsIO: Ha IUIATKax JJis
TOJIOBBI, BOPOTHUKAX W MAaHXET, MOJ0JiaX IUIaTheB, MosicaX, (paprykax, roOKax,
00MOTKax /Jisl HOT, 00yBH M JJa)K€ Ha JIETCKUX HarpyIHUKAX.

BrimmBka Ms10 HECET B ceOe HE TOJIBKO 3CTETHUECKYIO (YHKIMIO: ellé OHa
UTPAEeT BAXKHYIO COIMAIbHYIO poib. [0 y30paM Ha OlieKI€ MECTHBIEC YKUTEIU
ONPEIENSIOT, U3 KAKOr0 POJa U PErMOHA YEJIOBEK, a TAKKE €ro MPUMEPHBINA BO3PACT,
CeMeiHOe TMOJIOKEHHE, XapakTep W JIOCTaTOK CceMbH’'. MOKHO cKa3arh, 4YTO
BBIIIMBKA MSI0 — 3TO CBOEro poja "yIOCTOBEPEHHUIO JIMYHOCTH'", KOTOPOE XPAHUT
COLIMAJIbHYIO0 MH(OPMALIHIO TOTO, KTO €€ HOCHT.

BrlmuBka Msi0 SpKO OTpakaeT HallMOHAIbHBIE OCOOCHHOCTH, BENlb KaXK[IbIH
MOTHB €€ y30pa - KaK OT/AeJbHAasg 4acTH4YKa, HAJECJEHHAS! KYJIbTYPHBIM CMBICIOM.
DTO OueHb TOHKas paldoTa, COCTOAlAs W3 IUIABHBIX JIMHUA M 4Ype3BbIYANHO
pazHooOpa3Hbix ¢opM. OHU HE MPOCTO UMHUTHPYIOT TPUPOAY (LIBETHI, TPaBHI,
HACEKOMBIX U PBIObI), HO, YTO OOJee Ba)KHO, BHIPAXKAIOT YHUKAJIbHOE MOHWMAaHUE
UCTOPUYECKUX M3MEHEHMH. B MCHoJIb30BaHUM 1IBETOB BBINIMBKA MSIO OCOOCHHO

cMeiIas MW spKad: OHa 4Y9aCTO ACMOHCTPHPYCT KOHTPACTHBIC COYCTAHUS YHUCTBIX

74 Ma Yushan. Nixing Pottery Art. Nanning: Guangxi Fine Arts Publishing House, 2013:81.
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TOHOB, YTO B IIOJHOW Mepe JAEMOHCTPUPYET BOOOpPaXEHHUE M YHHUKAIbHOE
ACTETUYECKOE BOCIIPUATHE HAPOAA MsIO.

Y30pBbI BBIIMBKY M0 MOKHO YCJIOBHO Pa3J€IUTh HA TPU KATETOPUH:

1) )KMBOTHBIE MOTHUBBI: 0aO0OUKH, APAKOHBI, PHIObI M NTUIBL. OHU SBISIOTCS
HanOoJIee pacrpoCTPaHEHHBIMH,

2) pacTUTENbHBIE Y30Pbl: JOTOCHI, TMOHBL, TPAHATOBBIE LIBETHI U XJIOTIOK;

3) reomeTpuuecKkue GUrypbl: COTHEUHBIE Y30Pbl, BOISHbIE BOJIHBI U CBACTHKA.

OTu y30pbl BBIOpAaHBl HECITYYallHO, KaXKIbI M3 HUX TECHO CBS3aH C
KYJABTYPHBIMH TPaJULUSIMHU U HapOAHBIMU BepoBaHUAMHU Msio. Hampumep, 6abouka
B KYJIBTypE€ MsO0 CHMBOJIU3UPYET IPOLBETAHME HAPOAA U IIPOJOJDKEHHME pOJa.
PacturensHbIe y30pBI TOKE UMEIOT CBOM 3HAYEHHUS: JIOTOC OJMMUETBOPSAET YUCTYIO
J1r000Bb, TMOH - OOrarcTBO M OJAromnoiydue, LBETOK rpaHara - MHOIOJIETHOCTb,
XJIONIOK K€ Mpe/ABeIIacT OOMIbHBINA ypoykaii’>. BeImmMBKa Ms0 SpKO OTpa)kaeT
CTpeMJICHHE JIIOJe K CYaCTIMBOM JKM3HH, OJaromoiyduio, IOJTOJIETHIO,
ypOKallHBIM TOJlaM, JIFOOBH M UCKpEHHEH Ipyx0e, N1eMOHCTpUpys Oe3rpaHuyHbIE
HaJIeXKbl Hapoja MsI0 Ha OyyIiiee.

Kak Hapoga, nonroe BpeMsi IPOKMBAIOLINI B TOPHBIX pailoHax, Msi0 OCOOECHHO
LEHAT 3aLUTy IPUPOAHOU CPENBI, U 3TO IKOJIOTUYECKOE CO3HAHUE OCTABUIIO SIPKUU
Clel B WX BBIIUTBIX M3AeNUAX. MHOTrWe y30pbl BIOXHOBIICHBI INPUPONOH, U
OTPAXKAKT TaPMOHMIO MEXKJY YEJIOBEKOM U OKpyKarollen cpenoi. Tak, BbIIIMBKA
msi0 B ['yancu-UYkyaHCKOM aBTOHOMHOM paiioHe 0coOeHHO OoraTa KOHTPACTHBIMU
I[BETOBBIMHU COYeTaHUsAMHU. YacTo BCTpeuaroTcss KOMOMHAIIMKM KPACHOTO C 3€TIEHBIM
WIH KENTOTO ¢ (PUOJIETOBBIM, PUCYIOIIUMU SIPKYIO KApPTUHY U KKy KU3HU.

C TOYKHM 3peHMs KyJIbTypHOTO HACJIENWs, BBIIMIMBKA MO COXPaHSAECT MHOTHE
4yepThl MaTpuapxajlbHOro oomectBa Mso. Haubonmee 3ameTHo 310 B 0co0Ooii
3HaYMMOCTH y30pa ()eHUKCa B BBHIIIMBKE, a TAaKK€ B TOM, YTO MPU BHIIIMBAHUU

JpakoHa U (heHHKca MO OOBIYHO MOMENIAIOT JpaKkoHa BHU3Y, a (PEHUKCA — CBEPXY,

s Liang Yuying, Huang Liang, Yi Yinglin, et al. Analysis of artistic characteristics and design
innovation of Miao embroidery patterns - taking water vortex pattern as an example. Dyeing and
Finishing Technology, 2024, 46(04): 79-85.
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YTO IMOJIHOCTBIO MPOTUBOMNOJOKHO TPAAULMIM JAPYTHX HApPOJOB M SBISETCSA
OTJIIMYUTEIBHON OCOOEHHOCTBIO BBIIIUBKH MSIO.

[lockonbKy MsO paccelieHbl Ha OOMIMPHOM TEPPUTOPUHU, HMX BBIIIMBKA
pa3BHUBaJlaCh IO-Pa3HOMY B 3aBHUCHUMOCTH OT PETHMOHA, (HOPMHUPYS YHUKAJIbHBIE
ctuiny. Hampumep, BBIIMBKA MSO B IOTO-BOCTOYHOM 4YacTH ['yHUKOy CIIaBUTCS
CBOEHM M3BICKAHHOCTBIO W TOHKOCTHIO, a B HOHbHaHM - Oonee TpyOoBaroil u
cBOOOIHON MaHepoil. B TexHHMKe BBIIIMBKU TAaKXKE CYIIECTBYET MHOMXECTBO
Pa3HOBUHOCTEM, BKJIIOUasi "BBIIMBKY Moja0opoM", "HackimHyto", "pacchlmHyo",
"magkyro", "anmiMkanMoHHY0" ¥ "BBIIIMBKY ¢ OpoKiIaakod HuTen". Cpenu HUX
"BpllIMBKa moaOopoMm" oOnanaeT HauOONbIIEH JAEKOPAaTUBHOCTbIO U YacTo
UCIIOJIb3YETCS Ha CKaTepTsIX, HOCOBBIX IJIATKAX, MOAYIIKaX M JETCKUX THUTPOBBIX
Typasix. TexHuka "HAChHIHOM BBIIKMBKU" JIOBOJBHO CBOEOOpa3Ha: CHayaia
BBIPE3aIOT HYXXKHBbIE ()OPMBI M3 PA3HOLBETHBIX TKaHEH, 3aTeM HaKIaJbIBAIOT HX
CIIOSIMU ¥, HaKoOHEIl, 00palaThIBAlOT HUTSIMH, CO3/1aBasi 0COOCHHO penbe(HbIe U
W3BICKAHHBIC U3JICIHS.

bnarogaps Apkum 1BeTaM, OOraTbiM y30paM U HW3bICKAHHOMY MAacTEpPCTBY,
BBIIIMBKA MSO CTajla OJHOM M3 caMbIx HM3BeCTHbIX B Kurtae. OHa sBisgercs He
TOJIBKO BOIUIOIEHUEM MYAPOCTHM HApoAa Ms0, HO M SAPKO JEMOHCTPHUPYET HX
IIIyOOKYIO0 CBSI3b C MPHUPOAON M YHUKAIBbHYI0 MECTHYIO KylbTypy. MIMEHHO 3TO
pazHooOpa3ue U YHMKAJIbHOCTh JENAIOT BBIIIUMBKY MO Ba)KHBIM OKHOM, 4Yepes
KOTOPOE MOYKHO YBUJIETh KYJIBTYPHOE COJIEp’KaHNE U HAIIMOHAIBHBIE 0COOEHHOCTH

Ms10/°.

76 Lin Xiaolong, Wang Yalan. Inheritance and innovation of Guangxi Miao embroidery elements
in packaging design. Tiangong, 2021, (03): 94-95.
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IUTABA 3. TEKYIIEE ITPOU3BOACTBO U PABBUTUE KEPAMUKHU
HNIUHBYKOY HUCHH

3.1 O630p passuTus kepamukun LHunbuxoy Hucun

Kepamuka [{unpwkoy HucuH nmeer noiaryr0 MCTOPHUIO, KOTOpas BOCXOIHUT K
smoxe Taun’’. B 1920 romy B paiione IlunpHanp ropoma I{uHpwkoy Obbia
oOHapy)XKeHa TWUTaHTCKas Kepamuueckas ctena c snutaduert Hun Jlaoy, nmpedekra
Hunapwkoy 3noxu Tan. B "Xponukax yesga Hunap" 1945 ronma 3ammcano: "Hama
Kepamuka Oblia u300peTeHa 10 smoxu TaH, a B smoxy Tan crama Oonee
u3blckaHHOK". B smoxy MuH kepamuka LluHpukoy Obula mpeacTaBieHa TOHKOM
KepaMuKoil "ChI-110-Ba", a CBOEro paciBera jaocturia B nepuoja CaHb(pdH 31oXu
[Mnu. Torma kepamuka HucuH cTana mIMPOKO HMCNOJB30BAThCS W ITONMy4Yusa CBOE
Ha3BaHue. B 1915 romy kepammka HucuH 3aBoeBasia 30/10Tyl0 MeAanb Ha
[Tanamo-TuxookeaHnckoil MmexayHapogHoil BeicTaBke B Can-®panimucko, CIIIA. B
1953 romy ona Obuia Ha3BaHa MHMHHCTEPCTBOM JIETKOW MpoMmbIiuieHHOCTH Kutas
onHoi wu3 "YeTklpex 3HAMEHHUTHIX KepaMuK Kwutas" Hapsay ¢ HUCHHCKOU
dbuoneroBoit kepamukoil u3 L[3sHCY, 1B3sSHBLIYHCKONW Kepamukod K3 FOHbHaHU U
KyH4YaHCKOM kepamukod u3 UyHnuHa. B 1980 rony kepammka Hucun momydniia
HAI[MOHAJIBHYIO CepeOpsiHyI0 Harpaay 3a KadecTBo mnpoaykuuu. B 1997 romy
[occoer Kuras wuspmanm "llomoxkeHue o 3amure TPagUUUOHHBIX HCKYCCTB U
pemecen", BKIIOYMB KepaMHKy HHCHMH M T'yaHCHHCKYIO WKYaHCKYIO Mapdy B
CIIMCOK OXPaHSEMbIX S THUYECKHUX PEMECE.

B wurone 2008 roma texHuka oOxkura kepamuku Luaswxoy Hucun Oblia
BKJIFOUEHA B CIIMCOK HAIIMOHAJIBHOTIO HEMATEpUAIbHOIO KYJIBTYpPHOTO Hacieaus. B

nexkabpe Toro ke roga kepamuka Hucun mnomyumna craryc "lIpogykra c

7 HexoTopble pe3yiabTaThl, MPEICTABICHHbIE B 3TOM INaBe, ObUIM paHee OMyOJIMKOBAaHBI B:
Ban T'an. Jlpanor mpommwioro W HACTOSIIEr0 B WHHOBAIMOHHBIX TEHACHIUSAX IPOM3BENCHUM
roHuapHoro uckyccrsa Llunswxoy Hucun // @unocodus u kyasrypa. 2024. Ne 10. C.13-29; Ban
I'an. K Bompocy 00 ucropum paszButusi roHuapHoro zaena Iluapwkoy Hucun // OOGmecTBo:
dunocodus, ucropus, Kyabrypa. 2024. Ne 12. C. 233-237.
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3alMIIEHHBIM reorpaduueckuM ykazanuem" oT [ TTaBHOTo ynpaBieHus 10 HaA30py
3a KaueCTBOM, MHCIIEKIMSM U KapaHTtuHy. B ampene 2013 roga Lluapuxoy Obu1
ynoctoeH 3Banus "Crommna kepamuku Hucun Kuras" ot Acconumanum uCKycCcTB U
pemecen Kutas 3a pa3Burue orpacinu kepamuku Hucun. B mae 2018 rona texHuka
oOxwura kepamukud HwucwH OblTa BKIIOYEHA B TEPBBIM KaTrajaor BO3POXKICHUS
HAllMOHAJIBHBIX TPAJULUOHHBIX PEMECET.

C 2002 roma 6onee 300 pabot u3 kepamuku HucuH mosrydnsiv HallMOHAJIbHBIE
Harpajel, cpeau kKotopeix "Basza ['aory", "Ymaua", "Cepaue x cepamy", "Meura o
MopckoMm IllenkoBom mytu" u "L[BeThl B mnporBeraHun" OBUIM YIOCTOCHBI
ceprudukara "3Hak Boigaromerocs pemecia mupa" or OHECKO. Jlpyrue paGoTsl,
takue Kak "@pyktel', "Hama Cepaue k cepauny', "Bnedamienne o Uxyan" wu
"OGHOBJIEHHE BCETO CyIIero", ObUIM MPENOJHECEHBI B KAYECTBE TOCYAapCTBEHHBIX
nogapkoB suaepam ctpad ACEAH. B 2015 rony kepamuka Hucun Oplna mpu3HaHa
onHou u3 "JlecaTm caMbIX BIMATENBHBIX CHEHUANUTETOB ['yaHcu" B KOHKypce,
OpraHn30BaHHOM JlenmapTaMeHTOM KOMMEPIIUA aBTOHOMHOT'O paiioHa.

Kepamuka HucuH um3roraBimBaeTcss M3 YHUKaIbHOW (PUOJIETOBO-KPACHON U
0enoil TIMHBI, 100BIBAEMOI HA BOCTOYHOM M 3arajiHOM Oeperax pexu [IuHbIBsSH B
[{uHbwKOYy, U 0OXKUTAETCS C MCIOJB30BAHMEM CIEIUaIbHBIX TeXHUK. Kepamuka
Hucun BiIO4aeT B ce0st Xy[I0’)KECTBEHHYIO U MOBCEAHEBHYIO KepaMuKy. OCHOBHBIC
BU/JIBI TIPOJYKIIMU BKJIIOYAIOT YaWHUKH, YailHble HAOOPHI, KPYXKKH, KaHLEISIPCKUE
MPUHAJJICKHOCTH, TIOCYHYy, IIBETOYHBIC TOPIIKH, AHTUKBAPHBIC U3JEIUI U
TPaJWLIMOHHBIE ATHUYECKHE pPEMECICHHBbIC W3JENHs, BCEro Ooyee ThICIUU
Pa3HOBUIHOCTEM.

Kepamnka Hucun o6ranaer TakuMu XapakTepUCTUKaMU, Kak TOHKasi TEKCTYpa,
TBEPJIOCTh U MPOYHOCTh, 3BOHKOE 3ByYaHHE, a TAKXKE SKOJIOrnyeckas yucrora. Ee
OCHOBHBIE 0COOCHHOCTH MOKHO 00OOIIHTH CIEAYIOIINM 00Pa3oM:

A. Kepamuka [{uapwkoy HucCHMH ciaBuUTCS CBOEH JOJATOM HCTOPUEH H
OoraTeIM HacieaueM, HacumThiBaromuM Oonee 1300 nmer. OHa HE TONBKO
9KOJIOTUYECKHU YUCTA U MOJIE3HA JJIs 3J0POBbS, HO U COOTBETCTBYET COBPEMEHHBIM

KOHOCIIIHAM 3alllNThI OKpY)K&IOHIGﬁ CpCIbI. CBIprM I U3TOTOBJICHHA KCPAMHUKU
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Hucun ciyxar mectHas ¢uoneroBas u Oenas MIMHA. JTH TIIMHBI €CTECTBEHHO
YUCThIC, OOraThl MOJE3HBIMU MHUKPOAJIEMEHTAMH U MUHEpaJIaMH U HE colepKar
BPEHBIX BEIICCTB.

B. Kepamuka Hucun sipko oTpa)kaeT KUTalWCKHE KYJIbTypHBIE OCOOECHHOCTH.
Ee y30psI coueraroT kammurpaduio, )KUBOMHUCH, pe3b0y U APyrue BUIBI peMeced, a
TEMBbl BKJIOYAIOT IBETHI, (PUTYpHI, CTUXH H JpeBHUE TEKCThl. Bcé 310 -
CBUJICTEIHCTBO MCKOHHOTO CTPEMJICHHS KWUTAaWCKOrO Hapoja K OJaronoiiyuuio U
ACTETU3AIMHU KU3HU B paMKaX COBPEMEHHOCTH.

C. Kepamuka Hucun oveHp mnpaktuuHas. Ee wu3menus HMEOT ITAAKYIO
MOBEPXHOCTh M €CTECTBEHHYIO JIBOMHYIO CTPYKTYpYy, KOTOpas yIEpKUBAET
HEOOXOMMOE KOJIMYECTBO KHCIOpPOJa BHYTPU COCyAa W JAENAeT €ro HeaibHbIM
JUIsL XpaHeHus: MpoaykToB. YaitHeie HaOOpbl M3 Kepamuku HucuH oTinuyarorcs
MEIJICHHOM TEIUIONEepeaaueid, XOPOIIEH TEIUION30ISIUEN U YCTOMYMBOCTBIO K
KucioTaM U 1ienodyam. Hakonen, u3nenus HucuH He TYCKHEIOT CO BpeMEHEM U
OTJIMYHO COXPAHSIOT apoMaT M BKYC yas, Onarojapsi 4eMy M3 HUX MOJy4aroTCs

(byHKITMOHATBHBIC YaiiHbIC HA0OOPHI.

D. Kepamnka HucuH HECpaBHEHHO LIEHHA U C SKOHOMUYECKOM TOYKH 3PEHUS,
MTOCKOJIbKY XOpomIo ce0st okymaeT. [[mHpIrkoy 60raT MIMHSHBIMA MUHEPATbHBIMU
pecypcamMu, Opu 3TOM CTOMMOCTb HW3TOTOBJIEHHS Kepamuku HucwH 10BOIBHO
HU3Ka. [[MHBDKOY HaXomuTes B yailHOM peruoHe l[3sHHaHbB, TIe OoraThle YaiiHbIC
pecypchl U CUJbHAs 4aiHas KyJabTypa CO3Jal0T OJAarONpUATHBIC YCJIOBHUS IS
MIPOU3BOJICTBA YaWHBIX HAOOPOB W3 KepaMWKHM HWCHH, YTO JOMOTHUTEIHHO

pacuupsieT NoTpeOUTENBCKUI CITPOC HA ATY MPOAYKIIHIO.

E. Kpome Toro, nporecc odxura kepamuku HucuH ocoO€HHO yHUKAJIEH, a ee
UCKYCCTBO "M3MEHEHUsS B Me4d' SBISETCS YHUKAIbHBIM B OTEUYECTBEHHOU
KepaMHUYECKOM MPOMBIIIIIEHHOCTH, JIEMOHCTPHUPYS BEJIMKOJENHBIE I1IBETa U
TEeKCTypbl. biarogapst ToMy OHa MoOJydwJia Ha3BaHue 'yHuKaibHas B Kwutae'".

Kepamuka HucuH — 3T0 HE TOJIBKO IPEKpPacHOE MPOU3BEJIEHUE UCKYCCTBA, HO U



63
MPOAYKT C BBICOKOW MPAKTUYECKOW IEHHOCTHIO, KOTOPBIM MOJB3yeTCs OOJBIION
JAr000BBIO CpEAU JTHONIEH.

CornmacHO JaHHBIM, OIMyOJUKOBAaHHBIM  ACCONMAIMEH  KEePaMUYECCKOM
npoMbluieHHocTd [uapwkoy Hucun, mo cocrosiHuio Ha aexadbpp 2023 roma B
OTPACIIA HACUUTHIBAETCS 218 MacTepoB UCKYCCTB M pEMECEN Pa3JINYHbIX YPOBHEU
U 15 HaclleTHUKOB HEMATEPHAIILHOTO KYJIBTYpHOTO Hacienus. B oTpaciou paboraer
okos10 600 mpeanpusTUi U CTyIUi 10 MPOU3BOACTBY kepamuku Hucun, ¢ oOmum
9UCIOM COTpyaHUKOB Oojiee 15 000 yernoBek, B OCHOBHOM COCPEIOTOYCHHBIX B
HEHTPAIBHOU TOpOACKON 30HE. OOBbEM MPOU3BOACTBA OTPACIU YBEIUYUBACTCA: C
okosio 940 muimuonoB rauner B 2019 roay no okono 1,56 MuimuapaoB r0aHel B
2023 romy. Ilpomykmust skcmopTupyercss B Oonee deM 30 CTpaH W PETHOHOB.
OTtpaciib Takke MPsSAMO WJIM KOCBEHHO co3fana paboure mecta st okojo 6 000
dbepMepoB B OKPECTHOCTSIX, UIpas 3HAUUTEIbHYIO pPOJIb B CTUMYJIUPOBAHUU

PETHUOHAIBHON SKOHOMUKH.

3.2 Texnosorusi npousBoacrea KepaMuku Llnupuskoy Hucun

«l'eorpaduueckuit  ykazarenb — NpoaykTa —  kepamuka  Hucuny»
(DB45/565-2009)  saBnsercss  MecTHbIM  cTaHgaproM  ['yancu-UxyaHckoro
aBTOHOMHOTO paioHa. OH ObuUT pa3paboTaH VYmpaBieHHEM II0 KadyecTBY U
TEXHUYECKOMY Haa30py ['yaHcH B COOTBETCTBUU ¢ HaMOHaIbHBIM «llonoxkeHnem
0 3aIUTe MPOAYKTOB ¢ Teorpaduieckum ykazanuem» u GB/T17924-2008 «Oo6mue
TpeOOBaHMS K CTaHIApPTaM MPOAYKTOB C reorpaduueckum ykazanuem». CTaHmapt

obL1 oryonukoBaH 19 stuBaps 2009 roga u Berynuia B cuity 23 deBpans 2009 rona.
CornmacHO 3TOMY CTaHAapTy, MpoOIEeCcC NPOU3BOACTBAa Kepamukun Hucun
JIENUTCS Ha JBa MeToja: (opMOBaHUE YIIOTHEHHEM ((popMOBaHUE BHITSTUBAHUEM )
u (QopmoBanue mautheM. Ilpomecc QopMoBaHUS YIJIOTHEHHEM BKIJIFOYAET
cienytouue 3tanbl: OTOOpP KauecTBEHHOTO ChIpbsi, BriBeTpuBanue, Jlo0aBieHue B
IApOBYI0 MEJNBHUIlYy comiacHo (opmyne, DunbTpallioHHOE MPECCOBAHUE,
Bakyymuas oOpaboTka runbl, Beigepxkka (co3peBanue), [IpeccoBanue (pydHoe

BoITsATHBaHue), OOpe3ka, Pe3nba (mexopupoBanue), OOxur, Illnudoska,
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[TomupoBka (B 3aBUCHUMOCTH OT TpeOOBaHMUU K MPOAYKTY TMOJHUPOBKA MOXKET HE
MPOBOUTHCS).

[Ipotiecc ¢dopMoBaHHUs JUTHEM BKJIIOYAET cledyromue dtanbl: OThop
KaueCTBEHHOTO ChIpbsi, BriBeTpuBanue, JloOaBieHHe B IIAPOBYIO MEJIbHUILY
corimacHo ¢opmyne, TectupoBaHue cBOWCTB, Boimepikka (co3peBanue), JIuTke,
3arBepneBanue, Hanecenue Boasl, Pe3nba (nexopuposanue), Ooxur, Llnudoska,
[TonmupoBka (B 3aBUCHUMOCTH OT TpeOOBAaHMUU K MPOAYKTY IOJUPOBKA MOXKET HE
TpeOoBaThCs).

IIpouecc wm3roroBaeHuss rMHbI. ChIpbe I LHUHBYKOYCKOW KEPaMUKH
Hucun Britoyaet Oenyro MMHY U MypILypHO-KpacHyro miuHy. benas mmHa — 310
MSATKas TJIMHA, UCTONb3yeMasl I PEryJIHpOBaHUs IUIACTUYHOCTH M CBA3YIOIIHMX
CBOMCTB KE€paMHUECKOH ITIMHBI; B TO BpeMs Kak IypILypHO-KpacHasl IJIMHa — 3TO
TBEpAas IJIMHA C BBICOKUM COJAEpKAHUEM 3Keje3a. benyr MIMHy HEeoO0XOAuMOo
XpPaHHUTh B 3AIIUIIEHHOM OT JOXIS MECTE€ U BBIBETPUBATH JI0 CyXOTO COCTOSIHHUS,
4TOOBl NPEJOTBPATUTh IOTEPIO ChIpbs. HampoTuB, myprnypHO-KpAacHYIO IVIMHY
HEOOXOMMO XpaHUTh Ha OTKPHITOM BO3AyXe, YTOOB JocTHYb 3ddekTa
BBIBETPUBAHUS IIOCJIE PAaCTBOPEHUSA IIOJ BO3ACHCTBUEM COJIHEYHOIO CBETAa U
noxaeBoi Bonabl. B mponecce mpowusBoicTBa Oenasi INIMHA U MypIypHO-KpacHas
[JIMHA CMEIIUBAIOTCS B MPOMNOPLUH, a 3aTEM MPOXOJAT ITAIlbl, TAKKE KAK IIAPOBOE
U3MEJIBUCHUE, IIPOCEUBAHUE, BBIICPKKA, NEPEMEIINBAHUE, OTKAYMBAHUE U
(GuibTpanys, a 3aTeM BBLACPKUBAIOTCS B TEMHOW KOMHAaTe B Te4yeHHe 15 nHei.
HakoHen, oHM MOABEPrarOTCs BaKyyMHOH IUIaBKE M MPECCYIOTCS B DIIMHSHbBIC
110J10Chl. DU3UKO-XUMHUYECKHUE TTOKA3aTENM ChIPbs I KepaMUKU HucuH ABIsIroTCS
BaXHBIMU HMHJIMKATOPAMH JIJIsi KOHTPOJIA KayecTBa ChIpbs I kKepamuku Hucuh.
Ccpbutasice Ha "l'eorpaduueckuit uHIUKaMoHHbIM MpoaykT Kepammka Hucun"
(DB45/565-2009), pu3nko-xuMuIecKre TOKA3aTeNH ChIPhs I KepaMuku Hucua
CIIEIyOLIHE:

Ta6n1/1ua 2. ®U3NKO-XMMHYECKHE MOKa3aTeIIN ChIPpbs IJId KEpaAaMHUKH Hucun

. [Toreps
IMyHkT Si02 AlO2 | Fex03 | CaO | MgO K>O | Na;O
npu
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poKau

BaHHUH

Iloka3arTen

(%)

50~70 | 15~28 | 2~8 | <5.0 | 0.5~25 | >1.5 | <l 3~8

dopmoBanne. XynOKECTBEHHAasS W peMECIIeHHas KepaMHuKa (OpPMHPYETCS
BPYYHYIO, C HCIIOJIb30BAaHMEM MAIIMHHOW TOMOINM WJIM METOJIOM JIUThbs. B
3aBUCUMOCTH OT THUIA W3JCIUs, TIOBCEIHEBHAs KEpaMHKa MOXET OBITh
M3TOTOBJICHA Bpy4YHYIO (puC. 3.1), HAa CTAaHKE WJIX METOJOM JIUThSI.

Oo0pe3ka. [Ipoiiecc 0O6pe3kn 3ar0TOBKH OOBIYHO BBITIOHSIETCS Ha MEJIJICHHOM
TOHYapPHOM KpyTe, HO MOXKET TaKXKe MPOU3BOAUTHECS BpPyUYHYIO. VMCTHOMB3yroTCs
pazMyHble MHCTPYMEHTHI IS YTOHYEHMs, BBIpAaBHUBAHUS WIW JIPYTUX
KOPPEKTUPOBOK TOJICTOM 3aroTOBKH, 4YTOOBI COOTBETCTBOBATH TPEOOBAHUSIM
IW3aiHa. 3areM 3aroTOBKa CIVIAXKUBACTCS IUIACTUKOBBIMU  JIMCTAMHU  JJIS
JTOCTHKEHHSI HE00X0IUMOTO0 OJ1ecKa, Kak MOKa3aHO Ha PUCYHKE 3.2.

I'paBupoBka M JeKOpaTMBHOEe MACTepcTBO. B  cooTBeTCTBHMH C
TpeOOBaHMAMHU NH3aiiHA, WCTIONB3YIOTCS pe3b0a W 3allOJIHCHHWE TSl YKpaIIeHUS
BBICYIIIEHHON Kepamudeckoil 3arotoBku (puc. 3.3). YacTuilpl INIUHBI KEPAMHUKU
Hucun menkue, ¢ XOpolen aare3vneu, BHICOKOW IMIACTHYHOCTHIO M TBEPAOCTHIO
3aroTOBKHM, YTO TIIO3BOJIIET BBIMIOJHATH TOHKYIO pe3b0y. OHa MOAXOMUT IS
pensedHO pe3pdbl (puc. 3.4), MIOCKOH pPe3bObl, KPYIIOM pe3bObl, CKBO3HOM
PE3b0BI, JTETTHON pe3b0bl 1 HHKPYCTAIIHH.

IIpouecc o0:xura. B 3aBucuMoctu oT MeToja (OPMOBAHUS U THUIA U3ICIHS
WCIIOJIB3YIOTCSI pa3uvHbIC METOAbI oOkwura. Temmeparypa OOXHTa COCTaBISET
1100°C~1180°C. B mpomecce o00kura KOHTPOJUPYIOTCS KpHBasi TMOBBIIICHUS
TEMIEpaTyphl, TemIeparypa oOxura u arMmocdepa obxwura. B pamkax Bcero
mporecca ookura oco00e BHUMAHHE YACISICTCS TPEM TEXHUKaM: MEICHHBINA
00UT, pABHOMEPHBII 00KHUT U OBICTPBIN OOXKHUT.

Ipouecc mumpoBkn u mnosmpoBku. CHayama rpyOas IMOBEPXHOCTb

000 KEHHOTO HU3ACIINA IIOABCPIracTCAa HpCIIBﬂpHTGHBHOﬁ HIJII/I(l)OBKC, 3aT€M TOHKOM
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numdoBke W TIyOOKOW 00pabOTKe, TOCJIEe 4Yero BBIMOIHACTCS (UHUITHAS
nutndoBka. OTIIONMPOBAHHOE M3/IEIIHE HArPEBACTCSI, M €T0 BHEIIHSS TTOBEPXHOCTh
TOKPBIBACTCS MHUIIECBBIM MapaduHOM. VCIoib3ys MOJUPOBATBHBINA KPYT, YIAISIOT

W3JIMIIKY TTapaduHa ¢ usaenus (puc. 3.5).

3.3 KyabTypHasi KOHHOTAIlUA HMHBYKOYCKOM kepamuku Hucun

@opMHUPOBAHUE LIUHBYKOYCKONW KepaMUKU HHUCUH TECHO CBA3aHO ¢ MECTHOU
OPUPOAHON Teorpadueil, couuanbHOM CpeAol W KYJbTYPHBIM OKPY>KEHUEM.
['munsinple pecypcbl A kepaMuku HucuH upesBblyaitHO Oorathl, 8 KOMIIOHEHTHI
IJIMHBI COZAEPIKAT PAa3IMYHbIEC IIOJIE3HBIE I YEJIOBEKA MUKPOIEMEHTBI, TAKUE KaK
CEJICH, Kallhil, HaTpUH, alTFlOMUHUH U keJe30. [ oroBas kepamuka HucuH ycroiunBa
K KHMCJIOTaM M IIeJ04YaM, HE CONEPKUT CBUHIA U KaJMHsI. DTH YCIOBHS SIBISIOTCS
HEOOXOTUMBIMU 151 OCHOBHBIMH rapaHTUsAMHU TUTSL IIPOU3BOJICTBA
BBICOKOKaUeCTBEHHOW Kepamuku. Permon [luHpwkoy Takke ObBUT BaXHOU
OTIIPAaBHOM TOYKOW ApeBHEero "Mopckoro IllenkoBoro myrtu" u cambplM paHHUM
pernonom I'yaHcu, OABEPTIIMMCS BIWSHUIO MHOCTPAHHOM KyNbTypbl. Pa3zButoe
CYZIOXOZCTBO CO3AaJI0 OJaronpusiTHeIE yCioBus s poaaxu kepamuku Hucun. C
MOMeHTa oObeauHeHus JluHHana wMmneparopoM Ilunp [lluxyaHoM XaHbIIBI
MUTPUPOBAIM B palioH LIMHPWKOY M XKWJIM BMECTE C KOPEHHBIMH HapOJaMH,
IIPUBHOCS IIEPEIOBYI0 MAaTEPUAIbHYIO U JYXOBHYIO LUBHIM3aUUI0 LleHTpanbHBIX
paBHUH B 3aiMB b3i10y. DTO 0Ka3ano OorpoMHOE BIMSIHUE HA COLMAIBHOE Pa3BUTHE
¥ KYJIBTYPHBIH OOMEH 3THHYECKUX MEHBIIUHCTB ['yaHcu’s,

B nonrue roasl HCTOPUYECKOTO pa3BUTUA HApoAbl LIMHBWKOY IIPOLLIU Yepes
npouecchl  pasneneHus u o causHusA. Co  BpEeMEHEM  311eChb  IIOCTENEHHO
chopMupoBanach cTabUIbHAs COLMANIbHAS CTPYKTypa € MpeoliiaJaHueM XaHbLEB

9

N COBMCCTHBIM IIPOXMBAHHWCM PA3JIMYHBIX OSTHHUYCCKHX rpynn7 . OTta cpcaa

MCIKKYJIBTYPHOI'O B3aHMMOJICHCTBHUS CcO3/1a/1a oorartoe H pa3Hoo6pa3Hoe KYJIIBTYPHOC

7 Yang Shuzhe. A brief discussion on Guangxi's characteristic traditional culture from the
perspective of cultural productivity. Guixue Research, 2014, (00): 90-97.

7 Ma Yushan. The Cultural Space of Nixing Pottery. Changchun: Jilin People's Publishing House,
2015:32.
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Hacieaue, oOmanaroriee Kak SIPKO BBIPAKCHHBIMU BPEMEHHBIMU
XapaKTePUCTUKAMHU, TaK U YHUKAIbHBIMA MECTHBIMU OCOOEHHOCTSIMU.

NmeHHO Takasg OTKpbITas W WHKJIIO3WBHAS COLMAJbHAS Cpela Cco3jalia
UCKITIOUUTENIBHO OJIATONIPUSTHBIC YCIOBUS JIJISl 3aPOXKIACHUS U PA3BUTHUSL KYJIbTYPbI
kepamukun HucuH. 3pech mepecekanach MyAPOCTh Pa3HbIX HApPOAOB, B3aUMHO
oboramanuce Jydiide 3JIEMEHTBI Pa3IMYHBIX KYJIBTyp, COBMECTHO (QopMuUpys
IIUTATEJIbHYI0 MOYBY Uil poCTa KyiapTypbl HwucuH. B  Takol KyiapTypHOU
3KOCUCTEME UCKYCCTBO K€paMUKU HHUCUH MOCTOSTHHO BIUTHIBAIO HOBBIE 3JIEMEHTHI,
a e€ KyJIbTypHOE COJIep KaHHe HEMPEPHIBHO 000Taaioch U yIiTyOJIsIoCh.

Kpome Toro, aTa cpena 3 THHYECKOTO MHOT000Opa3us CriocoOCTBOBajla OOMEHY
U COTPYIHHYECTBY CpeIHM MacTtepoB Kepamuku HucuH. PemecneHHUKM pasHbIX
HAllMOHAJIbHOCTEW YYWJIMCh JpPYyr y Apyra, MEepeHuMas JIydllee, U COBMECTHO
COBEPIICHCTBOBAIM CBOE MAaCTEpCTBO. Takoe IIOJOTBOPHOE B3aMMOJCHCTBUE HE
TOJIBKO CITOCOOCTBOBAJIO MPOTPECCY B TEXHOJOTUM U3TOTOBJICHUS KepamMuku Hucus,
HO U BOCIHTAJIO TOKOJICHHUS] BBICOKOKBATU(UIIMPOBAHHBIX MAaCTEPOB, BJIOXHYB
HETIPEPHIBHYIO JKU3HEHHYIO CUJTY B COXPAaHEHHE U Pa3BUTHE KyJIbTypbl HucuH.

Kepamuka HucuH sBIS€TCS KEMUYKUHOW TPAAULIUOHHOTO KHTAMCKOTO
pemMecna, €€ UCTOpUs HACUMUTHIBAET OO0JIee THICSYM JIET. DTOT YHUKAIBHBINA BUJ
TOHYAPHOTO MCKYCCTBA COYETACT B ce0€ HE TOJBKO ITyOOKYIO KYJIBTYPHYIO OCHOBY,
HO W Oe3ylpeuyHoe E€JIMHCTBO MACTEPCKOTO WCIIOJIHEHHUSI C OPUTHHAIBHBIM
XYyJ0KECTBEHHBIM BbIpakeHneM. Kepamuka Hucun yHacnemoBana mpeBOCXOAHBIE
TEXHUKH TPAJUIMOHHOTO KUTAWCKOTO KEpaMHUYECKOro MpOW3BOJACTBA, BOOpaB B
cebs MyApOCTh, HAKOIUIEHHYIO KHUTAWCKOW HalueWd 3a ThICAYENETHs, U
JTEMOHCTPUPYS YHUKAIbHBIE ICTETUYECKUE 0COOCHHOCTH Hapo/a.

B peruone I'yancu-Uxyanckoro aBTOHOMHOTO paiioHa [luHpuwkoy Ooraras u
pasHooOOpa3Hasi KyjlbTypa JTHHUYECKHX MEHBIIMHCTB MPEAOCTaBUIA OOWMIBHYIO
IIUTATEJIbHYI0 Cpely Mg TBopuecTBa Kepamuku HwucuH. MecTHble Mactepa
VMCKYCHO HHTETPUPOBAIM 3THU KYJBTYPHBIE 3JEMEHTHI B MPOLIECC U3TOTOBJICHUSA
KEpAMUKH, NIPpUAAB u3aenusamM HucuH sSpko BhIpaKEHHBIC STHUYECKUE YEPTHI KaK B

(bopMax, TaK W B JACKOPATHBHBIX Yy30pax. HpI/I BHHUMATCJIIbHOM PAaCCMOTPCHHUHA
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MOKHO 3aMETUTh, YTO Ha Kepamuke HUCHH YacTo BCTpeyaroTcs XapaKTepHbIE IS
['yancu HapoaHbIE MOTHBBI, MECTHBIE KYJIBTYPHBIE CUMBOJIBI 1 MOPCKHE 3JIEMEHTHI,
YTO MNOpUAAET €l OJHOBPEMEHHO TPAJULIMOHHOE 3BYYaHHE, PETrHOHAIBHYIO
caMOOBITHOCTb U MOPCKOW KOJIOPHT.

C TOYKHM 3pEHHS] HUCTOPHUYECKOTO PA3BUTHSA, CTWIb YKpPALIEHUS KEPaMUKH
HucrH n3HavyaibHO BOCXOAUT K KyJbType JIMHHAHB, 1M0O3KE OH CTall MOCTEINEHHO
BIIUTHIBATh 3JIEMEHTHI KYJIbTYpP TaKUX 3THUYECKUX TPYMIl, KAK YKYaHbl U 510. JTU
KEPaMHUYECKHUE M3JIENUS CIyKaT HEe TOJBKO MPEeAMETaMy MOBCETHEBHOTO 00MXO0/a,
HO M OTPaXarT CTPEMJIEHHE MECTHOIO Hapoja K HM300MJIbHOM, OJaromnoaydHou
KU3HU. YU€HbIE OOHAPYKWIIM, YTO M3ydas SBOJIONUIO0 kepamuku HucuH, MOXKHO
NOHATh CUCTEMY HEpapXHH, METOAbl MPOU3BOJACTBA U IKOHOMHYECKOE pPA3BUTHE
JIpeBHEro ooOimiecTBa — OHa 1MOA00Ha OOBEMHOMY YUYE€OHUKY HCTOPHH,
(UKCcHpYIOIIEMY TPOTrPECC UBUITU3ALIMH.

bynyun omHuM U3 HamOoJee pEernpe3eHTATUBHBIX KYIBTYPHBIX CHMBOJIOB
pationa boitOyBanp B ['yancu, kepamuka HucuH JeMOHCTpUpYET —SPKO
BBIpaKEHHBIE MECTHBIE 0COOCHHOCTH. KaxkIbIii ATam mpou3BOJCTBA - OT OTOOpa
MaTepuaynoB A0 (OPMOBKH, OT AEKOPUPOBAHUSI 1O OOKUTA, - OTPAKAET CTPEMIICHHE
MacTepoB K XYJAOXKECTBEHHOMY COBEpIICHCTBY. Kynbrypa kepamuku Hucuu
IPEICTAaBIAECT CO00M HE MPOCTO KBUHTAICCEHIIMIO KYIBTYphl pernoHa baiiOyBaHs,
HO ¥ TapMOHUYHOE CIUIETEHHE NPAKTUYHOCTA M XYI0KECTBEHHOW II€HHOCTH,
€AMHCTBO MaTEPUAIbHON U JYXOBHON IIMBUIIM3ALIAMN.

B XynmoxecTBEeHHOM BBIpOKEHUU HambOoIee BBIJAIONINECS OCOOCHHOCTH
kepamuku Hucuu mnposiBisitorcss B TpEX acmekrax: ¢opma, ayx u ctuib. Kax
TPaJULIMOHHOE PEMECICHHOE W3JeIHe, OHAa COXpaHsIeT KilacCHuecKue (HOpPMBI
COCY/IOB, OJTHOBPEMEHHO BIIMTAB ACTETUYECKUE MPEANOYTECHHS
MHOTOHaIMOHaNpHOTO HaceneHus: ['yancu. Haubonee pacnpoctpanénusie Gopmbl
Mpe/ICTaBlIeHbl OyThUIKAMH, KyBIIMHAMU U ropiikamu. Kaxmoe w3 3Tux u3genui
OTJIMYAKOTCSI  CACPKAHHOW  BJIETaHTHOCTBIO M IUIABHBIMU  JIMHUSIMU,
MOKAa3bIBAIOIIUMH JIOCTOMHCTBO M YTOHYEHHOCTb. XYyHAOKECTBEHHAsh TEXHHUKA

KCPaMHKHU Hucun BKIIO4aeT ocob60e BHUMAaHUE C6aHaHCI/Ip0BaHHBIM IIPOIIOpIHUAM,
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COYETAHUIO MPAKTUYHOCTU U ICTETUKH, KOTOPOE BOIUIOTHIIO Obl TPAJAULIMOHHYIO
KUTAMCKYI0 KOHIEMIMIO "enMHCTBa Heba W denoBeka'. DTa yHUKaJdbHas
ACTETUYECKAasl KOHLIEMIMS KOPEHUTCS B JOJNOM MPaKTUKE MPOU3BOICTBEHHOU
NEeSTEIbHOCTH, HAOMIOAEHUM M OCMBICICHUU NPUPOABI, a TaKXKE B HOBAaTOPCKOM
HACJIEI0BAaHUHU KYJIbTYPHBIX TPaJAHULIHIA.

C TOukM 3peHHs KyJBTypHOW LIEHHOCTH, Kepamuka HucuH sBusercs He
TOJIbKO BHU3UTHOM KapToukod paioHa boiiOyBanr B ['yaHcH, HO U BakKHOU
COCTAaBJISIIOIIEH COKPOBUIIHULBI TPAJAUIMOHHOTO KHUTAHUCKOIO KEPaMUYECKOIrO
UCKyccTBa. EE€ yHUKaNbHBIM pPETMOHANBHBIM CTWIb M INIyOOKas KyJbTypHas
HACBIIIEHHOCTh JIENIA0T €€ PEIKOM KEMUYY)KMHOW B KHUTAlCKOM KEpPaMHYECKOM
uckycctBe. Kaxmoe wu3nenmne HwucwH Bommomaer B cebe Tpyd W MyApPOCTh
MacTepoB, Ipeajaras 3pHUTEIsIM  KYJIBTYPHO IPOCBETUTHCA U IOJIYYUTh
YHUKAJIbHBIM 3CTETUYECKHUM OmnbIT. B HacTosimee Bpemsi kepamuka HucunH Bcé
OoJbIlIe MPUBIEKAET BHUMAHUE CBOEH HENPEB30MIAEHHOM TEXHUKOM, CTAHOBSCH
BaYKHBIM HOCHUTEJIEM TPAAULIMOHHON KHUTAMCKON KYJIBTYpHI.

3.3.1 Kyabrypa (popmMbl HUHBYKOYCKO Kepamuku Hucun

Kepamuka HucuH o cBOeMy Ha3HAYEHUIO JIEIUTCSA Ha ABa Tuma. IlepBeiil Tvn
— 3TO KepaMUKa Ui [MOBCEJAHEBHOIO MCHOJIb30BAHMS, OHA K€ ObITOBas KepamHKa.
K Hell oTHOCATCS YallHUKH W YAIllKK JJIs1 3aBapUBAHUS Yasi, TAPEIKA U MHUCKHU JJIs
€Ibl, KEpaMUYECKUE TOPLIKM JUII IPUTOTOBICHUS IHINM, a4 TAKXKE pPA3IUYHBIE
COCYIbl JUI XPAaHEHUS MPOAYKTOB. OTH M3JEIHUSA IMIHPOKO HCIOIb3YIOTCS B
NOBCEAHEBHON KWU3HM MPOCTHIX JIIOJEH W  SBISIIOTCA  HE3aMEHHUMbBIMU
YTWIATAPHBIMU ~ [peAMETaMU B KaxaoM  jgome. Bropor  tum -
XyJI0’)KECTBEHHO-IEKOPATUBHAsL KEPAMUKA WJIU K€ XYI0KECTBEHHAs! KepaMHKa. JTU
u3Jenus 00Jbllle OPUEHTUPOBAHBI HA 3CTETUUECKYIO0 IEHHOCTh. K HUM OoTHOCSTCS
JEKOPAaTUBHBIE Ba3bl, NPUHAMIEKHOCTH JUIsl KaUrpa@uu W KUBOIIMCH,
CTWJIN30BaHHBIE IO/ CTAPUHY KypPWJIBHMIIBI M OJIArOBOHMS, a TaKXKe pPa3IUYHbIC
V3BICKAHHBIC JICKOPATHBHBIE AIEMEHTHI. XYI0)KECTBEHHAs KEpaMHUKa IOJIb3YETCs
OONBIION TOMYASIPHOCTRIO OJarojaps TIIATENFHOW OOpaOOTKE M YHUKAILHOMY

I[HBEIﬁHy: eé HCIIOJIB3YIOT HC TOJIBKO JIAA YKpAIICHUA AO0OMad, HO M B Ka4CCTBC
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JI0KA3aTeNIbCTBA BKYCa U KYJIBTYPHOTO YPOBHS BIAJEIbIIA.

C Touku 3peHus CTPYKTYyphl, uzaenve HucuH OOBIYHO COCTOMT W3 IIECTU
OCHOBHBIX 4acTel. BepxHsAs 4acTh Ha3bIBA€TCS TOPJIOBHMHOW, 3a HEM CIEAYyeT
nieiKa, HWKE pAacIolaraloTcsl IUICYUMKH, 3aTeéM TYJIOBO, a B CaMOM HH3y —
OCHOBaHME M HOXKa. B Tmporiecce H3TOTOBICHHUS MacTepa YISIIIT o0coboe
BHUMaHHE 00pabOTKe Kaxaou dacTd. OHU CTPEMATCS K OKPYIJIOCTH W TIOJHOTE
dopmM, coOmomasi cUMMETpUI0 U TapMoHHUIo. Kpas wuznenus MOKHBI OBIThH
POBHBIMHM W TJaJAKUMH, JUHUM — IUIABHBIMU U ecTecTBeHHbIMU. OO0mas dopma
JOJIKHA OBITh TAPMOHUYHOM M IIEJIOCTHOM, coO37aBasi MPHUSITHOE BU3YAJIbHOE
BrieyamiiecHue. Kpome TOro, ogHOMl M3 XapakTepHbIX 4YepT Kepamuku Hucuu
SBIISIETCSI TIPOCTOTAa W JIAKOHWYHOCTH (opM 0€3 M3IHIIHUX YKpAIICHUH ¢
TIIATEIEHO 00pa0OTaHHON MOBEPXHOCTHIO: ATO MPUIAET U3ACTUIM MUHUMAIN3M U
€CTECTBEHHOE OYapPOBaHMUE.

borarcTBo ¢opm — ofHA U3 OTIMYUTENBHBIX YepT kepamuku Hucun. 3a Gonee
YeM TBHICSYEJIETHIOI0 UCTOPUIO PA3BUTHS MAacTepa 3HAYUTEIILHO pa3HOOOpa3min e
dopmbl. Cpemu  06a30BBIX (OpPM MOXKHO BBIJCIUTH KPYIJIbIC, OBAIBHBIC,
NpSIMOYTOJIbHBIEC, KBAApPATHBIC, TPEYrOJbHbIE, BOCHMHUYTOJIIbBHBIE U JpYTHE.
CymiecTBytoT U 0co0Obie (hOpPMBI, TAKUE KaK I[BETOUHBIC, B BUJIE THIKBBI-TOPJISIHKHY,
06aMOyKOBBIX CETMEHTOB, a Tak)ke (POPMBI, MOAPAKAIONINE OUePTAHUSIM PACTCHUHN U
KUBOTHBIX. DTU pa3zHO0Opa3Hbie (POPMBI HE TOJBKO KPACHUBBI U MPAKTUYHBI, HO U
HECYT B ce0€ MHOXKECTBO KYJIBTYPHBIX JIEMEHTOB. OHHM OTPaKaloT MOJUTHICCKHE,
HapOJHBIC W OBITOBBIC OCOOCHHOCTH Pa3HBIX HCTOPHYCCKUX TEPHOIOB, OOMamas
KAaK YTHJIMTAPHOU LIEHHOCTBIO, TAK U JIOCTABJISISL SCTETUYECKOE YI0BOJIBCTBHUE.

B menmom, popmer kepamuku HucH MOXKHO pas3aeinuTh Ha YETHIPE OCHOBHBIC
kareropun. llepBasg kareropus — KBaJApaTHbIE W3ACNHHS, OTIMYAIOIINECS
MPaBUIBHOCTBIO (hOpM O€3 M3IUIITHEH KEeCTKOCTH. BTopas xareropusi — KpyTybie
W3JIENNs, 111 KOTOPBIX BaKHBI IUIABHOCTh JIMNHUHM U OKPYIIIOCTh. TpeThs KaTteropus
— WU3JENUs C PYUYKOU-IYKKOW, UMEIOLINE BEJIMUYECTBEHHBIA U CTPOWMHBIN CHIIYIT.
YeTBepTas Kareropusi — U3ACNIUsl OYEHb KPYITHBIX pa3MEpOB, MOPAKAOIIUE CBOUM

PpPa3MaxoM. C Touku 3pCHUA CII0co0a MCIoIb30BaHUA UX MOYKHO Pa3acinTb Ha ABa
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TUMA: AEpKaIUecss B PyKe U ¢ pydko-myxkkoit. Kaxknas ¢popma obnagaeT cBoum
YHUKQJIBHBIM  XYJOXECTBEHHBIM  OYapOBaHUEM, JIEMOHCTPUPYS  pa3IUYHbIC
scTeTHYecKue 0cobenHocTu®,

Cpenr MHOTOYMCIEHHBIX H3Nenuii HHUCHMH 4YallHUKU SBISIIOTCS OJHUMH U3
caMbIX xapakTepHbiX. DopMbl YyallHMKOB HHCHH MOXHO pa3nenuTb Ha TpHU
OCHOBHBIX BuJa. [lepBblii BUJI — yallHUKH ¢ (hOpMaAMHU, MTOAPAKAIOUIUMU IPUPOJIE,
UMUTHPYIOIIUMHU OYEpTaHUs I[BETOB, NTHUI], HACEKOMBIX W PbIO. BTopoit Bug —
pedpucTble YalHUKU C penbe(HBIM y30pOM Ha IMOBEPXHOCTH. TpeTuid BUI —
r€OMETPUYECKHE YalHUKH, KOTOPBIE B CBOK OYEpenb ACIATCS Ha KpyIible U
KkBagpartHble. Kpyrble 4YalHHKA OTJIMYAKOTCS OKPYIJIIBIMAU W YCTOMYUBBIMU
(dbopMamMH, C TIIATEIHLHO BBIBEPEHHBIMH IPOMOPLUSAMU MEKY KOPITyCOM, HOCHKOM
u pyukoit. Knaccuueckue o0pasipl, Takue kKak 4vaHuk "[lyorro", "danry" u
ApyTHUE, SBSIOTCS STATOHHBIMH MTPUMEPAMHU KPYTIBIX YaWHUKOBS!. DTH YalHUKH
CoYeTaroT B  cebe  MpakTU4YecKyr0  (YyHKIMOHAIBHOCTH M BBICOKYIO
Xy[0’KECTBEHHYIO LIECHHOCTb, B ITOJIHOM MEpE pacKpbIBas YHUKAJIbHOE OYapOBaHUE
kepamuku Hucums.

3.3.2 JlekopaTuBHAs KYJbTYpPa HUHBYKOYCKOI Kepamuku Hucun

JlekopaTuBHOE  O(QOpPMIIEHHE  O3HA4YaeT XyJOXKECTBEHHYIO  00pabOoTKy
kepamuuecknx usfenuid. Kepammka Hucwn obnamaer GoratbiM pasHOOOpazueM
JEKOPAaTUBHBIX TEXHUK, BKIIIOUas CIEAYIOIIME OCHOBHBIE METOJIbI: KOHTYPHOE
OUYEPUYMBAHUE JTUHUSAMH, JIENIKY PyKaMH, UHKPYCTAllMIO pa3IMYHbIMU MaTeprajaMu,
TOHKYI0 HUTH(OBKY TOBEPXHOCTH, pe3b0y Y30pOB HHCTPYMEHTAMH, POCIHCH
y30pOB, Kaumurpadguueckue HaAMUCH, HAOPBI3T [BETHBIX MUTMEHTOB. OTHU
JIEKOpPaTUBHBIE METO/IBI eNatoT u3aenus Hucun emeé 6osee n3bICKaHHBIMH.

Pe3nba siBisieTcst BaXKHOM IEKOPATUBHOM TEXHUKOWU KepaMuku HucuH u MoxeT
MONIPa3ICNIAThCS Ha HECKOIBKO BHJIOB: Oapenbed (BBITyKIas pe3pda), IMIockas

pesb6a, JICITHAasA pesb6a, 3aIIOJIHCHHUC HBGTHOP'I FJ'IPIHOﬁ, CKBO3Hasd pesb6a,

20 Ma Yushan. The Art of Nixing Pottery. Nanning: Guangxi Fine Arts Publishing House,
2013:97.

8 Wang Gang. Innovative Design Research of Nixing Pottery Products from the Perspective of
Regional Culture. Xinhua Publishing House, 2019:32.
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uHkpycTarusa. Cpean HuX 6apenbed U CKBO3HAS pe3b0a MPEIbIBIISIOT HAMBBICIIINC
TpeOOBaHUSI K MacTEPCTBY PEMECICHHUKOB. Pe3b0a OOBIYHO BBHIMIOJIHACTCS, KOTaa
DJIMHSHASL 3arOoTOBKAa JOCTHUIVIA TOJYBBICYIIEHHOIO COCTOsIHMA. Mactepa cHauana
HAHOCSIT Y30pbl WJIM HAJIKUCH Ha 3aroTOBKY, 3aT€M 3aMEHSIOT KHUCTh PE3laMH,
WCTIOJIb3YSI TEXHUKU TPABUPOBKHU, PE3KHU U MOAPE3KHU [T IEKOPUPOBAHUA.

Texnuka pe3pObI JACIUTCS HA JIBa OCHOBHBIX BHUA: JBOWHOW W OJWHAPHBIN
pe3en. JIBOWHOM MOAXOOUT I BBIPE3aHUS Y30POB U 3aIlOJHEHUS TJIMHOW, TOTIA
KaK OJMHAPHBINA OOJbIIe MpeaHA3HAYCH I KAJUTUTpaguu: 0COOCHHO TSI MEJIKOTO
yCTaBHOro nuchMa. Ha mpakTuke ke MacTepa 4acTo KOMOMHHPYIOT 00a MeToja.
DTO TMO3BOJSIET CO3/laBaTh M3JEiUs ¢ Oojiee BBIPA3UTEIBHBIM IAaTTEPHOM U
BBICOKOM Xy/I0KECTBEHHOM [IEHHOCTHIO®?,

Pe3ssba  kepamukum  HucwmH  omimyaercs  ocoOOW  JIETAJIBHOCTHIO,
€CTECTBEHHOCTHIO M IUJIABHOCTHIO JIMHWM, HAIOMUHAIONIMX KaJUTUTpaduyeckoe
nuceMo. [locie 3aBepmieHHss pe3bObl MacTepa 3amlojHSIOT TPOPE3d TIIHMHON
npyroro 1seta. Hampumep, BbIpe3aloT y30pbl HA KPaCHOW IJIMHSHON 3aroTOBKE M
3aMoNHSAT WX  Oenoi, Tmoka oHa emé He 3arBepaena. Ilocrne
BBICOKOTEMIIEpaTypHOTro OOKHMra W TUIMGOBKH OKHUCICHHOTO CJIOS TOJIydacTCs
YHUKQIBHBIN 3(P(EKT ¢ MypHnypHO-KpacHbIM (OHOM M OCJIBIMH Y30paMH. ITOT
JIEKOPAaTUBHBIA METONI COXPAHSIET MPOCTYK) M BJIETAaHTHYK) 3CTETUKY KEPaMUKH
Hucun, noGapisst mpu 3TOM KyJIbTYpHBIH KOJIOPUT. CaMo ke u3/1eliie CTaHOBUTCS
M3BICKAHHBIM MTPOU3BEICHUS HCKYCCTBA C BBICOKOW MPAKTUYECKON LIEHHOCTHIO.

JlekopaTuBHBIE Y30pbl KepaMUKM HHCUH SIPKO OTpaKkarOT PErMOHAIIBHBIE U
HAIIMOHAJIbHBIE YEPThI, MPOCICKHUBAIOIIMECS B TapMOHUU MEXIY Y30pOM H
dbopmoit u3nenusi. OCHOBHOE COACp)KAHHME JIEKOpa, KaK MpPaBUIIO, OTCHUIACT K
MIOA3MHM, KUBOMHUCH U Kamurpaduu. TemaTuka TOXKE JOCTaTOYHO Pa3HOOOpa3Ha.
HexkoTtopelie y30pbl H300paxkaroT nei3axku cyOTpOnuYeCKor MPUPObL: TOPbI, BOJIBI,
IIBETHI, TPaBbl, KAMEHHBIC JI€CA, XHWBOTHBIX, JEMOHCTPUPYS KpPacoTy U dyjaeca

PCTHUOHA. ,Z[pyr HC Y30pbl OTPAXAKT CHCHLbI H&pOIIHOﬁ KU3HHU, TPAAUIOHUOHHBIC

8 Zhao Guolin. Chinese Nixing Pottery: The Imperial Kiln of Qinzhou. Guangxi Fine Arts
Publishing House, 2014:24.
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Mpa3IHUKU U 0ObIYau, TEM CaMbIM PACKpbIBas KYJbTYPHO-UCTOPUUECKOE HACIIEIUE
boiiOyBans. Takxe BCTpe4aroTCs y30pbl, BJOXHOBIEHHbIE MUbaMU, JIETEHAAMHU U
HUCTOPUYECKUMHU COOBITUSIMH, TIO3BOJIAIONIME OIIYTUTh OYapoOBaHUE JApPEBHEN
KyJIbTypbl. CTOUT OTMETUTh U Y30pbl, HECylllue B cebe Oyiarme moKelaHus U
OTpaXarIIMe MEPMAHEHTHOE CTPEMIICHHUE JIFOIEN K CUACTIIMBOM KU3HUA. DJIEMEHTHI
TPaIULIUOHHON OJEKIIbI, APXUTEKTYpbl M JAPYIMX OCOOEHHOCTEM STHUYECKHUX
MEHBIIMHCTB TAKXE YacTO HCIOJIb3YIOTCS B KayeCTBE JIEKOPAaTUBHBIX MOTHBOB,
JEMOHCTPUPYSI YHHUKAJIbHOE OYapOBAaHUE MYJIBTHKYJIBTYPHOTO pa3HOOOpa3us
['yancu. D10 Goratoe pa3HOOOpa3ue NEKOPATUBHBIX TEM 3HAYUTEILHO PACIIUPSET
XYIOKECTBEHHYI0 BBIPA3UTEIIBHOCTh KepamMuku HucuH, 1mpeBpamas €€ B
XYIO’KECTBEHHBIC ~ COKPOBHIINA, COYETAIONIUE HUCTOPUYECKYIO TIyOMHY W
COBPEMEHHBIE OCOOCHHOCTH, Japsi JIIOISAM OCTETUYECKOE HaCHaXJCHUE U

KyJIBTYpHOE OOOralieHue.

3.4 CpaBHHUTE/IbHBINA AHAJIN3 HUHBYKOYCKON KepaMuku HUCHH U MCHHCKOM
MyPILyPHOIl KEPAMUKH

Kepamuka Hucun mnpencraBiser co0oil  XyJOXKECTBEHHOE BOIUIOIIECHUE
COBEPLICHHOI'O €IMHCTBA BOJBI U IVIMHBI, OTHSA U 3€MJIM, Ybsi UCTOPUS Pa3BUTHUSA
HEpa3pbIBHO CBfA3aHA C KWUTAWCKOM KepaMH4YeCcKoW Tpaaunuen. lMcropuueckue
Mex10ycoOunpl Ha ceBepe Kurasi BbI3BaJM MUTpAaLMI0 HACEJIECHUS Ha IOT, YTO
CIOCOOCTBOBAJIO HE  TOJNBKO  TepeMelieHuio  pabouell  Cuiibl, HO U
PacpOCTPAHEHUIO TEXHOJIOTMN KEPAMHUUYECKOTO IMPOU3BOJICTBA. B 3TOM KOHTEKCTE
UHBYKOYCKash kepaMuka HucuH, BoOpaBias B ce0st JTydIlIne TEXHUKU Pa3InYHBIX
PErMOHOB, IOCTENEHHO C(POPMUPOBANA YHHKAJIbHBIM CTWJIb W B HUTOre ObuLIA
NpU3HaHA OJHOW M3 YEThIPEX BEIMKUX KepaMuK Kwutas Hapsay C HCHHCKOU
nypnypHoi kepamukod (mpoBuHIMsA [[3sHCY), H3SHBIIYHCKOMCKAs KEepaMHUKOU
(mpoBuHuug KOHBHAHB) M KyHUAHCKOW Kepamukou (mpoBuHIMs ChluyaHb, HbIHE
UyHIMH), 3aHSB Ba)KHOE MECTO B MUPE KEPaAMUKHU.

Ha nporsbkeHMM IMTENBHOTO INEpHOAAa TBOPYECTBO B Kepamuke Hucuu

HaxXoaAuJIOCh I104 BJIMAHUCM HypHypHOP'I KCPaMHKHU HUcun u O3HUHIYKOHBCKOI'O
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dapdopa. OcobeHHo TIyOoKoe BO3/ciCTBIE Ha pa3BuTHe HucuH okazamu Ghopmbl
YaHUKOB, CO3JaHHBIE II0 IPOEKTAM HU3BECTHOIO XyAOoKHUKa 3moxu Llua Ysub
XyHuioy  (M3BECTHOrO  1HOJ  NceBIOHMMOM  ManbunH). BocemnHaanare
KJIACCUYECKUX (OpM YaHHUKOB, pa3pa0oTaHHBIX UsHb XyHILOY U BBINOJIHEHHBIX
MactepaMu nypnypHoul kepamuku SH IIbHHsSHeM u SH D> HHSIHEM, MOMYYWIH
HazBanue "BocemHaamare ¢Gopm ManpmmHa" niu "YaitHukn ManenmHa". OTH
KJIacCuuecKkue (OpMbl CTAIM Ba)KHBIM OPUEHTHPOM JJIsl MOCIEAYIOIIEro au3aiiHa
YalHUKOB HUCMH # nOpoAomKaroT BAOXHOBIATH COBPEMEHHBIX MAacTEPOB,
COXpaHsACh U Pa3BUBAsACh B COBPEMEHHBIX U3JIEIIUAX.

Ui T1yOOKOTro MOHUMAaHMS XYIO’KECTBEHHOM LIEHHOCTH Kepamuku Hucuu
HEOOXOJMMO TPEXkIE BCEro YETKO ONPEACTUTHh €€ MPUHIUIHAIBHBIE OTIUYHUS OT
nypnypHoil kepamuku Mcun. Xotd o0a BuAa OTHOCATCA K BbICOKOKaYECTBEHHOMU
KepaMHKe, OHU 00 al0T MHANBHIYAIbHBIMH OCOOCHHOCTSIMU B XapaKTePUCTUKAX
CBIpbsl, MPOU3BOJICTBEHHBIX TEXHOJIOTHSX U CTUIUCTHKE (opM. CpaBHHUTEIbHOE
UCCIIEJOBAHUE I103BOJIIET BCECTOPOHHE OLICHWUTh YHHUKAIBHOE XYyI0’KECTBEHHOE
o4apoBaHuE KepaMuKM HHCUH M €€ 3HauuMoe MECTO B HCTOPUHM KHTAKWCKOU
KEpaMHUKHU.

Bo-nepBbix, mpoueccel (GopmMoBaHUs paziauuHbl. M3-3a pa3Horo kauecrtsa
TJIMHBI OCHOBHASI 0COOCHHOCTH (hOPMOBAHUS MypPIyPHOU KEPAMUKH 3aKITIOYAETCS B
co3ganuu (opmbl MyTEM BBHIOMBAHMS TIMHSHBIX IUIMT; Kepamuka Hucuu
dbopmupyercs TpaIUIIMOHHOW PYYHOM JICTIKOW, TPECCOBAHUEM WJTU JIUTHEM.

Bo-BTOphIX, mpouecchl NOIUPOBKU paszinyHbl. [locne ¢opmupoBanus tena
NOJIUPOBKA HCUHCKOW KEpaMHUKU OCYIIECTBISETCA MyTEM COCKAOIMBAaHUA U
BBIIaBTUBAHUS, YTOOBI CJENIaTh MOBEPXHOCTh TOHKOM M ONECTSIICH, MOCIE Yero
u3Jenue rnoMernaercs B nedb. Ilocie u3BinedeHns U3 neyu OHO CUUTAETCS TOTOBBIM
npoaykToM; Kepamuka HucuH momeniaercs B meuyb nocie GOpMUPOBaHUS Tena, a
MOBEPXHOCTHBIE MIPUMECH MOJUPYIOTCA MOcse 00XKHra, YTOOBI MOTYyYUTh TOTOBBIN
IIPOIYKT.

B-tpetpux, ctunu odopmueHus paznudabl. OCHOBHBIM MpoaykTom HMcuHa

ABIOTCS  ITYPIIYPHBIC qaﬁHHKH, KOTOPBIC OTIINYAarOTCsA Oosiee M3BICKAHHBIMU
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dbopmamu, HO KpyIIHbIE PaObOTHI pelKHu; KepaMuka HucuH nMeeT npenmyinecTBo B
BU/JIC TOHKOW TJIMHBI, YTO MO3BOJISIET CO37aBaTh M3JENUs JII0OOro pazMepa, ¢popma
OoJiee TpaauIIMOHHAs], © MOYKHO CO3/1aBaTh KaK KPYIHBIE, TAK U MEJIKUE WU3/ICIIHUS.

Kpome Toro, pe3pba u jexop Takxke pasznuyarorcs. VcuHckas myprypHas
[JIMHA UMEET TpyOble YaCTUIIbI, TOITOMY Pa3IMUHbIe TEXHUKU PE€3b0bl B OCHOBHOM
WCIIOJIB3YIOT MTpoCThie TUHUM. [lyprypHas rmaa Hucua 061a1aeT mpovYHBIM TEIOM
U TOHKOW, YyIPYrod INIMHOM, YTO IMO3BOJSIET CBOOOJHO MaHUMYIUpoBaTh 0. OHa
0COOEHHO XOpoIa JUisi TOHKOW pPe3bObl, MCIOJB3ys] HOXXKH BMECTO KHCTCH, U B
OCHOBHOM TIIPUMEHSIET pebedHYIO pe3n0y, TUHEHHYIO pe3b0y U CKBO3HYIO Pe3b0y,
JEMOHCTPUPYSI TOHKYIO paboTy KaJTUTpadoB U XyJ0KHUKOB, (POPMUPYS POCTOMH,

5JIEraHTHBIM M €CTECTBEHHBIN KEPAMUYECKHUI CTHIIES .

3.5 IIpeacraBuTe 1M MACTEPOB HMHBYKOYCKOM kKepamuky Hucun

Macrepa kepamukn HHCHMH NOSBISUIIMCE B KaKJIOM IIOKOJIEHUH, IEeperaBas
CBOM 3HaHWs WM HaBbIKM. B HacTosmiee BpeMs B HHIYyCTpUM Kepamuku HucnH
HacUuThIBaeTCs 218 MacTepoB XyHOKECTBEHHBIX PEMECEN Pa3JINYHBIX YPOBHEW,
BKJIFOYass 4 HAUMOHAIBHBIX MAacTepa XYIO0KECTBEHHBIX PEMECEN M MacTepOB
KEpaMUYECKOT0 HCKYCCTBa, 71 NIPOBUHIMAIBHOIO MacTepa XYH0)KECTBEHHBIX
peMécen u 143 MyHHIIMDIATBHBIX MacTepa XyJI0KECTBEHHBIX peMéEcen. Kpome Toro,
CyILIECTBYET 15 HacIETHUKOB HEMATEPHUAIBHOTO KYJIBTYPHOIO HACIEAUs KEPAMUKU
HucuH, BkITtOUas 2 HaMOHAIBHBIX, 4 IPOBUHIUAIBHBIX U 9 MyHHUIIUITAIBHBIX.

JIm JKompnmH. MacTtep KHTaMCKMX XyHOKECTBEHHBIX PEMECEN, MAacTeEp
KUTaNCKOIo KEpaMHU4ECKOTO HCKYCCTBa, HACJIEJHUK  HAIMOHAJIBHOIO
HEMaTEepPHAILHOTO KYJIBTYPHOTO Hacjienusi TEXHUKUW oOxura kepamuku Hucuw,
CTaplIMi  MacTep  XyAOKECTBEHHbIX peMmécen W o0najarenb  3BaHUsA
"MeXTyHapOIHBI MacTep HApOIHBIX XyNOKECTBEHHBIX peMEcen", MPUCBOECHHOTO
FOHECKO. On cnenuanusupyercss Ha au3aiiHe ¢opM Kepamuku U pe3bde. Ero

npencTaBUTeNIbckue paboTel BkiIouatoT "[muusHbld por", "Baza B dopme

& Qinzhou Nixing Pottery Culture Research Team. Research Report on Qinzhou Nixing Pottery
Culture. Gehai,2015,(2): 105-130.



76
Oapabana", "JlpeBHuil ruHIHBINA Kojokon" u apyrue. Cpeau Hux "Baza B dopme
Oapabana" Opuia ynocroeHa "Ceprudukara 3HaAKa OTIMYMS 3a BBIJIAIOIIAECS
pemécia mupa" KOHECKO B 2006 rony (puc. 3.6).

PaGota "Baza B popme Gapabana" (puc. 3.7) UMEET sIpKUE€ YEPThI KYJIBTYPHI
wkyad. E€ ocHoBHas ¢opma mnpoucxogutr oT OponH3oBoro OapabaHa c
XapaKTepHbIMU 4epTamu ['yaHCH, a JI€KOp BKJIIOYAET KIIACCHUYECKHUE 3JIEMEHTHI
HACKaJIbHBIX pUCYHKOB [[30113aH Xyaianb. Y30pbl BKIIOYAOT QUTYpHI B (opMme
JATYHIEK, YWKYAHCKUM TEKCTUIIb, COJHEYHBIE Y30pbl U TPEOI0, YTO MOJHOCTHIO
OTpakaeT Oorarble pernoHaJIbHbIE OCOOCHHOCTH U STHUYECKUE OObIYaH.

JIm UYsHmm. Macrep KHTAUCKUX XyIOXKECTBEHHBIX peMEces, CTapLInn
XYJIO)KHUK XyJOKECTBEHHbIX pemécen. OH HMHTErpHpYyeT KyJIbTYPHBIE 3JIEMEHTHI,
TakKMe KaK TEXHUKA pe3bObl M0 pakyllkaM, HCKYCCTBO KaJuturpaduu,
JUTEpaTypHbIE KIACCUKH U OJaronoXKenaTeNbHbIe y30Pbl, B UCKYCCTBO PE3HOBI O
kepamuke  HucuH, wu  ero  pabOTbl  OTIMYAKOTCS  YHUKaJIbHOCTBIO.
[IpencraButenbckue paboThl BiIO4aroT '"KemuyxkuHa AmnanektoB", "Tapenka
Bemuxoii [Tpubsumm smoxu Becusr u Ocenn", "CokpoButia Mops" u apyrue (puc.
3.8).

Jly L3uHnuH. Macrtep KHTAMCKOro KEpaMHYECKOr0 MCKYCCTBa, MacTep
KUTalCKOM MHAYCTPUM  XYHOKECTBEHHBIX pEMECeN, CTapIIuid  XyI0KHHUK
Xy[IO)KECTBEHHBIX pEMECEN, CTaplIMid TEXHHK, HACJIECIHUK HAlMOHAJIbHOIO
HEMaTEepUAIbHOTO KYJIbTypHOro Hacieaus. Crnenpanu3upyercss Ha JAu3aiiHe
KEepaMU4eCKOro uckyccTna u pesboe. [IpeacraBurensckue padoTsl BKIo4aoT "bor
raganusa’, "Tpéxropnas Ba3za cembu Ykyan", "Putm Bemmkoit crensl", "Cepus
Kepamuku ¢ Mackamu Hyo" u npyrue.

Xyan Xaumzu. Mactep KATaMCKOW MHAYCTPUU XYHOKECTBEHHBIX pEMECEI,
CTapmIui  XyJOKHUK  XYJAOXKECTBEHHBIX  peMmEces,  CTaplIuid  TEXHHUK.
Crnennanu3upyeTcsi Ha BKIIIOUEHUU CKYJBIITYPHBIX TEXHUK B CO3/IaHHE PaboT, ero
paboThl OTIMYAIOTCS KPEATUBHOCTHIO W YHUKAIBHOCTHIO. [IpencraBUTEnbCKHE
pabotel BkIO4aroT "JleBATh chiHOBE npakonHa", "Yama orua", "WkyaHckoe

cuactee", "CaaiienHas koposa', "UyBcTBa nepeBHu Msio" u npyrue.
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3.6 IIpoOJiembl HacIeIOBaHUS M pa3BUTHA Kepamukn Hucun

Kepamuka HucnH — 3TO TpaIWIIMOHHOE KUTAWCKOE KEPAMUYECKOE UCKYCCTBO
C JOJNrOM HCTOPHUEN M YHHUKAIbHBIMM TEXHOJOTHAMH. OJIHaKO C pa3BUTHEM
BPEMEHM Y U3MEHEHMSMHU B PRIHOYHOM CPEE HACIEAOBAHUE U PA3BUTHE KEPAMUKU
Hucun crankuBarorcs ¢ psaxoM TpyaHocTted. C TOYKM 3peHUS KYJIBTYpHOU
DKOJIOTMH, HACJENOBAHWE M pa3BUTHME KepaMUKUM HUCHH CTankuBaroTcsi €O
CJIEIYIOUIMMU TPOOIEMaAMH:

- Henmocrarounslii peiHOYHBIN cnpoc. Cpoc Ha TpaJuMLHMOHHBIE peMécia B
COBPEMEHHOM OOILECTBE IMOCTENEHHO CHIXKAETCSA, OCOOEHHO Cpenud MOJIOIOrO
IIOKOJICHHSI, KOTOPOE€ NPEANOYUTAET COBPEMEHHBIE W MOJHBIE IPOAYKTBHI.
[lockonbky Kepamuka HHUCHMH - TpaJULIMOHHOE DPEMECIIO, Y HEE OTHOCUTEIBHO
HEOONBIION PBHIHOYHBIA CIPOC, M3-32 4YEro KaHajubl cObITA W pa3Mep pHIHKA
OTPaHUYCHBI.

- IIpobnembl ¢ mnpeemcTBeHHOCTHIO. IlpomsBoacTBo kepamuku Hucun
CJIOXHOE: YTOOBI €r0 OCBOUTH, TPEOYIOTCS TOAbl YIIOPHOTO OOYYEHHS U IPAKTUKH.
OT0, B CBOKO OYE€peNb, OTIYTUBAET COBPEMEHHYIO MOJIOIEXKD, U TAK HE TOPAILLYIO
MHTEPECOM K TPaJAMLMOHHBIM peMéciiaM. [Ipu 3TOM ombITHBIE MacTepa CTApEroT, a
U3-3a HEXBATKU IOHBIX YUYEHUKOB IEPEIaBaTh PEMECIIO 0CO00 HEKOMY, UTO BEJIET K
IIOCTEIIEHHOM yTpare pemecia.

- Bricokne nmpownsBoacTBeHHbIE 3arpaThl. [Iponecc mpons3BoACTBa KEpaMHUKU
Hucun - gocratouHo noporoid pyuHoil Tpya. M3-3a sToll cnenuduku CTOUMOCTh
KepaMuku HHCHH TpyaHO CHU3HTH B OTJIMYUE OT COBPEMEHHBIX W3JCINUH,
IPOU3BOJIMMOM C MCIOJIb30BAHMEM KpyMHOMaclTabHOW MexaHuzauuu. Otcrona
IPOUCTEKAET Apyras mpoOiema: BbICOKas 1I€HA, 3HAUUTEJIBHO OTrpaHUYMBAOILAs
KOHKYPEHTOCIIOCOOHOCTD M3/I€TUs HA PBIHKE.

- Henocratok TEXHOJIOrMYECKUX HWHHOBaIMK. XOTA Kepamuka Hucun
oOnagaeT OorarblMM TPAAUIMOHHBIMU TEXHOJOTHSIMH, B O0JACTH TEXHOJIOTMU U
JV3aliHa OHAa SIBHO OTCTAET. K mpoayKTaM, OTpHULIAIOIIMM COBPEMEHHBIE TEUCHHS,

AOBOJIbHO CJIOKHO ITPHUBJICYb BHUMAHHC 130aJIOBAHHOTO IIPOAYKTOBBIM N300MIIHEM
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norpedutens. 3ITO, B CBOIO OUYEPE/lb, IPUBOJUT K CHUKEHUIO JOJIU PHIHKA.

- Ilnoxas ocBeméHHOCT, B oOmectBe. KynpTypHas UIEHHOCTh U
XYZIOKECTBEHHOE O4apOBaHME KepaMMKH HHCHH O cHX mOp OCTaroTCs THAE-TO 3a
KagpoM. OTCyTCTBHE NPOABUKECHHS IPUBOIUT K TOMY, YTO JIFOAU IIOYTH HAYETO HE
3HatOT o kepamuke Hucun. Kak pe3ynbrar - pbIHOYHBIN crnpoc, U 0€3 TOro
HEOOJBIION, TAAAET elle HIKE, & Pa3BUBATh OTPACIb CTAHOBUTCS TOJIBKO TPYIHEE.

- HenocrarouHas nonaepkka co CTOpOHbI NOJUTUKU. HecMoTpst Ha ToyeuHbIe
MEpBbI, HAIIPABJICHHBIE HA MOAACPKKY TPAIULMOHHBIX PEMECEI, IS MPOLBETAHUS
WU JaKe MOAACPIKKU OTPACIIM HA IUIaBY ITUX MEP OKa3bIBAECTCS HEJOCTATOYHO.

- [IpoGnieMsl ¢ 3amuTON KOJIOTHUECKON cpeabl U pecypcoB. IlouBa u apyrue
IPUPOAHBIE PECYPCHI, HEOOXOAUMBIE JJI1 MPOU3BOACTBA KepaMuku Hucul, - 310
yucyepnaeMbli pecype. M3-3a ero upesMepHOW OJKCIUlyaTalMd MW 3arps3HEHUs
OKPY’KaIOIIEN Cpenbl, NMPOU3BOJACTBO, PABHO KaK M KadeCcTBO KepaMuku HucwH,
IIPOJOJKAET CTATHUPOBATb.

Bce sTn npoOnembl BaXXKHO peliarh KOMILJIEKCHO: KaK Ha YpOBHE 3KOJIOTHH,
TaK U HAa YPOBHE KYyJBTYpPHOIO INPOCBELIECHUS, MOCKOJbKY Ha HACIEHOBAaHUE H
pa3BuTue KepaMuku HucuH BiusieT cpa3dy HECKOJIbKO (PaKTOpoB. DTHU (HaKTOPHI
B3aMMOCBS3aHbl U JIEUCTBYIOT CUHEPreTUYECKU. TOJNBKO yiydllias UX B ILEJIOM,

MOXHO AOCTHUYb yCTOfI‘IHBOFO Pa3BUTHA KEPAMUKHU Hucun.
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IUIABA 4. DBOJIIOLUS IUHBYKOYCKOM KEPAMUKU HUCUH

4.1 AHau3 ABMKYIIMX CHJI IBOJIIOIMH HMHBbYKOYCKOI kKepamMuku Hucun

C TOUYKM 3peHUs TEOPUH KYIbTYPHOH SKOCHCTEMBI, Pa3BUTHUE KEPAMUKHU
HucuH 3aBUCHT OT B3aMMOACHCTBHUS PA3JIWYHBIX SJIEMEHTOB €€ KYyJIbTypHOU
sKoJIOrnueckoil cpenpi®®. IlpuposaHas, SKOHOMHYECKas W COLMAlbHas cpeaa
COCTaBJISIIOT OCHOBY i1 BO3HMKHOBEHMS U pa3BUTHUSl Kepamuku HucuH, B TO
BpEMsI KaK PErMOoHalbHAsA KyJbTypa MPEIOCTABISIET € TBOPUYECKOE BIOXHOBEHUE.
BayTpu KynbTypHOU »SKOCHCTEMBI Kepamukud HucuH paznuusbie (HakTophbl
MO/JIEPKUBAIOT PABHOBECUE CUCTEMBI Y€pe3 B3aMMHbIC OTPAHUYCHUS U BIIMSHUA.
OpHako, ecnu cUCTEMa MOJBEPracTcs CUJIBHOMY BO3JIECUCTBUIO CO CTOPOHBI
BHEITHEW cpenbl, W e€ CTa0WIBbHOCTh BBIXOAUT 3a TMIPEACIbl HOPMAIBHOTO
auana3oHa KoyieOaHWd, cHCcTeMa HEW30€KHO pa3pyliaeTcs, W 3TO pa3pylIeHUE
4acTo SBJSIETCS HEoOpaTUMBIM. TeM He MeHee, MPOTUBOpEUHe HE SBISETCS
HEMIPUMHUPHUMBIM, ¥ KYJIBTypHas »JKOCHCTeMa OOJaacT CIIOCOOHOCTBHIO K
caMOperyJsiiud U pa3BuTuro. [103TOMy, HE3aBUCUMO OT U3MEHEHUN OKPYKAroUIEn
Cpedbl, CHCTEMa BCErla MOXKET HAWTH HOBBIM MYTh PAa3BUTHS U IPOJOJIKATH
aJIaNITUPOBATLCS ¥ DBOJIIOLMOHUPOBATES .

C Touku 3peHHus KyIbTYpPHOM SKOJIOTWM, BIIMSHHE BHENIHUX (PAKTOpPOB Ha
CHUCTEMY TPOSIBIISIETCA KaK MPOILIECC HEMPEPHIBHON ACCUMUIISALIMM U OTUYXKIACHUSA,

HACIICIOBAHUS W M3MEHYHBOCTH MEXIY KyIbTypamut’., D10 OCHOBHOU Crocob

& HekoTopble BBIBOJIBI B JAHHOW IJIaBE OTHOCHUTEIBHO HCTOPUH M HACTOSIIETO COCTOSHHS
kepamuku Lunpwkoy HucuH ObuiM paHee omyOnMKOBaHbBI B CIEQYIOLIMX cTaThsax: Ban [aH.
Jluanor mpomuioro u HACTOSIIEr0 B WHHOBAIIMOHHBIX TEHICHLMUSAX MPOU3BEACHUI TOHYAPHOTO
uckycctBa Lunpwkoy Hucun // ®@unocodus u xynasrypa. 2024. Ne 10. C.13-29; Ban T'an. K
BOTIPOCY 00 UCTOpHH pa3BUTHs ToOHUapHOTO jaena [uapwkoy Hucun / O6mectBo: ¢unocodus,
ucrtopus, Kyaerypa. 2024. Ne 12. C. 233-237; Ban 'an. OBontonust KUTaCKOrO KEPaMUYECKOTO
HCKYCCTBA B CBETE KYJIbTYPHBIX H 3KOJIOTHUYECKUX U3MeHeHul // OOcepBaropus KynbTypsl. 2025.
T. 22, Ne 3. C. 316-326.

& Zhang Dayuan. A Study on the Color Characteristics and Evolution of Traditional Lingnan
Water Villages from the Perspective of Cultural Ecology. Guangzhou University, 2018:33.

& Li Deyang & Sun Zhaogang. On the Evolution of Cultural Ecosystems. Journal of Wuhan
University of Technology (Social Science Edition),2003,(02):97-101.
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(GYHKIIMOHUPOBAHUSL KYJIBTYPHOM SKOCHUCTEMBI U (PyHIaMEHTaJIbHBIA 3aKOH €&
pasBuTusa. Yepe3 OSTO AMHAMUYECKOE B3aUMOJCHCTBUE U  PEryJIUPOBAHUE
KYJIBTYPHAsl 3KOCHUCTEMA IOCTOSIHHO AaJalTUPYETCS K W3MECHEHUSAM M JOCTHUTAET
YCTOMYMBOI'O pa3BUTHSL.

KynerypHas accuMuisiivsi OTHOCHTCA K MPOILECCY, B XOAE KOTOPOIo
OTHOCHUTEJLHO clladasi M «OTCTallas KyJbTypa IMOCTEIICHHO MEPEHUMAET U YUUTCS
y OoJee CUIBHOM, MEPENOBOM M COBEPIICHHOW KYIBTYpbl, HAXOAsICh MOI €€
BIIMSIHMEM U MPUOOpETast XapaKTepUCTUKU CUIILHOW U mepeioBoi KynbTyphl. Korma
KyJnbTypa lleHTpanbHBIX paBHUH MPOHMKIA B PEruoH 3aiuBa boitby m Haudana
B3aMMOJICICTBOBaTh U HWHTETPUPOBATHCS C MECTHOM KYJIBTYPOH, 3TOT IPOLECC
MOXHO paccMarpvBaTh Kak IMPOLECC KyJbTyYpHOM accuMmuwisinuu. OmHAKO 3Ta
ACCUMUJISIIUS 3aTparuBaeT HE OJIHY CTOPOHY, @ 00€ CTOPOHBI BHOCSAT U3MEHEHUSI.

KynbrypHoe oOT4dyXkaeHHE NOPUBOAUT K TOMY, YTO KYJIbTYpa, CO3JaHHaA
YeJIOBEKOM 4Yepe3 COIHAIBHBIN TP/, HE TOJBKO HE CIIOCOOCTBYET MPOTPECCY, HO U
dbopMUpyeT OMNIMO3UIMIO €i, OorpaHUYMBas KyJIbTypHOe pasBuTHe. I[Ipoiecc
KYJBTYPHOTO OTYYKJACHHS TaKXKe SIBISICTCS HEU30CKHBIM TpeOOBaHUEM IS
OOHOBJICHUSI M Pa3BUTHS caMOM KyJIbTypHOU »skocucteMbl. Korma kynbTypa
OTUYXKJIA€TCS, Pa3BUTUE HCXOMHOU KYJBTYPHOM SKOCUCTEMBI 3aMEIJIAETCS, YTO
MIPUBOJIUT K HECOOTBETCTBUIO MEKAY KYJIbTYpPOW M COLIMATIbHO-3KOHOMHYECKUMU
ycaoBUsIMH. B 3TOM cityuae, XOTs MPUTOK MHOCTPAHHOW KYJIBTYPBI TaK WM UHAYE
MOBJIMSIET HA UCXOAHYIO KYJIBTYPHYIO 3KOJIOTHIO, OH TAKKE CMOYKET BIOXHYTh B HEE
HOBYIO KU3Hb. TaK KyJabTypHas SKOCHUCTEMa MNPOAOIAKUT (YHKIIMOHUPOBATH WU
pa3BUBaTbCs B paMKax OTYYXKACHUAM M AaCCUMWISILMM C  KYJbTYPHBIMU
TCHACHUUSIMHA, MPUXOISIIIUMH U3BHE.

Kynsrypa Bo MHOrom BeA€r ceOs Kak >KMBOM OpraHu3M, CKJIOHHBIA K
HETIPEPBIBHOMY DPa3BUTHI0O M MyTamusaMm. Jlaxke Imocie Toro, Kak KyJdbTypa
chopmupoBanack, OHa MPOJOHKAET COBEPIIIEHCTBOBATH CBOM COOCTBEHHBIE "TeHBI"
U TIOCTENEeHHO (OpMHUPYET CBOM Kapkac. DTO MOXKHO Ha3BaTh KYJIbTYPHBIM
HacnenoBaHueM. C TeYeHHMEM BpPEMEHU W H3MEHEHMUSIMU B OOIIECTBE KYJbTypa

KOPPCKTHUPYCT CBOIO CTPYKTYpPY U (bYHKI_[I/II/I, YTOOBI IMOoACTPAnuBATLCA W OTBCUHATH
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HOBBIM [IPAaBWJIAM OKPYXKAIOIIEH CpeAbl. OTO YXKE HaA3bIBACTCA KYJIbTypHas
M3MEHUMBOCTh. HacnenoBaHue T1O3BOJSET HAaKalUIMBaTb YEPThl  KYJBTYPBI
MPEIIIECTBEHHUKOB U, aJanTUPys UX MoJ cebs, MyTupoBath B mporecce. OgHako
KOTJIa UCXOJHAsI KYJIBTYypHAas SKOJIOTHsI HE OTBEYAET MOTPEOHOCTSM B Pa3BUTUU WIN
UIET Bpa3pe3 ¢ COBPEMEHHBIMM TEHICHIMSAMH, HACTYNAET BPEMS U3MEHUYMBOCTHU.
Taxum 00pa3oM, KyIbTypHOE HACJIEeTOBaHUE 00ECIIEUNBACT PA3BUTHE IKOCHUCTEMBI
110 €€ TPAeKTOPUH, B TO BpEMsl KaK M3MEHYUBOCTH BKJIKOYACT HOBBIE JJIEMEHTHI U
CHOCOOCTBYET TMPOAODKEHUIO TPOJIBIKEHHSI CHUCTEMBl B HACIEAOBAaHUU U
U3MEHYUBOCTH.

B Tewenume pmonrux ser, korga Kyiabrypa LleHTpanbHbIX — paBHUH
pachpocTpaHsyiach Ha PErMoH 3anuBa boitby, pernoHanmpHas KyibTypa 3aJilBa
boitby HacnemoBanach, pa3BUBajach, OOHOBISUIAC U MHTETPUPOBATIACH
MOKOJICHUSIMU JTIOZIEH, IEMOHCTPUPYS Pa3HOOOpa3HbIE XapaKTEPUCTUKHU APEBHEU
KynbTypbl [O», KynbTypsl LleHTpaJbHBIX paBHMH U MOPCKOM KYJIBTYPBI.
dopMUPOBAHUE U PA3BUTHE KEPAaMUKU HUCHH IPOIUIO JOITUM NyTh 3BOJIOLUU U
KyJABTYPHON WHTETpaIy, HAXOMSICh IO TDIIyOOKMM BIHUSHHEM YHUKaJIbHOU
reorpaguyeckoil M KyJabTypHOW cpeabl 3anuBa boitOy. Ilocne BHenpenus
WHOCTPAHHBIX KYJbTYp, TaKMX KaK KyJdbTypa L[eHTpalbHBIX paBHUH U MOpCKas
KyabTypa, OHH OOBEAMHUIINCH C MECTHOM KyJAbTypOH H  TOCTEHNEHHO
chOpMUpOBaIM  HOBYKO  KYJIbTYpHYIO (opMy, TpHUBHECS HU3MEHEHHUS B
IIPOU3BOJACTBEHHBIE TEXHOJIOTMHM, LEHHOCTM W JCTETUYECKUE KOHILENIUU, YTO
NOBIUSJIO Ha pa3BuTHE Kepamuku HucnH. Accumunsauus H - OTUYKICHHE,
HACJIEJIOBAHUE M M3MEHUYMBOCTh MEX]Y KYJIbTypamMH CIIOCOOCTBOBAIM 3BOJIIOLIUU
KepamMukud HucuH, 9T0 mposBIseTCs B M3MEHEHHMSIX (DOPMBI, JEKOpa M METOAOB
dbopMoBaHus, OTpaXkasi U3SMEHEHUS KyJIbTYPHBIX XapaKTEPUCTHK.

KynpTypHas 3K0j0rvs HaXOAWTCS B MPOLECCE AUHAMHYECKOTO pa3BUTHA. B
cBoell guccepranuu 'MccienoBaHue LBETOBBIX XapaKTEPUCTUK W 3BOJIKOLUN
TPAaJULUHUOHHBIX BOJHBIX JIepeBeHb JIMHHAHb C TOYKM 3PEHUS KYJIbTYPHOU

skonorun" Ykan JlaroaHb pa3aesnii Nporecc KyJIbTYPHOU 3BOJIIOLMN HA TPU dTara:
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CIIOHTAHHBIA POCT, BTOPKEHUE YyKEPOIHOM KYJIBTYPbl U BHYTPEHHAS PETYISIUsSS .
Onupasce Ha 3Ty TOYKY 3pEHMs, JAaHHAs JAMCCEPTaLHs pas3leisieT IpoLecC
HBOJIFOLIMH KYJIBTYPBI KEpaMUKU HUCHH Ha Tpu 3Tamna B [ENOM.

JTanm aBTOXTOHHOrO pa3BuTHs. Ha panHeM »Tane pa3BUTHS KEpPAMHUKU
Hucun xynpTypHast sKoJormdeckasi cpefa Obuia OTHOCHUTENBHO 3aKpbITOi. B atot
IIEPUOJ pa3BUTHE KepaMUKUM HHCHMH B OCHOBHOM aJanTHpPOBAJIOCh K U3MEHEHUSAM
OKpYXKaloIllel cpeibl Yepe3 CaMOpEerysiiMio U (OpMHUPOBAIO YCTOWYHUBBIE
KYJIBTYpPHBIE XapaKTEPUCTUKU. Pa3BuUTHE A3TOr0 3Tama 3aj0kKWIO OCHOBY JUIS
OCHOBHBIX XapaKTEPUCTUK IPOIYKINHA KepaMUKu Hucus.

JTanm  BTOpP/KeHHSI  4YKepogHOH  KyabTypel. C  pa3BuTtueM H
TpaHcopmalyieii BHEIIHEW Cpelpl UyKepoAHas KyJabTypa BTOPIJach B
KyJBTYpHYIO JKOcHCTeMy. B Hagasle BTOpKEHHS aBTOXTOHHBIE KYJBTYPHBIE
XapaKTEPUCTUKU BCE €ml€é JOMHUHUPOBAIH, HO C POCTOM «IE€HOB)» YYKEPOAHOU
KYJIBTYpbl TPOTHBOPEYMS MEXAY aBTOXTOHHOM KYyJIbTYpOM H 4YYyKEPOIHOU
KYJIBTYPOU YCUJIMIIMCh, YTO IPUBEJIO K HAYaJly pa3BUTHS U U3MEHEHUS KYJIBTYpPHBIX
XapaKTEpUCTUK KepaMuku HucuH.

JdTran MHTerpanuoHHOro passutusa. Korga crabuibHOE COCTOSIHUE
KyJAbTYPHOH SKOJOTMM HapyllaeTcs, HEU30E€KHO MPOUCXOAT BHYTPEHHHUE
KOPPEKTUPOBKH. Ecimm uyyxepoaHas KylbTypa CTPEMUTCA K JOJITOCPOYHOMY
pPa3BUTHIO, OHA HEWU30€XKHO aJaNTUPYETCs K MECTHOM KyJIbTYpHOW cpelae Hu
dbopMupyeT XapakTepUCTUKH, COOTBETCTBYIOIIME AaBTOXTOHHOW cpene. Yepes
HEMPEPBIBHBIN KYIBTYpHBIA OTOOp M aJamnTalyio OHAa IMOCTETICHHO JBIDKETCS K
WHTETrPaliy, 4TO MO3BOJIIET Pa3BUTHIO KepaMUKU HUCHH HaXxonuThes B Ipolecce

IMPCEMCTBCHHOCTHU.

4.2 IlocTpoeHune CTPYKTYPHOM MOJE/H JUHAMHYECKUX OTHOMICHUN KYJIbTYPbI
HUHbYKOYCKON KepamMuku Hucuu

B X004 IMPCABAPUTCIIBHBIX I/ICCJIGI[OBEIHI/Iﬁ " OIIPpOCOB OBLIO YCTAaHOBJICHO, YTO

& Zhang Dayuan. A Study on the Color Characteristics and Evolution of Traditional Lingnan
Water Villages from the Perspective of Cultural Ecology. Guangzhou University, 2018:34.
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KOJIMYECTBO apTedakToB KepaMuku HUCUH M3 MpONUIbIX AMHACTHIA KpailHE MaJo.
[losToMy uU3y4yeHHE HCTOPUM PA3BUTUSA LUHBWKOYCKOM KepamMuku HucuH B
OCHOBHOM OIIMPAETCs HA apXEOJIOTMYECKUE AAHHBIE U UCTOPUYECKHUE TOKYMEHTBHI.
B cootBeTCTBUM ¢ UCTOPUYECKUM KOHTEKCTOM Pa3BUTHS IUHBYKOYCKON KEPAMUKH
Hucun, nannas pabota pa3znensieT 3Tamnbl pa3BUTHS KepamMuKd HucuH Ha mecThb
IIEPUOJIOB HAa OCHOBE JOCTYIHBIX apXEOJOTHMYECKHUX MAHHBIX W HCTOPUYECKHX
JOKYMEHTOB, @ UMEHHO: 3apOXK/JICHNUE LUHBYKOYCKOW KepaMHUKHU (3110Xa HEOJIUTA),
pacuBeT UMHBYKOYCKOM KepaMuku (dmoxu Luae u XaHb), NTPOUCXOXKIICHHE
nUHBYKOYyCcKOM kepamukun Hucun (dmoxu Cyit u  Tan), HOBoe pa3BuUTHE
HUHBDKOYCKOM kepamuku (3noxu CyH, KOanb u1 MuH), HaUMEHOBaHUE U PaCLBET
HMHBYKOYCcKOM kepaMuku Hucun (3noxa L{un n Kuraiickoit PecniyOnmku), a Takxke
BOCCTaHOBJICHHE U TpaHC(OopMalys HUHBDHKOYCKON kepaMuku HucuH (¢ MoMeHTa
ocHoBaHus Kuraiickoit Hapognoit PeciyOnukn).

CTpyKTypaJIMCTCKasi TEOPUs IOJAraeT, YTO 3a MOBEPXHOCTHOM COLMAJIBHOU
CTPYKTYpO#l CKpbIBaeTcsi Ooiyiee IiyOokast cTpykTypa. llenbro wuccrnenoBanuii
STHOJIOTMM W aHTPOIIOJIOTHH SIBIISIETCSl aHAJIU3, OOBSICHEHHE U PACKPBITUE ITOU
[IyOMHHOM CTPYKTYpPbI IMyTEM MOCTPOEHUS MOJAETU. YCTAHOBJIEHHE CTPYKTYpPHOU
MOJIETIN KYJBTYPbl LUHBYKOYCKOW KepaMUKM HHCHMH MOXKET moMOYb HaM JIydlle
NOHATH 3Ty KynbTypy. [loaTOMy cHayana HEOOXOAMMO YCTaHOBHUTH CTPYKTYPHYIO
MOJIeNIb KyJbTypbl KepamMuku HucuH, a 3areM JeKOHCTpyupoBaTh €€ OOpa3HbIM
cnocoboM. Yepes 3TOT MPOIECC YCTAHOBICHHUS U JEKOHCTPYKIIMH MBI MOXXEM
IIPOAHATIN3UPOBATh XAPAKTEPUCTHKNA M JBOJIOLMIO KepaMuKh HucuH B pasHble
VUCTOPUYECKHUE IIEPUOLBI.

Bo-nepBrIX, paccmarpuBas KynbTypy KepaMukd HHCHH Kak 1enoe, ¢ TOYKH
3pEHUA TEOPUU KYJIBTYPHOU DKOJIOTUM, PA3BUTHE KEpaMUKU HUCHMH HEOTAEIUMO OT
e€ B3aUMOJICHCTBHS C DKOCUCTEMOMN KyIbTypbl. [loaToOMy HEOOX0AMMO UCCIIEI0BATH
MHOXKECTBO  B3aUMOAEUCTBYIOIIMX  (AKTOPOB B  JIMAXPOHUYECKOM U
CUHXPOHMYECKOM IIPOLIECCaX IIPOU3BOACTBA KEPAMUKHU.

Mpl MOXeM KIacCH(UIIUPOBATh M Pa3JENUTh OOIIYyI0 MOJENb KYIbTYPBhI

KCPaMHKHU Hucun BCPTHUKAJIBHO, YTOOBI YCTAaHOBUTh CHHXPOHHUYCCKYIO MOJICIIb
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OTHOUIEHUH Pa3IUYHBIX 3JIEMEHTOB KyJabTypbl kepamuku Hucun (pucynok 4.1).
YcTaHOBIEHHE 3TOM MOJENIN HE TOJBKO MOKAa3bIBAE€T OOIIEE COCTOSIHUE KYJIBTYPBI
KepaMuKn HuCHUH, HO W JEMOHCTPUPYET CHUHXPOHHUYECKHE DKOJIOTUYECKHUE
OTHOILIEHUS MEXK/Ty Pa3IMYHBIMU 3JIEMEHTAMU B 001N CHCTEME.

[IprHrMas mporecc pa3BUTHA KEPAMUKHM B HCTOPHUYECKOM KOHTEKCTE B
Ka4eCTBE OCHOBHOM OCH, JMAaXpOHWYECKas HWHTEPIPETalus  COCTOSHUSA
CYILIECTBOBAHMS W TpOLEcca PAa3BUTHs KyJIbTypbl Kepamukun HucunH B pasHsle
UCTOpPUUYECKHE TMepHoAbl TpedyeT OT Hac YCTAHOBJICHHS TOPHU3OHTAIHHOU
CTPYKTYpHOM MOJAENTU KyJIbTypbl Kepamuku HucuH Ha ocHoBe oOumieil monenu
KyJbTYpbl KepamMuku HUCHMH, TO €cTb MOIENM JIUAaXpPOHUYECKOM CTPYKTYpBI
OTHoIIeHUH (puc. 4.2).

YCTaHOBIIEHHE MOJECIHM TUAXPOHUYECKON CTPYKTYPbl OTHOLICHUN IT03BOJISET
YETKO MPEICTABUTH COCTOSHUE KYIBTYPHOM 3KOJOTHM KepamMuku HucwH B pasHbie
IIEPUOBI ¥ ITPEAOCTABIISECT KOTHUTUBHYIO MOJIEIIb JUJISL U3YUEHHUsI THAXPOHUYECKOTO
pasButusg kepamuku HucuH. Hamnpumep, ¢ DOMOIIBIO  TOPU30HTAIBHOU
CTPYKTYPHOU MOJEIH MOKHO 3a(pUKCUPOBATH KOHKPETHBIE KOHTEKCThI Pa3BUTHUS
kepamukn HHCHH B pasHbple HCTOPHUYECKUE NEPHUOABI O] BIUSHHUEM Pa3IMYHBIX
COLIMAJIbHBIX Y SKOHOMUYECKHUX (DAKTOPOB B UEPAPXUUECKOM MOPSIKE.

OOveanHssI CHHXPOHHYECKYID MOJIENb OJKOJIOTUYECKUX OTHOIICHUH U
JUaXpPOHUYECKYI0 MOJENIb CTPYKTYpbl OTHOILUEHHWH, CTPOUTCA 0OLas MOJENb
CTPYKTYpbl OTHOILIEHUM KylnbTypbl kKepamuku Hucun (pucynok 4.3). VY3nubl
BEPTUKAIBHOTO M TOPU3OHTAIBHOIO pA3JENeHUs OJTOM MOJACIH PACKPBHIBAIOT
JAHAMUAYECKUE OTHOLICHUS MEXAy KepamMukodn HucuH u €€ KyJabTypHOU
JKOJIOTUYECKON CPENON B OIPEAECNEHHBIM UCTOPUYECKUM NEPUON. YCTAHOBIICHHE
TOM MOJENU TMPEAOCTABIsIET KOTHUTUBHOE MPOCTPAHCTBO JUIsi OOpa3HOro
MBIIIUICHUST B IENSAX BCECTOPOHHETO TOHMMAaHHUs OOIIEH KyJIbTyphl KEepaMUKU
Hucun ¢ pasHbIX TOYEK 3pEHMs], CUCTEMATU3UPYET UAEH Uil U3YYEHUSA DBOJIIOLUAN

KepaMukd HUCHH 1 ycTaHaBIMBacT 00pa3sHyro HCCIEI0BATEIBLCKYIO MOIEB .

8 Zhang Tao. Ecological Studies of Traditional Sports Culture Among China's Ethnic Minorities.
Beijing: Minzu University of China Press, 2008:23.
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4.3 Hauasio ronuapHoro aena B llunpaxkoy
(3moxa HeoJsiuTa, 0Kk0J10 4000 J1eT Ha3axd)

B nanékme momcropuyeckre BpeMEHa IMPOTPecC YeloBeYeCcTBa OBLT TECHO
CBsA3aH C Or"HeM. JIpeBHME JIIOAM MCHOJIb30BAJIM OTOHb JUIS 3AILUTHI OT XOJIOJA,
OTIYyTMBaHUSl JUKUX 3BEpe U MPUTOTOBICHUA NMUIIKM. OHU Takke OOHapyKWJIH,
4TO INIMHA, O0OXOKEHHAs OTHEM, CTAHOBUTCSI TBEPJIOW U MPOYHOM, UYTO MPHUBENIO K
CO3/1aHUI0 TepBON kepamuku. DopmMa M CTHIb KEpaMUKU ObUIM BJIOXHOBJIEHBI
HAOMIONEHUSIMU JIPEBHUX 3a Tpuponoi. M3o00peTeHrne KepamMHuKy O3HAMEHOBAJIO
IEPEX0/l YEJIOBEUYECKOTo O0IECTBA B 3MIOXY HEOJUTAa U CTAJO0 Ba)KHBIM CHMBOJIOM
Pa3BUTHUSI YETIOBEUECKOM IMBWIIM3ALMKU. DTO ObUI MEPBBIA Clydail, Korjma JHOAU
UCIOJI30BAJIM MPUPOJIHBIE MaTepHallbl ISl CO3JaHUsl MPEIMETOB IO CBOEMY
xemannio. C Tex mop MOSBUIIMCH CIIEHHAIbHBIE IPEIMETHI I IIPUTOTOBIICHUS,
NOJIa4y U yNOTPEOIECHUS TULIH.

HcTopus roHuapHoro aena B LluHpwkoy OepeT cBoe Hayao B AMOXY HEOJIUTA.
Haxoaxu Ha crosHkax [dynso u [laHpsaHI350, BO3PACT KOTOPBIX COCTABIISIET OKOJIO
4000 ner (kak moka3zaHo B TaOmuue 3), CBUAETENBCTBYIOT O TOM, YTO KE€pamMuKa

IIOABHUJIACH B paﬁOHe ]_II/IHB‘-I)KOY Y2KC B 3IIOXY HCOJIUTA.

Tabmuua 3. CTOSHKHM 3II0XHA HEOJIHUTA

Ha3zBanue MecTonosioxkeHne Hajinennbie apredakTbl 1
Bpems packonok
CTOSIHKHU CTOSIHKH OCTATKH
CrosiHka 3anagHas cropoHa | B 1978 rongy komanna Kepamuka, kameHHbIE
Hynso nepesHu lyisio, 10 KYJIBTYPHBIM TOIIOPBI, KAMEHHEBIE TECA,
ropox Hamu, paiion | penuksusm ['yancu KaMEHHbIE JI0J10Ta,
I{uHbHAHB, rOPOA IpOBEJIa PACKOIIKU 1 KaMEHHBbIE JIOTAThI, Apa
[uaBYKOY. noATBepAunia e bpyxTOB U 1p. bIIO
craryc. JTo mnepBast cobpano 6omee 2000
CTOSIHKA 3II0XH (parMeHTOB KEPaMHUKHU,
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HEOJIUTA C APKO IIPEUMYILIECTBEHHO
BBIPAKCHHBIMU necyaHasl KpacHasi
IIpU3HAKaMU kepamuka. OOHapyKeHBbI
3eMIieenus, 30JIbHBIE SIMBI, 30JIbHBIE
oOHapy)KeHHas B KaHaBbl, OTBEPCTUS OT
I'yancn. CTOJIOOB U JIpyTrue€ OCTaTKH.
CrosiHka VY nonnoxwust xpedra | B 1983 romy komanaa Kamennsie Tonopsi,
[Hanpanizs | [anpsHuzso, B 2 10 KYJIBTYPHBIM JIpOOUIIbHbIE KAMHH,
0 KM K I0TO-BOCTOKY | penukusim ['yancu u KaMEHHBIE OTILIEIbI,
OT JICpEBHU XyHIIIA, Mmy3el Lluapwkoy KaMEHHBIE L1aphl U AP.
ropox lyHuyas, IIPOBEJIN COBMECTHOE
paiioH LlunpHaHB, UCCIICJOBAHHUE.
ropon Llunpaxoy.

[luHBY KO0y, OKPYKEHHBIA TOPAMHU U MOPEM, C TEIUIBIM U BJIAKHBIM KJIMMAaTOM
¥ 0OTaThIMHU MPUPOAHBIMHA pECypcaMu, ObUT OJArONpHsITHBIM MECTOM IS SKU3HU
JnpeBHUX Jrojiel. [losBeHne kepaMuKu ObLIIO HEPa3phIBHO CBSI3aHO C BBDKHMBAHUEM
u 00pa3oM Ku3HU Jrofci. Ee BO3HMKHOBEHHE OCHOBBIBAJIOCH Ha MOTPEOHOCTSX
CaMbIX MNPUMHUTUBHBIX XU3HEHHBIX (PyHKIUNA. OCHOBHas 1eldb M300pETEHUS U
WCIIOJIb30BAaHUS  KEPAMHUKH, BEpPOATHO, CBsA3aHA C MOPUTOTOBICHUEM U
ynotpebnennem nuiu. Camas paHHSIS (QYHKIOUS KEpaMUKH, BO3MOXHO,
3aKJIFOYAIACH B UCITOJIb30BAHUH €€ KaK KyXOHHOM yTBApH.

[TouBa B parione LluHBYXKOY B OCHOBHOM COCTOHUT M3 KPACHOM IJIMHBI, KOTOpas
0071a/1aeT BHICOKOH TUIACTUYHOCTBIO, HO CKJIOHHA K PACTPECKUBAHUIO TIPH OOXKUTE.
OnHako e€cliM MIMHA COACPKUT OMNPEACIICHHOE KOJIMYECTBO MECKa, 3TO MOKET
NPEeAOTBPATUTh pacTpecKuBaHue. AHaau3 (parMEeHTOB KEpPaMUKH, HAWJICHHBIX Ha
crosiHke (puc. 4.4), mokasall, 4To MaTepual KEpaMUKU B OCHOBHOM TE€CYaHbIN. DTO
CBHUJIETEIBCTBYET O TOM, YTO JIFOJA 3TOI'0 PETHOHA YK€ MOHUMAJIUA POJIb TJIMHSIHBIX
MaTepuajoB B IMpolEecce OOXKWIa W Hayald CO3HATEIbHO BBIOUpATH TJIMHY,
MOJXOIAIIYIO ISl U3TOTOBJICHUS] KEPAMUKH.

BonbIIMHCTBO KepaMUYECKUX U3JENIUNA SIOXM HEOoJHUTa ObUIM KYyXOHHOU

YTBAapbIO, BKJIIOYass KOTIIBI W T'OPIIKH. Ha ocHoBe BOCCTaHOBJICHHSA HaﬁﬂeHHBIX
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bparMeHTOB KEpaMHKH MOXXHO OIPEACTUTh, YTO (opMa KepaMHUKH B OCHOBHOM
IpecTaBisiia COO0M KPYITIOAOHHBIN TOPIIOK C KPYTIIBIM KPaeM U MPSMbIM FOpJIoM
(puc. 4.5). Kpyrmononnass ¢opma Oblia pa3paboTaHa UCXOMS M3 MPAKTUICCKHUX
bynkiui. s KpyriogoHHON KepaMUKH C (YHKIMEW NPUTOTOBICHHS THIIU
KpyIJIoe JHO MOXHO OBUIO YCTaHABIMBATh HA KAMHU WM JPYTHAE OMOPHI IS
pasBeneHus oras. Kpome Toro, kpyrioe qHO obecreunBaiio OOJBIIYIO TJIOUIAAb
HarpeBa, 4To 00JIeryasgo MpoIecc MPUroTOBICHUS MTHUIIIH.

HekoTtopeie (parMeHThl KepaMHWK{, HaWJIEHHBIE Ha CTOSHKE, WMEIOT
PAaBHOMEPHYIO TOJIIHMHY U IIAJKUe BHYTPEHHUE CTEHKH, YTO YKa3bIBAET HA TO, YTO
JIOAM TOTO BPEMEHU YK€ OCBOMJIM TEXHOJIOTHIO HCIOJNb30BAaHUS MEJJICHHOTO
TOHYapHOTO KpyTa s (GOPMOBKHM U Tporiecc 00padoTku kepamuku. CyIecTByeT
JIBa OCHOBHBIX crocoba o0paboTku kepamuku. [lepBbIii — HCHOIB30BaHUE
IJIOCKOTO HMHCTPYMEHTa JUISI COCKAaOJNIMBaHWS W BBIPABHUBAHHS ITOBEPXHOCTH
KepaMUKH, IOCIIE Yero OHAa CTAHOBUTCSA TIIAIKON, 0e3 SBHBIX TEKCTyp. Takyro
KepaMUKy Ha3bpIBalOT magko (puc. 4.5). Bropoit cnoco6 — wHCHoIb30BaHUE
KOCTSIHOTO WJIM 6aMOyKOBOTO MHCTPYMEHTA JIJIsl CO3/IaHUS MapaslieIbHBIX MOJI0C Ha
MOBEPXHOCTU KEPAMHKH, OCTAaBJISIONIMX IOJIOCAaThie Y30phl. Takyr KepaMuky
Ha3bIBAIOT TMosocaroil (puc. 4.6). VYkpallleHHs 4YacTO TMOSBISIIOTCS BMECTE C
nporeccoM popmoBku. HalieHHbie (hparMeHTHI KEpaMUKH UMEIOT Pa3HOOOpa3HBIC
y30pbl, YTO CBHUJIETEILCTBYET O TOM, YTO TOHYAPHI OCBOWJIM TEXHUKU PE3bOBI U
HAHECCHWS JTMHUHN IS yKpaIIeHUsI KepaMHUKH. Y30pbl B OCHOBHOM BJIOXHOBJICHBI
IJICTCHBIMHA Y30paMH, TECHO CBSI3aHHBIMH C ITOBCEIHEBHON JKU3HBIO, TAKUMHU KaK
U30THYTHIE y30pbl (puc. 4.7), BEpeBOYHBIC Y30pbl, yY30pbl IIMHOBOK M CETYaThie
y30pbl. Kpome Toro, Ha cTosiHKe ObUTM OOHAPYKEHBI 30JIbHBIC SIMBI Pa3JIMYHBIX
dbopM, UYTO TMO3BOJISET MPEANOJIOKUTh, YTO TOHYAPHl HAYaJIM CTPOUTH TEYH U
TIEIIEePHI T 00KUTa KEPAMUKH.

B snoxy HeonmuTa BbDKMBaHME M Pa3BUTHE OBLUIM TJIAaBHBIMH BOIIPOCAMH,
CTOSIIMMU TIEpe]l YeJI0BEUECTBOM. B Xo/e ucropuu JJoau aKTUBHO WM TMACCUBHO

YUWINCH "HUCTIOB30BaTh BCE BO3MOXKHBIC YCIIOBUS U PECYPChI BOKPYT c€0sl, YTOOBI
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"89  TakuMm

aJanTUPOBAThCA K IIOCTOSHHO MEHSAIOMICHCS COLMAIIBHOM Cpele.
obpazomM, ¢GopMHpOBaHHE KEPAaMHKH B OCHOBHOM OCHOBBIBAJIOCH Ha MPHPOIHBIX
pecypcax, TPEAOCTABIIEMBIX PETHOHOM, W TPEIACTaBISAIO CO0O0M Tporecc
npeoOpa3oBaHus OT HE3aBUCHMOIO COCTOSIHHS 4YEJOBeKa M MPUPOABI K
WCITOJIb30BAHUIO TIPUPOJIBI ISl CO3/IaHUS M 00pabOTKH MPEIMETOB IMTOBCETHEBHOTO

oOuxona.

4.4 Pacuser kepamuku lHlunbuxkoy (3moxa LHunb u Xanb, 221 1. 10 H.3. — 220 .
H.3.)

['pynmna xaHbCckuX TpoOHMII XAMY SBISETCS OJHOM W3 HaAmOOJIEe XOpOIIOo
COXPaHUBINUXCA M KPYMHEWIIUX Tpynn XaHbCKUX TpoOHmiy B Kwurtae. 3t0
KJIIOYEBOM OOBEKT KyibTypHOro Hacienus [yancu-UkyaHCKOro aBTOHOMHOTO
paiiona (puc. 4.8). OHa pacrnoyio)keHa B 3 KUJIOMETpPaX K IOr0-BOCTOKY OT ropoja
JIsnpuxoy, ye3n Xomy, ['yancu (B IpeBHOCTH NMpUHAJUIekan paiioHy LluHbpuxKOY).
3neck HaxoAUTCs 0oJiee ThICAYU JPEBHUX XaHbCKUX rpoOHUL. Cpenn KyabTypHBIX
PEIUKBUN, HAWACHHBIX B IOCIECIHHUE TOABI, — KEpAMHYECKHE JOMa, KEpaMHKa,
OpoH30BbIE JlaMIbl B (opMe (peHHMKca, MEIHbIe J0Ma, aratr, siHTapb U Jp. OTU
PEIUKBUN TIPENOCTABIIAIOT MAaT€pUAIIbHBIE HUCTOPUYECKUE HAHHBIE Ul U3YYEHUs
kepamuku [{napwxoy B snoxy L{nas 1 XaHs.

4.4.1 KynbTypHasi 3K0JI0rH4ecKas cpeia

Bo Bpemena nunactuii lllan n Yoy nmpousBoacTBO kepaMuku B LlmHBUKOY
yxe Obu10 mmpoko pacnpoctpaneno’. C mepuoga Cpakaromuxcs MapCTB JIFOAH
Hayanu murpupoBarb B paiion lunpwkoy. [locne oObenunenust Kutas [{unb
[IIuxyaHoM OBLIO CO3[aHO TMEPBOE LEHTPAIU30BAHHOE TOCYJapCcTBO, U K
pPEMECIICHHUKAM  OTHOCWIMCH  KpallHE  CHUCXOOUTEIBHO, YTO  IT03BOJIMJIO
IPOU3BOJICTBY KepaMHMKM TnpouBeratb. B smoxy Hues u Xans Oonblioe

KOJIMYCCTBO XaHbLCB MHUI'PUPOBAJIO HU3 HCHTpaJIBHBIX PaBHHUH B .HI/IHHaHB, qTO HC

® Marvin Harris, translated by Zhang Haiyang and Wang Manping. Cultural Materialism.
Beijing: Huaxia Publishing House, 1989:998.

% Huang Hongchun. A New Exploration of the Historical and Cultural Heritage of Nixing
Pottery. Guangxi Local Chronicles, 2013(05):41-43.



89
TOJMBKO TIPHUBENIO K NPUTOKY pabodeld CHIIbI, HAXOAMBIIEWUCS TOJ BIUSHUEM
dbeonanbHON KyJIbTYphl, HO U MPUHECJIO MEPEOBble HHCTPYMEHTBI U TEXHOJIOTUU
IPOM3BOJICTBA, YTO 3HAYUTEIHLHO MMOBJIUSIIO Ha paiioH [{uHpwKoy”!.

B 2200 romy mo H.». Iunp Iluxyan mnoctpoun JIMHCKMI KaHal,
coequHUBIIMK peku CsHIBSH U JIMIBSH, 4TO CBS3aja0 OacceiHbl pek SHIBHI U
Wkyn3sH ¢ BogHOM cucteMon 3anuBa lluHpwkoy. Tosapel n3 LleHTpanbHBIX
pPaBHUH MOIJIM HANpsSMYH OTIPAaBISATHCS Ha IOI K MOpIO yepe3 peku ['yancw,
dbopmupyss Mopckoit 11lenkoBbIii TyTh ¢ BHYTPEHHUM CYJOXOJICTBOM B Kauye€CTBE
IJIaBHOM YKOHOMHUYECKOW aprepuu (puc. 4.9). D10 coenuHEHHE CHOCOOCTBOBAJIO
npsMbIM  oOMeHaM Mexay ['yancuw, KynbTypoil lLleHTpanbHBIX paBHUH U
FOro-Bocrounoii A3uel, caenaB npuOpexHbiil pailoH LIMHBYKOY caMbIM paHHUM
MOPTOM OTHPABICHUS Jisl BHEWIHEW ToproBiau. Ko BpemeHu wummeparopa Y
3amagHoii XaHb moOepekbe 3anuBa baii0y BOILIO B MEPHOA €AMHOTO, MHPHOTO U
CTaOUIIPHOTO PA3BUTUS M CTAJIO TEPBBIM TMOPTOM OTMPABICHHUS JPEBHETO
Mopckoro IllenkoBoro myt — moproM Jlaryans (HeiHe yesa Xoiy)®2.

C BpemeH ummeparopa Y XaHbCKOM TUHACTUU KOH(YIHAHCKas KyJbTypa
cTaja OpTONOKCaIbHOUN uaeonoruei. KoHynancTBO nmponaraHaupyer KyabTypy
BEPHOCTU U CHIHOBHEW MOYTHUTEIBHOCTH, OCHOBHBIE MPUHITUIIBI KOTOPOW CBOASITCS
K TYMAaHHOCTH, CHPABEJIMBOCTH, PUTYyaly, MyApPOCTH U AOBepuio. Jlromu cramu
0osiee BEKIIMBBIMU OJarojapsi U3y4eHuro KoHpyruaHcTBa. BaxkHelmmm acrnekToM
OBUIO TO, YTO KOH(YIMAHCTBO MPUIABAIO BBICIIYIO BIACTh UMIIEPATOPY, @ UMEHHO
"OOKECTBEHHOE TMpaBo Iaps", 3aBepiias TEM CaMbIM  HJACOJOTHYCCKOEC
000CHOBaHKE COIMAIBLHON HepapXUU U JOCTUras OaiaHca.

N3-3a cakpanu3aniy UMIEPATOPCKON BIIACTH KOH(YIHMAHCTBOM M BIUSHUS
HAPOJHOTO TUKETA JIIOJU CTajau OoJiee yOKICHHBIMU B KOHIICTIIIUU HUEpPApXUU U
UJIESIX BEPHOCTH UMIIEPATOPY, TYMAHHOCTH, CbIHOBHEW MTOYTUTEIBHOCTH, BEPHOCTH

U CIIPaBCIJIMBOCTH, IIPOIIArdHAWPYCMbIX KOH(bY]_II/IaHCTBOM. NmenHo 6J1aro;[ap51

o Liu Zhengfeng. A Preliminary Study on the Origins and Development of Qinzhou Nixing
Pottery in Guangxi. Guangxi University for Nationalities, 2013:28.

2 Feng Chuanfa. The Ups and Downs of Qinzhou Nixing Pottery over the Past Millennium.
Shandong Ceramics, 2017, 40(04): 21-24.
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3TUM (paKTOpamM BO3HHUKIA HJes "CMOTpETh Ha CMEpPThb Kak Ha BO3BpAILECHUE
JOMOM", U KaKJIpIi, OT UMIIEpaTopa 10 IPOCTOr0 HapOAd, CTPEMUICS K IBIIIHBIM
noxopoHaMm. ChopMUpoBascs CTHIIb MBIITHBIX MOXOPOH "OTHOCUTHCS K CMEPTH Kak
K KM3HHU", IpEeANoiarauuii, 4To Bce, 4YTo ObUIO B )KU3HU, JOJHKHO OBITH B3SITO B
MOTHJTY, YTOOBI MPOJOJDKATh HACIHAXAAThCA ATUM IOCIE€ CMEpPTH. 3arpaThl Ha
CTPOUTENBCTBO TPOOHHUII NI MMIIEpaTopoB B 3moxy Lluap m XaHb cocTaBisun
OKOJIO OJTHOM TpeTH OOLIMX IOCYAAPCTBEHHBIX PACXO/OB, YTO CBHUJETEIBCTBYET O
OTPOMHOM CIIPOCE Ha KEpPAMHKY KakK MOorpedalibHble MpeAMEThl. XOTd 3TO B
HEKOTOPOW CTENEHU MpPHUBENI0 K pacTpaTe OOIIECTBEHHOro OorarcrBa, OHO
KOCBEHHO CIIOCOOCTBOBAJIO Pa3BUTHUIO U MPOTPECCY KEPAMUUYECKOW TEXHOJIOTMH B
moxy XaHb. Pa3BuTHE MPOU3BOAUTENBHBIX CUJI TAKXKE CHENaIo KepaMuKky Ooiee
IIMPOKO HCIOJB3yeMOM B JoMax OObIYHbIX Jrofeil. [losTomMy ObLIO co37aHO
MHOXXECTBO XAapaKTEPHBIX KEPAMMYECKUX M3JEIUN, OTPaXaroIIUX MECTHBIC
0COOEHHOCTH, JINYHbIE XaPAKTEPUCTUKH, CYEBEPHS, PEJUTUIO U TEOKPATHIO®.

Kpome toro, umneparop ¥V XaHbCKOM NMHACTUU MOOEIMSI CIOHHY U OTKPBLI
[llenkoBbld myTh. 3amagHas KyJdbTypa Hadajga IpOHUKarb B lleHTpanbHbIE
PaBHUHBI U MOABUWIACH B KEPAMUYECKOMN KylbType. MaHOpHas S3KOHOMHUKA I1031HEN
BocrouHoii XaHb Takke OKa3ajla BaXKHOE BIIMSAHUE HA KEPAMUYECKOE HCKYCCTBO
MoXH XaHb. BiacTe ommpanack B OCHOBHOM Ha KPYIIHBIX 3€MJICBIIAJICIBLEB U
BJIJIEJIbLIEB MAHOPOB, YTO CIEJajJ0 MaHOPHYIO 3KOHOMHUKY TOI'O BPEMEHHU OYEHb
Pa3BUTOM, a OOJBIIOE KOJIMYECTBO OOIECTBEHHOTO OOraTcTBa COCPEAOTOUUIOCH B
pykax ¢eomanoB. Hampumep, B morpebaqbHBIX KEpaMHUECKHX MpeaMeTax
BCTPEYAETCSI MHOXKECTBO JJOMOB, aMOAapOB, CBUHAPHUKOB, KYpPATHUKOB U JIPYTHX
ITOCTPOEK, YTO NOAYEPKUBAET ITPOLIBETAHNE YIKOHOMHUKHN TOTO BPEMEHU U BHUMAaHUE
K MHPCKOM JKH3HH*,

4.4.2 Pazsutue kepamMuku L{napukoy

Kondyumnanckas KyapTypa HampaBlisijia pa3BUTHE HCKYCCTBAa B 310Xy XaHb,

s Wu Tingfang. Confucianism in Han Dynasty Ceramics. Art and Technology, 2016, 29(04):
159.

» Bi Hailong. Cultural Connotation and Artistic Style of Han Dynasty Ceramic Art. Lantai World,
2014, (25): 105-106.
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YTO CHENAI0 KEPAMHYECKOE MCKYCCTBO 3TOrO NEpHoAa NIyOOKO YKOPEHEHHBIM B
IIOYBE peann3Ma. AKLEHT JAENajCsi Ha OTPaXKEHUHM COLMAIBHOM JKU3HH, ITO3TOMY
XyJ0KECTBEHHBIN CTHIIb C(HOPMHUPOBAJICS B PEATUCTHYHOM U MTPOCTOI MaHepe.

B snoxy Xanb, korga Xamy cran oTapaBHbIM nopToM "Mopckoro IIénkoBoro
nyTH", ObUIM OTKPBITHI CYXONYTHBIE U BOJAHBIE NMyTH U3 YaHbaHs B ye3n Xomy, U
XaIy CcTan BaKHBIM CBA3YIOIIMM 3BEHOM MEXKIy CYXOIyTHBIM H MOPCKHAM
énkoBbiMu myTsMu. Ilocne nnautensHOro oOMEHa M MHTETPALMU  KYJIBTYPbI
[leHTpabHBIX pPAaBHUH C MECTHOW KyJbTypod JIMHHAHb, NPOW3BOACTBEHHBIC
TEXHOJIOTUHU U KYJIBTYPHOE MCKYCCTBO B JIMHHAHP 3HAYUTENILHO Pa3BWINCH. JI0OXa
XaHp cTajla caMbIM IIPOLBETAIOLIUM IIEPHUOJOM B HCTOPUU PA3BUTHUS KYJIBTYPBI
kepamukuy B ['yancu. KonnuecTBo kepamudeckux uzaenuil smoxu XaHp B I'yaHcu
ObUIO OrpOMHBIM, a HUX pa3HooOpa3ue OorarblM, NOSBWJIOCH MHOXKECTBO
PEMECIICHHBIX KEPAMUIECKUX H3ICITHI".

Kepamuueckas npoMbIIUIEHHOCTh B paiioHe L{nHpuKOy OBICTpO pa3BHBaIACh
B nepuoasl Ilunp n Xanp. MecTHas KepamMudeckas IPOAYKLMS HE TOJIBKO
yIOBJIETBOpSIa  BHYTPEHHHUW CHOpPOC, HO M B OONBIIMX  KOJMYECTBAX
sKcnoptupoBasiack B cTpansl FOro-BocrouHoil Azuu o MoOpCKOMy IIETKOBOMY
NyTH. ApPXEOJIOrMYECKHE HAXOAKH CBHUJACTEIBCTBYIOT, YTO KEPaMHUYECKOE
npou3BoACTBO L{MHBUXKOY yXe chOpMUPOBAIO MOTHOIEHHYIO MPOMBIIUICHHYIO
CUCTEMY, BBIITyCKasi Kak OBITOBYIO KEpaMHUKY, TaK U CTPOUTENIbHbIE KEPAMUUYECKUE
u3nenua. B gapeBHeld meun, oOHapyxkeHHOM B nepeBHe I[laoce yezma Xomy,
apX€eoJIOry HAIIJIM MHOXKECTBO CTPOUTEIBHBIX KEPAMUUECKHUX AJIEMEHTOB, BKIIFOUYAs
TUIOCKYIO U HATHHAPHIECKYIO deperuiry”’.

[Ton BausgHWMEM TPAaAUUMOHHON KOHUEMIMU '"CMEPTh KaK MPOJOKEHUE
Ku3HU" B morpedeHusix smox LluHe u XaHp 4YacTO BCTpPEUAKOTCS pPA3IUYHbIE
KepaMHuueckue norpedaibHble MPeAMEThl. ApPXEoJoTH OOHAPYKUIH KEPaMHUKy U3

]_II/IHB‘-I)KOY B I‘pO6HI/II_I€ mapsa Hanpron B FyaH‘-I)KOY, B KOMINIICKCC XaHBCKHUX

s Wang Gang. Research on Guangxi Folk Artifact Culture. Beijing: Xinhua Publishing House,
2020: 53.

% Guangxi Local Chronicles Editorial Committee. Guangxi General Chronicles - History of the
Second Light Industry. Nanning: Guangxi People's Publishing House, 2003.
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rpoOHUI] Xo1y, B rpoOHUIAx ['yiiraHa m Apyrux Mectax. JDTH TOTpeOabHBIC
MpEeIMEThl BKIIIOUAIOT (DUTYPKH JIFO/IeH, MOJIETU TUIIH, KO OBITOBOM YTBapu U
MOJIENIA JTIOMOB. OTH apTe(dakThl HE TOJIBKO JEMOHCTPUPYIOT BBICOKUN YPOBEHB
KEpaMUYECKOT0 IPOU3BOJCTBA TOTO BPEMEHH, HO M IMPEIOCTABISAIOT Ba)XKHBIN
BELIECTBEHHBIN MaTrepuai JJIsl U3y4yeHUs: UCTOPUU pa3BUTHUS KepaMuku L{uHbuxKOY.
Oco0eHHO KepaMUYeCKHE HW3JeNus, HalJeHHBbIE B XaHBCKUX TPOOHMIIAX Xnmy,
yOeIUTENbHO JOKA3bIBAIOT, YTO KEpaMHuecKass MPOMBINIICHHOCTh [luHBUKOY
JIOCTHUIJIA 3HAYUTEIBHOTO YPOBHS 3PENOCTH.

Kepamuueckue wuzgenus snox Huep u  Xanb OTIMYAIUCh  OOJBIIMM
pazHoOOpa3sueM THUIOB M U3AIIHBIMU (opmamu. [lo Ha3HAuUEHUI0 HUX MOXKHO
pa3JeNnuTh Ha TPU OCHOBHBIE KATETOPUU:

[lepBast kareropus - TMpeaAMEThl IOBCEJIHEBHOTO o0MXoAa, camas
MHOTOUMCIEHHas rpymnna. K HUM OTHOCSTCS KepaMUUYECKUE COCY/bI JIsl XPaHEHUs
(puc. 4.10), kyBmmHbl (puc. 4.11), yvaitnuku (puc. 4.12), 6yteumn (puc. 4.13),
HWIMHApUYecKre KoHTehHepsl (puc. 4.15), mucku (puc. 4.16) u coearHEHHbIC
cocynnl (puc. 4.17). BONBIIMHCTBO 3TUX COCYIOB MMEIOT HOXKKH U OTJIMYAIOTCS
SPKO BBIPAKEHHBIMU MECTHBIMH OCOOCHHOCTAMH. XOTS XaHbCKas ObITOBas
KepaMuKa B IEPBYI0 OYEpE/lb BBIMOJHSIA MPAKTUYECKHE (PYHKIIMH, OHA TaKXKe
oOmasana onpeaeieHHBIME IEKOPATUBHBIMU KaueCTBAMHU.

Kepamuueckuii kyBiuH (puc. 4.10). JIpeBHult pacnpocTpaHeHHbIN COCYT IS
xpa"enus. OH omM4yaeTcs OOJIBIIMMH pa3MepaMu, MOAXOIUT SISl XpAHEHHS 3epHA
WM APYTUX MPpOoayKTOB. Ha moBepXHOCTH cocyna HaHECEHbI TP OCHOBHBIX Y30pa:
NEPBBIM - TEpeKpelMBaIONIUiC y30p B Bujae ueporiuda "mu'", BTOpOH -
BOJIHOOOpAa3HBIA BOJHBIA Y30p, TPETHH - TUIETEHBIA y30p B BUAE HUWHOBKU. [lpum
U3TOTOBJICHUM MacTepa HCIIOJIb30BAIA PE3HBIE IITaMIIbl, YTOObl OTTUCHYTHh Ha
IJIMHSHOM 3aroTOBKE POBHBIE T€OMETPUYECKHE Y30pbl. OJTa TEXHHMKA KayKeTCs
npocToil, HO TpeOyeT OomblIoro mMactepcrBa. HaliieHHbIE cOCynbl J10Ka3bIBAIOT,
4TO APEBHHUE MACTEPA BIAAC)IM BHICOKUM YPOBHEM F'OHYAPHOT'O HCKYCCTBA.

Cepplil KepaMUYECKHIl TOPIIOK B JOpME THIKBBI (KaK MOKa3aHO Ha puc. 4.12).

Tunuunoe uznenue 3noxu Luae-Xans 11 peruona Jluanans. Kopiryc umutupyer
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dbopMy HATypaJIbHOW TBHIKBBI, C IJIABHBIMU M3SAIIHBIMU JIMHUSIMH, CYXKAIOIIUICS
kBepxy. [lOoBEepXHOCTh TIIATEIBLHO OTIOJIUPOBAHA, JEMOHCTPUPYS TOHKYIO
TEKCTYpy cepoil riuHbl. OCHOBHOE HA3HAYEHUE - XPAHEHHE BOJbI, TaKXKE YacTO
WCIIOJIB30BAJIC JUIsl BUHA. YHHMKaIbHas (popMa THIKBBI UMEET SPKO BBIPAKCHHBIC
peruoHaabHble 0COOCHHOCTH, OTINYAsACh OT KEPAMUKH JPYTHX PETHOHOB TOTO K€
nepuoga. CyKeHHe B CPEOHEH 4YacTH JENaeT COCYI HE TOJbKO KPacHUBBIM, HO U
yaoOHbIM Juisi HanuBaHus. [oproBuHa THIaTenbHO OOpaboTaHa sl yaoOCTBa
HAMOJHEHUSI M KOHTPOJIA IIOTOKAa JKUIAKOCTH. OTOT OPUTHMHAJIBHBIN JHU3alH
OTpakaeT HAOJIOJCHUS JIMHHAHBCKUX MAaCTEPOB 3a MPUPOAHBIMH (QopMaMu U
MECTHBIE 3CTETUUECKHUE MPEATIOYTEHUSI.

Kepamuueckuii ropmok ¢ KpblIIKOW (Kak Moka3aHo Ha puc. 4.14). B
OCHOBHOM HCIIOJB30BAJICA [JI XPAaHEHUSI BHUHA W KUJIKOCTEH, a TaKkKe
NONYXKUJIKUX MpoaykToB. Cyds Mo HaxoAKaM, XaHbCKUE KYBIIMHBI OTJIMYAIUCH
MPaKTUYHBIM JIM3aHHOM - Ha TYJIOBE OOBIYHO MMEJIUCH KOJBIEBBIC PYUKU IS
MPOJICBAaHUSI BEPEBKH, YTO OOJEeryaio MepeHOCKY W TPaHCHIOPTUPOBKY. B nmekope
npeo0mamaayd JBa XapaKTEPHBIX MOTHBA: W3SIIHBIC TIEPHEBUIHBIC Y30PHI,
MOBTOPSIIOIIMECS TT0 OCHOBHBIM YacCTsIM COCYZa, U BBIPA3UTEIbHBIE N300paKEHUs
T'OJIOB KUBOTHBIX, OOBIYHO PACIIOJIOKEHHBIE HA pyYKaX WM TOPJIIOBUHE. DTH Y30PbI
HE TOJILKO YKpalllaJii COCYJA, HO U OTpa)kaju SCTETHUUYECKUE BKYCHI U JTyXOBHBIC
MPEACTABIECHUS XaHbCKOTO MEPHOJA.

[TepenocHas TpyOka (kak mokazaHo Ha puc. 4.15). Kepammueckuii cocyn
MPaBWIbHOW HWJIMHAPUYECKOU (POPMBI C POBHBIMU CTEHKaAMU YMEPEHHOUN BBICOTHI
U IUIOCKMM YCTOMYMBBIM JHOM. CBepXy IUIOTHO TPHWIETAeT KpbIIKa C
XapaKTepHOH BOTHYTOM IIyroBUIled B IeHTpe. I[lo OokaM CHMMETPUYIHO
pAacIoOKEHbl ABE W3SMIHBIE PYYKHM B BHJAE 3BEPUHBIX MACOK C KOJIbLIAMM.
Breninue noBepXHOCTH COCYyJla M KPBIIIKH YKPaIIEHbl Pa3HOOOPa3HbIMU y30paMHu:
TEOMETPUYECKUMU TPEYTOJIbHBIMU U POMOOBUTHBIMH, a TaKKe
HaTypaJIMCTUYHBIMA MEPHEBBIMU. TaKue COCYIIbl MCIOIb30BAINUCH ISl XPAHCHUS
BUHAa M 3€pHOBBIX. MX TmiarenbHO mnpoayMaHHas ¢dopma U Oorarblii JeKop

COYCTAIOT MMIPAKTHUYHOCTDL € BEHICOKHUM YPOBHCM I'OHYAPHOI'0 MAaCTCPCTBA.
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Kepamuueckast Mucka (kak mokazaHo Ha puc. 4.16). DTu cocyabl yisl MUIIHA
BIIEPBBIC MOSBWINCH B MO3AHUI nepuon 3amagHoi Xanb. X yHukaneHas ¢opma
HE BCTpeYaJlach B LEHTPaIbHBIX pailoHax Kwuras, Oyayunm XapakTepHOW HWMEHHO
s peruoHa JlunHanp. HauOonee 3ameTHass OCOOEHHOCTb -  POBHO
PAaCIOJIOKEHHBIE OTBEPCTHSl MO Kparm MHUCKU. B JkapkoM BIaXHOM KiuMaTe
JIuHHAHS 5T OTBEPCTHUS CHOCOOCTBOBANM BEHTWIALMH, OXJTKICHUIO MHUINA U
IPEJOTBPAIICHUIO OBICTPON NOpYM NPOAYKTOB. Takoe NpOTyMaHHOE peELICHHE
JEMOHCTPUPYET HE TOJBKO MYIPOCTh JPEBHUX MAacTEpPOB, HO U IIIyOOKOe
NOHMMAaHUE MECTHBIMHU >KUTEISIMU KIMMAaTHUYECKHMX OCOOCHHOCTEH, a TakkKe MX
IIPaKTUYHBIC MHHOBALMY IS aIallTAlliN K OKPYKAOIIEH cpee.

Cesi3aHHas KepaMmHka (Kak nmokazaHo Ha puc. 4.17). Ces3aHHas KepaMuKa
ObuIa MOMYNAPHBIM apTedakToM B JIuHHaHB B 310Xy 3anagHoN XaHb U SBISETCS
TUTIUYHBIM apTeaKkToOM peruoHaIbHONU KyabTypbl. OCHOBHAsI (DYHKIUSI CBSI3AaHHOM
KepaMHUKH JOJDKHA OblIa 3aKIIouaThCcsl B XPAaHEHUM HECKOJIBKHX TPEIMETOB,
KOTOpPBIE HEJb3sl CMELIMBaTh, HO KOTOPHIE YACTO MCIOJB3YIOTCS OJHOBPEMEHHO.
Jlunnaee Oorar GpyKTaMH, M 3TO, CKOpEEe BCEro, KOHTEHHep Uit (pyKTOB®’ WM
PErnOHAIBHBIN COCY IS €/1bI ¥ HAIIUTKOBS.

Bropas kareropus — 3o umuTanus GopMbel OpOH30BBIX PUTYaIbHBIX COCYIOB.
Hanpumep, Tpenoxuuk (puc. 4.18), kopooxka (puc. 4.19), dan (puc. 4.20), KyBIIUH
(puc. 4.21) m T.a. PuTyanbHble cOCylbl — 3TO NPEAMETHI, HCIOJIb3yEMbIE U
JEMOHCTPUPYEMbIE B JIPEBHUX PUTYaJIbHBIX MEPONPUATUAX, TaKHUX Kak
KEPTBOIPUHOILICHHS, OAHKETHI, MOXO/bI, TOXOPOHBI U T.J. B 3aBUCHMOCTH OT HX
UCIIOJIb30BaHMsI, OHU MOTYT OBITh pa3/ielieHbl Ha KyXOHHYIO yTBapb, MOCYLy AJis
€/1bl, BAHHBIE COCY/bl, KOHTEHHEPBI, COCY/bI Il BOJbI U T.A., U OHU Pa3IUYAOTCS
o ¢opme.

TpeTpsi Kareropusi — 3TO apXUTEKTYPHBIE MOJENH, CBSI3aHHBIE C Pa3BUTHEM

HPKOHOMUKH TIOMEInYbuX ycaned. Hanpumep, paznuuHble KepamMuueckue GUrypku

7 Sun Ji. [llustrated Data on Material Culture of the Han Dynasty. Shanghai: Shanghai Ancient
Books Publishing House, 2011: 500.

% Chen Shaodi. An Overview of the Culture of Social Life Utensils in the Qin and Han
Dynasties. Southeast Culture, 1992, (05): 72-80.
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U apXUTEKTYypHBIE MOJEIH JOMOB, CKJAJ0B, KOJIOALEB, Neuer u T.A. (puc. 4.22).
Ocobenno B panHuil nepuon Boctounoit XaHb, g0Ma, MaBUILOHBI, KUJIHUIIA,
CKJIQJpl, TE€YM, KOJIOALBI, CKOT, NTHUUA W T.J., CUMBOJHM3UPYIOLIUE SKOHOMHUKY
ycanbOBbl, MOSIBISINCH B HAOOpax, popmupys Ooraryro M KUBYH KapTUHY JKU3HH.
OTH KepaMHUYECKHE M3JENHs MPaBIMBO 3alKCHIBAJIM NPHUBBIYKH KU3HU, YCIOBUS
CEJIbCKOXO3SIICTBEHHON SKOHOMHUKHA U apXUTEKTYPHYIO KYJIBTYPYy MECTHBIX
ATHUYECKHUX TPYMI, a TaKXKe SPKO OTpakaJu OOMEH M HMHTETPalMI0 XaHbCKOU
KyJIbTypbl LleHTpaJIbHBIX paBHMH M IOACKOM KylnbTypbl JIMHHaHBb, a Takke
OTpa)kaJl YPOBEHb PA3BUTHUS TEXHOJIOTUU U3TOTOBJICHUS KEPAMUKHU B TO BPEMSL.

CymecTByeT JaBa THNA TEXHUK JCKOPUPOBaHHUA KepaMuku. OnuH —
UCTIONIb30BaHUE OCTPBIX MpeAMETOB (0aMOYKOBBIX MalloueK, KaMHEH, KOCTSHBIX
I0JIOC) JUIsl IPSIMOTO BBIPE3aHUs y30pOB; APYTrOMl — MCIIOJIb30BaHUE Pa3IMUYHBIX
IUIETEHBIX MaTepHalioB B KauecTBE (GopM 7Sl BBIJABIMBAHUS Y30pOB (0aMOYK,
pOTaHI, KOHOIUIL, TKaHb, TpaBa © T.J.), WIA HCIOJb30BaHUE JIOMATKU C
BBI'PAaBUPOBAaHHBIMU PA3JIMYHBIMU T€OMETPUUECKUMHU Y30paMH JUIsl HAHECEHUS
Pa3IMYHBIX TEOMETPUUECKUX Y30POB UEPE3 ILITAMIIOBKY.

OCHOBHBIE Y30pbI IEKOPUPOBAHMS KEPAMUKH BKJIKOYAIOT: Y30p B BUJIE CTPYHBI,
CeTyaThlid y30p, KBaapaTHbIA y30p (puc. 4.23), y30p B BUJE JHCTOBBIX KHIOK,
KpecTtooOpa3Hbli y30p (puc. 4.24), KpUBOJIMHEUHBINA Y30, Y30p B BUJE BOASHBIX
BoJIH (puc. 4.25), ceTyarbli y30p, rpeOeHUYAThId y30p, TpeOEHYATHI TOUYCUHBIN
y30p, HEMpPEpBIBHBIN JTyroBOM y30p, MmepbeBoil y3op (puc. 4.26), y30p B BUJE
OTTUCKA MOHETHI "y-4XKy" U IPYTHUE€ Y30PBI.

OOBEMHBIE yKpallleHUs] BKJIIOYAIOT AlIUIMKALMKA B BUJE TOJOB KUBOTHBIX C
koJsibliamMu (puc. 4.27), Horu *KUBOTHBIX (puc. 4.28), royoBbl ApakoHOB (puc. 4.29)
U T.J. Y30pbl B OCHOBHOM COCPEIOTOYEHBI Ha >XUBOTE INpeameToB. [lomMumo
JICKOPaTUBHON (DYHKIIMH, OHU TaK)K€ IMMOMOTAIOT YBEIMYUTH MOBEPXHOCTh TPEHUS
PEIMETOB, Jeas KOHTAKT MEX/1y YEJIOBEKOM U IPEIMETOM 00JIee yCTOMUHUBbBIM.

B osmoxy I[uHp u XaHp TEXHOJOTMM H3TOTOBIEHUS KEPaMHKU U3
[leHTpabHBIX pPABHHH HAa4yaldu pAacHpOCTpaHATbCs Ha baiirod B JIMHHaHE.

CDOpMI/IpOBaHI/IC HOBCCIIHGBHOP'I KCPaMHUKH B OCHOBHOM OCYIICCTBJIAJIOCH BPYUYHYIO,
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C WCIOJb30BaHWEM (OpM WM TOHYApHOTO Kpyra. Kpyrmele mpeameTsl 0OBIYHO
W3TOTABIIMBAIIMCH C UCTIOJIB30BaHUEM OBICTPOIrO roHYapHoro kpyra. [lomynsapHocTh
MeTo/a OBICTPOTO Kpyra HE TOJBKO Jiefiajia MpeaMeThl 0ojiee MpaBUIIbHBIMU, HO U
noBslmana 3(p(EKTHBHOCTh pabOTBl M yBEIWUYMBAjIa MPOM3BOACTBO. BoKpyr
"[lopra J[laryaHp", mOCTPOEHHOrO B OJIMOXy XaHb, MHOXECTBO JPEBHUX
KepaMUYECKUX KYJIbTYPHBIX OOBEKTOB IMOATBEPAMIIA, YTO Kepamuka [IMHBDKOY

o0xxuranach B reyax "MaHbTOy" C 3110XH XaHb.

4.5 IIpoucxoxaenne NIMHBKOYCKO Kepamukn Hucun
(3noxu Cyii u Tan, 581-907 rr.)

Kepammnueckne o0bexTsl B Llunpwkoy BpeméHn mmnactuii Cyii u Tan
BKJIFOUAIOT JAPEBHUM NEYHOM KOMIUIEKC MYI3UKAOH U JPEBHUN MEYHOM KOMILJIEKC
Tanpunnun (Tabmuma 4). O6a oObekTa pacmoniokeHbl Ha Oeperax peku Jadon u
SIBJISTFOTCSI CAMBIMHM PaHHUMHU OOHAPYXKEHHBIMH B [[MHBWKOY JTPaKOHBUMH TTEYaMH.
ApXeosoruuecKkue HaxoJIKH TOKa3zald, YTO 3TH JBa OObEKTa OBbLUIM OCHOBHBIMU
JPEBHUMHU TE€YHBIMU KOMIUIEKCAMU JI1 KPYyMHOMAcIITaOHOTO MPOU3BOJICTBA
KEepaMHKU 3a1uBa [[MHBYKOY, YTO CBUAETEIBCTBYET O TOM, 4TO B 31ioxu Cyil u Tan
HABBIKM MPOU3BOJICTBA KepaMUKH B LIMHBIKOY ObUIH yKe T0CTaTOYHO 3peibiMu. B
My3ee [{HHBPYKOYy XpaHUTCS MHOXKECTBO Kepamuueckux uzaenui smnox Cyit u Tan,

O6Hapy}KCHHBIX Ha MCCTHOCTH.

Tabmuua 4. O6bekts! 310X Cyii u Tan

Haiinennnie
HasBanmue
MecTonoJjioxenune Bpems packonok apredgakThbl U
o0beKTa
OCTaTKH
Xpeber My1zuksH, | JlBa IpeBHHUX MEYHBIX KOMILIEKCA
HpeBHuii
. nepeBHs A3UYOHT, ObL1M 00HapyxeHsl B 2009 rony, | banku, muckw,
NEeYHON
ropoa JlyHuas, OJIMH U3 HUX — I1€4b TUIIA Tapesiku, Tasbl,
KOMILJIEKC
paiioH l{uHpHaHB, "MaHbTOY", @ APYTrOM — IPaKOHbsl | TOPLIKU U AP.
Myu3uks3H
ropon Llunpuxoy neub. B 2015 rony Obuin

» Zhang Hui. The Origin and Development of the Development of Ancient Chinese Pottery
Design Art. Nanjing University of the Arts, 2017: 124.
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IpOBE/IeHbl IPOOHBIE
apXeoJIOTUYECKHE PACKOIIKH
npesHeit neun. Kopryc neun
"MaHbTOY" OBLJI B OCHOBHOM

COXPaHEH LEIIbIM, a OT JPAaKOHbEH

1€Y1 OCTAJI0Ch TOJIBKO OCHOBAHHC.

Bosbioe xoimuecTBo

Oxono 5 KM K KEepaMUYECKHUX (parMeHTOB U Mucku,
JpeBHuit
. CeBepo-3amaay oT MHO’KECTBO JIPEBHUX IEUHBIX Tapesiki,
NEeYHON
ropoza [lyHuas, KOMIUIEKCOB OBbUIM OOHApPYKEHbI KYBIIMHBI,
KOMILIEKC
paiion LlunpHaHb, BO BpeMsi 00cie10BaHus Yalky,
Tanpuninn
ropox Llunpwkoy KYJIBTYPHBIX penukBuil B 1988 TOPLIKHU U JP.
roxy.

4.5.1 Kyi1bTypHO-3K0JIOTHYECKAsI cpeaa

Ilocme »snmoxm [[3uep Kwuraihk BeTynmwi B mepuoa  pasielieHus W
npoTUBOCTOSIHUSA Mexkay CeBepHbiMU U HOXKHBIMUM JUHACTUSIMU, TIPU ITOM
UJICOJIOTUYECKUE M KYyJIbTypHble paziauuus mexay Cesepom u FOrom Obuin
3HAYUTENbHBIMUA. FOKHBIE TUHACTUM COXPAHWIU OOJBIIYI0 YacTh TPAAUIMOHHOU
KUTaCKOM KyJIBTYpbl, HauuMHass C 200X [luHp m XaHb, a TakkKe BOUTAIU
KYJIBTYpHBI€ JOCTUXKEHUS HAPOJHOCTEH XaHb, JIM, JIsi0, 0aiff0d M JIPYTUX HOMKHBIX
stHHueckux rpymnmn. Ha CeBepe ycunmnnuch OOMEH W MHTETpalusi ¢ HapoAaMH
3anagHoro Kkpas, 3amagHod Asum, IOxHONW A3uMM W JpYyrux pEruoHOB.
OO0benuHenue npu nuHacTud Cyill TOJIOKUIIO KOHEI MPOTHUBOCTOSHUIO MEXKIY
CeBepoM u IOrom M BOCCTAaHOBWJIO €IMHOE MHOTOHALIMOHAJIBHOE TOCYAAPCTBO.
DTO €O3[1a70 OTIMYHBbIE BO3MOXXHOCTH JJIsI UHTErPALIUU UAEH U KYJIbTYp MEXIY
Cesepom u KOrom, criocoOCTBYS KyIbTYpPHOMY CIHMSIHHIO M MOIITHOMY TBOPYECKOMY
MMITYJIbCY. BCecTOpOHHMHM pacuBeT KyJbTypbl MPOLBETAIOLIEH 3110Xu TaH crain
pe3yapTaTOM HE TOJBKO KyJIbTypHOTO oOMeHa mexay CesepoMm u FOrom, a Taxxe
Kuraem wu 3apyOeXKHBIMH CTpaHaMH, HO U TPOJYKTOM CTOJIKHOBEHUS U
B3aMMO/ICUCTBUSA KYJIBTYpP Pa3HBIX PETHOHOB, HAPOJOB U 3apyOE)KHBIX 3€MEITb.

Juuactnu Cyi n TaH OpOJOJDKUIN LEHTPATU30BAHHYIO CUCTEMY 310X [[MHB
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1 XaHb, CIOCOOCTBOBAJIM MHTETPALUA CEBEPHON U FOKHOU KYJIBTYP U COXPaHWUIIU
pacciiabiieHHbli 00pa3 >KM3HU M OCO3HAHHBIE ACTETUYECKHE HIEH 310X Bai,
[[3unb, FOxHBIX 1 CeBepHbIX auHAcTUi. Dnoxa TaH Bomnuia B 0ojiee OTKPBITOE
001IEeCTBO, IEMOHCTPUPYSI IIUPOKUIT KPYro30p U BEIMUYECTBEHHBIN pa3Max BO BCEX
acriektax. C MOMEHTa OCHOBaHHMs IMHACTUM TaH B 618 roxy mpaBuTeNn, U3BIIEKas
ypokn wu3 mnaneHus auHacTuu Cyd, NPHUHSAIM MHOXECTBO IOJUTHK H MED,
CHOCOOCTBYIOLIMX MPOLBETAHUIO CTpPaHbl. OJTU MEpbl IOMOTAJIM CAEPKUBAThH
AHHEKCHIO 3eMeJIb, OOJNIeTYaIM JKW3HB OCMHBIX, CMATYAIA KJIACCOBYIO OOpBOY,
pEeryaupoBajil IPOU3BOACTBEHHBIE OTHOILIEHHUS, a TaKXe CIO0COOCTBOBAIM
Pa3BUTHIO COLMAJIBHOM MPOU3BOAUTENBHOCTH. TakuM 00pa3om, epuo;] npaBIeHUs
OVHACTMM TaH 3anmOMHWICA B HCTOPMM KAk BpeMs IMOJIUTHYECKOM H
SKOHOMHYEecKOM Mmomu. TormamHee ¢eonanbHOEe OOIIECTBO MPOIBETANO, a
rOCyIapCTBEHHAs BIACTh YKpEIUsia cBou mo3urmu ' %,

Cynpba wuCKyccTBa HAmNpsSMyK 3aBUCUT OT COLMAIBHOM CpeAbl H
MaTepUaIbHOIO J10cTaTKa. B mepnopl OTHOCUTENBHON CTAOUIBHO U M300MIINS OHO
IPOIBETAET, B TypOyJCHTHbIE BpPEMEHa, HANMPOTWB, CTarHUpyeT. Tak, mocie
CTAHOBJICHMS JUHACTUM TaH MCKYCCTBO CTPEMHUTENIBHO KpeIwlo 3a CUY€r
KyJbTYPHOTO  OOMEHa  MEXIy  pa3IM4HbIMU  STHUYECKUMH  TpYIIaMH,
MOSIBUBIIMMUCS HA OJHOW TEPPUTOPUM B XOJE 3aBOCBAHUM U IOCTOSHHOIO
pacmupenus. OtkpsiTue IénkoBoro nytu B 60s1ee MO3IHUN EPUO €€ CUIbHEE
CIOCOOCTBOBAJIO MPOHUKHOBEHUIO M ACCHMWJISIIUU WHOCTPAHHON KYIBTYpbl. JTH
(dbakTOpBI U MOCMOCOOCTBOBAIN KyAbTYPHOMY MPOIBETAHUIO, HAYMHASA OT TIEpUOJIa
npasieHusT YKaHbIOaHb 10 30J10TOro Beka Kalitoansb, a TakKe 3aJ105KAIU IIPOYHYIO
OCHOBY JUISl pa3BUTHS MCKYCCTBA B d1oXy TaH. bynnusm, npumenmmii B Kuran u3
Nunuu, pacuBén B a11oxy TaH U cTaj Ba)KHOU PENIUTHUEN TOIO BPEMEHH.

B ycioBuAX CHIBHON MNOJMUTUYECKOM, BOCHHOM M 3KOHOMHUYECKOU CpEabl
nuHacTusl TaH, B3SB 32 OCHOBY KYJBTYPY XaHBLEB, IIMPOKO BIUTAJIA KYJIBTYpPbI

Pa3IMYHBIX STHUUECKUX TPYIII U 3apYOSKHBIX PErroHoB. [lornomnienue 60boro

00 Cao Aiping. Aesthetic Study of Tang Dynasty Dancing Pottery Figurines. Jingdezhen
Ceramics Institute, 2014:3.
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KOJTMYECTBAa KYJIbTYpP HAIMOHAJIBHBIX MEHBIIMHCTB M 3apyOeXHBIX CTpaH
000raTuiIo MaTepuaJIbHYI0 U KYJIBTYPHYIO KU3Hb TaHCKOW MMIIEpUH, pPaCHIMPUIO
KpYyro30p JIIOAEH, YCUIINIIO HAMOHAJIbHYIO )KM3HECTIOCOOHOCTh U CIIOCOOCTBOBAIIO
conMasbHOMY Iporpeccy. KynbTypa XaHbLEB M KyJIbTypa MEHBIIMHCTB YUYHJIUCH
Apyr y Opyra, MCIOJB30BAIM CBOM CHUIBHBIE CTOPOHBI, M30eraiu ciadocTedl u
UHTErPUPOBAIKNCH JAPYT C JPYyroM, 4YTO 3HAYUTEIbHO MOBBICHIO OOMIKA
KYJIBTYPHBII YPOBEHb KMTaiickoi Harmu 0!,

4.5.2 BiusiHMe HHOCTPAHHOM KYJBTYPbl HA KEPaMH4YeCKOe HCKYCCTBO

B osnoxu Cyit m Tan masypoBaHHas KepamMuKa JOCTHIVIA IMKAa CBOETO
BCECTOPOHHETO Pa3BUTHSA, OTVIMYASCH U3BICKAHHBIM IIPOU3BOACTBOM U POCKOIIHBIM
nexkopoM (puc. 4.30). Tlox BAMsSIHUEM MEPCUIICKON, COTAMNCKON, BU3AHTUICKON U
apaOCckoil KynbTyp ¢opMa U JEKOpPaTUBHBIA CTHJIb KEpaMUKH 31m0xu TaH
IIpETEPNENN 3HAYUTENbHBIE U3MEeHEeHUs. bmaromaps II€nmkoBoMy myTH 30JI0THIE,
cepeOpsiHbIC U CTEKIISTHHBIC W3IeNUs U3 3anagHol A3UH HETPEPHIBHO MOCTYTAIN B
MatepukoBblii KuTail, uTo 0kazano riy0okoe BIMSHUE Ha Xy/l10)KECTBEHHBIHN TU3aiiH
[JIa3ypOBaHHOM KEpaMHUKU. AKTUBHBIE HWHOCTPAHHBIE KOHTAKThl MO3BOJIMIN
KEpaMMUYECKOMY AM3aliHy BIMTATh pa3jMuYHble 3apyOe)KHblE TEXHUKU U CTHIIH,
OPEICTaBIsAsl Pa3HOOOpa3HbIE XY/IOKECTBEHHBbIE HANpaBICHUS, M MOSBHIOCH
MHOYKECTBO HOBBIX (DOPM M JIEKOPATUBHBIX TEXHHK!' 2,

B snoxy Tan pockoiHblii 00pa3 *U3HH CTall MOBCEMECTHBIM. M3HadambHO
30JI0TBIE U CcepeOpsiHbIe H3Aenusi, uMnoptupoBanusie u3 Ilepcun m Cormuansl,
UCTIOJB30BAIUCH TJIABHBIM 00pa3oM MPU HUMIEPATOPCKOM JBOPE WU B KauecTBE
Harpaja. XOTsA MPOCTHIE JIFOAM BOCXHUIIAIUCH 3TUMHU JPArolCHHBIMU WU3ICIUAMH,
OHM HE MO cebe UX MO3BOJUTh, MO3TOMY Ha PHIHKE Hadyalld MOSBIATHCA
KEpAMHUUYECKHE W3AETUs, UMUTHPYIOIIME 30J0Tbie M cepeOpsiHble usaenus. C
YIYyYIICHUEM KEepaMHUYECKHX TexHoJsorui B 3moxu Cyih m TaH OTHOCHUTENBHO

JICHIEBAs KCpaMHKa IIOCTCIICHHO 3aMCHMIIA AOOPOIruc 30JI0ThIC U cepe6p;1HbIe

w1 Cao Aiping. Aesthetic Study of Tang Dynasty Dancing Pottery Figurines. Jingdezhen
Ceramics Institute, 2014:5.

w2 Zhang Hui. The Origin of the Development of Ancient Chinese Pottery Design Art. Nanjing
University of the Arts, 2017:140.



100
w3nenus. Kepamuueckue wu3nenusi, MMUTHPYIOLIME 30JI0TbIE M cepeOpsiHbIe
U3JIeNNs, KOMMPOBAJIN UX (OpPMBI U 100aBISIIM MHOXKECTBO HOBBIX (opM. Jln3aiin
OB YJIy4ILIEH 332 CYET BOTHYTHIX U BBINYKJIBIX U3MEHEHHUMU, a TaKXKe T00ABIICHBI
akceccyapbl, TAKME€ KaK PYYKH, KPBIIIKA M HOCUKH. JTU KEpaMHUUYECKUE W3JEus,
UMUTHPYIOIIME 30JI0ThIE M CepeOpsiHble M3JeNusl, ObUIM OYEHb MOMYJSPHBI U
MCIIOJIL30BAIMCH NIMPOKUMH CIOSMHU HaceseHns ' %,

Cpeny TpakTUYHOW KEpaMHKW PACHpPOCTPAHEHHBIMU ObUIM KYBIIMHBI U
OyTBUIKU C Y3KUM TOPJIBIIIKOM, UI€AJIBHO MOAXOJUBIINE ISl XPAHEHUS JKHUJIKOCTH.
B cBoro ouepenp, X IM3alH HAaXOQWICS IIOX BIUSHUEM METAUIMYECKUX H
CTEKJISIHHBIX COCYZI0B, KOTOPBIE MECTHBIE IIEPEHSIIM Y UHOCTPAHILIEB.

Ha uckycctBo smoxu TaH BO MHOTOM MOBJIHSUT OyIIU3M: Cpelu KEepaMHUKH
snoxu TaH ObLIO0 MHOXeECTBO cTaryil bynabl, bogxucaTTBbl ¥ MIKATYJIOK TS CYTP.
KpomMe TOro, MHOrue KepamM4yecKHue H3AEIUs CO3JABANUCH CIEHHAIBHO JUIS
OyIIMICKUX >KEPTBONPHHOUIEHUH W TOJHOIICHWI: HampuMep, KypHJIbHHIIBI,
JaMIIbl U COCyAbl I BOAbL.  JIEKOpPAaTMBHOE MCKYCCTBO, BIOXHOBJIIEHHOE WIH
HaNpsAMYIO OTChUIAroIIee K OyaIu3My, TakKe BCTPEYAlOTCS W B TOrpebdaibHOU
kepamuke (puc. 4.31). Bce aTu u3genus BHICTYNAIOT KaK OTPa)KEHUE PETUTHO3HBIX
BEPOBAaHUM, U B TO K€ BpEMsI KaK KBUHTICCEHIIUA UCKYCCTBA MAaCTEPOB TEX BPEMEH.
JIrtonu He NPOCTO BIOXHOBJISIOTCA BHEIIHEH aTpUOYTHKOM BEpOBaHUS, HO U
JEMOHCTPUPYIOT TO, KaK MPOYHO OyAauM3M YKOpEeHWICs B HX cepauax. Jlroau
HAQ/ICSUTUCh MOJIUTHCS O OJarociOBEHWH AYIIM M CTPEMUJINCh K BHYTPEHHEU
KpacoTe ¥ MUPY 4Yepe3 Bepy B OyIIu3M.

4.5.3 PazButune kepamuku LlnHbYKOY

B osnmoxu Cyii m TaH nonmutuka W SKOHOMHKA [{MHBWKOY AOCTUIIH
OecrpeleIEcHTHOTO paciBeTa. YmpasiieHue npedektypbl Jlyuxoy u yesna Yimdi
OBUIO yUYpEeKJIEHO B MOPTOBOM KpemocTu Jlaryanb, u OoibIlas 4acTh KEPaMHUKHU
[Munpwkoy oTnpasisuiack U3 3toro nopra. Kak 3anucano B «Tanury: ['eorpadusi»,

«Co BpCMéH HMIICpAaTOopa v JAUHACTHUH XaHp JaHb JOJIXKHA OblIa BBITUIAYMBATHCS

s Zhang Hui. The Origin of the Development of Ancient Chinese Pottery Design Art. Nanjing
University of the Arts, 2017:155.
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yepe3 gopory L[3sowxm», yTo mokaseiBaeT, 4To LIMHBYKOY CTanm BaXKHBIM LIEHTPOM

TOPrOBIM M KyJBTYpHOI0O OOMEHa B TO Bpems' %%,

Ha d¢one nporseratomeit
toproBmi  Mopckoro [ll€nkoBoro myTm kepamMuyeckas NIPOMBIIUIEHHOCTh
[Muapwxoy npouserana. I[Ipou3BOACTBO KEPAMUKU JOCTUIVIO JTOBOJIBHO BBICOKOIO
YpOBHS, a MPOU3BOACTBO M MPOAaXH KepaMuku L[MHBUKOY OBUIM OTPOMHBIMH.
[{nHBY:KOY HAXOAMIICS TIOJ yIIpaBiieHHeM ITpoBUHIMY [ 'yanyH B artoxu Cyi u Tan.
CornmacHo «OOmeit ucropun I'yancu», «B snoxu Cyi, Tan, Ilatu qunactuil u
Jlecsatn mapcTB peMecieHHas MPOMBIIIIEHHOCTh B ['yaHCH pa3BHBanach JaJIbIIIE.
[ToMMMO TEKCTHJILHOM MPOMBIIUIEHHOCTH, MPOU3BOACTBO (hapdopa Takke ObLIO
JIOBOJILHO pa3BUTO B 3TOT mnepuoi. Kepamumka, npowsBomumas B L{uHBYKOY,
lyitnuee u [yanpsHe, ObUla JOBOJBHO M3BecTHa»'®. [IpOBUHIMATIBHEIE XPOHUKH
['yannyna taxoke 3anucanu, uro «B snoxy Tan ¢apdop u ménk, npouzBoaumMele B
['yannyHne, B OONBIIMX KOJNMYECTBaX TpaHCmopTUpoBamuch B FOro-Boctounyio
Asuto u Ha bmmxuuii Boctok uyepe3 Mopckoit HI€nkoBblid myTh. XyaHIuraH B
Cuntyne, I'yanuxoy, [lluBanp B ®omane u neub LI3pnma B yesne [lunb Obim
n3BeCTHBI %,

Bugno, uro kepamuka Ilunpuxoy B smoxu Cyih u TaH HE TONBKO
YIOBJIETBOPSIA  NOBCEHEBHbIE IMOTPEOHOCTM MECTHBIX IKUTENEH, HO U
skcnioptupoBasiacb B Oro-Boctounyro Asuio u Ha bmmwxuuii BocTok uyepes
Mopckoit [lénkoBbiii myTh. Ha mMecte TanumiuH u apeBHUX rpoOHuil L[3romyH,
3aMMCaHHBIX B XpOHMKax ropoaa lluHpwkoy, Takxke ObUIO OOHAPYXKEHO OO0JBIIIOE

KommyecTBO Kepamuku onox Cyit u Tan!".

JlpeBHUE TEYHBIE KOMILJICKCHI
My1auksH u Tanunnue B Huaswkoy B snoxu Cyi 1 TaH moOKa3pIBarOT, YTO METOJ

0o0)KHUTa KCpaMHKH ]_II/IHB‘I)KOY 9BOJIOIMOHHUPOBAJ B OOKHT B «APAKOHBHUX IICYaAX).

1 Feng Chuanfa. The Ups and Downs of Qinzhou Nixing Pottery over the Past Millennium.
Shandong Ceramics, 2017, 40(04): 21-24.

s Guangxi Local Chronicles Editorial Committee. Guangxi General Chronicles - History of the
Second Light Industry. Nanning: Guangxi People's Publishing House, 2003.

we  Guangdong Provincial Local History Compilation Committee. Guangdong Provincial
Annals-Light Industry (Handicraft) Annals. Guangzhou: Guangdong People's Publishing House,
1995.

w7 Qinzhou Local Chronicles Compilation Committee. Qinzhou Chronicles. Nanning: Guangxi
People's Publishing House, 2000.
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CoracHo xpoHukam yesnaa [uup!'%®

, «B nessthiif rog Pecriyonuku (1921 rog
Halen 3pbl) B AepeBHe [IMHCHMHBL Ha BOCTOKE ropoja Obuta oOHapyKeHa OoJbllast
rpobnnna. BHyTpu TrpoOHMIIBI Haxomuiach Kepammuueckas cTena Hwunmgaoy,
BBICOTOM Oosiee 4eThIpEX (PpyToB. Pamom ¢ Helt HaXomuiICcs KepaMHUUECKUN TOPIIOK.
Ha crene Obun BeIrpaBupoBaHbl ciioBa «20-i roj smoxu Kaiiroanb quHactun Tan
(732 rom name#t 3pwI)». Ha crene Ovmmo 6omee 1600 mepornudos, 4to menaet e
IIEpBOM KepaMHuuecKkoi rpaBupoBkoit B Kurae. Ceroans iroau B Kurae nocreneHso
Y3HAIOT O IIPOM3BOJACTBE KepaMUKH B Yye3ne LluHb, KOTOpOE 3HAYUTENBHO
npeBocxoauT kepamuky Mcunay». Kepamnueckas crena Hunpaoy snoxu Kaiiroans
nuHactud TaH Obula Ha3BaHA «IEPBOM KEPAaMUYECKON IPaBUPOBKOM B UCTOPUN» U
cTajla BEXOW B pa3BUTHU KepamMuku LlnHpwxoy. @parmMeHThl €€ cerdac XpaHsaTcs B
my3ee ['yancu.

ApTtedakTsl, 0OHapy>KEHHbIE Ha ATHX OOBEKTaX, HE CHJIBHO OTIMYAIOTCS TIO
KAa4eCTBY OT MEPENOBBIX M3Aenuil LleHTpanbHBIX paBHMH TOTO BPEMEHU, U OHU
UMEIOT MECTHbIe OCOOEHHOCTH B Ju3aiiHe. Kepammueckue ¢(parmeHThl OOrathl
pa3HooOpa3ueM, BKIIOYas MHCKH, Ta3bl, TOPIUKH, KyBIIMHBL, YallKd M T.J.
OOBEKTHl B OCHOBHOM IOKPBITHI O€JIOM IIa3ypblo, a TakXe BCTpedaeTcs 4€pHas
KEepaMHKa C y30paMd B BUJE CTPYH. Y30pbl pa3HOOOpa3HbI, BKJIIOUYash BOJIHOBBIE
Y30PBbl, TEOMETPUUYECKUE Y30Pbl, 3aBUTKHU JINCTHEB, Y30PbI JICIECTKOB JIOTOCA U T.J.
Kpome Toro, Ha Mecte neun ObUIO HaiIEeHO MHOXKECTBO FOTOBBIX M3AEIUM, TAKHX
KaK Ta3bl, KyBIIMHbl U MHUCKH, KOTOpBIE €IIE HE OBbLIM OO0XIKEHBI. DKCIEPTHI
HICHTHOUIMPOBAIH UX Kak peiarksuu smox Cyii u Taun!%’. Dtu apxeomornueckue
OTKPBITHUS JOKa3bIBAIOT, YTO KEpaMHUUYECKasi IPOMBILIUIEHHOCTh [{[MHBYKOY B 3110XH
Cyit u Tan mmena OonbpIIoe pa3BUTHE M MPOTPecc B MacmTabax MPOU3BOACTBA U
TEXHUKAaX OO0XKUTa, M MPOU3BeENa UyJECHYIO OOJBIIYI0 KEPAaMUYECKYHO CTENY, YTO
MOJATBEP)KAACT yTBEpkKACHNE B «XpoHHKax ye3na Lluaey snoxu Pecrmybmuku, uto

«xepamuka [{uapuxoy Oblia u3o0peTeHa 1o 3moxu Tan u crana 6ojee yTOHUEHHON

e Chen Gongpei, Zeng Chuanren, Kong Fanzhi. (Republic of China) Qin County Chronicles.
2010 reprint: 25.

9 Shuai Minfeng, Mao Wengqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing: Beijing
Science and Technology Press, 2012.
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B 21ioxy Tam» .

B pa6ore Xyan JInnsas «Kepamuka L{uabwkoy u ucropust Hurcum»! 10

aBTOP
MIPEATIONIOKIII U OIpeneNnI, 4To kepamruka HuHncnH [{luHBYKOY Haganace B 3MOXY
TaH, OCHOBBIBAsICh HA APXECOJIOTMYECKUX JAHHBIX U CPABHUTEIBHBIX apryMEHTax
Mexay «Xponukamu yesga Luwab» n  «Xponukamu ropona L{uHBIKOY».
Bo-nepBpIX, OH HCKIIIOYMI BO3MOYKHOCTH OTHECEHHS NMPOUCXOKICHUS KEPAMHUKH
HuHCHH K HEOIUTHYECKOMY IIEPUONY, YTBEPKAAsl, UTO «YUYUTHIBAsI U3BICKAHHBIE U
CJIO)KHBIE MAaTepHualbl, UCIOIb3yeMbIE B Kepamuke HuHCHH, U €€ NmpeBOCXOIHOE
MacTepCTBO, OHAa CHJIbHO OTJIMYAETCsl OT IpyOoil KepamMHKH, TaKOM Kak IecdaHas
(u€pHast) KepaMUKa, KOTOpast UMEET OTHOCUTENIBHO PBIXJIYIO0 TEKCTYpY U COIEPIKUT
oonbiie mnecka. lloatomy wucropuro kepamukun HHHCHMH Henb3si OTHECTH K
HEOJIMTUYECKOMY IEpPUOLy». 3aTeéM OH IPEUIOKWI, YTO KepaMUdecKas cTela
Hunpmaoy, obnapyxennas B lluapwkoy B 3moxy TaH, MOXeT A0Ka3aTh, YTO
kepamrka Hwunacun [uHpwkoy Bo3HMKIA B 3moxy TaH. Hanmmenm Ha creme
BBINOJIHEHBI CTaHJAAPTHBIM pU(TOM. OCHOBBIBAasACHh HA 3TOM, I'-H XyaH JIUnsiHb
MIPEINONOKIII, YTO «TJIMHA, UCIIOIb30BAHHAS AJIsl HAATpoOus, Obllia OTHOCUTEIHHO
TOHKOH. Kak MO>XHO OBLJIO BBIpE3aTh TaKUE U3BICKAHHBIE U IVIaJIKUE HEPOTNIU(bI U3
rpy0oil mmHbBI?» ComocTaBisisi 3TO C  apXCOJOTMUYECKUMHU JAHHBIMU U3

«KyJIbTypHBIX PEMKBHIA, 0OHApYKeHHBIX B ['yaHcu»!!!

, OH MPHUIIENT K BBIBOY, YTO
«TJIMHA, UCTIOIh30BaHHAS VISl U3TOTOBJICHHUS HAATPOOUs B TO BpEeMsi, BO3MOXKHO, HE
OblJla TakoW TOHKOM, Kak IJIMHA, HMCIOJb3yemass B Kepamuke HuHcuH mocrie
nepuona Csub(paH auHacTuu [{uH, HO €€ MOXKHO CUMTaTh MPOTOTUIIOM KEPaAMUKHU
Huncun».

B nucceprammu  Jlio WxoHdsHa «lIpenBaputenbHOE — HCCIIEIOBAHUE

112

IMPOUCXOKICHUA U PAa3BUTHUA KCPpAMHUKHU Huncun B ]_II/IHB‘-I)KOY, FyaHCI/I» 4BTOp

HCIIOJIB30BaJI CKaHUPYHOIIYIO QJICKTPOHHYIO MHUKPOCKOIINIO u

w  Huang Lilian. Qinzhou Pottery and Nixing History. Guangxi Local Chronicles,
2006(05):43-46.

1 Guangxi Zhuang Autonomous Region Cultural Relics Management Committee. Guangxi
Excavated Cultural Relics. Beijing: Cultural Relics Publishing House, 1978:65.

2 Liu Zhengfeng. Preliminary Study on the Origin and Development of Guangxi Qinzhou
Nixing Pottery. Guangxi University for Nationalities, 2013:1.
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sHeproaucnepcuoHHblii cnektpomeTp (SEM-EDS) nna ananuza u cpaBHEHUs
coCTaBa KepamMuyeckou crenbl HuHgaoy M Ceippss M TOTOBOM IPOAYKLHUHU
coBpeMeHHOW Kepamukun HwuncuH. HMccnepmoBanme mnokaszano, 4YTO COCTaB
Kepamuueckon crenbl HuHaaoy odeHb IOX0oK Ha cocTaB kepamMuku HuHcuH, u
[[uHBDKOY MMEET BO3MOKHOCTh OOXKHTaTh TaKyH) KepaMHUYeCKyro cTemy. Takum
o0Opa3oM, pe3yabTaThl HCCIEAOBAaHUS IOKA3bIBAIOT, YTO KepamMHuecKas CcTela
Hunpaoy otkpsuia ucrtopuro kepamuku HuHcuH.

B snoxy Tan, ¢ o0muM yiIydlieHUEM COLMAIBHON MPOU3BOIUTEIBLHOCTH,
yailHasi TMPOMBINIJIEHHOCTh OBICTPO pa3BUBajach, M 4Yall CTal BaXHBIM
IIOBCEHEBHBIM HAIIUTKOM JJIi IPOCTBHIX JIIoAeH. BmecTte ¢ 3TUM IOSBUIUCH
pasIuyHbBIC dYaliHbIe HAOOpHBI, BKIIOYAsS KEPAaMHUYECKHE YalHbIe HAOOpHI W
kepamuueckde dvamku''’.  YaliHple HabOpbl 3TOrO IEpUOAa HE  TOJBKO
VIOBJIETBOPSUIM  TTOBCEIHEBHBIE TOTPEOHOCTH JIIOJEH B YaCNUTUU, HO W
CrocoOCTBOBAIIM JATBHEUIIIEMY Pa3BUTHIO TEXHOJIOTHH IMPON3BOACTBA KEPAMHKH.

C NOCTOSIHHBIM Xa0COM MOJUTUYECKON cUTyalud B LIeHTpanbHBIX paBHUHAX
B no3aHuil nepuoAd TaH u snoxy It guHACTUIA MECTHBIE CHJIBI B OTPAHUYHBIX
palioHax BOCIHOJIB30BAIINCh BO3MOXHOCTBIO JUISI CO3JaHUS CBOUX TEPPUTOPHUHU.
Paiton [{unpwkoy ObUT B Xaoce, BOWHBI ObUIM YaCThIMHU, SKOHOMHKA U KYJIbTypa
IIOCTPaJaiu CEPbE3HO, U KEPAMUYECKAS ITPOMBILIJIEHHOCTh TAaK)Ke MocTpaaana. B
TO K€ BpEMs, M3-32 HE3aBUCUMOCTH AHHAHAa U Pa3BUTHUSI MOPCKUX TEXHOJOTHIA,
Mopckoit [II€nkoBbIii TyTh MNOCTENEHHO HWCY€3. B 3TOT CIOXHBIA NEpUOL
KEpaMU4eCKasl MPOMBIIUIEHHOCTh [[MHBUXKOY COKpaTunach JO COCTOSIHUA
camooOecrieueHus: OBCceAHEBHOM Kepamukoil. [locie smoxu TaH B UCTOpUUYECKHUX
JOKYMEHTax OCTaJIOCh Majo YIOMHHAaHUM O JpeBHEW Kepamuke HuHcuH

[unswkoy! 4.

4.6 HoBoe paszsutue kepamuku L{lnHbYKOY

13 Wang Xiaodong. Research on the Integration and Promotion Strategy of Guangxi Tea Culture
and Nixing Pottery Culture. Fujian Tea, 2018, 40(03):292.

14 Huang Wanwen. Qinzhou Nixing Pottery Protection , inheritance and development research.
Guangxi University for Nationalities, 2007:12.
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(3noxu Cyn, FOanb u Mun, 960-1644 rr.)

4.6.1 Kyi1bTypHO-3K0JIOTHYECKAsI cpea

Onoxu Cyn, Oanp m MuH cramm nepuogoM pacuBeTa B IIOJUTHKE,
HKOHOMHUKE U KynbType Kuras. BrnacTts cTana Gosee HEeHTpaqn30BaHHOW, a BMECTE
C HAIMOHAJIbHOM MOILIBIO YKPEIUISUIUCh M JIPYrUMe€ >KU3HEHHO Ba)KHbIE s
rocyaapcTBa 0oONIacTH: colmanbHas cdepa U pemecia, BKIYas KepaMHuecKyIo
IIPOMBIIUIEHHOCTh. [IpaBUTENBCTBO MOAAEPKUBAIO U JTaXKE IMOOLIPSUIO YACTHYIO
KOMMEPYECKYIO JAESTENbHOCTh, YTO BKYII€ C SJKOHOMUYECKUM Pa3BUTHUEM HE MOIJIO
HE NIOCIOCOOCTBOBATh POCTY KOHKYPEHLIMU B KEPAMUYECKOW MPOMBIIIJIEHHOCTU. A
KaK M3BECTHO, PAa3BUTHE W IOBBIIICHUE Ka4eCTBA BO3MOYKHO TOJBKO B YCIIOBHSIX
KOHKYpeHUUH. Takoil packiaa 3aKOHOMEPHO MPUBOAWI K YIYyYIIEHUIO >KH3HU U
NOBBIIICHUIO 3CTETHYECKON IIAaHKKM y Jrofed. bonee Toro, Hemb3si HE OTMETHUTH
pacuBet IIE€nKOBOro MmyTH, KOTOPBIM B XO/A€ CBOETO Pa3BUTHUs MOCIOCOOCTBOBAI
UHTETpau OOraTblX HWHOCTPAHHBIX KylbTyp. WX TmepemeTeHne ¢ MECTHBIM
MCKYCCTBOM J1aJI0 TOJNYOK K JAJBHEUIIEMY Pa3BUTUIO AYXOBHOW M KYJIbTYPHOU
JKU3HU Jironen! 1.

Ha ¢one pacupera counyma 1 KylabTypbl CQOPMUPOBAJICS KIacC JIUTEPATOPOB.
Kak nmnpencraBuTenu SiMTHI, HECYIME HAUUOHAIBHYIHO MHCCHIO, CBOUM
MOBEJACHUEM M 3CTETHUYECKUM IMPEANOYTEHHEM OHM 3HAUWUTEIbHO MOBIMSIM Ha
CTWJIb DJIOXH. JIpyrMM Ba)KHBIM JBH)XKOM KYJBTYpPHl TOTO BpPEMEHM CTalv
KOH(YIIMAaHCTBO, HEOKOH(YIIMAHCTBO © J39H-OyAIM3M, 3aHUMAaBIINE TOTHA
JOMHHHPYIOUIEE MOJIOKEHUE CPEAN YUEHUH W MpOoNaraHIupoBaBIINE CTPEMIICHUE
K IIPOCTOM TyXOBHOCTH116. B MCKyCCTBE 3TO yXOBHOE CTPEMIIEHUE ITPOSBIIIIOCH
KaKk JI000OBb K yeIMHEHHOM xu3HM. OueHb CcKopo 23Ta (duiocodpus
pacnpoCTpaHUIach U Ha Xy/I0KECTBEHHBIN CTUIIb, U Ha Jpyrue c(heprl, CTaB HEKUM
MEUHCTPUMOM.

DTOT ACTECTUUYCCKUN CTUIIh INCPCHAIN U JINTCPATOPBI, KOTOPLIC B I[ElﬂbHCﬁHICM

115 Zhang Ruijie. Analysis of artistic characteristics of Song and Yuan ceramic decorative
patterns. Journal of Jiaozuo University, 2023, 37(03):17-20.

116 Bian Wenya. The formation and expression of Song porcelain aesthetics and its influence on
modern aesthetics. Ceramics, 2024, (01):33-34.
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OpsIMO WM KOCBEHHO PAacHpOCTPaHWUIM €ro M Ha kKepamuky. B smoxy CyH oHa
3aMETHO TpaHC(POPMHUPOBAIACh, 3aMEHUB CMEJIbIi, POCKOIIHBIN U CIIOKHBIM CTHIIb
amoxu TaH MpOCTOTOM M €CTECTBEHHOCThIO (POpPM, JTAKOHHUYHOCTHIO Y30pPOB U
TémbiMu 11BeTamu. K 3aBepiienuto snoxu CyH Kepamuka npruoodpena caep:KaHHbIiH,
HO [IPY 3TOM BEJIMYECTBEHHBIN U DJIETaHTHBIH rrapm!!’.

Mopckast TOprosisi, Kak U Jpyrue chepbsl B 3TOT nepuoj, npouserana. [lo
OTKPBIBIIMMCS TOPTOBBIM IMYTSAM B CTPAaHy CTajO NOCTyHaTh OOJBIIOE KOJTUYECTBO
WHOCTPAHHBIX CHEINI U JIEKAPCTB, KOTOPHIE MECTHBIE KHUTEIU JOCTATOYHO OBICTPO
VMHTETPUPOBAIM B CBOIO IOBCEIHEBHYIO XM3Hb. Pa3BUTHE TOBapHOU 3KOHOMHUKH
HOMYJIIPU3UPOBAIO KylbTypy OnaroBoHui. KoposeBckas cembsi U JIUTEPAaTOPHI
CroCOOCTBOBAJIM  PacCIBETy KyJbTYphl M HCKycCTBa OylaroBoHWN. CkWraHue
OJaroBOHUH CTaJI0 YHUKAJIBHBIM KYJIBTYPHBIM SIBIIEHUEM cpeau JureparopoB. [lon
BIMSTHUEM J39H-Oy/IM3Ma OHO HMCIIOJIb30BAJIOCh JIJIsl MEIUTAIINH U TIPOCBETIICHUS,
YTO CIOCOOCTBOBAJIO PA3BUTHIO KepaMHUUECKUX KypuibHUIl. [Ipon3BOACTBO yas B
smoxy CyH pa3BuBaioch OecCHpeleleHTHO, a oO0blyail 4YaenuTus craj
MOBCEMECTHBIM, (OpMUpPYS MONYISPHYIO YallHYyI0 KYJIbTypy, HWHTErpupys
KOH(YIIMAaHCKYI0 KOHLIEMIHUI0 camMope(eKCUU B IOBCEAHEBHYIO >KM3Hb, Jelas
YACIUTUE JyXOBHBIM YIOBOJICTBHEM. IIpOCTBIE, BJIEraHTHBIE W E€CTECTBEHHBIC
ACTETUYECKUE BKYCHI JIMTEPATOPOB IOBIMSIM HA JW3aWH YalHOW KEepaMHU4YECKOU
HOCYlbl, KOTOpas Oblla MNpPOCTOW W KpacuBOM 1o ¢opMme, JIAKOHUYHOU U
ANIETAaHTHOM B JIEKOpEe W H3JIydala MpocTyr armocdepy maureparopoB. Ilox
BJIMSIHUEM OYIJIMHCKUX U TA0CCKUX MJIEW apaHXUPOBKA LBETOB CTaja MOMYJISPHON
Cpeau JIUTEepaTropoB, oboraTuB (GOpPMbI KEpaMUUYECKUX Ba3 U J00aBUB
scTeTndeckoro Bryca'ls,

[lox BIMSIHMEM TyMAaHMCTHYECKOro ayxa 3moxu HOaHb, KOTOpBI OTHaBanl
NpEeaNoYTeHNE CHHEMY U Oenomy, cuHe-0enbiii Gpapdop smoxu KOans mogHsuics u

AJOCTUI' CBOCTO IIMKa B JIIOXY MuH. BJ'IaI‘OI[apH YacThIM OOMEHAaM C 3anaz[H01”4

117 Yan Ruilong. On the embodiment of "ritual" in Song Dynasty ceramic design. Ceramics, 2023,
(12):72-73.

18 Yingwen Chang. The relationship between the formal characteristics of Song Dynasty ceramic
modeling and the elegant living habits of Song people. Ceramics, 2024, (02):122-124.
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A3zueill ObUT BBEIEH KOOAIBTOBBIM CHHHMM MUTMEHT JJIi POCIHUCHU CHHE-0elI0ro
dapdopa, yTo caenano cuHUM LBET Oosiee MPUATHBIM 171 T1a3. Kpome toro, mox
BIIMSTHIEM HEKOTOPBIX HAPOJIHBIX KYABTYp 3amajHoil A3uu 3pesblidi cuHe-Oembli
¢apdhop UMeeT COUHBIN [BET U CIOKHBIE, IUIOTHBIE ICKOPATHBHBIEC Y30phI' Y,

Crioco0 vaenmuTus B 310Xy MHH MOCTENEHHO H3MEHWJICS C 3aBapyBaHUA,
KUIISTYEHNsT W TIPUTOTOBJICHHsS 4Yasg B 2noxu laH u CyH Ha 3aBapuBaHueE, a
PAcChIMHONM Yail MOCTENEHHO 3aMEHMJI 4ailHble Jen€mku n nactel. K cepeaune
a1oxu MuH YalHbIe JICNEMKU MMOCTENEHHO NPHUIUIA B YIAIOK, PACCHITHOW Yau
CTaJ MOIYJSIPHBIM, a YalHHUKW JUI1 3aBapUBaHUs CTajJd OCHOBHBIMHM YalHBIMU
HPUHAIIEKHOCTAME 20,

4.6.2 PazButue kepamuku Llnapukoy

[locne pmoaroro M MENJIEHHOTO JTamna pPAa3BUTHS KHUTAWCKas KepaMHKa
Jocturia cBoero nuka B 3moxy CyH u Obula Ha3zBaHa «BepIIMHON (haphopoBoro
uckycctBa». Haunnas ¢ cyHckoro ¢gapdopa, Kurtaii Ha npotsbkenun 1000 ner, ¢
smox [Oanb, MuH u [luH 10 COBPEMEHHOCTH, YAEPKUBAJI NIEPBOE MECTO B MHUPE,
3aCITy’KHB TUTY «papdopoBoit cTpanby. Dnoxa CyH cTajia meproaoM paciiBeTa B
UCTOPHUM TEXHOJOTUH Ipon3BoacTBa Gapdopa B ['yancu. brnaronapst mpouseTaHuto
«MoOpCKOro KepaMHUECKOro MyTH», pa3BUTHUIO IPUOPEKHON TOProBIU U yIOOCTBY
kaHata JIuamrou, [{MHBYWKOY CcTanm BaKHBIM CYXOIIyTHBIM KaHalloM «Mopckoro
KEPaMHMUYECKOro MyTH» U LIEHTPOM paclpeaeneHus s3kcnopTHoro ¢apdopa. Pocr
skcriopta dapdopa, yBeITUUeHNE HACEICHHS U IIMPOKOE MCTIOIb30BAHUE KEPAMUKU
CTUMYJIMPOBAJIA PA3BUTHE KEPAMUYECKOM NpOMBbIIUICHHOCTH ['yancu. B ['yancu
oOHapyxeHo Oonee pecsatu neded osmoxu CyH, YTO OTpakaeT YpOBEHb
IIPOU3BOJICTBA KEPAMHUKH B PETHOHE B TOT NIEPUO/I.

B snoxy Cyn Iluapwkoy Bxommwsn B cocraB ['yaHcw, M KepaMuyeckas
MIPOMBIIIUICHHOCTh TOPO/ia BCTYMHJIA B HOBBIM 3Tall pa3BUTHA. TeXHOIOTUS 00XKHTra

U ypOBEHb OOpaOOTKH CBHIPbS 3HAUYUTEIHHO YIydImminuch. CortacHO «XpOHUKaM

1 [ju Liping. The humanistic spirit of blue and white patterns in ceramic painting - based on
Taking Yuan and Ming blue and white porcelain as an example. Ceramics, 2024, (05): 112-114.
20 Zhang Hui. The origin of the development of ancient Chinese pottery design art. Nanjing
University of the Arts, 2017: 190.
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yesga ume»'?!, «B mepeoii  rox mpasienus Tampuma (1023 1)
aJIMUHUCTPATUBHBIN IIEHTP OBbLI NEpEHECEH Ha BOCTOK OT baiiia, 6muxke K MOpIo,
rae cenyac Haxoautca [{uHusH. Kupnnum, UCIOnb30BaHHBIE I CTPOUTEIHCTBA
ropoaa, UMeJIM JUIMHY OJWH YM, LIMPUHY IIECTh YHEW U TOJIIMHY YEThIPE LIYHS.
TexHonorus oOxura TpeOoBajga 3HAYUTEIBHBIX TPYAO3aTpaT U DHEPrUU... ITO
CBUIETEIBCTBYET O TOM, YTO MAaCTEPCTBO KEPAMUYECKOW MPOMBIILICHHOCTH
[{uHbWKOY CYHIECTBYET C JIpeBHUX BpeMeH». KpymHodopmarHble KepamMU4ecKue
KUPIUYMA OTIMYAINCh MPOYHOCTHIO, JTOJTOBEYHOCTBIO M OJHOPOAHOCTHIO. K
IpoLleCCY OYHCTKM TJIMHBI W OOXKHIa NpPeIbsSBISUINCH CTPOTrUe TpeOOBaHUS.
[Ipon3BOACTBO TaKMX KUPHUYEH JIEMOHCTPUPYET MHPOUYHOCTh U JOJITOBEYHOCTH
kepamukn HuacnH [uapwkoy. OHM HIKPOKO MCIOJIB30BAJIUCH JJISI CTPOUTENBCTBA
YKPEIUICHUI ¥ TOPOACKUX CTEH, (OPMHUPYS JTPEBHUE KEPAMUUYECKHUE CTEHBI DIIOXU
CyH, KOTOpbIE COXPAHWINUCH JO HAIIUX JTHEM.

B omimumne OoT sApkoM, 3aMbICIOBATONM KEPAMUKH 3MOXH XaHb U U3SIIIHBIMU
u3ziensaMu smoxu TaH, CyHCKas KepamHKa OTIMYalach CIEp KaHHBIMU (opMamu,
cOanaHCUPOBAHHBIMM MPOMOPLUUSAMU W MHUHUMAIMUCTUYHBIM, HO TMPU ITOM
AJIETAaHTHBIM JU3aliHOM. [IpruMHa TAakOro 3CTETUYECKOIO IEPEOCMBICIEHUS -
HEOKOH(YIIMaHCKOE U A3EH-OYTMCTCKOE BIUsHUE, TpolBeTaBiiee B anoxy CyH, a
Takke Oblia orpaHudeHHble TexHojoruu. Kepamuka smoxu CyH, claBUBIIAsCS
IpOCTHIMU (OpMaMU U MHUHUMAIU3MOM BO BCEM, JEMOHCTPHUPYET DJICraHTHBIC
OTTCHKH TJIA3yPH, KEMUY)KHBIA OJIECK, a TaKKe pEIKHe, HO MPH ITOM HEKHBIC
Y30pBI.

Macrtepa snoxu CyH CTPEMUIUCH BBIIEPKUBATH TOHKYK) TpPaHb MEXAY
BHEIIIHEM KpPAacOTOM M MPAKTUYHOCTBIO KEPAMHUYECKHUX u3Aeauil. Bcé-takm
CO3/1aBaJIMCh OHM 3a4aCTYHO ISl KOHKPETHBIX HYX/ - Kak IOBCEJHEBHAasl yTBaphb.
CoxpaHuBIIMECS TIO CEM NEHb M3MEIHS 3TOW SIIOXU MOYKHO Pa3/IeNIUTh HA LIECTh
kareropuii: yamu (puc. 4.32), kyBmuHsl (puc. 4.33), ropuiku (puc. 4.34), yamku

(puc. 4.35), Tapenku (puc. 4.36) u Oyrbuiku (puc. 4.37). OCHOBHbIE TEXHUKHU

21 Qinzhou Local Chronicles Compilation Committee. Qinzhou Chronicles. Nanning: Guangxi
People's Publishing House, 2000.
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JIeKOpa BKJIIOYAJIM II€4aTh, COYETAHWE TPABUPOBKH U I€YaTH, HAJIOXKECHHE,
nepdopalvio 1 HAHECEHHWE KOPUYHEBBIX IISITEH. Y30pbl Ha KepaMuke Obuin
Pa3HOOOpa3HBIMHU: IBOMHBIE PHIOBI U MOPCKHUE BOJIHBI, TOPHBIE XPU3AHTEMBI, JIHIIAH,
IIUOHBI, CBS3KU JIOTOCA, BOJSHBIE BOJHBI, NTHUIbI, IIaBAlOIIME PBIOBI, a TaKXKe
Onaromo)kenarenbHbIe HepOTTU(BI, TaKue Kak O0OTraTCTBO, CUACThE W JIOJITOJIETHE.
Kpome Toro, Bcrpeyasivch y30pbl B cTujie ['yaHCH: HTUHOBKH, )KEMUY>KHbBIE Y30Pbl U
POMOOBH/IHBIE Y30PBI.

B snoxy IOamp kepamuueckas Kynbrypa ['yaHcH coxpaHwia IPOLIBETAHMHE,
xapaktepHoe st 3noxu CyH. Macmtabbl M MacTepcTBO KepaMUYEeCKOU
IIPOMBIIUIEHHOCTH OCTaBAJIMCh HAa TOM K€ YPOBHE, a BHEIIHSASA TOPIrOBIIA
dbapdopom crana eme Oosee pazBurod. OpHako B mo3gHuil nepuon HOaub
npudpexxHble pailoHbl L{HHBUKOY yacTo mojBepraguch Hadberam Boiick L[3s0wxkwy,
YTO HETaTUBHO CKa3ajJoch Ha mOpuOpexxkHoud Topropie. C  pa3BuTHEM
KOpabJIeCTpOeHUsI M HAaBUTAIMOHHBIX TEXHOJOTHUH IEHTP MOPCKOTO MIEIKOBOTO
IIyTH NOCTENEHHO cMmecTuics n3 LluHpwkoy B ['yaHWwKOY, YTO NPUBEIO K YMAIKY
Toproim B Iluabwkoy'??. Kepamuueckast NMPOMBIIUIEHHOCTh [[MHBYKOY MoIva
IPOU3BOANTH TOJBKO IOBCEAHEBHYIO KEpaMHKy JMJii MECTHBIX HYyX)I. O0beM
IIPOM3BOJICTBA M IPOJAX PE3KO yHajd, 4TO IPUBEIO K ITOCTENEHHOMY YIAJIKY
KEpaMUYECKON MPOMBIIIJIEHHOCTH Topoja. OpHako B 3TOT MNEPUOJ TEXHHUKHU
JEKOPUPOBAHUS KEpaMHUKHU CTajau Oojiee pa3HOOOpa3HbIMU, BKIIIOYasi TPaBUPOBKY,
(GhOpPMOBKY M TEXHUKY HaHECEHUS IIATEH, a y30phI ctanu Ooraue (puc. 4.38 u 4.39).
PacnpocTpaneHHBIMU MOTUBAaMH ObUIN OJIEHH, JBOIHBIE (DEHUKCHI K BOJAOPOCIIH.

B »snoxy MwuH Kepamuueckas IpPOMBIIUIEHHOCTh [yaHCHM mponoipkana
pa3BUBaThCS B HANPABJIECHUH, 33JJaHHOM TE€XHOJOTMsAMHM IazypupoBanus dapdopa
co BpemeH CyH u lOaHb, M JocTuriia mporpecca B pa3paOOTKe HOBBIX BHIOB
OPOAYKIUHU, PACIIMPEHUH MacIITabdOB IPOM3BOACTBA W BHEIPEHUU HOBBIX
TexHojmorui. B »smoxy MwuH  LEHTp  HAMOHAJIBHOM  KEpPaMUUYECKON

IIPOMBIIINICHHOCTH CMCCTHJICA HaA IOI, U H3I/IHI[3LI)K3HB B IIPOBUHIIMUHU H3HHCI/I cTall

12 i Kexin. Research on the inheritance and development of Nixing pottery culture from the
perspective of social change. Nanning Normal University, 2023:18.
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HaIlMOHAIBHBIM IICHTPOM TIpon3BoACTBa Gapdopa. bonwmoe kommuectBo dapdopa,
IPOU3BEACHHOrO B LI[3MHIPWKIHE, TPaHCIOPTUPOBAIOCH B I'yaHcHu udepe3 KaHAI
JIuHITION, YTO CITOCOOCTBOBAIO OOMEHY KepaMHUYECKON KYJIbTYPOM, MPUBHECCHUIO
NEPEOBBIX TEXHOJOTMH MNpou3BOACTBa (papdopa M CTUMYIUPOBAJIO pa3BUTHE
KEpaMHYECKOM MPOMBINUIEHHOCTH [ 'yaHcH.

CoxpanuBuivecs: u3aenus 3Moxu MuH B ['yaHCH B OCHOBHOM MPEJICTABICHBI
cuHe-0enbIM GpapPopoM, OTIMYAIOLUIUMCS BBICOKUM TEXHUYECKUM ypoBHEM. Taxoke
BCTpEYaroTCs JIpyrue BuAbl ¢apdopa: depHas miazypb, 3ejeHas Iia3ypb, >KenTas
[J1a3ypb, KOPUUHEBAs NIa3ypb, CUHSA Ma3ypb, SMallb U MIa3ypb ['3. OTu u3nenus
OTJIMYAIOTCS DJIETAaHTHBIMU U TIJIABHBIMU (pOpMaMHu, a I[BET IIa3ypu — YUCTOTOU. B
JIEKOpE TEXHUKU SM0XW MHH Mepenuid OT TpaBUPOBKHU, LapamnaHus, Ne4aTtd U
(GOpMOBKM K POCIHCH U HAJIOXKEHUIO LBETOB. Pocmuck Obiia Ooratoir u
pa3HOOOpa3HOM, BKJItOUAsl PACTCHUS, )KUBOTHBIX, MEPCOHAXKEHN, ME3aXu, IBETHl U
NTUI, PBI0 W HACEKOMBIX. B paHHui mepuoja mpeodiiagana cBoOOmHASsS MaHepa
MHAChMA, C PACKOBAaHHBIM M HENPUHYXICHHBIM CTWJIEM, a B MO3JHUN MHEPUOI —
peanusm, ¢ MPOCTHIMU H JIETKUMHU U300paKCHUSAMHU, TUPUIHBIMU U HATIOJTHEHHBIMH
IOMOPOM.

CoxpanuBiivecs: uznenusi 3moxu Mun B ['yancu Brimrouaror ¢ap@opoBbie
OyTBUIKM, KyBLIMHBI, Yalllk, TOPIIKH, Tapeiaku W Omoma. Cpeau HUX HaumOosee
pacnpocTpaHeHbl OyTBHUIKM B (opMe cluBbl. [lpencTtaBUTENbHBIE SK3EMILISPHI:
YyepHble razypoBaHHbie OyThUIKK (puc. 4.40), cuHe-0enbie KyBmUHbI (puc. 4.41),
3eJIeHbIC TIa3ypoBaHHbIe Yamu (puc. 4.42), smaimpoBaHHbIe OyThUTKH (pHC. 4.43),
KOpUYHEBBIE TI1a3ypoBaHHbIe OyThUIKH (puc. 4.44), cuHUE T71a3ypOBaHHbIE OyTHUIKA
(puc. 4.45), OyTeulku ¢ Tas3ypbio I3 (puc. 4.46) u cune-Oenbie OyTBUTKH (pHC.
4.47).

B snoxy MuH kepamuueckasi IpOMBIIIIEHHOCTh [[MHBYKOY Hayaia MeUIEHHO
BOCCTaHaBIUBAThCA. JIJisi 3amuThl OT HAOETOB SIMOHCKUX IHPATOB HMIIEPATOP
Tanuzy UYxy lOanpwkan npukaszan cTpouTh Kpenoctu oT JIsonyna no I'yanmyHa
(Ilmapwkoy Toraa BXoauid B cocTaB ['yaHnyHa) U3 000XKKEHHOTrO Kupnuya. M3-3a

OI'pOMHOro CrpocCa Ha KHUPIIMYA B ]_II/IHB‘-I)KOY MCCTHBIC BJIaCTH HaAHIIHN
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MacTEpPOB-KEPAMHUCTOB CO BCEH CTpaHbl U MOCTPOMIIM Neur Ha Oepery peku L{uHb
Ui 00XHUra KUpHu4uen A TOpoJICKUX cTeH. [loMuMo mpou3BOACTBa KUpIUYEH,
OTU MACTEPa TAKKE M3TOTABIIMBAIM PA3JIUYHYIO IIOBCEAHEBHYIO KEPAMHUKY, TAKYIO
KaK TOpIIKM, Ta3bl, KYBIIMHBI, Yalld W Tapeiaku. X mpoaykuus Iosjap30Bajiach
IMIMPOKUM CIIPOCOM, U Om3Hec mporBeTan. [lo Mepe 3aBepiieHus CTPOUTENHCTBA
TOPOACKMX CTE€H MacTepa Hadyald CTPOUTh COOCTBEHHBIE TI€YU-IPAKOHBI,
crienuaIn3upysach Ha npousBojacTBe «['an Bay (Tak MecTHbIE KUTEIHU Ha3bIBAIU
MOBCEIHEBHYIO KepaMuKy). Takum oO0pa3oM, 3TOT pailloH cTal Ha3bIBaThCA
«JlepeBus meueii 'an Ba», 1 9T0 Ha3BaHHWE COXPAHUIIOCH CO BpeMeH dIoxu Mun'23.

HepeBust nieueit ['an Ba pacnonoskena Ha BocTouHOM Oepery peku [{uHb B
ropoackon yepre Llmapwkoy, 3annmas miomaab okosio 70 000 kBagpaTHBIX METPOB.
C »noxu MUH MECTHBIE JKHATEIU HE 3aHUMAINCh CEJINBCKUM XO3SIMCTBOM, a
CIICIMAIN3UPOBAIIMCh HA IPOU3BOJCTBE KEpaMHKU. B 1epeBHE COXpaHWIIOCH
MHOXKECTBO JPEBHHUX Ie4el, a (PparMeHThl APEBHEH KEpaMHKH MOYKHO HaWTH
noBctoy. CerogHss 3TO HauOojee NPEICTaBUTENbHbIM NaMATHUK JpEBHEN

KepaMH4€eCKOU KynbTypbl HuHcnH B ropone L{nHpwKOY.

4.7 llpoucxoxaenne u pacuser kepamuku Huncnn Hlnapaxkoy
(3noxu lun u Kuraiickoi Pecriyosmmku, 1616-1949 rr.)

4.7.1 Kyn1bTypHO-3K0JIOTHYECKAsI cpea

ITocne MEPBOHAYAIBHOTO BOCCTAHOBJICHUSA u ajanTaluu
CEJIbCKOXO3IMCTBEHHOE MPOU3BOJICTBO B 3M0XY LIMH MOCTENEHHO BOCCTAaHOBUIIOCH,
a PEMECICEHHOE MPOU3BOACTBO M TOPIOBIS MOJYYWIM JaIbHEHIIEE pa3BUTHE.
[lepuon IlsgubnyHa oO3HaMEHOBad HEOBIBAJIBIM SKOHOMUYECKUM TMOABEM U
CTaOWJIBHOCTh B CTpaHe, a YKOHOMHYECKHE U JUIUIOMATHYECKUE JOCTHIKEHUS
ATOTO MEPUOAA 3AIOKWIA OCHOBY IS MOCHEAYIOIIETO Pa3BUTHS KEPAMUYECKOTO
VCKYCCTBa.

B OIIOXY ]_II/IH I'TaBCHCTBOBAJI KOHCCPBATHU3M BO BCCX C(l)eanI Ha4dYrHasiz

3 Shuai Minfeng, Mao Wengqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing: Beijing
Science and Technology Press, 2012.
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OKOHOMHYECKOM M 3aKaHuduBas KyJbTypHOW. KamuramucTuueckue >JIEMEHTBHI H
POMAaHTH3M B MCKYCCTBE >KECTKO MOJABIISUICS, & BOT PETPOCHEKTUBU3M M CBOETO
pona “nureparypHas MHKBU3ULMSA HANPOTUB, MOOMIPsUIMCH. CypOBBIE YCIOBUS
BBIHYJWIN JIyYIIUX MBICIUTEIEH U YYEHBIX JIFOAEH OTCTPAHUTHCS OT IOJIUTUKU U
YUTH B 3CKaIlu3M, MOCBSATUB C€Osl UCKYCCTBY. M1 OHUM M3 cambIX JIFOOMMBIX €r0
IpeCTaBUTENEN Cpelnd HMHTEUIEKTYaloB OKasajach HMMEHHO Kepammuka'’4, Ha
YKPEIUIEHUE 3TOr0 peMeciia MOBIWSIM U JAPYyTHe NPUYMHBL. B upeonornyeckom
KJIFOYE €ro OMOpOM CTal0 HEJABHO NPHUHITOE B CTPAaHE KOH(PYIMAHCTBO IIKOJIbI
Wxy Cu m UsH U, KOTOpPOE NHUKTOBAJIO IPABUTENSAM YIPABIATH CTPAHOW 4Yepe3
no0poAeTenh U BOCIIUTAHUE HApOJA MYyTEM PUTYaJOB. DTU LIEHHOCTH U 3JIEMEHT
Ha3WIAaHKs TaK)Ke HAIUIM OTpakeHue B Kepammuke'?. Kpome toro, B smoxy Llux
OTMEHWIH 00s13aTeNIbHYI0 PETUCTPALIUK PEMECIEHHUKOB, YTO J1aJI0 3€JIEHBIN CBET K
pa3BUTHIO YacTHBIX neuel. [losBunace popma npor3BoJCTBa «TOCYIAPCTBEHHBIE U
YACTHBIE MT€YM», YTO TOJBKO YIIYUILINIIO TEXHOJOTHUIO U3roToBieHus. [Ipon3BoacTBo
KEpaMUKH JIOCTUIJIO CBOEro coBepmieHcTBa B nepuoabl Kancn, IOHWKAH n
L{aHBIyH.

Onoxa [{uH BeICTynaeT BakHBIM IEpHoAOM B uctopuu Kurtas u Bomuia B
VCTOPHUIO KaK BPEMEHs paclBeTa KEPAMHUYECKOr0 UCKyccTBa. IMEHHO B 3TO BpeMs
Kuraii cran BeaymmM TpOU3BOAMTEIEM KEPaMHUKH U C(HOPMUPOBAN BOKPYT cels
r100abHBIN KYJIbTYPHBINA (DEHOMEH.

B mponBukeHWM KepaMHUYECKOrO HMCKYCCTBA HECPAaBHEHHYIO POJIb TaKXKe
ceirpana  auHactud  [{uH.  [[BUHIDWKSHB CcTal MECTOM  PaCIOJIOKEHUA
Nmnepatopckoii  dapdopoBoit  MaHy(haKTypbl, MNPOU3BOAUBIICH HW3BICKAHHBIN
dbapdop st ABOpA U CIABUBILIECICS MAaCTEPCTBOM U DJIETAHTOCTHIO B U3TOTOBJICHUU
KEepaMHUYECKUX u3Aenuil. TeM He MeHee, HapOJIHbIE MeYH TOXKE HE OCTalIUCh 0e3
BHUMaHMs. VMIX OypHOE pa3BUTHE MPHUBEIO K TOMY, YTO MHPOAYKIHS HE TOIBKO

co3aaBajiaChb B OOIBIINX O6’béMaX, HO H CjlIaBHJIaCb CBOHMM p33H006paBI/I€M. CpCIII/I

124 Liu Tao. Multidimensional perspective: the rise and fall of Qing Dynasty ceramic art. Journal
of Zhengzhou Institute of Light Industry, 1989, (02): 73-79.

125 Fang Lili. Colorful colors - the secular beauty of Qing Dynasty ceramics. Qunyan, 2009, (07):
37-41.
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U3JICTNI KUTETH MOTJIM HaWTH J000€ Ha CBOM BKYC, BEIb MacTepa CTPEMIIINCH
allaliTUPOBaTh KEPaMHUKY IOJ aKTyaJlbHbI€ COLIMAJIbHBIE NOTPEOHOCTH M 3alpPOChI
JIFOJICH C Pa3HBIM JIOCTATKOM.

B osnoxy IluH TexHoIOrHs W3rOTOBIIEHUS KEpaMHUKH cTaja Ooiee
IPOABUHYTOM, ITOCTUTHYB HEOBIBAJOrO YpPOBHA B KOHTpOJIE IIBETa TIJA3ypH,
HaHECEHUM y30pOB U au3aitHe popM. OCOOEHHO B Ty MOPY BBIACISINCH KYBITHHBI
(puc. 4.48). Cpeau TEXHHMK ITMPOKO HCIIONB30BaAIMCh cHHE-Oemnbiiit dapdop (puc.
4.49), muorouseTHbil hapdpop u dapdop ¢ pocnuckio nacrenasio (puc. 4.50).
[Tocnenuuii 0cOOEHHO LIEHUIICS 3a MITKHE 1IBETAa U U3bICKAHHBIE Y30PBbl.

B snoxy LluH Bcnen 3a cTaTyCcoM OJTHOTO M3 OCHOBHBIX pEMECENl KepaMHUKa
npuoOpesia ©W 3BaHHE KYyJIbTYpPHOrOo (peHOMeHa. VYiydlleHHas TEeXHOJOTHus
IIPOU3BOJICTBA Pa3Bs3aja pykKH MacTepaM U ITO3BOJIMIIA CO3JaBaTh PA3JIMYHbIE TUIIbI
u3nenuii. CUIbHBIA MOTPEOUTELCKUI CIIPOC Ha KEPAMHKY B OOIIIECTBE  CTaJI €I
OJIHUM JOKA3aTEIbCTBOM €r0 CTPEMUTENIBHO PACTyIIECH KyJIbTypHOU LIEHHOCTH. U3
IIPOCTO M3BICKAHHOTO TOBapa OHA MPEBpaTWIaCh B CPEACTBO, BBIPAJKABILIEE
COLMAIBHBIN TyX, PACUBET TYMaHU3Ma U HAIIMOHAJBHBIN TogbeM. Bc€ moromy, 4To
OHa HE TOJbKO BoOpasia B ce0sl KyJIbTYpHbIE CHUMBOJIBI 3IOXH, HO M OTpa3uiia
KU3HEHHbIE TMOTPeOHOCTM MW BKychl Hapoaa. bomee Toro - Onaromaps
Pa3BUBAIOLIEMYCSl IKCIOPTY KHUTAMCKas KepaMHKa MpuoOpena MEXIyHapOIHOE
3HaYECHUE.

[lepuox Kuraiickoit PecryOnuku ctam 0coObIM 3TarioM B MCTOPUHM CTPaHbl,
NPUBHECIIUM PSAJl COIMANBHBIX MPeoO0pa3oBaHMN M TMOTpsceHuid. B To Bpems
HApUIN MEXI0yCOOUIbl MWJINTAPUCTOB U TPaKJAHCKUE BOMHBI, B CBSI3U C YEM
MOJUTHYECKass OOCTaHOBKA JIOJTO€ BpeMs OCTaBaJICAd KpaiHe HECTaOMIBHOM.
OnHako Jaxke B Takoe TypOyJE€HTHOE BpeMsl MapaJoKCalbHBIM 00pa3oM
HaOII0/1aJICsl IPOTrPecc B AKOHOMUYECKOH, KyJIBTYPHOM 1 00pa3oBaTebHOM cdepax.
JIBrKeHue 32 HOBYIO KYJIBTYpPY PACKPENOCTHIIO HAPOAHOE CO3HAHUE U TBOPUYECKYIO
MBICJIb, YTO HECOMHEHHO CIOCOOCTBOBAJIO KYJBTYpPHOMY pacuBeTy. B 3ToT xe
nepuon Hadana (opMHpOBaThCS COBpEMEHHasi cucrema oOpa3oBaHMs, a

COI.IPIEU'IBHBIﬁ CTaTyC KCHIIIWH CTaJ ITIOBBIIIATLCA.
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OTOT COUMAIBHO-TIOIUTHYECKUIN “BUHETPET  OKAa3aj JBOWCTBEHHOE BIIHMSHUE
Ha KepaMH4YecKyr KyinbTypy. C OZHOW CTOpPOHBI, BOCHHBIC JEWUCTBUS U
HDKOHOMMYECKHE TPYIHOCTH CO3JABAIM TPYAHOCTH I Pa3BUTHS KEPAMUYECKOIO
uckycctBa. C 1pyroil CTOpOHBI, 3TH K€ TPYAHOCTH CTAJIA TOJIKOM K MHHOBALUSAM
cpeau mactepoB. lIpaBHUTENBCTBO CTano akTUBHEE IOJJIEPKUBATH PEMECHO, a
HapoJ, Hayajd OpOsBIATH HEOBbIBANbIA HMHTEPEC K KOJUIEKUIMOHUPOBAHMIO, YTO B
UTOr€ U TIOMOIJIO Y/IEP>KaTh PhIHOYHBIN CIPOC Ha CTA0OMIIBHOM YPOBHE.

B aroT mepuon kepaMuka Kak MCCKYCTBO, YHACJEIOBABUIEE TEXHUKH JITOXH
[{vH, MOPOTOJDKWIO COBEPUIEHCTBOBATh MAaTEpHalbl M aCCUMHWIMPOBATh HOBBIC
MeToAbl 00paboTKU. L[3MHIPWKIHB Tak M OCTaBajCs LEHTPOM IIPOM3BOACTBA
KEPAMHKH, BBIMYCKas BBICOKOKAYECTBEHHbIE W3AENUS B OONBIINX OOBeMax.
Crunuctuka KepaMuku npuodperana Bc€ Ooubliee pazHooOpas3ue: TpaauluOHHbIE
cuHe-0enmbie u3nenus, dapdop B crwie "ddaMui-po3" u meperopomadaThie dMad
ObUIM TMO-IIPEKHEMY MOIYJSIPHBI, NapaJIeIbHO C 3THM MOSBISUINCh HOBBIE
HaIIpAaBJICHUs], BIIMTABIIHME 3allaHOEC BIUsAHUE. PaciBeT IBMKEHUS 3a HOBYIO
KYJIBTYPY ¥ Pa3BUTUE KUTANCKO-3alaJHbIX KYJIbTYPHBIX OOMEHOB CIIOCOOCTBOBAIN
NOSIBJICHUIO HOBBIX TEM U JIEKOPATUBHBIX IPUEMOB B KEPAMUYECKOM HCKYCCTBE
(puc. 4.51).

PecnyOnnkaHckass KepamMuMKa CTaBWIa BO [JABy YIJIa KBUHTICCEHLUIO
XyI0KECTBEHHOCTH U MPAaKTUYHOCTU. MaccoBO Mpou3BoarMasi ObITOBasE KepaMuKa
- Yamu, TapeikW, YalHble CEpBHU3bl, - ONIMYAIACh KpPacoTou U
(YHKIMOHAIBHOCTBIO, HEOOXOIUMOM ISl TOBCETHEBHOM JKM3HU MPOCTHIX JIFOJIEH.
[Io Mepe kKoMMeEpLMAIM3ALUMU OTPACIM IPOU3BOACTBO KEPAMUKH  CTaJIO
pasBuBathcs ObicTpee. 3aenus He TONbKO yAOBIETBOPSUIM BHYTPEHHHH CIIPOC, HO
Y SKCIIOPTUPOBAIMUCH 110 BCEMY MHUPY IO MOPCKMM TOPrOBBIM MHYTsAM. Tak OHU U
3apeKOMEH/I0BAIH ce0s1 Ha MEXAYHAPOIHOM PBIHKE.

Takum oOpa3oM, colpalibHbIE NOTPSICEHUSI U JIBUYKEHUE 32 HOBYIO KYJBTYpPY
OecCllOpHO TMOBJIMSJIM HA  TpaHCPOpMAIMIO KEPaMHUYECKOTO  HCKYCCTBa,
MOJECPHM3MPOBAaB €€ NPOU3BOACTBO M BHEWHMM BuI. Hekoropele Macrepa,

BAOXHOBJICHHBIC OTHMH HACAMH, CO3HaBaJIn IIPOU3BCACHUA, IIPOHU3AHHBIC
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COBPEMEHHBIM JyXOM H Pa3MbBIIUICHUSIMHU O HOBOM COUHAIBHOM PEATBHOCTH.
XyH0KECTBEHHBIN CTUJIb TaKWX W3BECTHBIX JKUBONMCLEB, Kak [lu baimmu, takxe
MOBJIAST HAa KEPAMUYECKHM NIEKOp, TMO3BOJMB JOCTUYL HJICAIBHOTO CIUASHUA
KUBOITUCHOTO HCKYyCCTBA C KEpaMHUYECKUM peMecioM U chOpMHpPOBaB
YHUKQJIbHBIE XyI0KECTBEHHBIE OCOOCHHOCTH.

4.7.2 HaumenoBanue u pa3zpurue kepamMmuk Huncun LmHbp1K0y

B nepuons! npasnenust umneparopoB Kancu, FOHwksHa 1 L{sHbIIyHA HUHCKOE
MPAaBUTEIBCTBO AKTHUBHO Pa3BHMBAJIO TOCYJApPCTBO, YTO MPUBEIO K MOCTEHEHHOU
CTAOWIM3AIMU TOJUTHYECKOW OOCTAHOBKH, YIYUYIICHUIO >KU3HU HACEJCHUS U
OBICTPOMY POCTY €r0 YHCJICHHOCTU. B 3TO BpeMsi MHOTOUHCIICHHBIE TTEPECENICHIIbI
U3 TCHTPATBHBIX paiioHOB Kwutas MurpupoBaid B NpHUTPaAaHUYHBIC OO0JIACTH,
IIPUBHOCS IE€PENOBBIE MPOU3BOJICTBEHHBIE TEXHOJIOTUU U KYJIBTYPHBIE TPAJIULMU;
OHM OCBAaWBaId UECIWHHBIE 3E€MJIA, CTPOWIM HPPUTALUOHHBIE CHUCTEMBI H
pacOpoCTpaHsUIM  CEJIbCKOXO3SIMCTBEHHBIC METO/IBI, 4TO 3HAYUTEITHLHO
CrOCOOCTBOBAJIO  AKOHOMHUYECKOMY  Pa3BUTHIO  OKPAaWHHBIX  TEPPUTOPHUIA.
MurpainmoHHble TOTOKM HE TOJBKO YBEJIMYWIM YUCICHHOCTh HACEICHUS B
IIPUTPAHUYHBIX PaliOHAaX, HO U YCKOPHJIM IIPOTPECC MECTHOIO CEIBLCKOIO XO35MCTBA,
CTUMYJIMPOBAB Pa3BUTUE PEMECICHHOIO IPOU3BOACTBA. llepeceneHiubl BHEApsIIN
HOBBIE pEMECIICHHBIE TEXHOJIOTHUH, COBEPIICHCTBOBAIN MECTHBIE
MIPOU3BOJICTBEHHBIE TIPOIECCHI, YTO CIIOCOOCTBOBAJIO OXKMBIEHUIO TOPTOBOMU
JEATEeIbHOCTH U PACI[BETY PHIHOYHBIX OTHOIICHUI. DTH MpeoOpa3zoBaHUsl IPUBEIIN
K 3aMETHOMY VIIyYIIEHHUIO COLMAITBHO-?KOHOMHUYECKOTO MTOJIOKECHUS
MPUTPAHUYHBIX PETUOHOB: MOBBICHIIACH d(PPEKTUBHOCTD CEIIbCKOXO3IUCTBEHHOTO
MMPOU3BOJACTBA, PACIIUPHUIICS ACCOPTUMEHT PEMECICHHBIX W3ACIUN, YYaCTUIUCH
TOPrOBBIE OMEpaluK, BO3POC OOIIMNA YpOBEHb pPa3BUTHS, a YCJIOBHUS >KU3HU
HACEJIEHUS CYIIECTBEHHO YJIYUIIUIIUCH.

B «Xponukax Lunapuxoy», coctaBieHHbix [y Mkyans B 14-i1 rog npaBieHus
HNaoryan, 3anucano: «lluapwkoy B panHuii nepuon IFOHwkAIH ObuT elme
NyCTBIHHBIM #  He ynpasmsuics. C  osmoxu  LsgHbIyH KOJIMYECTBO JIFONEH,

nepeexaBmux B Lunbp u3 apyrux npedexTyp, ye3goB M OKPYroB, B ISTh pa3
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NPEBBICHJIO YUCJIO MECTHBIX kuTened. C KOHUEHTpauued pabdoyeil CUibl TOPBI,

126 310 03HauaeT, 4TO

PaBHUHBL, XOJIMbI U TOJIMHBI OBLIIN BO3/IE€TaHbl U 3aCAXKECHbBI»
nocne L{subayH Hacenenue LIMHBYKOY YBETUYMIIOCH B ISATHh pa3, & 3KOHOMHKA U
KyJbTypa TOpo/ia MEePeXWId NepUos CTaOUIBbHOro pa3BuUTUS. VIMEHHO Ha 3TOM
(done kepamuka [{uHpUXKOYy BHOBb Hayaia pa3BUBAThCS.

[locne pgoarux sKCIEpUMEHTOB M Mpo0O Mactepa mneuyd ['yHBa oOHapy»KWiH,
YTO JIy4ylIasi KepaMuKa rnoiyyaercs rnpu cmemuBanuu 40% kpacHoi bl U1 60%
MSATULBETHOM TIMHBL. Takyl0 KepaMHKy Ha3Ballld «ChI-IKO Ba» (Kepamuka
«4eThIpe-1mecTby»). M3-3a CI0KHOTO U TPYAOEMKOTO TEXHOJIOTMUECKOIo Impolecca
IPOU3BO/ICTBA «CHI-JIIO Ba» PAOOTHUKHU M€Y B OCHOBHOM IMPOU3BOJIWIN OOJIBIIOE
KOJTMYECTBO TOBCETHEBHOM KEpPaMHUKH, a Tak)Ke W3TOTABIMBAIN HEOOIbIINE
YaifHble HAa0OpBI, MOCYHY, apTe(akThl U ApyrHe KEepaMHUeCKHE 3arOTOBKH. OJTHU
HEOOJbIINE U3JENHS OOKUTAIUCh BMECTE C KPYNHBIMU TOPIIKAMU U COCYJIaMU,
YTOOBI TOBBICUTH YPPEKTUBHOCTH UCIIOJIH30BAHMUS APAKOHBUX TICUeH.

braropapst monynasipHOCTH KepaMHUKU [{[MHBYKOY MECTHBIE )KUTENIN HAa3BAJIH €€
«Huncun» (B crapuny Takxke «HuCHH»), OCHOBBIBAsICh Ha 3HAUEHHUU <JTIOLSM
HPaBUTCS HCIIOJIb30BATh 3Ty KEPaMHUKYy, CMEIIAHHYK0 U3 JBYX BHUJOB IJIMHBD.
CnoBo «CuH» O3HAa4aeT, YTO JIFOISM 3TO HPABUTCS, M BBIPAXKAET HALCKIYy Ha
IpOLBETAHHE KepaMUuuecKkoil mpoMsiiuiendoct'?’. C Tex mop kepamuka Huncun
crana cuHOHMMOM Kepamuku [luapwkoy. CymecTByer emnie ogHa Bepcus
npoucxoxaenus Ha3zanuss Hwuncun. B mepwon Csasmpdon Xy Jlaosmro,
HaxomuBIuics B Vicune npoBrHIMM L[3sHCY, M3y4rsl TEXHOIOTHUIO TPOU3BOACTBA
¢uoneToBoil mMuUHSAHOW Kepamuku. BepHyBmmch B L{MHBUXKOY, OH MCIIONB30Ba
BBICOKOKAUECTBEHHYIO (DMOJIETOBYIO INIMHY C 3amagHoro Oepera peku LIMHBIBSH
JUIL M3TOTOBJIEHMSI HEOOJBIINX KYypUTEIbHBIX NPUOOPOB M INHMHSHBIX KYKOI.
KayecTBO 3THX wu3nenuil npeBocXoAwsio (HoJeToByr0 Kepamuky u3 HcuHa.

BriocnenctBun nosiBIUIMCH Takue MacTepa, kak Ilans FOubcuH n YxoH L[3MHBIIAH,

s Zhang Kai. Guangxi Qinzhou purple sandware. Collector, 2000 (03): 33-35.
7 Li Deyang, Sun Zhaogang. On the Evolution of Cultural Ecosystem. Journal of Wuhan
University of Technology (Social Science Edition), 2003, (02): 97-101.
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KOTOpPBIE  TNPOM3BOAWIM  PA3JIMYHBIE  KEPAMUYECKHWE  W3JAENHNs,  BKIOYas
KypuTelbHbIE HAOOpHI, YaliHble HaOOpbl, Ba3bl, LBETOYHbIC TOPLIKU U
KAHLEISPCKAE  MPUHAMICKHOCTH. [IOCKONBKY KauecTBO JTOM  KEpaMHKHU
3HAQUUTEIIBHO YIIYYIIWIJIOCH 110 CPABHEHUIO C TPAAULIMOHHOM, JIFOAU CTaJIU Ha3bIBATh
ee «Mcunckon kepamukon». M3-3a orcyrcTBus pasnuuus mexny «» n «Hm» B
MECTHOM JPEBHEM IMpPOM3HOWIEHUH «VCHH» IIOCTENIEHHO TMpPEBPATHIICA B
«Huncun» 28,

Jlo smoxu {un kepamuka HuHCHMH Haxomumach Ha dTame rpyooi KepaMUKH.
Korna B Hauvane snoxu L{MH Hapon Hayan Ha3bIBaTh ATy KEPAMHUKY «CBI-JIIO Bay,
dopMyna cMelmIMBaHUs NIIMHBI YK€ Obljla OCBOEHA, U kepaMuka HuHcuH nepenuia
Ha JTalm TOHKOW Kepamuku. B mepmon J[laoryan kepamuka HuHCHMH Hadana
pa3BUBATHCS KaK XyI0KECTBEHHAs Kepamuka, U Lluapwxoyckas kepamuka HuHcnn
BCTYIIMJIA B HOBBIW JTaIl Pa3BUTHSI.

[locne nayana OnuyMHbIX BOWH B KuTail XJbIHY/nO OONbIIOE KOJIUYECTBO
3apy0eKHOTO OINUYyMa, YTO BBI3BAJIO BOJIHY KYpPEHHs ONUyMa U 3HAYUTEIHHO
YBEJIMYWJIO PBIHOYHBIM CIOpPOC Ha KypUTeNnbHbIE Tpubopbl. B 3TOT mepuon
npousBoauTean kepamukd HuucuH B LluHBWKOYy OBICTPO aJanTHPOBAIUCH K
HOBBIM YCJIOBUSM M HadaJld MAacCOBO HW3IOTABIMBATH Pa3JIMYHBIC KYpPUTEIbHbIC
puOOpHkI, YTOOB! YAOBIETBOPUTH PHIHOUHEIN cripoc. CormacHO «XpoHUKaM yesna
[uub» 35-ro roma Kwuraiickoit PecnyOmuku: «IIpoucxoxkaeHue paziuyHbIX
m3nennii Micun B Lluep Havamock, korma Xy Jlaomo co3man HeOONbITHE TIIHHSIHBIC
KyputenbHble TpuOopsl B iepuoa Cssab(aH. OHM ObUTH HAMHOTO W3BICKaHHEE, YeM
B Hcune B Cywkoy, OTCIOAa ¥ Ha3BaHHE». JTO IIEpPBOE TOYHOE YIIOMHUHAHUE
uctopun kepamuku Huncun B Lunpuwxoy. B mepuon Csuspsn Xy Jlaomo,
ypoxeHel [{MHBYKOY, HCIIONB30BAI METOJ «CBHI-JIK0 Ba» JUISI W3TOTOBIECHUS
MYHJIIITYKOB ¥ TPYOOK Ui KypUTENbHBIX TPyOOK. M3roToBIEeHHBIE UM TPYOKH

ObLIM TMIAJAKMMU U U3SAIIHBIMHU, YTO IIPUHECIO OOIBIION ycleX Ha phiHKe'?’. D10

28 Qinzhou Nixing pottery cultural survey Research Group. Qinzhou Nixing Pottery Culture
Research Report. Gehai, 2015, (2): 105-130.

22 Zhou Zuohao, Li Shuai. Cultural Patterns of Qinzhou Nixing Pottery Art from the Perspective
of Intangible Cultural Heritage Protection. Design, 2017(11):82-83.



118

HOBOBBEJICHUE caenano kepamuky HuHcuH L{MHBYKOY M3BECTHOW M MOCTENECHHO
3aBOEBAJI0O MECTO HA KEPAMHYECKOM pbIHKE. MacTtepa LIuHbpY:K0y mocie10Bain ero
npuMepy W, TOMHMO KypUTEIbHBIX HaOOpOB, HayaJi HW3TOTaBIMBATH
KaHIIEJSIPCKUE TPUHAICKHOCTH, Basbl (puc. 4.52), yaitneie HaOopwl (puc. 4.53),
nocyay (puc. 4.54), KypuTellbHbIE TPEHOKHUKU U JPYTHe KEpaMUYECKUE U3IeTus,
KOTOpBhIE BMECTE C KypHUTEJIbHBIMU HabopamMu mpojaBaiuch B Kutae u crpanax
FOro-Bocrounoit Azumn. B Hacrosiiee Bpemsi B Illanxae, I'oHkonre, Makao u
JIPYTUX MECTax €CTh YJIHIIbI, HA3BAHHBIE B YECTh PACHPOCTPAHEHUS KEPAMUKHU
Huncun.

K nepuonay TyHWXH KOJIMYECTBO MACTEPCKHUX IO MPOU3BOJACTBY KEpPaAMHUKHU
Huncun yBenmuuuiochk 10 Oomnee dem 40, cpean KOTOPHIX HamOojiee W3BECTHBIMU
obn «JIumasroanby, «KsHubpBouwkan», «®Py I'yanbunby, «Malicunisn» u «llanp
FOHbcuHB». BONBIIMHCTBO 3THX MacTepckux Obutd cocpenoTodeHsl B HOmsio
X5HI3€e, K 0Ty OT ropoja Ha Oepery peku [{uHb, I71Ie OHU OTKPBIBAIM Mara3vHbI
JUIS TIPOJKH TpoaykKuuu HuHCHMH, TakoM Kak TpyOKH, Ba3bl, KaHIEISPCKHE
NPUHAIICKHOCTH, 4YalHbIE HAOOpPBI, KypWIBHHUILI W T. 1., (QopMupys
KOMMEPYECKYIO YyIHIy, M3BeCTHYHO Kak «llepeymok Hwuucnn» wim «llepeynok

TpyGox»!3°

. B TO BpeMms yxe Npou3BOAMINCH HEKOTOPBIE U3AEHUs, KOTOPbIE OBLIO
OYEHb CIIO)KHO (OpPMOBATH W OOXKHTraTh, YTO CBHJIETEIHCTBOBATIO O BBICOKOM
YPOBHE MacTepcTBa KepaMuku HuHCcHH.

B nepuone! ['yancron u CroansTyH Kepamuka HuncnH L{uHBYKOY HE TOIBKO
mpojaBanach B OOJBIIMX KOJMYECTBAX B COCEIHME MPOBHUHIMH, HO U
HKCIIOPTUPOBAJIACH 3@ I'PaHULly 4Yepe3 KUTAUCKuX sMurpanToB. Ilocie co3pganus
Jlaocckoro ympasneHus B LluHpwxoy BiausHHME KepaMukn HuHCHMH crano pacrtu.
UuHoBHMKH, nocemaBine [{HHpYKOY, NOKynanu kepaMuky HuUHCHH U ITpUBO3WIH
€e B Jpyrue NPOBUHLMH, aKTHUBHO Tmpoxasuras ee. CommacHo «XpOHHKaM
[{uupwxoy», coopannbiM B Taii0se, TaiiBanb: «B 29-it rog npaBieHus uMmrmeparopa

I'yancioit Jlu Csuusap npubbut B LuHbwkoy nis cinyxkObl. [IpaBUTENbCTBO

OCHOBAJIO XYIOXCCTBCHHYIO IIKOITY HI/IHCI/IH, N Ha OJHE €€ I/ISI[eJ'II/Iﬁ CTaBHJIacChb

0 Tan Wen. Nixing Pottery on the Maritime Silk Road. Wenshi Chunqiu, 2022(10):10-12.
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MaJIeHbKasi KBaJpaTHas Iedyarh ¢ Haamuchio "LIMHpwKOyCcKas Ka3éHHas meus'» '3l
OTH u3enus UCIOJIb30BaJIUCh YAHOBHUKAMU JIJISl MIOJHOIICHUH UMIEPATOPCKOMY
nBopy. B mysee ['yancu-UkyaHCKOTO aBTOHOMHOTO paliOHA XpaHATCS OOpasIlbl
kepamuku HwuncuH mno3anero mepuona [lun, Bkirouas paGoThl OQHUIIMATBHBIX
neyen.

B wHawane nsnoxu [un B [uHBWKOY yXKE€ CYyHIECTBOBAIM MAaCTEPCKHUE,
CHeMaM3UpyoIIecs Ha pe3bde Mo KepaMHMKe, HO TEXHHKa pe3bObl Obuia B
OCHOBHOM IIIOCKOM, C KOMIIO3HMIIMEH, OCHOBAaHHOM Ha TOYKaxX M JIMHMUAX, a
XyH0KECTBEHHOE BhIpaXXE€HHE ObLIO OTHOCUTENBHO NMpocThiM. Conepikanne pe3pobl
yaiie BCEro MPeACTAaBISUIO COOOM BIOXHOBISIOIIME TOXKEIAHUS WM KOPOTKHE
TEKCTHI, TIOJapEHHBIC APY3bsM. XOTS HEKOTOPBIe PaOOTHI MBITAINCH UCTIOIH30BATh
METO/I BJIQXKHOU Pe3bObl U 3aOIHEHUS OJION TIIMHOM, 3TO ObUTH JIUIIb SIUHUYHBIC
SKCIIEPUMEHTHI U HE MOIVIM OTPa3UTh OOIIMI YPOBEHb TBOPYECTBA TOIO BPEMEHHU.
OcHOBHBIC y30pBI BKJIIOUAIW TeW3axu, 1BeTbl U nTull (puc. 4.55), TpaBbl U
HACEKOMBIX, a Kajunrpaduueckue paboTsl ObLIM OTHOCUTEIBHO peaku'>2. K KoHILy
snmoxu IlmH wm3pennss HuHCMH nenmninch Ha JBE KATErOpUU: ITOBCEIHEBHBIE H
xynoxkectBeHHble. [loBcenneBHas kepamuka HuHcHH mmena mpoctbie (OpMBbI U
UCIOJIb30BAJIaCh B OBITY, C MHHUMAQJIMCTHYHBIM JiekopoM (puc. 4.56).
XynoxecTBeHHass Kepamuka HuHCHH co3naBanack B OCHOBHOM JIMTEPATOpPaMU H
YYE€HBIMH, YaCTO COYeTalach C Kamurpadgueil u KUBOMUCKHIO, BBIpaxkas IyX
MHTEJUIEKTYAJIOB, U CTajla UX JTYXOBHBIM BOIUIOIICHUEM, 3aHUMAs TAKOE KE MECTO,
Kak Kayuurpadus u xuBonuch (puc. 4.57).

B nepuopa Kuraiickoii PecniyOnuku kepamuika Huncun [{unpuxoy BcTynuia B
HOBBIM JTall Pa3BUTHUS M Hadaja BBIXOAUTH HAa MEXAYHAPOAHBIM pbIHOK. B 1915
rogy xynoxkHukd Jlu Crowkao u Jlu CrouyHb co3paiv mapy Ba3 C Iei3akami,
KOTOpble OBLTM BHICTaBICHBI Ha [laHamMo-THUXOOKEaHCKOW MEXIyHApOTHOU

BbicTaBke B Can-Dpannucko, CIIIA, 1 3aBoeBanu 30510Tyt0 meaaib. [llanxaiickas

1 Zhao Guolin. Chinese Nixing Pottery-Qinzhou Official Kiln. Nanning: Guangxi Fine Arts
Publishing House, 2014.

112 Zhong Hengxing. A Brief Discussion on the Inheritance and Development of Calligraphy Art
in Nixing Pottery Sculpture Decoration. Ceramic Science and Art, 2021,55(10):8.
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razeta «llI>HpOa0» BBHICOKO OlleHWIAa KepamMuky HuHcuH m HaszBanma LlmHBWKOY

«BTOpOU KepaMH4ecKoi cromuiei Kuras»!3.

Kepamnka Hwuncun LuHbuXKOYy
M3BECTHA Kak o/Ha U3 «YeThIpex BeMUKUX kepamuk Kutas» Hapsny ¢ puosieToBon
necuyaHor kepamukoi Mcun npoBunuuu L[3gHCY, kepamukoi JKyH4aH npOBUHIUA
Ceruyanb (HpiHe UyHnnH JKyHuaH) u kepamukoil L[3aubinyii npoBuHIMy KOHbHAHB.
B 1930 roxy Opatbst JIu co3ganu mapy ApeBHUX Ba3 B (POpMe >KEITYHOTO ITY3bIPS
CBHHBH U 3aBOEBAJIM 30JIOTYIO MENAJb NEPBOM CTENEHU Ha BceMHpPHOM KOHKypce
KepaMuKH, mocBsameHHoM 100-neTuro He3aBUCUMOCTH benbrun. 310 ObLT mepron
pacugera B ucropuu kepaMuku Huncun L{uHpakOYy.

HpeBHux wu3nenuit HUHCHMH COXpaHMJIOCH OUY€Hb Majlo, UM OOJBIIMHCTBO
JKCIOHATOB B My3ee ['yancu oTHocsTca K mnepuony Kwuralickod PecmyOnuku.
Kepamuka HuHCHMH 3TOro mnepuoza JAEMOHCTPHUpPOBANA CHUIIbHBIE KYJIbTYPHBIC
XapaKTePUCTUKH, OTpaxkas NIyOOKYI0 XyIO0KECTBEHHYIO KYJIBTYPYy MAacTEpOB TOIO
BpemMeHu. Cynd 0O COXpaHUBIIMMCS —apredakraM, COYETaHHE KUTaWCKOU
KaJuiurpaduu, »XUBOMMCH U KEpaMUKU OBLJIO OCHOBHOM YepTOil JeKopa TOro
BpeMeHu. TexHuka (opmMOBaHHS B OCHOBHOM BKJIIOYaJla TOHYAPHBIA KpYT, Yallle
BCEr0 HCIOJIb30BAIMCH OnoHuueckue (opmbl (puc. 4.58) U reomeTpuyeckue
dbopmsl (puc. 4.59). OCHOBHOM JIEKOPAaTUBHON TEXHHUKOM ObUIa pe3nda, vaie BCero
coueTaHue TIocKoW pe3nObl (puc. 4.60) u 3amonHenus (puc. 4.58), rae Oenas
IJIMHA 3aI0JIHIach HAa KpacHOM (JOHE MJIM KpacHas mmHa Ha OenoM ¢one. Kpome
TOTO0, UCTIOIH30BAIMCH TAKUE TEXHUKH, KaK penbedHas pe3bda (puc. 4.61), kpyrmas
pe3bba, mepdopanus U WHKpycTanusa. B oOxure, cormacHo «XpoHUKaM ye3naa
[Munby, «macrepa VIcMH HE MOTYT CTPOUTH CBOU COOCTBEHHBIE NEUM U JIOJIKHBI
UCTIONb30BaTh OONBIINE TIeUd Ui OOXKWTra TOPUIKOB M depenuilsy. Kepamunka
Huncun LluHBYKOy B OCHOBHOM HCHOJIb30BaIa TEXHUKY «HAIO0KEHHOTO 00KUTa».

B mo3auuit nepuon Kuraiickoit PecniyOnuku Havyanack BoiHa ¢ fmnonueil. B
1939 romy snoHckue 3aXBaT4MKM OKKyNUPOBAIM LIMHBWKOY, YTO IPHUBEIO K

MaCCOBOMY HCXOAY MACTCPOB KCPaMHUKHN HI/IHCI/IH, KOTOPBIC OCTAJIUCH 0e3 KpOBa.

3 Li Renping. An Overview of Qinzhou Nixing Pottery. Ceramic Science and Art,
2012,46(12):38-40.
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Macrepckne HUHCHH 3aKpbIBaIvCh OHA 3a APYTOM, U PEMECIIO MPUILIO B YIAJIOK.
Muorue mogu nepeexanu B pailoH Monr Kaii Ha rpanune Kuras u BrerHama,
4TOOBI 3apaboTaTh Ha JKM3HB, U Kepamuieckoe HCKyccTBo HwuucwH [luHBUWXROY

IIOCTCIICHHO IIPpUILIO B YIIAJIOK.

4.8 BoccranoBienune u tpanchopmanusa kepamuk Huncun LHiuHb4xKO0Y
(c momenTa ocHoBanus Kuraiickoidi Haponnoii Pecny0smku, 1949 rog —
HacTOsIlee BpeMsi)

4.8.1 Kyi1bTypHO-3K0JIOTHYECKAasI cpeaa

[Tocne ocHoBanusi Kuraiickoit Hapoanoii PecnyOmuku kurtaiickoe oOIIECTBO
BCTYIIUJIO B MEPHOJ CTa0OMIBHOTO pa3BuTHs. B 1953 romy Obu1 peann3oBaH nepBbIid
ISATUJIETHUN  IJIaH,  yYCTAHOBUBIIMM  CHCTEMY  IUIAHOBOM  3KOHOMMKHM,
OPHEHTUPOBAaHHYI0 Ha pPa3BUTHE TSDKEJIOM TNPOMBIIUIEHHOCTH, a TaKke
IIPOJIBM>)KCHUE HALIMOHAJIM3AlMU U KOJUIEKTUBH3auMn. Kak Ba)XHOE TpaaulIMOHHOE
peMeciio, KepaMHuKa II0Jy4YWla 3HAUYUTEIIBHYIO IIOJJIEPXKKY U IIOOLIPEHHE CO
CTOPOHBI MTPABUTENHCTBA Oarofapsi CBOEMY BKJIaTy B HAIMOHAJIHHYIO SKOHOMHKY,
OCOOCHHO B IJIaHE MOJy4yeHUs MHOCTpaHHOM BamoThl. C mosBiaeHueM «OTaenoB
oO0CIyKMBaHUSI  XyHOXKECTBEHHBIX  pEMecel»  XyJAOKECTBEHHbIE  pemeciia
IIPEBPATUIINCh B CAaMOCTOATENIBHYI0 M BAXKHYIO KAaTErOpHIO, ITPEB3OIICALIYIO
MHOTHE Ipyrue (OpMBI HCKYCCTBA 110 YPOBHIO PA3BUTHSI M BITUSHUS >,

[IpaBUTENBCTBO Ja)XKe CTajJ0 CO34aBaTh T'OCYAAPCTBEHHBIE KEPAMHUYECKHE
npeanpuatus, (HaOpuKd M HMCCIEAOBaTENIbCKHE WHCTUTYTHI B KadeCTBE >KECTa
NOJIEP KKK 3TOro pemecna. Tak, mocie ocBoOOxaeHus LIMHBWKOY OCHOBaIU
['oponckoe HapOIHOE MTPABUTENIBCTBO, KOTOPOE OYEHb CKOPO BKJIIOYMIIO PEMECIIA B
CUCTEMY YINpaBIECHHUS U CHOCOOCTBOBAJIO HX pa3BUTHIO. PemecieHHuKu
00BEeTMHUIINACH B KOOIIEPATHBHI, 3aMEHUB py4HOE IIPOU3BOACTBO
NIOJIyMEXaHU3UPOBAaHHBIM MaccOBbIM. IIpogyknus crana HpOU3BOAMTHCS B
COOTBETCTBUM C TOCYAAPCTBEHHBIMU IUIaHaMU. locymapcTBo B CBOKO oOudepelb

rapaHTUPOBajO COBIT, CHUMAs CTpax MPOU3BOAMUTEICH TMOHECTH YOBITKH H3-3a

134 Hang Jian. Issues in China's Craft History and Design History. Decoration, 2008 (1):63.
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HEJONPOAAK.

N Bcé ke k 1970-M rogamM pa3BUTHE PHIHOYHOW SKOHOMUKHU MPHUBEIO K TOMY,
910 Kepamudeckue ¢Gabpuku, paldoTaBmIMe B paMKax IUIAHOBOW 3KOHOMUKH,
OKa3aJIMCh HECIOCOOHBI aJJaTUPOBATHCA K HOBBIM peasiusiM: 0€3 €CTECTBEHHOTO
CIIpOca PEMECIIO CTAJIO MOCTENEHHO UATH K yrnanky. [locme Tpersero mnenyma LK
KIIK 11-ro co3piBa B 1978 rony Kuraii Hauan noauTuky pepopM U OTKPBITOCTH,
MOCTENIEHHO TIEPEeXOJsi K PHIHOYHOM SKOHOMHUKE. IIpaBUTENbCTBO OCIA0MIIO
KOHTPOJIb Ha/I KepaMUYeCKUMHU (pabpuKamMu U CTaJIO OOJIbIIE MOOIIPSITh YaCTHBIC U
WHIUBUIYaJIbHbIE TPEANPUATHS, YTO TaK WIM HWHAUY€ IOCIOCOOCTBOBAIO
BO3POXKICHUIO KEPAMUYECKOIO pEMECIIA.

Ha ocHoBe HacienoBaHusi TpaauLIAOHHBIX KEPAMUYECKUX TEXHOJOTHM
[BuamwKiHA, JdXya W AOpyrux Mect, MacrTepa KEpaMHUKHA HENPEepbIBHO
COBEpIICHCTBOBAJIM TEXHUKY, pa3pabaThiBas HOBBIC I[BETa Ia3ypH, Y30pbl U
TEXHOJIOTUM 00KWra, 4ToObl KEpaMHKa HE pacTepsiia CBOEM XyJOKECTBEHHOM U
OPAaKTUYHOM 1IEHHOCTH. BHeapeHue COBpeMEHHOro 00OpyIOBaHMSI BpPOAE
BBICOKOTEMIIEPATYPHOTO OOKWTa W aBTOMATU3MPOBAHHBIX IMPOM3BOACTBEHHBIX
JMHUYM, 3HAYUTEIBHO TOBBICHIO A((YEKTUBHOCT, M Ka4eCTBO IMPOU3BOJICTBA.
HccnenoBarenbckue WHCTUTYTHI U CIIEIUATU3UPOBAaHHBIE (DaKyabTeThl B By3aX
MOJTOTOBMJIM OOJIBIIOE KOJIMYECTBO MPO(ECCHOHANOB, KOTOpbIE B OymymieM
JIOJIKHBI ObUTH JIJIbIIIE COBEPIICHCTBOBATH TEXHOJIOTMH U BHEAPSITH HHHOBAIIUSIM B
KEpaMHYECKOM PEMECIIE.

Pedopmbr u ObIcTpas acCHMIIIANIAST HOBBIX MJICHHBIX TCUCHUN M TEXHOJIOTHMA
CHOCOOCTBOBAJIM OBICTPOMY PAa3BUTHIO KHUTAaWCKOTO OOIIECTBA. DTO KE MOMXKHO
IPOCIENANTh Ha NPUMEPE PACOPOCTPAHEHHs 3alaJHOTO ITOCTMOAEPHU3MA,
[OMYEPKHUBAIONIETO yBa)KEHHE W JII000Bb K Tpamunusam'>>, B 2006 romy Kwraii
3ayCTWJI TPOEKT MO 3allUTe HEMATEPHAIBHOIO KYJIBTYPHOTO HACIEIUs U
BIIOCJIEZACTBUM BHEAPWII Pl MOJUTUK 10 BO3POXKICHUIO TPAAULIMOHHBIX pEMECEII,
YTO CIIOCOOCTBOBAJIO BO3POXKIACHUIO KYJIbTYPbl TPAIUIMOHHBIX peMeces. OTu

MEpBI MO3BOJIMJIN JIIOIAM ITO-HOBOMY B3IVISIHYTh HA TPAAULMOHHYIO KYJIBTYpy U

155 Mai Xialan, Fang Lili. Future heritage and the future of heritage. National Art, 2018(5):19-24.
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IPUHECTN HOBBIE BO3MOXXHOCTH JUJISl PA3BUTHUS TPATULUMOHHBIX KEpaMUYECKHUX
pemecen'3®. MHOr#e TpaJUIIMOHHBIE KEPAMUYECKHE TEXHOJIOTHH OBLIH BKITIOUCHBI
B CIIMCOK HAllMOHAJIBHOTO HEMATEPUAIBHOTO KYJIBTYPHOT'O HACIIEIUSI.

CoznaHne KepaMHUYECKHX MY3€€B U BBICTABOUHBIX 3aJI0B CIIOCOOCTBOBAJIO
pPacpOCTPAaHEHHUIO U TOIMYJAPU3ALMN KEPAMUYECKON KYJIbTYpbl. XyIOKHUKH IO
KEpaMUKE CO3/1ajJli MHOXXECTBO IPOM3BEACHHM, OTpa)aroluX HalUOHAIbHbIE
0COOCHHOCTU U AyX BpeMeHU. C MOBBIILIEHUEM YPOBHS >KU3HH IOBCEIHEBHBIC
KepaMHUYeCKHe W3Aenus crtanu Oosee pa3HOOOpa3HBIMH, OT TMOCYABI 10
JEKOPATUBHBIX MPEIMETOB, C Pa3IMYHBIMU CTHJISAMU U YIyYLICHHBIM Kau€CTBOM,
IOJTHOCTBIO YJIOBJIETBOPSISI TOTPEOHOCTH OOIIECTBA.

4.8.2 BoccranoBienue u TpaHchopMauMs HUHBYKOYCKON KepaMHUKHU
Hucun

[Tocne ocuoBanus Kuraiickoit Hapognoit Pecny6muku B 1956 romy Obiia
BOCCTaHOBJIEHA (pabpuka pemecieHHbIX u3aenuit Hucun, a B 1958 romy oHa Obuia
IIepeBEiCHA M OCHOBaHA Kak TrocydapcTBeHHas LIMHBCAHBCKas KepamuyecKas
¢dabpuka. [lpu nogaepx ke MpaBUTEIHCTBA TEXHOJOTWS HM3TOTOBJIEHUS KEPAMHUKHU

Hucun Oblia BoccTaHoBjeHa U pa3ural®’

. B Xxone aBromarnzanny peMecieHHOTO
MPOU3BOJCTBA, Kepamumka HHCHH cTana co3naBarbesi MOTYMEXaHU3UPOBAHHBIM
nyTéM. OcCTaBsCh BEpPHOU TPaJUIIMOHHBIM PEMECIICHHBIM IMPAKTHUKAM, KepaMHKa
Hucun Bc€ xe BoOpasia B cebsi HEOOXOMUMBbIE WHHOBAIUU, YTO TO3BOJIMJIO
MO/JIEPKUBATh YCTOMYUBYIO TCHICHIUIO PA3BUTHS HA MPOTSKEHUU JECITUICTUN U
CHUCKATh CHOPOC HA MEXIYHAPOJHOM pBbIHKE. ITa TMPOAYKIHUS aKTUBHO
sKcroptupoBanack B crpanbsl EBponbl, FOro-Bocrounoit Azum m CIIIA138 ¢
rofOBBIM OOBEMOM BBHIITyCKA B MIJIIMOH U3Ieauil. B ycnoBwsx miaHoBOU

9KOHOMMKH IIPCAIIPHUATUAM HC HYKHO OBLIIO CAMOCTOSITECIIHHO pPacIupATG KaHAJIbI

cOpITa, 00 3TOM M03a00TUIIOCH TocynapcTBo. Ho maxke B oTpbIBe OT 3TOTO (hakTa,

s Zhang Qian. Research on the cultural space changes of traditional folk handicrafts. Sichuan
Fine Arts Institute, 2019:45.

17 Wu Fang, Lv Siya. Research on the promotion and development of Qinzhou Nixing pottery
industry under the "Belt and Road" initiative. Journal of Qinzhou University, 2017,32(12):24-29.
138 Mao Wenqing. Historical evolution of Qinzhou Nixing pottery art style and its regional

characteristics. Foshan Ceramics, 2008(10):26-28.
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kepamuka HucuH nosbp3oBanach NMOMYJSIPHOCTBIO Ojarofaps CBOEMY BBICOKOMY
KaueCTBY, a TaKXe JCTETUYECKUM IOTPEOHOCTAM Haponaa, KOTOPbIM, BBUAY
BBICOKHX 3apIuiaT, 0e3 mpoOsieM MOT OKpYyKaTh ce0si HEOOXOAMMBIM KOM(OPTOM.

B sror mepuox kepamuka Hucun BOupana B ceOsi Bc€ Oo0ibllie HOBBIX
AJNIEMEHTOB. SIpKHe, >KU3HEPaJOCTHBIE Y30pbl B BHUJE LBETOB W NTHUI] CTaJU
OCHOBHbIMU. Ecnm oOpamarbcsi K 3HAYEHHIO, TO TIIBETHl W  PACTCHUSA
CUMBOJIM3UPYIOT KU3HEHHYIO CHIy, Y30pbl C JpakoHaMU U (HEeHUKcamu
JEMOHCTPHUPYIOT CHIIy M HecruOaeMblil 1yX. B To ke BpeMs kepaMuka oTpakana
TPaJMLIMOHHYIO KUTAMCKYIO KYIbTYpY OJIaronoeiaHuil ¥ HapOJIHbIE UCTOPUH, YbU
NIEPCOHAKN CTAHOBUJIMCH U3 LIEHTPAIbHON TEMOM TBOPUYECKOTO 3THO/A.

B 1990-x romax HempepbiBHBIE pedOPMBI IKOHOMHUYECKOW CHUCTEMBI
OKOHYATEJIbHO TPaHCPOPMHUPOBAIM IUIAHOBYIO 3KOHOMHUKY, INpEeBpaTuB €€ B
PBIHOYHYIO. DTO HE MOIJIO HE MOBIUATH HA NPOU3BOJCTBAa Kepamuku Hucuw,
KOTOpass BO MHOIOM JepXajlach Ha TOCYIapCTBEHHON MOAJEPKKE Iepuona
IUIAHOBOM  JKOHOMMKHM. M3-3a  yCTapeBIIMX MapKETHHIOBBIX  KOHLEIIIWH,
peTporpajHOro Au3aiiHa W IPOM3BOJACTBA, a TAKXKE OTCYTCTBHS HWHHOBAIIUMA,
peMeciio HE CMOIIIO aJalTUPOBAThCS K M3MEHEHHUSAM PBIHKA M HE BBIICPKUBAJIO
HUKAKOM KOHKYpEHIIMH. MHOrMe KOMIIAaHMM NIPEKpPaTWiad IPOU3BOJACTBO, a

roHYapaM IPHILIOCH CMEHHTH mHpodeccuro',

B stor mepmon mnpowms3BOACTBO
KepamMuku HHCUMH Hayaimo CTarHupoBaTh, U TPAAULUMOHHOE PEMECIO BHOBb
0Ka3aJI0Ch MOJI YTPO30M NCUEC3HOBEHUS.

K cuacteto, B 1O Bpemsa B Llunpwxoy u paxe B ['yaHcn Hanumch
3aMHTEPECOBAHHBIE B COXPAHEHUWM TPAJAMIMOHHOIO MCKyccTBa Jroau. OHu
OPWIOKWIA OTPOMHBIE YCWIMS JJI TOTO, YTOOBI CHACTU PEMECIO KEPAMHUKHU
Hucun u BoccTaHoBUTH €€ NpOU3BOACTBO. Ilocime IepexuThIX TPYyIHOCTEW H
CJIOXKHOTO cTapra oTpacib Kepamukn HucuH B [{uHBYWKOYy MOCTENEHHO

BoccTaHoBujaack nocie 2004 T oJa. YacTtHbie NPCAIPUATHA U HHIWUBHUAYAJIbHBIC

CTYIUH KCPaMHKHU Hucun 6BICTpO IIOABHUIIMCBH, YTO B OCHOBHOM CTaJI0O BO3MOXKHBIM

139 Yu Changmin. The rise and fall and development of Qinzhou Nixing pottery in Guangxi.
Ceramic Science and Art, 2007(01):34-35+66.
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Onaromapsi BBICOKOMY BHUMAHHUIO CO CTOPOHBI MpaBUTEIbCTBA ropoja LImHpu:KOY.
MyHUIHUNIAIBHOE MPABUTENIBCTBO BBEJIO Psi MHOJIEPKUBAIOIIMX M JBIOTHBIX
MOJINTUK, aKTUBHO HAIpPaBJIsAsl YaCTHBIC MPEANPUATHS U UHIUBUAYAIbHbIC CTYIUU
Ha Pa3BUTHE B PHIHOYHOM HAMpPABICHUU, YTOOBI AJaNTUPOBATHCS K PHIHOYHOU
KOHKypeHUuH. [log pyKOBOJACTBOM CTapIlIE€ro IMOKOJIEHHUS MacTEPOB KEPAMHUKHU
Hucuu u non BmustHuEM 3¢ deKTa MPeAnpUsTHs OTpaciib KepaMUku HUCHH BHOBB
oOpesia HOBYIO JKM3HEHHYIO cuily. B TO ke Bpems OHa cocpenoTroumiach Ha
YCTAaHOBJIICHMM OCO3HAHMS KadyecTBa M OpeHja, NpujaaeT OoJbIIOE 3HAUYEHUE
MOJIFOTOBKE KAJApPOB U 3aHMMAETCS HCCICAOBAHMSIMHU M pa3paboTKamMH, a TaKke
OTKPBITUEM HOBBIX PBIHKOB. MckyccTBO UM pemeciio kepamMuku HucuH OBICTpO
YIYUYLIUIHCh.

C 1970-x rogoB Ha4ajgOCh MPOJABUKEHUE COBPEMEHHBIX MEYEH, TAaKUX Kak
"TyHHENbHAs MeYb, ME€Yb C TOJIKATENEM, Ieub ¢ HucxoasmuM mnorokoMm". C 2000
roga roHyapsl HucuH camocTosITeNIbHO pa3paboTalid U BHEAPWIA 'YETHOUYHYIO
neyp', yAydymuB ee (PYHKIMIO HW3MEHEHUS TeMIleparypbl U  IOBBICUB
XyJI0’)KECTBEHHOE KauecTBO kepamuku Hucus.

B 2006 roxy pabora "Ba3za 'aory" monyumia "CepTudukar 3Haka OTIUUHS
BBIJAIOIINXCS pemMeciieHHbIX u3aenuil mupa', Berganueii FOHECKO. B 2008 rogy
TEXHOJIIOTUA O0OXura kepamuku HucuH ObUTa BKJIIOUEHA BO BTOPOM CHHCOK
HallHOHAJIBHOTO HEMAaTepUaIbHOTO KYJIBTYpPHOTO Haclenus. B Tom ke romy
npoayKuus kepamuku HucuH Obuta yTBepik[eHa Kak "HallMOHAJIBHBIN TMPOAYKT C
reorpadudeckum ykazanuem" (puc. 4.62). B 2013 roxy Kwuraiickas accormarus
UCKYCCTB M pemecen npucBouia L{uapwkoy 3Banue "Cronuna kepamuku Hucuu
Kuras" (puc. 4.63), u xkepamuka HucuH crana KyiasTypHbIM nociiom ['yaHcu u
ropojickord BU3UTHOM KapToukoil [{uapwxkoy. Kepamunka HucuH HeEogHOKpaTHO
PENOJHOCWIACh B Kaue€CTBE TIOCYIAPCTBEHHOIO IMOJApKa JIUJEpaM paziInyHbIX
ctpad. B 2006 rogy pa6ora "Yama JIsHbCHMHB" Oblla Ha3HA4Y€HA MOJAPKOM IS
TrOCYIApCTBEHHBIX TOCTeil U mpenoaHeceHa auaepam aecsatu ctpaH ACEAH. B
2009 romy pabota "®pykrtel" (puc. 4.64) crama ToCyIapCTBEHHBIM ITOJAPKOM Ha

6-i1 Kutalicko-ACEAHcko# BeicTaBke. B 2010 rogy Ha npa3znHoBanuu 450-1eTus
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cromuitel  Jlaoca BwenThsHa pabora "OOHoBieHHMEe BbeHThsHA"  ObLIA
IIPENIOJHECEHA B KAYECTBE ITOCYJapCTBEHHOIO MOoJapKa Aejierauuei MpaBuTeIbCTBA
Kurasz. B 2011 w 2012 romax Ha  LEpEMOHMM  NOINHUCAHUSA
Kuraiicko-Manai3nicKoro MnpoMBIIIIEHHOTO NAapKa M Ha LIEPEMOHHUH OTKPBITHS
Kuralicko-Manai3uiuckoro MpOMBIIUICHHOTO NapKa IUHBYWKOYCKAasl KEepaMHKa
Hucun "bnarononyuue Heba u 3emnu" u "Breuatnienue o nepeBHe Yxyan" (puc.
4.65) ObUIM MpPENOAHECEHbl B KauyeCTBE TOCYIApPCTBEHHBIX IOJApKOB JUIEpaM
Maunaiizun.

B Hacrosmee BpeMs  XYHOKECTBEHHBIM CTWIb Kepamuku Hucun
UHTETPUPOBAl MECTHble OcCOOeHHOCTH Ll{MHBYWKOYy Ha OCHOBE HacleOBaHUs
Tpaguuii. Pa3BuTue KynbTypel Kepamuku HucuH mnpencraBinser coOoi
MHOT00Opa3HbI€ XapaKTEPUCTHKH, KOTOPbIE HE TOJBKO COAEpXkKAaT KUTAHCKYIO
TPAJIULIHAOHHYIO KYyJIBTypy, HO M BKJIIOYAOT HAIMOHAIBHYIO KYJIbTYPY H
PEIUTHO3HYIO KYNbTypy. B Iutane MoaenupoBaHHs TPaJWLMM U COBPEMEHHOCTH
COBMECTHMBI, a KEpaMHUYECKHE XYI0KECTBEHHblE pPabOTBl € MECTHBIMU
O0COOCHHOCTSIMU CO3[AIOTCS HA TEMY KYyJIbTyphl STHUYECKUX MEHBIIMHCTB [ 'yancu
Y MECTHOIO HCKyccTBa. ECTh Kak TpaJMLMOHHBIE I'PAaHATOBBIE Ba3bl, THIKBCHHBIC
OyTBUIKH, KOJIOKOJIBYMKM M TPEHOXHHUKH, TaK M COBPEMEHHBIE CKYJIBITYPHbIE
paboThl. B miaHe I€KOpPATUBHOIO CTUJISA, IOMUMO HACJEIOBaHUS TPAJULUOHHOTO
COYETaHMs KaJuIUrpauu M KUBOMUCH, TAKXKE MOAYEPKUBAIOTCS CTUIMCTUYECKUE
0COOCHHOCTH JIM3aiiHa y30pOB.

HamnonanbHast KynbTypa 3aHHMAeT BaXHOE MeECTO B Kepamuke HucwuH.
CokpoBunia kepamMukun HUCHMH  HCIONB3YIOT MHOMXECTBO  TPAJULMOHHBIX
HAalMOHAJIBHBIX 3JIeMeHTOB. Hacnennnkn kepamukyn HucHH B pa3sHBIX NOKOJEHUSX
001a1at0T IyOOKUMHU 3HAHUSIMM HALIMOHAJIBHOM KyIbTypbl. OHU YMEIOT U3BJIEKATh
CyThb M3 HAMOHAJIBHOM KYJIBTYpbl U MHTETPUPOBATH €€ B CO3JAHUE KEPAMHUKHU C
BBICOKMM MacTepcTBOM. O0I1Me 3J€MEHThl TBOPUECTBA BKIIIOYAIOT HAI[MOHAJIbHBIE
TOJIOBHbIE YOOpBI, O0ObIYaHW, KOCTIOMBI, HCTOPUYECKHE JIETEH/bl, TOTEMHOE
MIOKJIOHEHHE W HAIMOHAJIBHBIE JOCTONPUMEYATEIIbBHOCTH M HMCTOPUYECKHUE

naMaTHUKH (puc. 4.66, puc. 4.67). DT dJIEMEHTHI HE TOJBKO YCHJIMBAIOT JIPEBHUN
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mrapM pabotr kepamukd HucHH, HO W TOAYEPKUBAIOT WX HAIMOHAIBHOCTD,
PErMOHAIIBHOCTD U KYJIBTYPY, TEM CAMBIM HOBBIIIAS XyJOKECTBEHHYIO LIEHHOCTD U
KOJUIEKI[MOHHYIO IPUBIEKATENLHOCTE paboT!' 40,

CyOtponmueckass JaHamadTHas KyJabTypa TIOJHOCTBIO OTpa)xeHa B
WHHOBAIMAX Au3aiiHa kepamuku HucuH. Permon baii0y wmMeeT yHUKaIbHOE
reorpaduyeckoe MOJIOKEHHE, OOpalleHHOe K MOPIO Ha [Ore, OMUparolieecs Ha
I0r0-3ama/l, COeIMHEHHOE ¢ JeNbTON peku UKyl3siH Ha BOCTOKE U OOpallleHHOE K
FOro-Boctounoit  As3uu. DTO e€AMHCTBEHHBIM TPUOPEKHBIN, pPEYHOH U
NOTPAaHUYHBIA PETMOH Ha IOre Halled CTpaHbl. DTO YHUKAIBHOE IPEUMYILIECTBO
MECTOIIOJIOKEHUSI TPUHECIIO Oorarble NPUPOJHBIE PECYpPChI, MOJAPUB PETHUOHY
KapCTOBBIC JIAHAMIA(THI ¢ MPUUYATUBBIME TOPAMU M KPACUBBIMH BOJIaMH, a TAKKE
CcyOTponuyecKkue MpuOpexHbIE MeH3aXu C YUCTHIMU BOJIHAMHU U OENBIM MECKOM.
OTU yHUKaJbHbIE MPUPOJHBIE YCIOBHUS MOPOINUIN MHOKECTBO 3JIEMEHTOB y30pOB,
KOTOpblE OBLIM TOJIHOCTBIO HCHOJb30BaHbl B JAu3aiiHe KepaMuku HucuH,
JEMOHCTPUPYsI CUJIbHBIE pPErMOHalbHbIE OCOOEHHOCTH M KYJIBTYpHOE HACIeaue
(puc. 4.68 1 4.69).

CHMBOJBI KYJIBTYpbl OJaromnokeilaHui IIUPOKO HCIOJIB3YIOTCS B KepaMUKe
Hucun. CumBoIIBI KyJIBTYpbl OJaronoxeaaHuil conepxar nryookue ¢punocopckue
MBICIIA ¥ KU3HEHHBIE WJ€ajbl B KUTANCKOW TPAaJWLIMH W BOIUIOMIAIOT CHIJIbHOE
KyJABTYpHOE Hacieaue. DTH OjaromnoxenaareabHble CUMBOJIBI YaCTO YEPHarOTCs U3
YKUBOTHBIX, PACTEHUN U TOTEMHOT'O MOKJIOHEHMSI, BBIPAXKAs KEJIAHUS, CTPEMIICHHUS,
HAJEXIbl M1 MEUTHI JIFOJEH 0 MpeKpacHbIX Bemax. Hanpumep, y30pbl pbiO CO3BYUYHBI
¢ "uzobmnuem" u "OnarononayuueM", CUMBOJIU3UPYs OJIaronoyiy4yre U u3oomwiue, a
Tak)ke 00raTyro JKU3Hb; JIETYYHE MBI CUMBOJIM3UPYIOT OJIaroCIOBEeHUs HebeC U
JIOJITOJIETHE; Y30pbl, TaKHe KaK JpakoHbI, (EHUKCHI, MUOHBI, OIArONpPUSITHHIC
o0maka W JKyH, BBIPQXKAIOT TEMBI JIPAKOHOB U (DEHUKCOB, MPEICTABISIONINX

141

6HaI‘OHOJIy‘-II/I€, N OBCTYIINX MW IIPOOBCTANOIIMUX NIBCTOB Bkirouenne stHX

w Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's
Publishing House, 2015:41.
41 Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's
Publishing House, 2015:47.



128
AJIEMEHTOB KYJBTYphl OylaromoskenaHuid B Ju3ailH kepamuku Hwucuu nenaer
KepaMHKy OoJiee TIIyOOKOM IO KyJbTYpPHOMY COJEP)KaHUIO M JelaeT padoThl
kepamMuku Hucun Gomnee KynbTypHO HACBHIIIEHHBIMA W TPUBJIEKATENBbHBIME (PHC.
4.70).

Pennrnosnas KynpTypa >KEpTBOIPUHOIIEHUN TAKKE MOJHOCTBIO OTPAKEHA B
kepamuke HucuH. bynnusm 3apomwics B Uuauu. Ilocne ero mpoHMKHOBEHHS B
Kutali OH B3aMMOIENCTBOBAT U BIUTHIBA KUTAWCKYIO TPAAUIMOHHYIO KYJIBTYpY,
MMOCTENICHHO pPa3BUBAsCh B OJIHY M3 HalMOHalIbHbIX penuruii Kurtas. On cran
BaXHOM YaCThIO KUTACKON (heo/1anbHON KYJIbTYpPhI U OKa3all INTyOOKOE BIMSHHUE Ha
JPEBHIOK COLIMAIBHYIO MCTOPHUIO, (husocoduro, IUTEpaTypy, UCKYCCTBO U Jpyrue
KyJbTypHbIE (hopmbl. Okono 3anaaHoi XaHb Oyaau3m ObL1 puHeceH B ['yancu. B
amoxy Tan OymausM B I'yancu mpormBeran OecrpenieieHTHO. Pernon baitOy Obun
IIyOOKO TOABEpP)KEH BIMSHUIO OyIAUNWCKOM KyIbTyphl. Pemuruo3Heie TeMbl B
paboTtax kepamMuku HUCHH SBISIOTCS OTpa)KeHUEM 3TOrO BIUsHUA. [Jaocu3m Havan
paclpoOCTPaHATbCA M CTAHOBUTHCS IIONYJSIPHBIM B paliOHaX 3THUYECKUX
MeHbIIMHCTB YkyaH Bo BpeMeHa IOxHbIX n CeBepHbIX nMHAcTUi. B coBpeMeHHOe
BpeMs WKyaHsbl B ['yaHCH B OCHOBHOM IOKJIOHSIOTCS 1aocu3My. C U3MEHEHUsIMU B
oOlIeCTBE U KYJIbType JAOCH3M IIyOOKO U IIMPOKO MPOHUK B KU3HEHHbIE 00bIYan
PAa3IMYHBIX ATHUYECKUX TIPYNN ['yaHCHM M CTal Ba)KHOM YacThIO MX YKU3HEHHBIX
o0bIuacs'#2.

bynnuiickne M TaoCCKHE TEMBI MIAPOKO HCIIOJIB3YIOTCS B JIEKOPE KEPAMHUKH.
Hcnonp3oBaHue TEXHUK pe3bObl W JKMBOMHUCH IJis OTOOpaskeHus: craTyid Bymmsi
(puc. 4.71), naocckux OOMKECTB, PEIUTHO3HBIX PUTYaJIOB U APYTUX 3JIEMEHTOB
nenaeT paboThl KepaMMKH HUCHH He TOJIbKO OONaJarolMMH XYI0KECTBEHHOM
LEHHOCTHIO, HO U HECYIIMMHU I'TyOOKHE PEUTHO3HbIE U KYJIbTYpHbIE KOHHOTALIUH.
Yepe3 3TH penuruo3Hbie TeMbl pabOThl KepamMuKM HHCHH OTpaxaroT ciusHue
MHOT000pa3HbIX KYJIbTYp U IITyOOKHX UCTOPUUYECKHUX Tpaauluil B pervone ['yaHncu.

HO33I/ISI, Kannnrpa(bml H JXHUBOIIUCHb B KYIBTYPC SABJIAIOTCA Ba)KHOM 4YaCTbIO

42 Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's
Publishing House, 2015:51.
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YHUKQJIBHOTO 04apOBaHUs KepaMuKu HucuH. JIuteparopsl U y4eHbIE y4aCTBOBAIH
B CO3JaHMM MCKYCCTBA KepaMUKM HucHH, 4TO cIenano Xy[dO)KECTBEHHBIN BKYC
kepamMukn HuCHH NpeBOCXOASAIIMM OOBIYHBIE PEMECIICHHBIE HW3JEIUs, 4YTO B
OCHOBHOM OTpa)kaeTcsd B H3MEHEHHAX oOmeill ¢opMbl kepamMukud U 3¢dekre
JEKOPaTUBHOTO MCKYCCTBA Ha IOBEPXHOCTM KepaMuKHW. HHTerpupys mnossuro,
KaJuirpauio M KUBOMUCH B XyHO)KECTBEHHOE TBOpPYECTBO Kepamuku Hucuw,
paboTel  mosyyaroT ~ Oojee  [IyOOKME  JIUTEpaTypHble  KOHHOTAalUU U
XYZIOKECTBEHHBIE 3HAYCHUS. JINTEpATOPBI M yUYEHBIE YACTO MCHOJIB3YIOT KEPAMUKY
HucuH kak cpeacTBo AJid HAMCAHUS CTUXOB WIIM 3aUMCTBOBAHUS IPEBHUX CTUXOB
JUISL BBIPQXKEHUS SMOLMK W WJACANOB, JAeias KepaMuKy HucuH He TOnbKO
IIPAaKTUYHOW, HO W NPOU3BEICHUEM HCKYCCTBA JUIA YKPALIEHHWs, BOCXUIIEHUS WU
KOJUIEKIIMOHUpPOBaHUs.  MckyccTBO — Kauurpaguu — yKpamiaeT IOBEPXHOCTh
KepaMHKH CBOMMH YHHUKQJIbHBIMH Ma3kamMu H ImpudTamu, aenas ee Oonee
aneranTHoil (puc. 4.72). B muaHe KUBONKUCH U3BICKAHHBIE Y30PbI LIBETOB, MTHULl U
IEeH3aXeNH 4acTo yKpallaloT KepaMuKy HHCHH, NeMOHCTpUpPYs Xyd0’KECTBEHHbIC
JOCTHOKEHHSI M JKU3HEHHBbIE HMHTEpechl XyAaoxHUKa (puc. 4.73). D10 coueraHue
1033UH, KauIurpauu M >KMBONUCH € KepaMukoil HucuH He TOIbKO OTpakaer
KyJbTypHOE Hacjienue W OOMEH, HO M BHOCUT HOBYIO U3HEHHYIO CUJIYy B
HCKYyCCTBO KepamMuku Hucun. B coBpemeHHOEe BpeMs 3Ta TpaauIIMOHHAS KYJIBTypa
IIPOJOJDKAET HACIENOBATHCS U Pa3BUBATLCSA B UCKyCCTBE KepaMuku HucuH, nenas
paboTsl kepamuku Hucun 6onee KpacOUYHBIMH U TTOJTHBIMHA OYapOBaHUSI.

Kepamuka Hucuu, Omaromaps CcBoeMy  YHUKAIBHOMY  MaTepHay,
U3BICKAHHOMY MAacCTEpPCTBY U U3BICKAHHOMY HCKYCCTBY MOJEIMPOBAHUs, HAJlEJICHA
IIIyOOKMMH  KYJIBTYpPHBIMH KOHHOTanusMu. C pacmpocTpaHEHHEM KYIBTYPBI
kepamuku Hucun Bce Oosblue el niyOXe MOHUMAKT 3TO M3bICKAHHOE
npousBeqicHne uckyccrBa. Ceroans B ropoxae Llmnpwxkoy kepamuka Hucuu crama
0OBIUHOM KEpaMUKOI B IOBCETHEBHOM KM3HU, U MOYTU B Ka)KJIOM JIOME OHA €CTh B
KOJUIEKIIMM WJIM Ha BBICTABKE; a B 3KOHOMHUYECKOU 30He boii0y xepamuka Hucun
cTaja TOMYJSPHBIM IIOJAPKOM JUIsl POACTBEHHHKOB U Apy3ed. MHorue

koimiekimoHepsl B FOxxHom Kwurae u FOro-Bocrounoidh A3sum o4apoBaHbI
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KyJbTYpHBIM I[IApMOM KepamMuku HUCMH U 0OpomokalT MOKynarb U
KOJUIEKLIMOHUPOBATh €e. B HacTosmee Bpems, ¢ ropoaoM LIMHBYKOY B KayecTBe
HEHTPaJIbHOW 00JIaCTU U SKOHOMHUYECKOM 30HOM baii0y (mpyrue obmactu, Kpome
[{uHPYWKOY) B KauyecTBE BTOPUYHON OOJIACTH, paclpoCTpaHssich HAa Bech FHOXHBIN
Kurait u lOro-Boctounyro A3uio, Kpyr BIMSHUS KyJlbTypbl KepaMuku Hucuu

HOCTENEHHO chopmupoBancs' 3.

4.9 ®axkrTopsl, BAUSOIINE HA pa3BUTHe KepaMuky HucuH B CBSI3H C
U3MEHEHHUSIMHU B KYJIbTYPHOI IKOJIOTHH

PaccmarpuBas Bech mpolecc pa3BUTHSI KEpaMUKH B pernoHe LluHbuxkoy,
MOKHO 3aMETHUTh, UTO UBMEHEHHUS B KYJIBTYpE B II€JIOM M B IIPOIIECCaX aJanTaiu K
V3MEHSIOIIMMCS YCIIOBUSIM >KM3HHM OKA3bIBAJIM BIIMSHUE HA 3BOJIOUI0 KEPAMHKU
Hucun. OcHOBHBIE (DaKTOPBI, BIUSIOIIME HA 3TOT MPOIECC, BKIIOYAIOT CIEAYIOIINE
ACIEKTBHI:

IIpuponnas cpena. IlpousBoacTBo kepamuku HUCHH 3aBUCUT OT HalIW4us
BBICOKOKQYECTBEHHBIX [IHUHSIHBIX pecypcoB. Kinumaruueckue ycClIoBUS U
reojiorudeckas cpeaa B peruone [{uHpwKOy criocoOCTBYIOT 00pa30BaHUIO TJIMHBI,
UJCaTbHO TOAXOMAIIEH JJIsi W3TOTOBJICHHS 3TOW KepaMmMuKH. LIMHBUXKOY Takke
SBJISIETCS BAKHBIM OTIPABHBIM IMYHKTOM JpeBHEro «Mopckoro I1IénkoBoro mytu»
Y OJHUM U3 MEPBBIX PETUOHOB B ['yaHCH, KOTOPBI Ha4aJl BOCIPUHUMATh BIHSHUE
WHOCTPAHHBIX KYIbTyp. Pa3zBuroe cymoxoAcTBo co3mgaét OiarompusiTHbIC YCIOBUS
s copita kepamukn Hucun. CyOTpomnmueckoe reorpaduyeckoe MOJOXKEHHE, a
TaK)K€ BIQKHBIA W KapKUM KJIMMAT CIOCOOCTBYIOT POCTY YaWHBIX JE€PEBHEB U
OoraTrcTBy 4alHBIX pecypcoB. B mporecce IIUTEILHOrO MPOU3BOACTBA U
MOBCEHEBHOM KU3HU Y MECTHOTO HaceJIeHHs chopMupoBasiach 4aitHasi KyJbTypa,
co3maBmiasi 0a30BbIe YCIOBHSA, a BIIOCIEICTBUM U BBICOKHH COpoc, A
MIPOU3BOJICTBA U PA3BUTUS KEPAMUUECKUX YaWHBIX HAOOPOB.

IoauTHuyeckasi cpeaa. FOCYIIapCTBGHHa}I IIOJIMTHKA OKa3bIBaJIM 6€CCHOpHO€

s Zhong Hengxing. A Brief Discussion on the Inheritance and Development of Calligraphy Art
in Nixing Pottery Sculpture Decoration. Ceramic Science and Art, 2021,55(10):8.
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BIMSHUE HA IPOU3BOJCTBO, TEXHOJOTHH, & IIABHOE - DPBIHOYHBIM CHPOC HAa
kepamuky Hwucun. Bo Bpemena nuHactum XaHb HallMOHAJIBHOE E€JUHCTBO U
coluagbHasi CTaOMIBHOCTh CITIOCOOCTBOBAIM TEXHOJOTHUYECKOMY M TBOPYECKOMY
pacuBeTy KEpaMUKH: NOSIBIBUIMCH [NIa3ypOBaHHBIE M3/CINS U PAHHUM cenanoH. B
snoxy auHactuu TaH, korma OblT (OKYC Ha LEHTPAIM3AIMIO BIACTH U PACIIBET
BHEIIIHEM TOPIOBJIM, Ha CBET MNOSBWIACh TPEXIBETHAs KepaMuka. B mepuon
quHactun  CyH,  XapakTepHU3yIOIIEHCS  OTHOCUTEIBHOM  MOJIUTHYECKOU
CTaOMIIPHOCTBIO M CO3JaHMEM TOCYJAapCTBEHHBIX Tieded, KepaMHuyecKas
IPOMBILIUIEHHOCTh MOJyYHJIa MOLIHBIA OYCT CO CTOPOHBI UMIIEPATOPCKOM CEMbH, a
peMeciio KepaMHMKH JOCTHIVIO CoBeplIeHCTBa. Bo BpeMeHa aunactum [Oass, ¢
yCTaHOBJIeHHEM MOHToIbCKOW umnepun, ooMeH mexay Kutaem u 3apyOeKHBIMH
CTpaHamMu cTaj Oojiee aKTUBHBIM, a CHUHE-Oenblil (apdop mpuoOPEN BHICOKYIO
penyTaiuilo Kak BHYTPH CTpaHbl, TaKk M 3a €€ mpeaesiaMu Ojarogaps CBOEMY
YHUKQJIBHOMY XYIOKECTBEHHOMY CTHIIIO.

B nepuonst Mun u IluH, Onaromapss BHUMAaHUIO MECTHBIX YMHOBHHMKOB K
TOHYAPHOMY NPOU3BOJACTBY M MOAJIEPKKE COOTBETCTBYIOIINX ITOJIUTHUK, UCKYCCTBO
W3TOTOBJICHUS] HUCUHCKOM KEPaMHMKU CMOIVIO COXPAHUTBHCS U pa3BUBaThCS. B 3TOT
NEepUOJl HUCUHCKAsi KepaMUKa HE TOJBKO MOJIb30BaIaCh OOJBIION MOMYISIPHOCTHIO
Ha BHYTPEHHEM DPBIHKE, HO M dKcroptupoBanack B Oro-Bocrounyro Aszuro yepes
Mopcko# IIIenkoBbIi IMyTh, CTaB BaKHBIM TOBAapOM ISl TOPTOBIM. B HOBOE Bpems,
C YIIaJKOM ITPaBUTENBCTBA L[MH M BTOp)KEHHEM MHOCTPAHHBIX JI€PKAB, KUTAUCKOE
0O0IIIECTBO OKa3aJIOCh B COCTOSTHUHM HECTAOMIBHOCTH, YTO CEPHhE3HO MOBIHUIO Ha
pa3BUTHE HUCUHCKON KepaMuKu. BoiHBI U coluasibHas HECTaOMIbHOCTh MPUBEIH
K YIIaJIKy TOHYapHOTO MPOU3BOJCTBA U Pa3pbIBY B Iiepeiaye MacTepcTsa. B mepuon
Kuraiickoil PeciyOinku noauruyeckas HeCTaOUIBHOCTD YCUIIMIIACh, U HUCUHCKAs
KepaMHKa BPEMEHHO OKa3aiach MOj yrpo3oi ncuesHoenus. [locie oGpasoBanus
Kuraiickoit Hapomnoit PecmyOnuku craOunbHas moJdTAYECKass OOCTaHOBKA
IIPEIOCTaBUJIa HOBBIE BO3MOXXHOCTH JUISL Pa3BUTHSl HUCUHCKOM KEPaMUKH.
BauManne npaBuTENbCTBA K TPAAMIIMOHHBIM DPEMECIAM WM ITOJIMTHKA 3aIUTHI

KYJIBTYPHOTO HACIeIusl MO OKOHYaHUU KynbTypHOU pEBONIOIMU TO3BOJIAIN
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HUCHMHCKOM KepaMHKe BOCCTAaHOBHUTHbCS W pa3BuBaThcs. C Hagaiom pedopm,
pPa3sBUTHEM MEXXIyHApOJHON TOPIOBIM, Pa3BUTUEM HDKOHOMMKUA W JaJbHEUIINAM
CMSITUCHUEM TOJUTUYECKOW OOCTAHOBKHU CIIOCOOCTBOBAIM HEOBIBATIOMY Pa3BUTHIO
Kepamuku Hucun.

CoumanbHast CTPYKTypa. 3a BpeMsSI CBOEIO MHOI'OBEKOBOTO CYIIECTBOBAHUS
KepaMHKa BCErJa OCTaBajlaCh CMMBOJIOM cTaryca. Tak ObUIO W B TMEPBOOBITHOM
oOuiecTBe, IJ€ OHa MPEACTaBisja COOOW NPOCThIE M NPAKTUYHBIE MPEIMETHI
obuxona, u B (eofaqbHOM, TAE H3ACTHUS YXKE CIYKWIH sl PUTYaloB, U B
COBPEMEHHOCTH, IZle MPEIMETHI UCKYCCTBA - OJMH W3 BAXXHEWIIMX IOKa3aTeleu
JOCTaTKa.

B osnoxu Tan m CyH pa3BUTHE TOBApHOM HSKOHOMHKM W YypOaHU3alUU
CHOCOOCTBOBaNIM AMBEPCU(UKALMM MPOU3BOACTBA KepamMuku. CTanu aKTHUBHO
MOSIBIIATBCS] LIEHTPBI MO MPOU3BOJCTBY KEPAMHUKM - TaKhe Kak L[3MHIPWKOHB, - a
TEXHOJOTUYECKHE WHHOBALlMM BpOJI€ CHUHE-0EN0Nl KEepaMHKHM M HaArIa3ypHOU
pPOCIIHCHU JOCTUINIA CBOETO pacuseT. B nepuonsl MuH u LluH kepaMuka HE TOIBKO
MOJIB30BAJIACh MOMYJISIPHOCTBIO B KWTae, HO M aKTMBHO JKCHOPTHPOBAJIACH IO
Mopckomy IIENKOBOMY IIyTH, CTAaHOBSCH BaXHBIM HOCHUTEIEM KYJIBTYPHOI'O
oOmeHa mexay Kurtaem u 3apyOexHbIMU cTpaHaMu. B coBpeMeHHOM 001ecTBe
UHAyCTpHanu3anus mnpuBena K 3G(PEKTUBHOMY MacCOBOMY IPOHU3BOJICTBY
KEpaMMKH, HO TAKXX€ BbI3BAJIA BBI3OBBI MUl TPAJULIMOHHBIX pEMECEN U KPU3HC
KYJIBTYPHOTO Hacienus. B COBPEMEHHYIO 3MOXY, C BO3POXKICHUEM KYIBTYpbl U
rofanu3aiueif, KepamMHuKa HE TOJBKO BHOBb MPHUBJECKIA BHHMaHHE, HO U
UHTETPUPOBAJIA COBPEMEHHBIE XYNOKECTBEHHBIE M JHU3aMHEPCKUE KOHLICILINH,
JEMOHCTPUPYSI MHOTOOOpa3He B pa3BUTUH, COYETAs! TPAAULIMK U UHHOBALIUH.

ConmanbHas KyJabTypa. OBomronus kepamuku HucuH mmyOoko cBs3aHa C
KYJIBTYPHBIMH HIESIMHU PA3JIMYHBIX 310X, YTO MPOSIBISIETCS B (pOpMeE, CTHIIE JEKOpa,
TEXHOJIOTUSAX MPOU3BOACTBA U 3CTETHUYECKUX KOHLENIUAX KepaMuku. C ApeBHUX
BPEMEH U 10 HAIIMX JHEU KepamuKa [[MHBWKOY CIIy)KUT HE TOJIBKO IPAKTUYHBIM
NPEAMETOM, HO W HOCHUTEIEM JYyXOBHBIX ycTpemuieHMH. C  pacuBeTOM

KOH(bYI_II/IaHCTBa B 3IIOXY XaHp KCPaMHUUICCKHUC U3ACIHUA CTAIU OTPAKATh HCHHOCTHU
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Mopanu M dtukera. C pacmpoctpanenneMm Oymmusma B mepuonasl Cyii m Tan
KepaMHKa Hayaja BOIUIONIATh pEeIuruo3Hble puryansl. Kepamuka snoxu CyH
OTpakaeT ACTETUUECKHUE BKYCHl U (PHIOCOPHIO KU3HU, TPUCYIINE KOHPYITHAHCKON
KyJbType, a €€ TpPOCTOM W DJEraHTHBIM CTWUJIb 3aBOEBAJl JIIOOOBb YYEHBIX U
mutepatopoB. Iloarmaszypnas pocnuck snoxu HOaHp Oe€MOHCTpUpYET, OTpaxkas
MYJIBTHKYJIBTYPHBIE OOMEHBI B 00IIECTBE TOro BpeMeHu. B mepuoast MuH u [{uH,
OXapaKTEPU30BABIIMMHUCS OKOHOMUYECKMM  IIPOLUBETAHUEM U  KYJIBTYPHBIM
IIPOPBIBOM, MACTEPCTBO M3TOTOBJICHHMS KepaMMKH HUCHH Takke JOCTHUITIO
HEOBIBAJILIX BBICOT. B COBpeMEHHYIO k€ AMOXY, HEB3HMpas Ha Pa3BUTHE HAyKH,
TEXHOJOTUYECKUIM Tporpecc u mobanu3anuio, kepamuka Hucuu cymena kak
COXpAaHUTh TPAAULIMOHHBIE TEXHUKH, TAaK W HUHTETPUPOBATH AKTyaJbHbBIC
XyJI0’)KECTBEHHbIE TPEHbI, CO3/aBasi (POPMbI BBIPAKEHUSI HA CTHIKE apXaWKu U
COBPEMEHHOCTH.

JkoHOMHMYeckoe pa3BuTHe. OT paHHErO MEPBOOBITHOTO OOIIECTBA [0
no3AHMX  (EeoMaNbHBIX  JUHACTUH  HCKYCCTBO  KEPAaMUKH  HEMPEPHIBHO
COBEPIICHCTBOBAJIOCh, WISl B HOTY C 3BOJIIOLIHAEH JKOHOMUKH. Tak, Korma B
NEepBOOBITHOM O0IIECTBE MPeodafano HaTypajdbHOE XO3SHCTBO, KepaMHUKa
yIOBJIETBOpsiIa 0a30Bble MOTPEOHOCTH, a C Pa3BUTHEM CEJIbCKOIO XO3SIMCTBA U
pemécen B ¢eoganbHOM OOIIECTBE M TOSBICHHEM MAaCTEPCKHUX, KEpaMUKa BCE
CUJIbHEE IIEpEXOANIIa B paspsl U3AIIHOIO UCKyccTBa. He Tepssd, BnpoueM, cBoen
yromtapHoi ¢yakimd. B smoxu Tan n CyH mponBeTaHHEe TOBAPHOW 3KOHOMHKHU
CIIOCOOCTBOBAJIO PA3BUTHIO KEPAMHUUECKON MPOMBIIIUICHHOCTH, @ TAKUE TPOIYKTHI,
Kak kepamuka Hucun, sxkcrioptuposanucs no lénkosomy nytu. B nepuonst Mun
u [{un macmrabpl MPOW3BOJACTBA KEPAMHUKH PACHIMPUINCH, TEXHOJOTHH CTalld
0osiee COBEpIIEHHBIMH, ACCOPTUMEHT OOraThiM, a MEXJIyHapoaHas TOPIOBISA
npouBeTana. BHenpeHne WHIYCTpUaIW3alMd M COBPEMEHHBIX JU3AMHEPCKHUX
KOHLICTIUH ellie 00s1ee yCUIINIIO MTPOU3BOACTBEHHYIO A3((EKTUBHOCTh U PHIHOUYHYIO
KOHKYPEHTOCIIOCOOHOCTh ~ KE€paMHUKH,  OJHOBPEMEHHO  VyJeisisi  BHUMaHUE
WHTETPAllNA KYJIbTYPHl M UCKYyCCTBA. VM3MEHEHUS B PKOHOMHUYECKHX (OopMax He

TOJIBKO CIIOCOOCTBOBAJIU IIporpecCy KCPaMHYCCKHUX TCXHOJIOT Hﬁ, HO H IIOBJIMAJIN
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Ha PHIHOYHOE TOJIOKEHNE U KYJIBTYpHYIO IIEHHOCTh KepaMuku Hucus.

TexHoJsiornyeckoe pa3BuTHe. TEXHOJOTMYECKUN MPOrpecc B pa3InUHbIC
UCTOPUYECKHE TMEpHOABl HE TOJNBKO CIOCOOCTBOBAJI COBEPIICHCTBOBAHUIO
TEXHOJIOTUHA MPOU3BOJCTBA KEpaMUKH, HO U NPUBEN K HWHHOBAIMSIM B (opmax,
[BETaX IJa3ypu M JEKOPAaTHUBHBIX TEXHUKaX. B oMmoxy HeonmuTa KepaMuka
W3TOTaBIMBAIACh C WCIOJIB30BAHHEM MPOCTHIX TEXHUK PYYHOTO (HOPMOBAHUS U
HaBUBAHUS MIMHSAHBIX 110J1I0C. OCHOBHBIM METO/I0M O0XHra KepaMUKU ObUT SIMHBIN
oOxwur. Tekcrypa kepamuku Obula TpyOOH, W OHA HCIOJIB30Bajach MAJis
YIOBJIETBOPEHUsT 0a30BBIX KU3HEHHBIX MoTpeOHOcTed. I[lozxke, ¢ paszBuTHEM
TEXHOJIOTUHA U3TOTOBJICHUSI KEPAMUKHU, U300pETEHUE U UCIIOJIb30BaHUE TOHYAPHOTO
Kpyra 3HAYUTEIBHO YIYYIIWIO Ka4eCTBO M MPOU3BOACTBEHHYIO 3(()EKTUBHOCTH
kepamukd. B smnoxy BocTtouHoil XaHb TEXHOJOTHS MPOM3BOJCTBA KEpaMUKU
BBIIIIJIa HA HOBBIN ATall. YBEITWYCHHE TEMIIEpaTypbl 00KUTa U COBEPILICHCTBOBAHUE
TEXHOJIOTUHU TIeUeH CAeNan KepaMuIecKue u3zaenus 6oaee TBEPABIMU U MIJIOTHBIMH,
a kepaMmuka L{uHBpYWKOy Hayama 00KUraThCs B Ieyax Tuma «mapoBapka». C Tex mop
TpEX1BETHasT Kepamuka 31moxu Tan, kepamuka 3moxu CyH U cuHe-Oenbid gpapdop
snoxu lOaHb cTramum MpOAyKTaMU COYETaHUS TEXHOJOTMYECKOrO Iporpecca u
XyH0KECTBEHHBIX NHHOBALIUH.

B mepuonst Mun n Ly pasButne kepamukun HucuH pocturno mnepuona
paciBeTa, U 1 €€ 00KHra IUPOKO MCIOJb30BAINCH JPAKOHOBBIE Meun. B amoxy
Mun [[BUHA>WKIHB CTal IIEHTPOM MPOu3BOACTBA dapdopa, acCOPTUMEHT
cune-6emoro ¢apdopa u maTHIBEeTHOTO (Papdopa 3HAYUTETHHO PACHIUPHIICS, a
JIEKOpaTUBHBIE TEXHUKU cTainu Oojee pa3HooOpa3HbiMU. B snoxy Llun npousonum
JaNbHEUIINEe TPOPBIBEI B TEXHOJIOTMW IHBETHOTO (apdopa. [losBieHne HOBBIX
BUJIOB, TaKWX Kak MacTeibHbI (apdop u smanesbiil dapdop, npeacrapisio
BBICIIIMI YPOBEHb TEXHOJIOTHH MTPOU3BOACTBA (papdhopa TOTO BpeMEHH.

B coBpemenHoM  oOmiecTBe  BHEAPEHUE  HMHAYCTPUAIBHBIX U
MEXaHU3UPOBAHHBIX ~ METOJOB  MPOU3BOACTBA  3HAYUTEIBHO  IOBBICHJIO
MIPOU3BOICTBEHHYIO 3(PPEKTUBHOCTh KepaMukun HucuH u crmenamo e€ KadecTBO

Ooyiee CTAOMJIBHBIM. COBpGMGHHBIC KCPAMHUYCCKHUC TCXHOJIOTHMHM HC TOJIBKO
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CIEAYIOT TPAAUIMOHHBIM METOAAM, HO U HHTETPUPYIOT COBPEMEHHBIE TEXHOJIOTHH,
TaKHe Kak BBICOKOTEMIIEPATypPHBIE [1eYH, ABTOMAaTHU3UPOBAHHBIE
IIPOU3BOJICTBCHHBIC JIMHUM U Pa3pab0TKa HOBBIX Tia3ypeid. ITH TEXHOJIOTHICCKUE
VHHOBALIMU HE TOJIBKO YCUJIMBAIOT NPAKTUYHOCTD U 3CTETUKY KepaMuku Hucun, HO
U CIIOCOOCTBYIOT HWHTETPAllMM W Pa3BUTHIO MCKyCCTBAa KepaMuku HwucwH ¢
COBPEMEHHBIMU JU3aNHEPCKUMU KOHLIETIIUASIMU.

Mexaynapoanbie o0MeHbl. VcTtopuueckn kepamuka HucuH monb3oBaiach
BBICOKOW peryTanueid kak B Kurae, Tak u 3a pyOexom Omaromapsi CBOeMy
YHUKQJIbHOMY MacTE€pCTBY U U3bICKAaHHOMY Jiekopy. B snoxu Tan u CyH kepamuka
Hucun Hawama skcnoptupoBarbesi B FOro-Boctounyro Asuio u Ha brankHwMii
Boctok uepe3 Mopckoii IIIEMKOBBIN MyTh, YTO CIIOCOOCTBOBAIO PA3HOOOPA3HIO U
WHHOBAUSIM B €€ mpousBoacTBe. B mepuoast Mun u IluH, ¢ manpHEHIINM
pacmrpeHreM BHeHeW Toprosnu Kuras, kepamuka HucuH ctana monyisspHod He
TOJIbKO HAa BHYTPEHHEM PBIHKE, HO W 3KCIOPTHUpOBajach B EBpory, AMEpUKY U
JIpPYyTHUE€ PETHOHBI, CTaB BAXXHBIM TOBApOM MEXKAYHAPOJAHOW TOProsiu. B
COBPEMEHHOM OOIIECTBE YIIIyOJCHUE TIIO0ANTHM3AIIMN U PA3BUTHE MEKTyHAPOIHOU
TOPTOBJIA 3HAUUTEIBPHO PACLIMPUIA MEXAYHAPOIHBIM PBIHOK i1 KEPaMUKHU
Hucun. MexayHapoaHble 0OMEHbI TPUHECIIH HOBBIE TEXHOJIOTUHU U JTU3aHHEPCKUE
KOHIICTIIIUH, CITOCOOCTBYSI COBEPIICHCTBOBAHWIO W WHHOBAIMSAM B IIPOU3BOJICTBE
kepamuki HucuH. OIHOBPEMEHHO CIPOC HA MEXKIYHAPOJHOM DPBIHKE KEpaMHKa
Hucun yaensite 00Jibllie BHUMAaHUS KYJIBTYPHOMY COAEPKAHUIO U XYJ0’KECTBEHHON
IIEHHOCTH, YCUJIUBasi €€ KOHKYPEHTOCIIOCOOHOCTh U BIIMSIHUE HAa MEXKIyHAPOIHOU
apene. MexayHapoiHasi TOProOBJIsi U OOMEHBI HE TOJIBKO PACHIMPHIN PHIHOYHBIN
CIpoc Ha KepaMuKy HucuH, HO U cTOCOOCTBOBAM €€ HEMPEPHIBHBIM WHHOBAITUSM
U MpPOrpeccy, a TaKKE€ UHTErpali U Pa3BUTHUIO MCKYCCTBAa KepaMUKu HucuH c

COBPEMCHHBIMU I[PISEIIZHGPCKPIMPI KOHIOCIIITHUAMMU.

4.10 Hacnenue u pazputue kepamuku LHluabuxoy Hucun ¢ Touku 3pennst
KYJbTYPHO# IKOJIOTHH

B ycnoBusix miobanuzanyy, BIUSIONMIEH HAa PETHOHAIBHYIO KYJIBTYDPY,
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Hacileaue M pasBuThe KepamMuku LluHpwkoy HucHH MMEOT OrpoMHOE 3HAYEHHE.
[moGanu3zanuss mpuBena K HMHTErpAallMd M CTOJIKHOBEHUIO KYIBTYp, U MHOTHE
TPaJMLIHAOHHBIE KYJIBTYPbl CTOJIKHYJINCh C PHUCKOM HCYe3HOBeHHsA. Kak BaKHBIN
IIPEICTABUTENb TPAJAUIIMOHHOIO KUTAHCKOTO KEPAMUUYECKOIO HCKYCCTBA, HACIIEINE
u paszButue Kepamuku [luHpwkoy HucuH sBisercss HE TOJNBKO 3aIMTOU
TPAaJULIHAOHHBIX PEMECEN, HO U OTPAKEHUEM KYJIBTYPHOW YBEPEHHOCTH KUTAaWCKOU
Haimu. Kepammka Hucun, Omaromaps cBoeil yHUKaJIbHOW TEXHOJIOTHU
MIPOU3BO/ICTBA, OOTaTOMy KYJIBTYPHOMY COICPAHHUIO M ICTETUYECKOW IIEHHOCTH,
JEMOHCTPUPYET  HENOBTOPUMYKO  IIPUBIIEKATEIBHOCTH  MECTHOW  KYJBTYpPBI
[uHpYKOY.

Coxpanute Hacimenue KepamMuku HUCHH O3Ha4aeT COXpaHUTH KYJIbTYPHYIO
namMsATh, a TaKK€ YKPEINWUTh HAIMOHAIBHYI0 HACHTHYHOCTb. B mporecce
r00anu3aliy, CTHPAIOUIEH TPaHUIBI MEX pPa3HbIMU KyJIbTypaMH, 3aluTa Hu
IPOJABUKEHUE MECTHOIO HMCKYCCTBA IMO3BOJHUT COXPAHUTh €r0 CaMOOBITHOCTb, HE
JlaB 3aTepATbCS B YCIOBUAX ‘‘TUIaBWIIBHOTO Komia”’. Kpome Toro, pa3Butue
KepaMuKkd HucuH MOCmOCOOCTBYeT TakKe Ppa3BUTHIO MECTHOM HSKOHOMHKHU U
CBA3aHHBIX OTpaciiedl, 4YTO NOTEHUUAIbHO CMOXET pelUTh Mpodiemy
0e3paboTHullbl B PETHOHE U MTOBBICUTH YPOBEHbB JKU3HU HACEICHMUSL.

B ycroBusix Bc€ Oosiee 4acThIX KyAbTYPHBIX OOMEHOB Kepamuka Hucun kax
HOCHUTENb TPAJAULMOHHONW KUTANCKOM KyJIBTYpbl MOXKET BHOBb 3asBUTh O ce0e Ha
MEKIyHAPOIHOM apeHy KakK IPEACTAaBUTENIb TAPMOHUYHOTO COYETAHUS TPATULIAM,
WHHOBAIIMM M COBPEMEHHBIX AW3ANHEPCKUX KOHUENMUMWU. KylabTypHBIM 3KCHOPT
NO3BOJIUT MHPY Y3HaTh U NOMOOUTH KepamMuky Hucun, a 4Tto eme BaxHee —
MOCTIOCOOCTBOBATh KYJIBTYPHOMY OOMEHY M B3aWUMHO OOOTaTUTh KaK TEXHOJIOTHUU
IIPOU3BOJICTBA, TaK U IIPEAMETHI UCKYCCTBA.

Pemenue npoOieM, ¢ KOTOPHIMH CTajJKHMBAE€TCS HACJIEIWEe W Pa3BUTHE
KepaMuku HHCHH, ¢ TOYKM 3peHHMS KYyJbTYPHOM SKOJIOTMM JIOJDKHO HECTH
KOMIUIEKCHBIM XapaKTep, IMOCKOJbKY JaHHOE HMCKYCCTBO POXKIAETCS HA CTBIKE
MEXKIy KyJBbTYpPHOU, COMAIbHO-DKOHOMUYECKON U IPUPOTHON CPEIOH.

Takum 06p2130M, B II&HHOﬁ pa60Te npcajaararoTCsa MCpbI II0 COXPAHCHHIO
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Haclenus W pa3BUTHIO KepamMukun HucwmH Ha TpEX YpOBHAX: MPUPOIHAS,
HKOHOMHUYECKAs U COIMaIbHAas Cpe/a.

4.10.1 Mepbl Ha ypOBHE IPUPOIHOM Cpeabl

CucremHasi 3allUTa ChIPpbeBbIX pecypcoB. B [{unpwkoy MbI mpeniaraem
CO37aTh CIICMAIBHBIC OXpaHSEeMble 30HBI JJI1 JOOBIYM CBIPBS, a TaKKe
pa3paboTarh JAeTadbHBIN TUIAH MO JO0OBIYEe M BHEAPUTH METOABI JOOPOCOBECTHOTO
ynpaBiieHus. [eosoropa3BeiouHble CIy>KObl JIODKHBI MPOBECTH BCECTOPOHHEE
o0OcliesIoBaHNEe MECTHBIX TIMHSHBIX PECYypCOB, OIEHUTH 3amackl W CO34aTh
noApoOHyr0  HMH(POpMAIMOHHYHO 0a3y JaHHBIX, KOTopas Obl  IIOMOIJIA
permamMeHTUpoBaTh J00bIUy 06€3 Bpeaa M ucrogHuTeei u npupoibl. Co CTOPOHBI
OpraHOB BJIACTH MBI TpeUIaraéM BHEAPUTH HAYYHO OOOCHOBAaHHYHO) CHCTEMY
pPOTAlIMOHHOM  J00BIUM, a TakKe PEryasipHO MPOBOJUTH IKOJOTUYECKYIO
peadMIMTAIINIO UCIIOh30BAHHBIX YIACTKOB, YTOOBI, HE BPEIS OKPYKAOIICH Cpere,
00ecIeunTh JOATOCPOIHOE CHAOKECHHE TIIMHSIHBIMU PECYPCaAMHU.

CucremMa 3K0JOrHYeCKOro KOHTPOJs. Co CTOPOHBI MPUPOTOOXPAHHBIX
OpPTaHOB MBI TpEJIaraeM CIICAYIOIIHEe MEPhI: PETYIAPHBI MOHUTOPHUHT KadecTBa
BOJIbI, TIOYBKI M BO3/lyXa B pailoHax mpou3BojcTBa kepamuku Hucun. Ha ciyuasii
MOTEHIIMAIIbHOW OMAaCHOCTH HEOOXOAMMO TaKXKe HaNaJUTh CHUCTEMY paHHEro
npexynpexaeHus. ['ocymapcTBeHHbIE BEIOMCTBA JODKHBI pa3padoTaTh CTPOTHE
mpaBujia IO TMPEJOTBPAICHUIO 3arps3HEHUs, 0053aB  MPOU3BOJICTBEHHbBIC
NPEANPUATHAS ~ YCTAHABIWBAaTh  OUYHMCTUTEIbHBIE  OOOpPYIOBAHHWS,  YTOOBI
NpEeaynpeauTh 3arps3HeHrne BoAoéMoB. KpoMme Toro, B MemAX CHIDKEHUS
YIJIEPOJAHOTO BBIOpOCA MBI  PEKOMEHJIyeM MPEANPUATHSIM TEeperTH  Ha
WCIIOJIb30BAaHUE TIPUPOJAHOTO Ta3a M JAPYTMX YHCTHIX BHUIOB TOIUIMBA IS
00XKUTOBBIX TTEYEH.

NuHoBanusiM B IKOJOTHYECKH YMCTHIX MPOU3BOJACTBEHHBIX TEXHOJIOTHSIX.
Mp1 npejiaraeM MOJEPHU3UPOBATH KOHCTPYKIMIO TPATUIIMOHHBIX OOKHUTOBBIX
neveid, ONTUMU3UPOBAB KOHTPOJIb TEMIEPATyphbl 00KHUTA. ITO MO3BOJIUT YIyUIIUTh
Ka4eCTBO TPOAYKIIMM W  OAHOBPEMEHHO CHHM3UTh  DJHEPronoTpediieHue.

HpOI/IBBOI[CTBGHHI)IM NPCAIPUATHAM KC CIICAYCT CO34aTh CUCTCMY YTHIIHN3AllUU H
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BTOPUYHOM MepepaboTKU OTXO0B, 00PA3yIOMIMXCS B MTPOLIECCE IIPOU3BOJICTBA.

JKOJIOTHYECKOe  MpocBemieHMe. Mpbl  pEeKOMEHAYEM  IPOBOJIWTH
HKOJIOTUYECKHE JMKOE3bl i1 YYEHUKOB M FOHBIX MAacTepOB, 3aHMMAIOLIUXCS
pOU3BOACTBOM Kepamuku HucuH. DTO BakHO A1 (POPMUPOBAHUS OCO3HAHHOTO
NOTPeOJICHUsS] TPUPOAHBIX PECYPCOB M MIPOABMKEHHUS TMOIUTHKU YCTOMYHMBOTO
pazButus. Kak mpumep, 3KCKypCHH B SKOJOTMYECKHE MY3€H, JEKLHUH, a TAKXKE
OTKpBITHE Y4eOHBIX 0a3 - BCE, YTO MPOAEMOHCTPUPYET BaXKHOCTh 3KOJIOTUYECKOU
CO3HATEIBHOCTh U OEPEKHOTO OTHOILICHUS K IPUPOIHBIM PECYPCaM.

MexaHu3M JKOJIOIMYEeCKOil KoMIeHcanuu. Ha ypoBHE MECTHBIX OpraHoB
BJIACTU MOXKHO IPEUIOKUTH HAJOTOBBIE JIBIOTHl U CYOCUIUU TEM NPEAIPUATHUSM,
Ybsl JICSTEIBHOCTh COOTBETCTBYET 3KOJIOTMYECKUM cTaHaapTam. OUHAHCOBBIE K€
BEJOMCTBA MOTYT YUPEIUTh CHEIHAIbHBIE IKOIOTMUECKHE (POHIBI ISl MOICPKKU
IPOEKTOB 10 BOCCTAHOBJIEHUIO YKOJIOTUU B TOPHOJOOBIBAOIINX paliOHAX.

4.10.2 Mepbl Ha yPOBHE IKOHOMHYECKOH Cpeabl

CucreMa mNOIMTHYECKOM NOAJEPKKH JIs1 CO3AaHUS OJIaronpusiTHOM
cpeabl pa3BuTHs. MBI NpeanaraeM rocyIapCTBEHHBIM BEIOMCTBaM pPa3padoTaTh
CHelMalIbHbIE MEpPbI MOAJEPKKHU (CyOCHIUU, JBIOThl U YIPOLIEHHBIE MPOLELYPHI
KpPEIUTOBAaHMSI), YTOObl CHHU3UTh HAarpy3Ky Ha HpEINpUITHS, 3aHUMAOIIUECs
IIPOU3BOJICTBOM Ke€paMHUKHU. Takue Mephl MO3BOJSAT COKPATUTH PACXObl KOMITAHUN
U CTUMYJIMpPOBaTh OOJbIIE YYaCTHUKOB PBbIHKA K pa3pabOTKE U IMPOU3BOJICTBY
kepamuku Hucun. HemanoBaKHBIM IIarom siBJIsIETCSl yCUIICHHUE 3alUThl OPEHI0B U
WHTEJUICKTYaIbHOW COOCTBEHHOCTH. Kak BapmaHT, MOXHO CcO37aTh OMOpO IO
O0opb0e ¢ mojjenaKaMu, a TaKKe Ha 3aKOHOAATEIIBHOM YpPOBHE IpeceKaTb 000pOT
KOHTpa(aKkTHOUN MPOTYKLIHH.

TexHomornueckas MOJIEpHU3ALIHS TULSL HOBBILICHHUSI YPOBHS
UHAyCTpUanu3auuu. Mpbl mpenjaraeM akTUBHEE BHEAPATh COBPEMEHHOE
o0opylIOBaHHWE Ha MPOMU3BOJCTBA B ILEJAX onTUMH3auuu Tpyna. K mpumepy,
MCIIOJIB30BAaTh AaBTOMATU3UPOBAHHBIE M€UN, CUCTEMBI 3D-neyaTtu U Npenu3uOHHbIE
¢opmer. HoBbie TexHomornu obecmedaT CTaOMIBHOE KadeCTBO MPOIYKIIMH U

CHHU3AT KaK IIPOHU3BOACTBCHHLIC, TaAK M BPCMCHHLIC 3aTPAThI. 910 IIOTCHIOHMAJIBHO
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caenaeT kepamuky HucuH Oonee KOHKYpEHTOCIIOCOOHON Ha pBIHKE 3a CYeT
COOTBETCTBHS MOTPEOHOCTSIM MOKYIaTENsl.

NHHOoBanMOHHBIE MO/1eJIM MAPKETHHIA W NPOABUKEHUS 1JIsl paclIUpeHUs
BJIUSIHASA OpeHaa. Mbl yBepeHbl, UTO aKTUBHOE MCIIOJIb30BAHNUE MeAHAIIaTdopM,
takux kak Douyin m WeChat, mocmocoOCTByeT paclpOCTpaHCHHUIO KYJIbTYPHOU
neHHOCTH kepamuku HucuH. [T0cKoNbKYy B TaHHBI MOMEHT MOMYJISIPHbIE (POpMaThI
IIPEICTABICHbl 4Y€pe3 KOPOTKMMHM BEPTHUKAJIbHBIMHU BHJIEO U  INPSAMBIMA
TPAHCISIUSAMU, 3aJIeWCTBOBATh B MPOJBHKEHUHU MBI MpPEAJaraéM HMEHHO HX.
Kpome Toro, HeoOXOIMMO pPACIIMPUTH KaHaJIbl 3JIEKTPOHHON KoMMepuuu. Kax
IpUMEpP, Y4YacTUE B KYJIBTYpHO-TBOPYECKHMX BBICTABKAaX MW  OpraHM3alus
UHTETPUPOBAHHBIX OHNAH W  o(p(draifH MapKETHHIOBBIX  MEPOIPHUITHA.
MHoroo6pa3Hble METO/IbI POJABUKEHHUS ITOBBICAT KaK Y3HABAEMOCTh OpeH/a, Tak U
€ro peryTaluio Ha PhIHKE.

Me:koTpaciieBoe HMHTerpanmuoHHoe paszurue. UtoObl kepamuka Hucuu
pa3BHUBajlaCh KakK OTpacib, HEOOXOAWMO AaKTHUBHO IPOJBUIATH MEXKOTPACIEBOE
corpygHuuectBo. (Ocoboe BHUMaHHUE CIEAYeT VYACIUTh KoJlabopauusM ¢
KPEaTUBHBIMU HMHIYCTPUSMHU: AaHUMAUUMOHHBIMH CTYAMSIMH, T'€MMAEB CTyIUSMU,
MOOHBIMU  JoMaMH. COBMECTHBIMH  YCWIMSAMHM  MOXHO  pa3padarbiBaTh
WHHOBAallMOHHYIO MPOAYKIMIO HA CThIKE TPAJUUUMOHHOTO MCKyCCTBA U
COBPEMEHHBIX TEXHOJIOTUHA. YUTOOBI MOAKPENUTh WHULMATUBY (UHAHCOBO, MBI
PEKOMEHIIyeM CO37aTh CHENUaIbHBIN (OHA TOMICPKKH JUIsl  COMCHCTBHS
COBMECTHBIX pa3paboTok. Kak emé onuH BapuaHT MOXKHO CO3/1aTh MIaTQOPMBbI 115
COTpYOHUYECTBA  MEXKIAY  IPOU3BOAUTEISAMU  KEpaMHKM W Hay4YHBIMU
CHEUUaIUCTaMU, YbM 3HAHUS W HABBIKU MOTYT IIOMOYb B ONTUMH3ALUU
IIPOU3BOJICTBA U COXPAHEHUM KYJIBTYPHOIO 3HAYEHUS JTAHHOIO PeEMECIA.

Hopnepxka MajabIX W CcpeAHMX mnpeanpusaTuil. Mansle U cpeaHue
OpEeINIpUATUs SIBISAIOTCS Ba)XHOM CUJIOW B oTpaciu kepamuku Hucun, HO 0e3
JOTIOJHUTENIBHOM TONACPKKM WM  CJIOKHO BBLACPKUBAaTh KOHKYPEHLUIO B
COBPEMEHHBIX YCJIOBHUSAX. MBI COBETYEM CO3[aTh CUCTEMY MOIJIEPKKHU MO CXEME,

BKJIFOYAIOIICH KOHTPOJb U PYKOBOACTBO CO CTOPOHBI IoCyaapCTBO M IIOMOIIb CO
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CTOPOHBI IIEHTPOB MHHOBAIMM, KOTOPBIE OBl MPEIOCTABISIN MPEANPUATUIM PSII
BCIIOMOT'aTENIbHBIX YCIYr: OT OOYy4YeHHUs 10 COJIEHCTBUS B (PUHAHCHUPOBAHMH.
[IpennpusiTus Takxe cieAyeT TOYEYHO MPUBIEKATh K pa3paboTKe HEMIaOIOHHOU
OPOAYKLHH, TakOM Kak IpeIMeThl JOMAaIIHEro JeKopa M CyBEHHPbI, YTOOBI
YIAOBIETBOPATH MOTPEOHOCTH PA3IMYHBIX TPYII MOTpeOUTENel M CIIOCOOCTBOBATD
OPraHMYHOMY COYETAHMIO TPAIULIHOHHBIX TEXHOJOTHN U MOBCEIHEBHOCTH.

Mexanu3Mbl KOOpAMHALMM pa3BuTHA oTpacu. Koopaunanus B oOnactu
CTaH/JapTOB KauyeCcTBa M CHCTEMbI CEPTH(PHUKAIMHU IO3BOJIUT TOBBICUTH YPOBEHB
npon3BoAcTBAa. KOHKPETHBIMM IIaraMy peaju3allid MOXET CTaTb CO3/IaHue
OTPACIIEBBIX ~ AJIBSHCOB, COTPYOHUYECTBO C IPEAUPUATUAMH, By3aMH U
UCCJIEI0OBAaTEIbCKUMUA HWHCTUTYTaAMH, a TAaKXE COBMECTHBIE IIATPOPMBI s
pa3pabOTKU TEXHOJOTMYECKUX HHHOBaluK. HemanoBaXHBIM HaMmM BUAUTCS MU
THIaTEIbHASI TOATOTOBKA KaJpOB KaK Ha YpoBHE OOy4deHHs B MpodecCHOHAIbHBIX
y4eOHBIX 3aBEJICHUSIX, TaK U HA YPOBHE MOBBIIICHHUS KBaTU(UKALUN U LIEHTPOB TIO
IIEPEIIOATOTOBKE npodeccroHaIbHbIX TEXHUYECKUX CIICLIMAJIUCTOB.
MHoroctopoHHee COTPYIHUYECTBO U TIIATEIbHBIA OTOOP CTIEHUATHCTOB MO3BOIUT
JOCTUYb BBICOKOKAYECTBEHHOT'O PA3BUTHUSA OTPACIIN.

4.10.3 Mepbl Ha yPOBHE COLUAJIBLHOM CPeabl

CTpouTenbCTBO COUAIBHBIX CHCTEM U KYJbTYPHAasl 0CBEAOMJIEHHOCTD.

MBI pekoMeHIyeM CO34aThb KOMIUIEKCHYXO CHUCTEMY OLICHUBAHUSA W
MOOWIPEHMs] CIENUAIMCTOB B BHJE HarpajJ 3a BBLAAIOLIMECS pE3yJbTaThl B
IIPOU3BOJACTBE M PA3BUTUM TPAJULMOHHOIO HCKyccTBa kepamuku Hucun. Takume
MEpbl IIO3BOJIAT PACKPBITh TBOPYECKUM IIOTEHLMA]I MAaCTEpOB MU YKPEIUTH
MIPEEMCTBEHHOCTh TPAIWIIMK B TMPOM3BOJCTBE u3aenuil. B cdepe KymbTypHOTO
IPO/BMKEHUSI Mbl BUJIUM NOTEHLMAN B CO3JaHUM JIOKYMEHTaJbHBIX (UIBMOB U
KyJBTYPHO-TIPOCBETUTEIHCKUX MAaTEepPHaIOB, KOTOpbIE OBl pPaCHIMPUIN OOIIYIO
OCBEIOMJIEHHOCTb 00 MCTOpUU U cylHOcTH Kepamuku Hucun. Cucremarnueckue
oOpa3oBarebHbIE MHUIMATUBBI - BBICTABKH, JICKLIMU W MacTep-KJIacchl, - TAKXKe
ITO3BOJIAT PACKPBHITh HCTOPUUECKUE KOPHU, TEXHUKY U KYJBTYPHOE 3HAYEHUE 3TOTO

TPaAUIOIUOHHOIO peMEcClla, U TCM CaMbIM HOCHOCO6CTBy1-OT YKPCIIJIICHHUIO
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HAalMOHAJIBHOTO CaMOCO3HAHUS.

IMpoaBuxkenne kepamuxku HucuH 4yepe3 pasiidyHble KaHAJBI, TAKUE Kak
COIMAIBHBIC CETH, TEJCBUJCHUE W IJKypHAIbl, KUHeMaTorpad, TB-IIOy U
PEKIIaMHBIE POJUKH. DTO MO3BOJIUT MOBBICUTH Y3HABAEMOCTb U MOMYJSPU30BAThH
kepamuky Hucuna cpeam pasHbix ciio€B HaceneHus. Croma K€ MOXXHO OTHECTH
pAa3IUYHbIC JTHJKUTA-BBICTABKHU, JICKIIMM W MAaCTEpP-KJIacChl, B PaMKax KOTOPBIX
JIOAM CMOTYT TIO3HAKOMHUTBCS C HCTOPUEM M KyJIbTYpHBIM (DOHOM KEpaMHUKHU
Hucwum.

HoBble kaHajbl pacnpocTpaHeHMsi KYJbTYpbl kepamuku Hwucun. B
LIKOJIaX MOYKHO CO3/1aTh KYPCBI, CBSI3AHHBIE C UCTOPUEN U TEXHOJIOTUEN KEPAMUKHU
HucuH, a Takxke pacnpocTpaHaATh €€ KyJbTYPHYKO LEHHOCTb 4YE€pe3 MY3€H,
BBICTABKM U JIEKIUU. [[1s mpuoOIeHns K UCKYCCTBY MOJIOAEKU MOMKHO TaK¥Ke
CO3/1aBaTh MHTEPAKTUBHBIE UTPhI U KBECTHI, B pAMKAaX KOTOPBIX O Kepamuke Hucun
pacCkaxyT B HMMepcuBHOM ¢opmare. Kak  JOMONMHHUTENBHBIH  KaHANT
pacupoOCTPaHEHUsI TAKKE MOXHO MCIIOIb30BaTh IPOJBUKEHUS B HHTEPHETE, B
YaCTHOCTH - B COLIMAJIBHBIX CETAX, MOMYJISAPHBIX CPEIA MOJIOABIX JIFOJICH.

IHoaroroBka macrepoB kKepamuku HuUCHH M co30aHUE IOJHOLECHHOM
cucteMbl 00y4eHusi. YToObl TpHBIEYh MOJOAEKDL K IMPOU3BOJACTBY KEPAMUKHU
Hucun, cnegyer HamaauTh oOydeHHE W cO31aTh 0Opa3oBaTelbHbIE pecypchl. Jlis
JOIIOJIHUTEIIBHOTO CTUMYJIMPOBAHUSI MOXKHO YUPEIWTh CTUIICHAWW, HPOTrPaMMBbl
CTOXKUPOBOK U COBMECTHBIE MCCIEAOBATEIBCKAE MPOTPAMMBbl C YHHUBEPCUTETAMH,
KOTOpPBIE 3aWMHTEPECYIOT MOJOBIX JIFOJIEH B TOM, Y4TOOBI MPOJOJIKATh Kaphepy B
ATOM HarpasieHuu. KpoMe Toro, Mo>kHO opraHu30oBaTh Ipo(ecCuoHaIbHbIE KYPChI
WM CEMUHApPhl U MPUIJIAIIATH HA HUX OIBITHBIX MAacCTE€POB, KOTOPBIE MOACISTCA
CBOMM OIIBITOM M 3KCKJIFO3UBHBIMU 3HAHUSAMMU.

IloBbllIeHHE KYJILTYPHON M XYI0KECTBEHHOM UIEHHOCTH KepaMHKHU
Hucun. OT0 MOXKHO cAenarh 4epe3 OpraHru3alri0 BBICTABOK U CO3JAaHUE LEHTPOB
Juisi oOMeHa ombIToM. B kadecTBe 0osiee HEOPTOAOKCAIBHBIX MEXAHHK MOKHO
MPEJIOKUTh UHTErPUPOBATh KepaMuKy HUCHH B KyJIbTYpHBIN TYpU3M WM CO3/1ATh

Ha €€ OCHOBE YHUKAJIBbHBIC KYJIBTYPHBIC IIPOCKTBI MW  KOHKYPCHI. ‘—Iepes
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TYPUCTUYECKUE MApPUIPYThl JIOAM CMOTYT JIMYHO Yy4YacTBOBaTbh B IIPOIECCE
nponsBojcTBa KepaMuku HucuH. Tem camblM MOXHO MOBBICUTH KaK KYJIBTYPHYIO
OCBEJIOMJIEHHOCTh, TaK W MOHETHM3UPOBATh CaMO MEPONPUATHE, HAIPIMYIO
cBA3aHHOEe C Kepamukod HucnH. HakoHen, Mbl mnpeayiaraéM OpraHW30BBIBATH
KYJIbTYpHbIE OOMEHBI C JIPYTUMHU CTpaHaMH, BBIBOJS TPAAUIMOHHOE PEMECIO 3a
npenenabl CTpaHbl U TEM CaMbIM IOBBINIAS 3HAHUSA O HEM HAa MEXKIyHAPOIAHOM
nonpuine. Ha cTbike mpou3BOACTBA, TypU3Ma MU MHAYCTPHUH PAa3BICUYECHUS] MOXKHO
TaK)X€ CO3/1aBaTh KBECT-KOMHAThl U TYPUCTUYECKHE 3KCKYPCUU C MMMEPCHUBHBIM
3JIEMEHTOM, TEM CaMBbIMCIIOCOOCTBYSI Pa3BUTHIO UHIYCTPUH KYJIBTYPHOIO TypHU3Ma.

AKTHBHOE Yy4YacTHe B MEXKIYHAPOAHbIX KYJBbTYPHbIX OOMeHax H
coTpyaHuYecTBe. J[eIUThCs ONBITOM U METOaMU HACHEAUs KYJIbTYpbl KEPAMHUKHU
Hucun, mnepeHumars mnpeumyliecTBa ApPYTrUX KyJIbTyp, UTOObI  YCHIJIUTH
MEXAYHApOJHOE BIUSHUE KylbTypbl KepaMuku HucuH. Co3marh KyJabTypHBIA
HKOJIOTUYECKUI TMapk KepaMuku HucuH, AeMOHCTpUpOBaTb H T€penaBaTh
TEXHOJIOTUU KepaMHKU HucuH, ciocoOCTBOBAaTh MHTETPALIUN KYJIbTYpPbl KEpAMUKU

Hucun ¢ Typuzmom, 06pazoBaHNEM U KPEaTHBHBIMU OTPACIISIMH.
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3AKVIIOYEHHUE

IIpenpinymue uccinenoBaHuss B OCHOBHOM HM3y4ald HCTOPHUIO, KYJIBTYpPHOE
COZIEpKAHUE, XYIOKECTBEHHYIO ICTETHKY, & TAKXKE 3allUTy U HACIEAUE KEPaMHUKU
Hucun. Jlannas pabota oCHOBaHa Ha TEOPHH KYJIBTYPHOW JKOJIOTHH, & U3YYCHHE
kepaMukyd [lunpwkoy HucuH 1mpoBOIMTCS B KOHTEKCTE  PETMOHAIBHOU
KYJIBTYPHO-3KOJIOTHYECKOM cpenbl L{uapwkoy. MccnenoBanue 3aKOHOMEPHOCTEN
IIPOU3BOJCTBA, PA3BUTHUS U DBOJIOLNMU KepaMuKu HucuH mnos3sosmmin cuaenarb
CJIEAYIOIINE OCHOBHBIE BBIBOJBI:

®opmupoBanne kepamukn HucuH LIMHBYWKOY TECHO CBA3aHO C MECTHOM
PErMoOHaNbHON KYJIBTYPHO-3KOJIOTHYECKOM cpenoil. ['eorpaduueckoe mosoxeHue,
KJIIMMaT W Jpyrue TMpUpoJHble ycinoBusa LluHBWKOYy cTann HeoOXOIAUMBIMU
YCIOBUSIMU U OCHOBOMW 17151 (hopmupoBanus kepamuku Hucun. borateie pecypcsl
[JIMHBI, Pa3BUTOE CYAOXOACTBO M Ooratas yailiHas KyJIbTypa CO3AAIOT
ONaronpusTHbIE YCIOBHUS [JIsl MPOM3BOACTBA M NpPOJaXH kepamuku Hucun.
OKOHOMMYECKasl M COLMalbHAas Cpela CO3[Jald MaTepUuajbHblE U KYJIbTYPHBIC
yCJIOBUSA JUIs Pa3BUTHUA U Hacleaus KepamMuku HucuH, crenaB €€ BaXXHOM 4acThblO
MHOTOKYJIBTYPHOM KYyJIBTYpbI L{MHBYKOY.

Pernon LuHpuxoy oOnamaer OoraTbIMH pecypcaMu MaTepuaibHOIO U
HEMATEPUAJIBHOTO KYJIBTYPHOTO Hacieaus. PermonanpHas KynapTypa LHHBUI:KOY
XapaKkTepu3yeTcs HMCTOPUYHOCTBIO, OorarcTBOM 151 YHUKQJIBHOCTBIO,
HKOJIOTMYHOCTBIO U 3THOKYJBTYPHBIM pa3zHooOpa3ueM. Uepes pemécia 1 HapoIHbIE
IIPOMBICTIBI, TaKH€ Kak KepamMuka HucuH, pernoHanbHas KyiabTypa MOXKET OBITh
OoTpakeHa M mnepenaHa. KylnbTypbl HApoIOB, HACEISAIOMUX PEruoH LIuHBUXKOY,
co3/1aJy ITyOOKYI0 KYJIBTYPHYIO OCHOBY AJisi KepaMuku HucuH, mpunas eil spko
BBIPAKCHHBIC PETHOHAIIBHBIC, MOPCKHUE U HALIMOHAIbHBIE YEPTHI.

OpomonMsi KepaMuku HuUCMH B OCHOBHOM OOYCIIOBI€HAa YHHKAJIbHON
reorpadudecKor M KyJabTypHOU cpenoi pervona lluapwkoy. B wactHOCTH, TIOCHTE
IIPOHUKHOBEHUSI MHOCTPAHHBIX KYJIbTYp, TaKUMX Kak Kyibrypa LleHTpanbHbIX

PaBHMH U MOpPCKas KyJIbTypa, OHHM CIWJIHCh C MECTHOM KyJIbTypoi, oOpa3oBaB



144
HOBYIO KYJIBTYpHYIO (DOpMY, UTO NPHUBENO K M3MEHEHUSM B MPOM3BOACTBEHHBIX
TEXHOJIOTUAX, LICHHOCTSX U ACTETMUECKUX KOHLEMIUAX, TEM CaMbIM CIIOCOOCTBYS
pa3BuTHUIO KepamMuku HucuH. AcCUMUISAIUS U OTUYXKJICHHUE KYJIBTYPBI, SIBICHUS
HacJIeIus ¥ BapUaTUBHOCTH B JIaJIbHEUIIIEM CIIOCOOCTBOBAIIM DBOJOIIMH KEPAMUKHU
HucurH, 4TO KOHKPETHO MPOSIBISIETCS B U3MEHEHUSX (POPMBI, IEKOpAa U METO/IOB
(OpMOBKH, OTpaXkast U3MEHEHUS KyJIbTYPHBIX XapaKTEPUCTHUK.

CkoHCTpyupoBaHHass MOJENb pa3BUTHs KepaMuKd HucuH cocTtouT wu3
CUHXPOHHOM M JMaXpOHHOM MOJEJNEN OTHOIICHWW pa3IUYHBIX €€ DSJIEMEHTOB.
Mopnenb packpblBaeT AMHAMHUYECKHE OTHOLICHUS MEXAy Kepamukor HucuH wu
KYJIbTYPHO-3KOJIOTUUYECKOM CpEIOW B OIPEACIEHHBIM HCTOPUYECKUN IIEPUOL,
IIPEAOCTABISAET BU3YAJIbHYIO CTPYKTYPY JJIsI BCECTOPOHHETO TOHUMAHHUS KYJIBTYPbI
KepaMHKyd HUCHH ¢ pa3IMYHbBIX TOYEK 3PEHUS, MPOSCHSIET MOAXOAbI K U3YUYEHHUIO €€
SBOJIIOLIMH.

JluHamuueckne M3MEHEHHMsT O0IecTBa M KYNBTYpel  copmupoBaiu
sBONMIOLIMI0 KepaMuku Hucun [{uHBWKOy. BbIENEHbl MIECTh 3TANOB 3BOJIIOIUU
kepamuku L{uHpuxoy: 3apoxkaeHue kepamuku L{MHBWKOY (3110Xa HEOJIHMTA, OKOJIO
4000 ner wnazan), snoxu Huep m Xawp (221 . go H.O. — 220 T H.O.),
npoucxoxaenne kepamukun Hucun Lunpawxoy (3moxu Cyit u Tan, 581-907 rr.),
HOBO€ pa3ButTue kepamuku [uapuxoy (snoxu CyH, FOans u Mun, 9601644 rr.),
HauMeHoBaHue U paciBeT kepamuku Hucun Hunswkoy (sroxu [un u Kuraiickoi
PecriyOnuku, 1616-1949 rr.), BoccTaHOBIEeHHWE M TpaHCPoOpMaIHs KEepaMUKU
Hucun [{unbwkoy (c MmomenTa ocHoBanusi KHP no nacrosimero Bpemenu, 1949 r. —
HacTosee Bpemsi). OnpeneneHa BOMIONUS KepaMUKU [IMHBWKOY MO BIUSHUEM
KYJIBTYPHO-IKOJIOTHYECKOM CPEABI HA KAXKJIOM dTalle.

N3meHeHus: B KyJIbTypHOM OKOJIOTUM TJyOOKO TOBIUSIM Ha pa3BUTHE
Kepamukn  HucuH  depe3  mpuUpOOHBIE,  COLMANBHBIE, HKOHOMHUYECKHE,
TEXHOJOTUYECKHE, TMonuThuueckue u japyrue ¢daktopsl. KoppekTtupoBku B
COIIMAJIbHOM CTPYKTYPE U OTHOLIEHHUSIX, U3BMEHEHUSI B SKOHOMUYECKUX YCIOBUSX U
MOJEIIAX Pa3BUTHUA, TEXHOJIOTMYECKUN MIPOrpecc, M3MEHEHHS B ITOJMTHUYECKHUX

CUCTCMAX M IIOJIMTHUKC, a4 TAKKC HU3MCHCHHA B HCHHOCTAX H TpaauIUAX caMou
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KYJIBTYpbl COBMECTHO (DOPMHpOBAII HANPaBICHHUE SBOIONNN KepaMuku Hucus.

B ycnoBusix miobanuzanuu, BIMAIOIMIEH Ha PETHOHAIBHYIO KYJIBTYpY,
HacJeIne KyJIbTyphl KepaMUKU HUCHH MMeeT 3HaueHue Ui 3allUThl KyJIbTYypPHOTO
pa3zHoo0pa3us, yKpeIieHUs! KylIbTypHOU UACHTUYHOCTHU, COAECUCTBUS KYJIbTYPHBIM
WHHOBAlMsIM,  TOBBIIICHHS ~ SKOHOMHYECKOW  LIEHHOCTH,  MPOJBHUKEHUS
0o0pa30BaTelbHOTO HACHEIUsT U COACUCTBUA MEXKIYHAPOTHBIM KYJIBTYPHBIM
oOMeHaM. DTO HEe TOJIBKO 3alllMUIAEeT U MPOJOHKAET LIEHHOE KYJIbTYpHOE HACIEANUE,
HO W BHOCHT Oorarble KyJIbTYpPHBIE CMBICIBI B COBPEMEHHOE OOIIECTBO,
CHOCOOCTBYSl YCTOWYMBOMY Pa3BUTHIO KYJIBTYPBI.

Hacnenue u pazButue KyabTypbl KepaMUuku HUCHH MOTYT OBITH JOCTUTHYTHI
4yepe3 Takue MEphl, KaK YCHJICHHE Y4acTHsi cOOOIIecTBa M 00pa3oBaHMs, 3aIIUTa
TPAAULMOHHBIX peMEcell, HapOAHBIX IMPOMBICIOB U NPHUPOAHBIX PECYpPCOB,
IPOABMKEHUE LU(POBON 3allMCU U PACIPOCTPAHEHUS, CONEHUCTBHE KYJIBTYPHBIM
WHHOBallMSIM M COBPEMEHHOM WHTErpalu, MOJUTUYECKAsT MOAJEpXKKa U
VWHBECTHUILINM, YKPEIUIEHUE MEXIYHAPOJHOIO COTPYIAHHYECTBA U KYJIBTYpPHBIX
0oOMEHOB, a TaKXe CO3JaHHe KYIbTYPHBIX HKOJOTHYECKUX IMapKOB KEPAMUKH.
Peamu3anuss 3TMX Mep NO3BOJIMT JOCTHYb CKOOPAMHHUPOBAHHOIO IIpOrpecca

kepamuku Hucun ¢ okpyskatroiieid cpeioi, oOIIECTBOM U 9KOHOMHKOM.
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INTRODUCTION

The relevance of the study. Qinzhou Nixing Pottery (referred to as Nixing
Pottery) is a traditional folk craft in the Beibu Gulf region of Guangxi. It began in
the Tang Dynasty and flourished in the Qing Dynasty. It has a history of more than
1,300 years. It is well-known at home and abroad. It is listed as one of China's
"Four Famous Potteries" along with Jiangsu Yixing Zisha Pottery, Yunnan Jianshui
Pottery, and Chongqing Rongchang Pottery, and is included in the National
Intangible Cultural Heritage List. The clay of Qinzhou Nixing Pottery is delicate
and tough. The production process of Nixing Pottery is exquisite, the kiln-changed
colors are rich and colorful, the antique flavor is quaint, and the smoothness is soft.
It integrates traditional Chinese calligraphy, painting, epigraphy, seal carving and
other arts. It has elegant cultural and artistic taste and unique practical value, and
has become a unique and excellent folk pottery craft. Nixing Pottery products
include craft pottery and daily-use pottery. The main varieties include teapots, tea
sets, tableware, coffee sets, flower pots, fumigation tripods, antique crafts and
ethnic traditional crafts, etc., more than 1,000 varieties. With its long history and
profound cultural heritage, Qinzhou Nixing Pottery has become a cultural
ambassador for Guangxi's external publicity and a city name card for Qinzhou.

Nixing Pottery has been passed down to this day, which is inseparable from
its unique craftsmanship, special use value and extremely high artistic value. It has
rich artistic resources and profound cultural heritage. Qinzhou Nixing Pottery is
rooted in the Beibu Gulf region, which is a gathering place for ethnic minorities.
The folk culture is rich and colorful, including the Beibu Gulf marine culture and
ethnic minority culture, and has rich regional cultural elements. These regional
cultures are deeply integrated into the creation of Nixing Pottery Art. Therefore,
Nixing Pottery Culture is the long-term inheritance, development and
accumulation of historical traditions and culture by the people of the Beibu Gulf

region, and is an important symbol of the soft power of Beibu Gulf regional



culture.

Due to the progress and development of society, people's production methods,
lifestyles and spiritual fields have also undergone important changes. As Nixing
Pottery, which grows on the background of folk society and carries folk cultural
content, it faces development difficulties due to the change in the soil of its
survival. The emergence of Nixing pottery is the result of the interaction of various
factors. In the past, most of the research on Nixing pottery was carried out from the
perspective of plastic arts and aesthetic culture, and few systematic studies were
conducted on the relationship between Nixing pottery and many factors such as
environment, society, culture, economy and technology. As the materialized form
of the regional culture of Beibu Gulf, Nixing pottery is the image carrier and
communication medium of regional culture. The research on Nixing pottery should
be comprehensively understood and grasped from the overall background of the
development of Nixing pottery, and should not be limited to a single factor. What
was lacking in the previous research on Nixing pottery was a perspective that
coordinated the research on environment, culture and Nixing pottery. This paper
introduces the research perspective of cultural ecology, places the research on
Nixing pottery and culture in the unique environmental background of Beibu Gulf,
and conducts a holistic and systematic analysis of the evolution of Nixing pottery
from a composite perspective, studies the laws of development and change, and
explores the essence of evolution. This provides a reference method and idea for
the protection and inheritance of Nixing pottery in the new historical environment.

Preservation and transmission of the cultural heritage of Nixing pottery face a
number of serious problems: 1) weak awareness of the need to preserve cultural
heritage and insufficient information support; 2) an acute shortage of qualified
specialists, which hinders the transmission of traditional technologies; 3) lack of
innovation in production and noticeable standardization of products; 4) limited
brand recognition and low competitiveness in the market. The solution to these

problems involves first and foremost the creation of a comprehensive system for
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transmitting craftsmanship, in-depth study and creative reinterpretation of
traditional cultural heritage. Only on this path is it possible to ensure the living
continuity and sustainable development of Nixing pottery traditions.

The circumstances of increasing global influence on the ethnic and cultural
identity of many peoples and the unification of lifestyles determine the relevance
of the topic of this study.

The degree of elaboration of the problem. Studies addressing the
preservation of regional culture amid contemporary globalization processes are
grounded in several theoretical approaches, with cultural ecology theory being the
primary framework.

Research on cultural ecology. Cultural ecology theory is a theory that uses
the concepts, theories, viewpoints and methods of ecological science to study
cultural phenomena. The publication of "Theory of Cultural Change" by American
anthropologist Steward! in 1955 marked the birth of cultural ecology. Steward, the
founder of cultural ecology, defined it as a discipline that studies the relationship
between humans and the natural environment. Later, R. Netting, R. Rappaport,
Sahlins, J. Bennett and Hawley greatly deepened Steward's research scope and
achieved certain results?.

In the 1990s, China began to study cultural ecology. In 1999, Huang Yufu?
published a paper entitled "Cultural Ecology, an Interdisciplinary Research Field
Emerging in the 20th Century", introducing early cultural ecology research and its
new development areas to domestic scholars. Deng Xianrui* pointed out that
cultural ecology is not only affected by the natural environment, but also by social

and economic factors. Sun Weiwei® believes that cultural ecology refers to the

I Steward J.H. Theory of cultures change: The methodology of multilinear evolution. Urbana,
1955, 295 p.

2 Yang Baoxiang. Funeral Culture Ecology. Beijing: China Social Science Press, 2015:22.

* Huang Yufu. Cultural ecology, an interdisciplinary research field that emerged in the 20th
century. Foreign Social Sciences, 1999, (06):19-25.

* Deng Xianrui. On cultural ecology and its research significance. Journal of Central China
Normal University (Humanities and Social Sciences Edition), 2003(01):93-97.

* Sun Weiwei. Cultural ecology and the development of advanced culture. Theoretical
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cultural form produced by the joint action of the natural environment, social
environment and cultural environment in a specific historical period. These factors
interact and restrict each other to form specific ways and states. Qu Kaiyin®
believes that cultural ecology is the process of continuous movement, development,
and coordination of culture under the influence and reconstruction of multiple
external factors, through natural changes and human guidance, and ultimately
forms a systematic, harmonious, and balanced state. Cultural ecology is formed
under the influence of multiple factors. Different social histories and environments
will produce different cultural forms. Culture and environment are always in a
dynamic development process. If the original cultural ecosystem is affected by
multiple factors, it will continue to change and form a new cultural ecosystem’.

In the "History of Chinese Culture" written by Feng Tianyu® in 2021, a
three-level structural cultural ecology theory of natural environment, economic
environment (including tools, technology, production methods, etc.) and social
system environment (including a system composed of various social organizations,
institutions, and systems) was proposed, which provides a new perspective and
systematic research method for cultural history research. The cultural ecosystem
"refers to a complete system composed of variables such as the natural
environment, science and technology, livelihood system, social organization, and
values that affect the generation and development of culture. It not only talks about
natural ecology, but also talks about the coexistence relationship between culture
and the above variables".

The cultural sociologist Sima Yunjie® proposed a structural model diagram of

the cultural ecosystem (Figure 1), illustrating how cultural ecology studies examine

Exploration, 2004, (03):21-22.

* Qu Kaiyin. Changes in local culture and construction of cultural ecology. Beijing: People's
Publishing House, 2017:27.

7 Li Dandan. Research on the changes and protection of the cultural ecology of Dimen Dong
Village in Guizhou. Guizhou University of Finance and Economics, 2020:5.

& Feng Tianyu, He Xiaoming, Zhou Jiming. History of Chinese Culture. Shanghai: Shanghai
People's Publishing House, 2021:8.

¢ Sima Yunjie. Cultural sociology. Jinan: Shandong People's Publishing House , 1990.
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the influence of both the natural environment and the interrelationships among
various cultural variables on culture. In this model, moving outward from human
society, the closer cultural factors are, the more direct their impact on human
socialization; conversely, moving inward from the natural environment, the closer
cultural factors are, the more intimately they relate to and mutually influence the
natural environment!'?.

Another body of research related to regional culture preservation focuses on
specific cultural phenomena, including art history and folk crafts. Research on the
history of Nixing Pottery. Historical materials related to Nixing Pottery include:
"Guangxi Chronicles" compiled during the Daoguang period of the late Qing
Dynasty, "Qin County Chronicles" compiled in the Republic of China, "Qin
County Chronicles" published in 1980, and "Guangdong Province:-Erqing "
compiled in 1995 Local historical records such as "Industrial Chronicles",
"Guangxi Tongzhi-Second Light Industry Chronicles" published in 1996 and
"Guangxi Municipal Chronicles" published in 2008. These documents record the
production process of Nixing pottery and its impact on the local economy.
Influence. Regarding the research on the development history of Nixing pottery,
"Qinzhou Nixing Pottery Firing Techniques" (2012) edited by Shuai Minfeng and
Mao Wengqing'! is more comprehensive. The book covers the historical origins,
molding techniques and carving techniques, and firing techniques of Nixing pottery,
the formation and classification of unglazed kiln colors, artistic styles and schools,
appreciation and collection of famous products, protection and inheritance are all
comprehensively introduced. "China's Nixing Pottery-Qinzhou Official Kilns"
(2014) written by Zhao Guolin'? and "A Brief History of Nixing Pottery" (2014)
written by Feng Siming and Chen Heng'? both briefly introduced the development

10 Tang Jialu. Cultural Ecology of Folk Art. Beijing: Tsinghua University Press, 2006: 70.

11 Shuai Minfeng, Mao Wenqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing: Beijing
Science and Technology Press, 2012.

12 Zhao Guolin. China's Nixing pottery: Qinzhou official kiln. Guangxi Fine Arts Publishing
House. 2014.

13 Feng Siming, Chen Heng. A Brief History of Nixing Pottery. Beijing: Electronic Industry
Press, 2014.
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of Nixing Pottery from a historical perspective. The above documents provide
numerous historical basis and valuable documents for the research of this real
dissertation.

In the dissertation "A Brief Overview of Guangxi Ceramics in Past Dynasties"
(2019), Wei Hanyun'!* generally elaborated on the development history of Guangxi
ceramics in past dynasties. In the dissertation "Preliminary Research on the Origin
and Development of Nixing Pottery in Qinzhou, Guangxi" (2013), Liu
Zhengfeng!> used scientific and technological archaeological methods to study the
origin and kiln transformation of Nixing Pottery. In his dissertation "A Brief
History of Nixing Pottery" (2022), Li Shichuan'® conducted research on the
development of Nixing Pottery from the perspective of ruins. Xie Rongsong!’
proposed in "A Brief Analysis of the Evolution and Development of Qinzhou
Nixing Pottery" (2015) that the development of Qinzhou Nixing Pottery can be
divided into four stages: development period, maturity period, prosperity period
and hibernation period. Li Shiming'® conducted research on the definition of the
history of Qinzhou Nixing Pottery in his dissertation "A Study on the Name of
Qinzhou Nixing Pottery" (2022) .

Research on the cultural connotation of Qinzhou Nixing Pottery. Existing
research believes that Nixing Pottery is one of China's traditional ethnic arts, with a
long history and rich cultural connotations. It is a product that integrates
technology and art. Nixing Pottery inherits the traditional craftsmanship of Chinese
ceramics, is the wisdom and crystallization of Chinese traditional culture, and

embodies the traditional Chinese aesthetic taste (Ma Yushan!®, 2015). Many studies

4 Wei Han Yun. A brief account of Guangxi ceramics throughout the ages. Guangxi Local
Chronicles, 2019, (04): 60-64.

5> Liu Zhengfeng. A preliminary study on the origin and development of Nixing pottery in
Qinzhou, Guangxi. Guangxi University for Nationalities, 2013: 1.

16 Li Shichuan. A brief history of Nixing pottery. Literature and History, 2022, (10): 4-7.

7 Xie Rongsong. A brief analysis of the evolution and development of Qinzhou Nixing pottery.
China Nationalities Expo, 2015, (02): 156-159.

18 Li Shiming, Yu Changhui. Research on the origin of Qinzhou Nixing pottery. Wenshi Chunqiu,
2022, (10): 17-18.

9 Ma Yushan. Cultural space of Nixing pottery. Jilin: Jilin People's Publishing House, 2015: 20.
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have shown that the Beibu Gulf region of Guangxi has a rich ethnic culture, which
is also deeply rooted in the creation of Nixing Pottery, and has an important
influence on the shape and decoration design of Nixing Pottery, making Nixing
Pottery have a strong ethnic cultural characteristics, so that the traditional
auspicious concept is fully reflected in the shape and decoration of Nixing Pottery.
Guangxi folk elements and symbols and local cultural elements are used in the
shape and graphic decoration, making Nixing Pottery extremely regional, maritime
and ethnic in Guangxi Beibu Gulf (such as Ma Yushan?’, 2014) . In the early stage,
the decoration of Nixing Pottery was mainly based on Lingnan culture decoration,
and in the later stage, the shape and decoration mostly reflected the minority
culture. Nixing pottery exists in people’s daily life. It is the interpretation and
understanding of life, the attitude and value of life. It is an important reference for
us to study modern social system, class, division of labor, economic culture, and a
walking antique (such as Pan Huiming?!, 2019).

Scholars including Wang Weijie?? (2019) have identified the Nixing pottery
culture as possessing distinctive regional characteristics, serving as an archetypal
representation of the Beibu Gulf culture in Guangxi. The pottery's historical
evolution, material selection, and craftsmanship techniques not only reflect local
aesthetic preferences and spiritual pursuits, but also demonstrate a profound
integration of material culture and regional identity, making it the most
geographically distinctive manifestation within the Beibu Gulf cultural sphere.
This cultural phenomenon exemplifies the dynamic interplay between material and
spiritual dimensions of culture.

Research on the artistic aesthetics of Qinzhou Nixing pottery. Ma

Yushan?® (2013) believes that the aesthetic characteristics of Nixing pottery are

20 Ma Yushan. On the dynamic protection of Nixing pottery cultural space. Journal of Qinzhou
University, 2014, 29 (06): 17-20.

21 Pan Huiming. Cultural interpretation of Nixing pottery decoration. Ceramics Research, 2019,
34(01):100-105.

2 Wang Weijie, Lai Yelian, Yu Manyi. The artistic value embodied in Qinzhou Nixing pottery
culture. Popular Science, 2019, 21(04):132-134.

2 Ma Yushan. Research on brand building and promotion of Qinzhou Nixing pottery. Journal of
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formed under the combined effect of people's long-term life and production needs,
natural aesthetics, cultural customs, material characteristics and other needs. He
summarizes the artistic aesthetics of Nixing pottery into three elements: form,
charm and temperament. Wang Weijie?* (2019) points out that Nixing pottery
consistently upholds the fine traditions of Chinese national utensil forms. Through
its long-term historical development, it not only manifests the distinctive aesthetic
taste unique to Guangxi's multi-ethnic composition, but also, through the sculptural
tension balancing strength and softness along with rhythmic decorative patterns,
provides viewers with a serene and tranquil visual experience.

Li Shiming®® and Pan Huiming?® did some deep dive research into the
patterns on Nixing pottery. They found thah there are distinct regional variations in
these pots, with a unique national flair. The style emphasizes the harmony between
the pot’s shape and the decorations. Calligraphy and relief carvings are also used,
as well as regional motifs. This diversity of decorative features enables Nixing
pottery to maintain its pristine simplicity and naturalness while possessing
profound cultural significance and unique aesthetic value.

Research on the protection and inheritance of Qinzhou Nixing pottery.
Liu Xingfu?” (2017) believes that with the development of the times, the
advancement of science and technology, and the changes in people's lifestyles and
concepts, the social demand for Nixing pottery products has been greatly reduced,
the economic benefits are poor, and the practicality is reduced. In addition, the
craftsmanship of Nixing pottery is complicated and the technology is not easy to

master, which makes the inheritance and development of Nixing pottery face great

Qinzhou University, 2013, 28(10):7-9.

24 Wang Weijie, Lai Yelian, Yu Manyi. The artistic value embodied in Qinzhou Nixing pottery
culture. Popular Science, 2019, 21(04):132-134.

2> i Shiming, Yu Changhui. Research on the origin of Qinzhou Nixing pottery. Wenshi Chungqiu,
2022, (10): 17-18.

26 Pan Huiming. Cultural interpretation of Nixing pottery decoration. Ceramics Research, 2019,
34(01):100-105.

27 Liu Xingfu. Analysis on the inheritance and development of traditional ethnic handicraft
Nixing pottery. Journal of Nanning Vocational and Technical College, 2017, 22(06): 92-96.
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challenges. Ma Yushan?® (2014) proposed that Nixing pottery belongs to
intangible cultural heritage. Nixing pottery culture embodies national spirit,
national traditions, and rich humanistic connotations. It can not only promote the
regional culture of Guangxi, but also promote the development of local economy
and culture. Therefore, it is of great significance to increase the protection of
Nixing pottery culture.

Wu Xiaoling®® (2013) proposed that the cultural inheritance of Nixing pottery
includes the inheritance of craftsman spirit culture and the inheritance of folk
culture. Some studies believe that in order to promote the inheritance of Qinzhou
Nixing pottery culture and industrial development, it is necessary to strengthen
external publicity, expand the brand effect of Nixing pottery culture®®, integrate
and develop Qinzhou Nixing pottery cultural resources, correctly handle the
relationship between Nixing pottery technology update and traditional skills
protection, and formulate good industrial policies to guide the optimization and
upgrading of Nixing pottery industry.

By summarizing the above relevant research literature, it can be seen that
although the research on cultural ecology theory in China started late, this field has
been continuously improved and updated through the continuous exploration and
development of scholars. At the same time, applying cultural ecology to the
research of different disciplines will help promote the theoretical progress and
problem solving of various disciplines.

Although there are many studies on Qinzhou Nixing Pottery, the content is
relatively scattered. Existing research mainly focuses on the history, cultural
connotation, artistic aesthetics, and protection and inheritance of Nixing Pottery.
The research results are mainly based on historical narratives and descriptive

materials, and fail to fully reflect the development and evolution of Qinzhou

28 Ma Yushan. Research on the protection of Nixing pottery culture from the perspective of
intangible cultural heritage. Big Stage, 2014, (05): 255-256.

2 Wu Xiaoling. On the inheritance and industrial development of Qinzhou Nixing pottery
culture. Journal of Qinzhou College, 2013, 28(06): 6-10.

% Liang Hongzhan. The inheritance and development of Qinzhou Nixing pottery art style.
Popular Literature and Art, 2016, (03): 105.
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Nixing Pottery from the perspective of historical development. This is the
motivation for this study. This paper aims to comprehensively analyze the
evolution process of Qinzhou Nixing Pottery in the context of regional cultural
dynamics from the perspective of cultural ecology, in order to provide a certain
promotion for the research of Nixing Pottery.

Object and subject of the research. The object of study is the Qinzhou
Nixing pottery as part of regional culture.

The subject of study is the dynamics of evolutionary processes of Qinzhou
Nixing pottery.

Goal and tasks of the dissertation. The goal of the real dissertation is to
trace the evolution of Nixing pottery, summarize its cultural characteristics in
different periods under the influence of cultural changes, analyze the factors
affecting the evolution of Nixing pottery due to changes in cultural ecology, and on
this basis explore the possibility of preserving its cultural significance under the
background of globalization affecting regional culture.

This goal is achieved by solving the following tasks:

- To analyze the relationship between the formation and development of
Nixing pottery in Qinzhou regional cultural ecological environment;

- To summarize the relationship between the cultural characteristics of Nixing
pottery and the regional culture of Qinzhou;

- To analyze the driving force of the evolution of Qinzhou Nixing pottery;

- To propose the research ideas for the evolution of Qinzhou Nixing pottery;

- To explain the evolution process of Qinzhou Nixing pottery under the
influence of cultural ecology;

- To summarize the factors affecting the evolution of Nixing pottery due to
changes in cultural ecology;

- To explore the significance of inheriting Nixing pottery culture under the
background of globalization affecting regional culture;

- To propose measures for the inheritance and development of Nixing pottery
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from the perspective of cultural ecology.

Theoretical and methodological foundations of the research. This
dissertation research is grounded in the activity-based concept of culture developed
by scholars of the Rostov School of Philosophy and Cultural Studies, including
works by Yu.A. Zhdanov, V.E. Davidovich, G.V. Drach, and O.M. Shtompel.
According to this school's theoretical framework, culture is conceptualized as an
integrated system of optimal behavioral paradigms and practical modalities that
simultaneously maintain societal integrity and facilitate its progressive
development.

Qian Mu proposed the concepts of cultural strata and cultural elements.
Culture has three strata: material life, social life and spiritual life, and culture has
seven elements: economy, politics, science, religion, morality, literature and art.
And the cultural ecology theory proposed by Steward, J. H. This study is based on
the theory of cultural ecology and the theory of structuralist model. With the help
of the principles and methods of cultural ecology, this study places the
development and evolution of Nixing pottery in its cultural background and growth
environment, and conducts a comprehensive analysis and study from the
perspective of cultural ecology. With the help of the structuralist model theory, a
cultural structural model of Nixing pottery is established to analyze its
characteristics and evolution process in various historical periods.

Cultural ecology is an emerging discipline proposed by American
anthropologist Steward in the 20th century. It studies the relationship between
human culture and the natural environment. It applies ecological methods to
cultural studies and is an interdisciplinary subject. With the help of the principles
and methods of cultural ecology, this study places the development and evolution
of Nixing pottery in its cultural background and growth environment, and conducts
a comprehensive analysis and study from the perspective of cultural ecology.

The research employed the theoretical framework of structuralism?!.

3t Song Shuhua, Bai Zhensheng. Ethnology theory and method. Beijing: Minzu University of
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Methodologically speaking, structuralism focuses on revealing the paradigmatic
constant relationships within different cultural systems. Through constructing
cultural analysis models, the researchers systematically decoded the deep structural
characteristics of Nixing pottery culture. Specifically, the study first established a
structural model of Nixing pottery culture with visual representation, followed by
model deconstruction. This dual analytical approach of modeling and deconstruction
effectively elucidated the morphological characteristics and evolutionary patterns
demonstrated by Nixing pottery culture across different historical development
stages.

The general methodological foundation of this research employed general
scientific methods: analysis, synthesis, historical method, semiotic and
structural-functional approaches. In accordance with the research topic and its
related content, systematic study was conducted on literature concerning the
history and origin of Qinzhou Nixing pottery, the geographical environment of
Beibu Gulf in Guangxi, cultural ecology and other aspects, as well as theoretical
works in disciplines such as cultural ecology, art studies, and ethnology, so as to
organize the historical development and cultural context of Qinzhou Nixing pottery,
which provided a theoretical basis for defining the research framework of the
dissertation. Field investigations on the current development status of Qinzhou
Nixing pottery were carried out, and interviews in various forms were conducted
with Nixing pottery masters and experts in related research fields, providing
reliable materials for this research. All applied methods contributed to
systematically organizing the obtained materials and constructing a comprehensive
picture of the origin, characteristics, and evolution of Qinzhou Nixing pottery.

The scientific novelty of this real dissertation is that:

-The first study of Nixing pottery from the perspective of cultural ecology;

-Regarding Nixing pottery as part of the regional cultural ecosystem, sorting

out the interactive relationship between Nixing pottery and various elements such

China Press, 2003: 61.
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as natural, social and cultural environment;

-Providing a new interpretation of the evolution process of Nixing pottery
from the perspective of cultural ecology;

-Systematically sorting out the cultural characteristics and evolution of Nixing
pottery.

Provisions submitted to the defense. This real dissertation argues that:

1. The origins of Qinzhou Nixing ceramic art are deviously tangle with the
local sociocultural and ecological environment. The geographical location, climate,
and other environmental factors in Qinzhou made essential requirements for the
development of Nixing pottery. The sociocultural context has provided material
and cultural foundations for the evolution and extension of Nixing pottery, firmly
specify it as an integral part of the diverse cultural landscape of Qinzhou.

2. Qinzhou regional culture has the characteristics of history and nationality,
richness and distinctiveness, ecology and diversity. Under the influence of regional
culture, Nixing pottery presents distinct regional, marine and national cultural
characteristics.

3. The formation and development of Nixing pottery has undergone a long
evolution process and is deeply influenced by the unique geographical and cultural
environment of the Beibu Gulf. After the introduction of foreign cultures such as
Central Plains culture and marine culture, they merged with local culture to form a
new cultural form, bringing changes in production technology, values and aesthetic
concepts, thus affecting the changes in Nixing pottery. It is mainly manifested in
the changes in the shape, decoration and molding methods, reflecting the changes
in cultural characteristics.

4. The adaptive processes of Qinzhou's regional culture have determined the
evolutionary trajectory of Nixing pottery, which has been shaped by: transformations
in social structures and relationships, transitions in economic conditions and
development models, technological advancements, adjustments in political

orientation, as well as innovations in the culture's own value systems and traditional
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practices.

5. In the context of globalization affecting regional culture, the inheritance of
Nixing pottery culture has the significance of protecting cultural diversity,
strengthening cultural identity, promoting cultural innovation, enhancing economic
value, promoting educational inheritance and promoting international cultural
exchanges. The inheritance and development of Nixing pottery culture can be
achieved through measures such as strengthening community participation and
education, protecting traditional crafts and natural resources, promoting digital
recording and dissemination, promoting cultural innovation and modern integration,
policy support and capital investment, strengthening international cooperation and
cultural exchanges, and developing cultural tourism and creative industries, so as
to achieve the coordinated progress of Nixing pottery culture with the environment,
society and economy.

Theoretical significance of the dissertation. Researching Nixing pottery
from the perspective of cultural ecology is a new direction. It regards Nixing
pottery as a part of the regional cultural ecosystem, integrates Nixing pottery into
the overall environment of cultural ecological development, and sorts out the
interactive relationship between Nixing pottery and various elements such as
nature, society and cultural environment, providing new references and ideas for
the inheritance and development of Nixing pottery, expanding the research
perspective of Nixing pottery, and enriching the theoretical system of Nixing
pottery research.

Practical application of the research results. Studying the evolution of
Nixing pottery from the perspective of cultural ecology is helpful to understand the
craftsmanship and culture of Nixing pottery in an overall and dynamic way, protect
and create a good cultural ecological environment, and promote contemporary
inheritance. At the same time, this kind of research deepens the cultural
connotation of Nixing pottery, explores its evolution law, and has important

reference significance for product design, industrial development and cultural
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inheritance.

Compliance of the work with the passport of the specialties of the Higher
Attestation Commission. The dissertation was performed in compliance with the
passport of the specialty 5.10.1. Theory and history of culture, art (philosophical
sciences), including the following items of the specialty passport: 9. Historical
continuity in the preservation and transmission of cultural values and meanings.
Traditions and innovations in the history of culture; 12. The relationship between
the global and the local in cultural development. Mentality and globality of culture;
19. Protection of cultural and natural heritage. Forms and methods of preserving
cultural and natural heritage; 25. Art as a cultural phenomenon; 42. Ecology of
culture and nature. Synergetics of culture.

The validity of the obtained results is ensured by the engagement with
well-established theoretical concepts, the use of a conceptual and methodological
apparatus that are appropriate to the topic and aim of the research, the involvement
of a wide range of sources, as well as adherence to the principles of systematicity,
scientific objectivity and historicism.

Approbation of the research results. The main content of this study has
been published in 8 works, including 3 articles in journals included in the list of the
Higher Attestation Commission (VAK) under the Ministry of Science and Higher
Education of the Russian Federation (levels K-1 and K-2).

The main provisions of the dissertation were also presented at all-Russian and
international scientific conferences:

1.V International Humanitarian Scientific-Practical Conference “Art of
Science” (Perm, December 3-4, 2021);

2. International Scientific-Practical Conference “Architecture and Art: From
Theory to Practice” (Rostov-on-Don, November 23-25, 2021);

3. VIII Russian Scientific-Practical Conference “Dialogue of Cultures in the
Modern World: The Media-Visual Field of Interaction in the Digital Age”
(Rostov-on-Don, October 26-27, 2021);
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4. XVIII Kaganov Readings “The Status of Cultural Studies in the System of
Science, Education and Enlightenment in Modern Russia” (Saint Petersburg, May
18, 2024);

5.2023 Annual Academic Conference of the Ceramics Branch of the Chinese
Silicate Society (December 17-19, 2023, Dehua, Fujian, China).

Dissertation Structure. The dissertation consists of an introduction, four
chapters containing 24 sections, a conclusion, a bibliography (including 139

references), and appendices. The total volume of the dissertation is 158 pages.
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CHAPTER 1. THE CONCEPT AND CONNOTATION OF REGIONAL
CULTURE

1.1 The concept of regional culture

Generally speaking, region refers to a specific geographical space, which is a
spatial concept. Regional culture refers to the cultural expression that has a
decisive significance for the cultural characteristics of the region based on
geographical divisions?2.

Many scholars have proposed different definitions and connotations of
regional culture from various perspectives. Cui Senhao®? (2024) pointed out that
regional culture is a collection of values, beliefs, customs, art, language,
architecture, customs, etc. created and inherited by people in a specific regional
environment. It is a cultural system with unique characteristics and identity. Xu
Honglei** (2024) believes that regional culture is a characteristic culture that is
customary in a certain area and passed down through inheritance. The development
of regional culture represents people's choice and replacement of the connotation
of regional culture. Regional culture has the characteristics of localization,
long-term and comprehensiveness. Zhang Enyu?® (2024) pointed out that regional
culture refers to a cultural phenomenon that has been formed in a specific region
for a long time and is closely related to the local natural environment, historical
traditions, ethnic customs, etc. Regional culture has the characteristics of

uniqueness, diversity and inheritance. Jin Jinghua*® (2023) believes that the

32 Zhang Mo. Regional cultural supplement: integrated study of curriculum resources in art
schools. Southwest University, 2016:34.

33 Cui Senhao. Research on urban park design from the perspective of regional culture. Modern
Horticulture, 2024, 47(09):140-142.

3% Xu Honglei, Tian Kejia. Analysis of the design method of urban public transportation guide
system under the concept of regional culture. Art Education Research, 2024, (04):103-105.

35 Zhang Enyu. Research on the application of regional cultural elements in furniture design.
Jushe, 2024, (10):16-18+24.

36 Jin Jinghua. Research on the art creation of Chang'an School under the influence of regional
culture. Xi'an University of Architecture and Technology, 2023:23.
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concept of regional culture belongs to the scope of cultural research. All regions
have their own unique traditions and cultural forms due to their different natural
features and historical development. Any type of culture has regional
characteristics. Without the material basis of "region", it cannot become a spiritual
cultural form.

Zhang Qiaoli et al.>” (2023) pointed out that regional culture not only refers
to the region itself, but the information conveyed by the culture can fully reflect the
local customs, local culture, historical context and folk customs. Li Miaomiao?®?
(2019) believes that regional culture is a cultural tradition with local characteristics.
It has a long history and is a comprehensive expression of cultural heritage, folk
customs, ecology, economy and other aspects of a specific region. Xiao
Yongming*® (2012) proposed that regional culture is a general term for cultural
phenomena in a certain regional space. It covers a very wide range and has
multi-level content. Zhu Cunjun*® (2008) believes that regional culture is a
cultural form with unique characteristics formed and developed in a specific region,
and is also an important part of the traditional culture of a country or nation.
Regional culture is influenced by factors such as geography, history, language,
tradition and religion, and is a combination of multiple elements such as science
and technology, knowledge, information and talent quality in the region. Liu
Xinyou et al.*' (2007) defined regional culture as an adaptive system formed in the
long-term practice of human groups in a specific region, reflecting the sum of man

and nature, man and society, and interpersonal relationships. Zhang Wei*? (2006)

37 Zhang Qiaoli, Zhu Longbin. Landscape design of wetland parks from the perspective of
regional culture Exploration and improvement of design. Modern Horticulture, 2023,
46(08):61-63.

38 Li Miaomiao. Research on riverside landscape planning and design of small towns from the
perspective of regional cultural heritage. Suzhou University, 2019:20.

39 Xiao Yongming. Confucianism-Academy-Society — Academy in the perspective of social and
cultural history. Beijing: Commercial Press, 2012:223-232.

40 Zhu Cunjun. Analysis of cultural factors in regional economic development. Inner Mongolia
Normal University, 2008:92.

41 Liu Xinyou, Shi Zhengtao, Tang Yonghong. Research on the evolution mechanism and
development trend of regional culture. Guangxi Social Sciences, 2007, (11):166-169.

42 Zhang Wei. Analysis of the impact of regional culture on regional economy. Special Zone
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believes that regional culture is the sum of a series of values, ways of thinking,
humanistic mentality, national art, customs, moral norms, etc. with strong regional
characteristics formed by people in a specific region in material production,
spiritual production and social life. This culture is a regional culture determined by
the geographical environment, economic production mode, social lifestyle and
historical and cultural traditions of a specific region.

Scholars have long been in dispute over the definition of regional culture, but
it is generally believed that: "Regional culture refers to a culture that is produced in
a specific environment and a specific range, has distinct and stable cultural
characteristics and styles, and is a systematic cultural system."*

Based on the above views, this real dissertation defines the concept of
regional culture as follows: Regional culture refers to the material and spiritual
achievements accumulated and developed in the process of physical and mental
labor, creation and development of people in a specific geographical range over a
long period of time. It reflects the natural environment and social life of the region
at all levels, including economic ability, lifestyle, religious beliefs, social customs,
values, artistic level and behavioral norms. Regional culture has unique
characteristics and a sense of identity. It is a cultural form that people in a specific
region experience and recognize together. It is influenced by factors such as
geographical location, climate conditions, resource environment, historical
evolution, population composition and religious beliefs. The cultures of different
regions show differences due to their different environments and needs, forming

unique cultural expressions.

1.2 Constituent elements of regional culture
Culture is the result of human adaptation to the environment. The

development of culture is a process of interaction with the environment. The

Economy, 2006, (02):292-293.
4 Qu Jian, ed. Research on the "Chang'an Painting School" of the 20th Century and Its
Influence. Beijing: China Federation of Literary and Art Circles Publishing House, 2014:4.
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generation and development of regional culture cannot be separated from a specific
environment.

Ding Gaoyang* pointed out that the regional cultural system includes three
basic levels: natural environment, social environment and human environment. The
natural environment is the basis for the formation of regional culture, covering
natural factors such as geography, climate and vegetation. The natural
characteristics under different regional conditions form unique regional
characteristics, which have an important impact on the production, life and cultural
heritage of local residents. The social environment is an important part of regional
culture, including politics, economy, population and other aspects, and plays a key
role in the formation and development of regional culture. The human environment
covers language, beliefs, ways of thinking, values and other aspects, which are
important connotations of regional culture and reflect the spiritual world and
cultural identity of the local people.

Su Qian* divides the components of regional culture into history, geography
and nature, ethnicity and culture, industrial foundation and ideological concepts.
History is the foundation of regional culture, geography and nature shape the
spiritual temperament of the region, ethnicity and culture form the basis of regional
character, industrial foundation provides conditions for cultural development, and
ideological concepts are the core value embodiment of regional culture.

Cultural historian Feng Tianyu*® proposed in his History of Chinese Culture
that if one wants to understand a certain type of culture, one must first examine its
"cultural ecology". The formation of any culture in the cultural ecology is closely
related to the macro-environment in which it lives, and this "macro-environment"

includes the natural environment, the socio-economic environment, and the social

* Ding Gaoyang. Research on the optimization and protection of the landscape of Chenlu

Ancient Town from the perspective of regional culture. Chang'an University, 2023:15.

45 Su Qian. Analysis of the elements of the Northwest regional culture - Looking forward to the
formation of the Northwest regional design culture. Interior Design and Decoration, 2006,
(08):94.

4 Feng Tianyu, He Xiaoming, Zhou Jiming. History of Chinese Culture. Shanghai: Shanghai
People's Publishing House. 2010:12.
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system environment. The natural environment refers to the natural system that is
transformed and utilized by humans to provide material resources and activity
venues for human cultural life. The natural environment not only breeds rich and
diverse cultures, but also gradually shapes the culture in the course of historical
development. Its role in the inheritance and development of culture cannot be
ignored. The economic environment refers to a set of production conditions formed
by humans processing and transforming nature to create material wealth, including
tools, technology, production methods, etc. The social system environment refers
to the organizational conditions created by humans to provide cooperation, order,
and goals for their cultural activities, including a system composed of various
social organizations, institutions, and systems*’.

Building upon Feng Tianyu's three-level theory of cultural ecology and the
aforementioned perspectives, this dissertation categorizes regional culture into
three levels: the modes and outcomes of human adaptation to the natural
environment, to the economic environment, and to the social environment. These
levels are interrelated and interact with each other, collectively shaping the

distinctiveness and diversity of regional culture.

1.3 Types of Regional Culture

Regional culture can be divided into different types according to different
classification standards. In his dissertation “The Mechanism and Effect Evaluation
of Regional Culture on Regional Economic Development”, Yin Xiaofeng®®
summarized the classification of regional culture:

According to the division method of cultural structure, regional culture can be
divided into three levels: material culture, institutional culture and spiritual culture.

From the perspective of cultural expression and carrier, regional culture can

be divided into material culture and non-material culture. Material culture includes

47 Li Yanchao. The ecological dilemma of national sports culture. Beijing: Sports People's
Publishing House, 2017:66.

4 Yin Xiaofeng. The mechanism and effect evaluation of regional culture on regional economic
development. Northeast Normal University, 2011:31.
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production culture and life culture. Production culture includes agricultural culture
(gathering culture, hunting culture, fishing culture, pastoral culture, farming culture,
gardening culture, etc.), secondary and tertiary industry culture (mining culture,
processing culture, service industry culture); life culture includes food culture,
clothing culture, residential culture, marriage culture, funeral culture, seasonal
culture, architectural culture, etc. Non-material culture includes cultural forms such
as language, religion, art and drama, literature, painting, calligraphy, etc.

Regional culture can also be divided according to the concept of cultural area
in cultural geography. Cultural area is a geographical area with similar cultural
characteristics and the distribution range of cultural phenomena of different natures.
For example, Wang Huichang® (1992) and others divided Chinese cultural regions
into two cultural regions, the east and the west, namely the agricultural culture in
the southeast and the pastoral culture in the northwest.

Some scholars divide Chinese regional culture into river valley type,
grassland type, mountain type, and ocean type based on natural conditions*®. More
scholars have combined multiple factors, based on the existing cultural traditions
and regional cultural distribution patterns, and fully analyzed the impact and
influence of factors such as China's social, economic and cultural changes on the
original regional culture, and divided Chinese regional culture into the following
types: Yanzhao culture, Qinjin culture, Central Plains culture, Qilu culture,
Xiangchu culture, Bashu culture, Lianghuai culture, Wuyue culture, Jiangxi culture,
Fujian and Taiwan culture, Lingnan culture, Yunnan and Guizhou -culture,
Guandong culture, Inner Mongolia grassland culture, Xinjiang culture,
Qinghai-Tibet culture!.

In this real dissertation, regional culture can be divided into material culture

and non-material culture mainly from the perspective of cultural expression and

49 Wang Huichang. Cultural Geography Analysis of Sub-Economic Development. Journal of
Central China Normal University (Natural Science Edition), 1994, (02): 249-254.

50 Li Guihai. Some Thoughts on the Characteristics of Regional Cultural Development in my
country. Yunnan Social Sciences, 1989, (03): 91-98.

! Ban Hongjuan. National Consciousness and Regional Culture. Minzu University of China,
2010: 12.
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carrier.
1.4 Characteristics of Regional Culture

Regional culture is gradually formed over a long period of time under certain
humanistic, natural, social and historical conditions, and has stability and
inheritance. Its constituent factors and mechanisms are unique, which makes the
cultural development of the region more stable and historically inherited, and
presents unique cultural characteristics. As a complex composed of multiple
elements, regional culture has the following characteristics:

Uniqueness characteristics. The emergence of regional culture originates from
the interaction between people in a specific region and nature and society, and its
dissemination has unique regional characteristics. The differences in social
environment, natural environment and lifestyle under different regional conditions
have affected cultural creation and inheritance, forming a unique cultural landscape.
Whether it is explicit culture such as scenic spots, historical relics, local legends, or
implicit culture such as social customs, thinking habits, moral traditions and values,
they all exude a strong regional color. The differences in regional background,
natural conditions and material environment have shaped different regional cultural
elements, endowed the regional environment with different characteristics, and
improved people's recognition of regional culture.

Stability characteristics. The long-term relatively stable natural and social
environment provides a guarantee for the formation of regional culture. Regional
culture is not formed in a short period of time, but has been formed after a long
period of evolution. Once formed, the content and composition of regional culture
are relatively stable within a certain period of time and can be summarized and
expressed by people. The stability and long-term nature of the region determine the
continuity and inheritance of regional culture, and reflect the inheritance and
universal recognition of the region.

Dynamic characteristics. Regional culture is a dynamic process of continuous

development and change. It is influenced by the passage of time and human
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activities, and is connected with the outside world and gradually evolves and
develops. With social changes and cultural exchanges, regional culture continues to
adapt and adjust, and has plasticity and creativity. In the process of dissemination,
communication, diffusion and integration, regional culture will change, including
the expansion of the material cultural field, the enrichment of regional cultural
types, the expansion of cultural content and the deepening of the spiritual cultural
field, all of which reflect the dynamic development of regional culture.

Diversity characteristics. The differences in regional culture determine its
diversity characteristics. First, there are many types of regional culture, and there
are various types of regional culture in different countries or regions. Second, the
manifestations of regional culture are diverse, including language, religion,
folklore, art, etc. Third, even within the same regional culture, there are certain
differences and diversity characteristics>2.

People-friendly characteristics. Regional culture is closely related to local
residents, because the living habits, ways of thinking, and values of residents are
influenced by regional culture, forming local cultures with their own characteristics.
The formation and evolution of regional culture is a long-term process that cannot
be separated from the active participation and inheritance of residents. The lifestyle
of residents also affects the development of regional culture. For example, the
water village culture in the south and the farming culture in the north are derived
from the specific production and living styles of local residents. Residents inherit
and promote local culture through festivals, celebrations, cultural performances,
etc., which promotes the development and inheritance of culture. The relationship
between regional culture and local residents is interdependent, and the active
participation and support of residents are needed to better protect and inherit

regional culture®,

32 Yin Xiaofeng. Mechanism and Effect Evaluation of Regional Culture on Regional Economic
Development. Northeast Normal University, 2011: 31.

33 Ban Hongjuan. National Consciousness and Regional Culture. Minzu University of China,
2010: 12.
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CHAPTER 2. QINZHOU REGIONAL CULTURE

Qinzhou regional culture refers to the cultural system with strong regional
characteristics formed in the Qinzhou area. It is a collection of values, ways of
thinking, humanistic mentality, national art, customs and moral norms formed by
local people in the process of long-term material production, spiritual production
and social life. Culture is the result of human adaptation to the environment, and
the development of culture is a process of interaction with the environment. The
generation and development of Qinzhou regional culture is inseparable from a

specific environment.

2.1 Qinzhou Regional Cultural Ecological Environment

Regional culture is the long-term inheritance, development and accumulation
of historical traditions and culture by the people of Qinzhou. The formation and
development of Qinzhou regional culture are inseparable from the local natural
environment and cultural environment. The rich natural resources and diverse
cultural environment provide the basic conditions for the generation and
development of regional culture. This paper mainly analyzes Qinzhou regional
culture from three levels: natural environment, economic environment and social
environment. This analysis not only focuses on the relationship between culture
and natural ecology, but also more broadly points to the overall relationship
between people and society, culture and life. The natural environment includes the
geographical environment and climate characteristics of Qinzhou, which is the
basis for the formation and development of regional culture; the economic
environment includes economic form, economic development level and production
factors, which are the conditions and driving force for the development of regional
culture; the social environment includes social structure, religious beliefs, cultural

traditions, etc., which are the support and guarantee for the development of
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regional culture. The elements of Qinzhou regional culture are shown in Figure
2.1.

2.1.1 Natural environment

A. Geographical environment

Qinzhou City is located on the southern coast of Guangxi, China, on the north
shore of Beibu Gulf, at 21°35'-22°41' north latitude and 107°72'~109°56' east
longitude. It borders Nanning City to the north, Beihai City and Yulin City to the
east, Qinzhou Bay to the south, Fangchenggang City to the west, and has a
mainland coastline of 562.64 kilometers. Qinzhou City mainly belongs to hilly
landform type. The territory is surrounded by mountains on the east, west and
north sides, with rolling hills and complex terrain. The northwest is a mountainous
area, with Shiwandashan as the main body. The mountains are so high and green as
to reach the sky, and the valleys are as deep as the waterfalls. The north and west
belong to the middle hilly area; the middle part belongs to the alluvial plain area of
low hilly plateaus, basins and river valleys, with low hills and Mainly river valleys
and plains, the land is slightly flat; the eastern part is a low hilly area; the southern
part is a low hilly coastal hilly area and plain area, including the Qinjiang Delta,
the largest alluvial plain in the city. The terrain of the entire territory is high in the
northwest and northeast, tilting from north to south, and the terrain drops
significantly in the south.

Qinzhou is surrounded by mountains and the sea, with numerous rivers and
reservoirs, fertile soil, luxuriant plants, and abundant natural resources. It has
developed agriculture and a substantial marine fishing and aquaculture industry.
Maowei Sea, covering an area of 135 square kilometers, is the largest natural
oyster seedling collection and artificial breeding base in southern China. It is rich
in four famous products: oysters, prawns, blue crabs, and groupers, as well as wild
waterfowl such as teal and seagulls.

The unique geographical conditions determine the richness and diversity of

the region's landforms, climate, soil, products, vegetation, organisms and other
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ecological conditions. This characteristic is not only the basic condition for the
economic and social development of this region, but also an important basis for
determining the regional economy, social characteristics, national customs, folk
literature and art, traditional industries, and the production and lifestyle of various
ethnic groups, as well as cultural characteristics and types®*.

The Qinzhou area is rich in clay resources. According to the mineralization
rules of clay resources, it is predicted that the total red clay ore resources can reach
1.8 billion tons, and the total white clay ore resources can reach 780 million tons>>.
After testing, the clay is non-toxic and harmless, and is a unique and precious
resource in the region. This is a necessary condition and basic guarantee for the
production of Nixing pottery. The Qinzhou area was also an important starting
point for the ancient "Maritime Silk Road" and was the first area in Guangxi to
accept the influence of foreign cultures. The developed shipping provided strong
conditions for the sales of Nixing pottery.

B. Climate characteristics

Qinzhou City is located south of the Tropic of Cancer and in the monsoon
region of southeastern Asia, with strong solar radiation and obvious monsoon
circulation. As it faces the Beibu Gulf to the south and the Shiwanda Mountains to
the northwest, it is mainly affected by the marine climate and also by the
continental air mass. It has an obvious marine climate and is one of the hot, humid
and rainy places in my country. The average annual temperature in the region is
above 20°C, the climate is warm and humid, and there is abundant precipitation.
The typical natural ecosystems such as forests, wetlands, and oceans are well
preserved, and the vegetation is luxuriant and diverse. It is very suitable for the
growth of tea trees and is rich in tea resources. Due to the subtropical geographical
location and hot and humid climate conditions, people have formed the habit of

drinking tea in their long-term production and life. The region has a strong tea

5% Chen Liqin et al. Research on the Folk Art Ecology of Ethnic Minorities in the Beibu Gulf
Region of Guangxi. Beijing: Nationalities Publishing House, 2015: 69.

35 Qinzhou Municipal People's Government. Special Plan for the Protection of Nixing Pottery
Resources in Qinzhou City (2018 Edition), 2018:4.
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culture, which has created basic conditions for the production and development of
Nixing pottery tea sets. People have strong demand for high-quality pottery tea
sets.

2.1.2 Economic environment

A. Production mode

The natural environment plays an important role in social production, and
different natural environments shape different production modes. The terrain of
Qinzhou is complex and diverse, including mountains, hills, terraces, plains,
oceans and tidal flats. Residents develop land resources according to local
conditions. They open paddy fields near water sources to grow rice, and grow
crops such as corn, wheat, beans and peanuts on slopes with higher terrain and
difficult water diversion. People living in flat areas are mainly engaged in rice
planting, mountain residents make a living by cultivating mountains, and people
living along the coast of the Beibu Gulf mainly rely on fishing at sea, and also
grow rice and other crops.

This unique natural ecological environment has promoted a lifestyle
dominated by farming and fishing, and formed a cultural model and characteristics
that are adapted to the living environment and production methods. As a result, the
Qinzhou area has formed a distinctive rice culture, mountain culture and marine
culture, and the economic form is also characterized by port shipping, marine
fishing, aquaculture and land farming.

B. Economic Development

As early as the late Paleolithic Age, there were ancient human activities in
Qinzhou. In the late Neolithic Age, polished stone tools and large stone shovels
appeared in Qinzhou, indicating that the ancient humans living in the area may
have learned simple agricultural production activities. After entering the Bronze
Age from the Stone Age, the division of labor between agriculture and handicrafts
appeared in Qinzhou, and local people began to widely cultivate crops, and rice

culture began to appear. After Qin Shihuang unified Lingnan, he built the artificial
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canal "Lingqu" to connect the Yangtze River system with the Pearl River system,
promoting economic and cultural exchanges between Guangxi and the Central
Plains. In the Western Han Dynasty, Hepu Port was the largest seaport in southern
China at that time and one of the starting ports of China's "Maritime Silk Road".
Ships departing from Hepu could sail to South Asia, West Asia and Africa. After
the Qin and Han Dynasties, many people from the Central Plains moved to
Qinzhou due to wars and other reasons, bringing advanced production technology
and culture. In the Tang Dynasty, emphasis was placed on farmland reclamation
and water conservancy construction, and the economy and culture of Qinzhou
developed greatly.

During the Five Dynasties and Ten Kingdoms period, Chu and Southern Han
fought for Guangxi for a long time, and the social economy suffered damage. In
the Song Dynasty, due to frequent wars in the north, a large number of people from
the Central Plains entered Guangxi for refuge. They and the people of all ethnic
groups in Guangxi jointly promoted the economic development of the Qinzhou
area. At that time, iron tools and oxen were widely used in agricultural production.
In the Ming and Qing Dynasties, due to the increase in population, manpower and
animal power, the cultivated land area increased significantly, farmland water
conservancy and irrigation technology gradually matured, double-season rice was
planted, and farming technology changed from extensive to meticulous. After
Qinzhou entered the modern semi-colonial and semi-feudal society, it was invaded
by imperialism, the Kuomintang's corrupt politics and war damage, and its
economic development stagnated.

After the founding of New China, the Qinzhou area experienced a transition
from a planned economy to a socialist market economy, and its economic and
social development achieved a historic leap. On January 16, 2008, China approved
the implementation of the "Guangxi Beibu Gulf Economic Zone Development
Plan", proposing to build the Guangxi Beibu Gulf Economic Zone into an

important international regional economic cooperation zone. Qinzhou City is
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located in the center of the Guangxi Beibu Gulf Economic Zone. It is the most
convenient sea access channel in Southwest China. The Qinzhou area will be full
of economic vitality in the future.

C. Population factors

As of the end of 2022, the total registered population of Qinzhou City is
4.2044 million, and the permanent population of the city is 3.3181 million, of
which 1.4496 million are urban residents, accounting for 43.69% of the permanent
population®®. Qinzhou City has two indigenous ethnic groups, Zhuang and Han.
Among the permanent population, in addition to the indigenous ethnic groups,
there are 21 ethnic groups including Yao, Miao, Jing, and Dong. Among the
permanent population of the city, the Han population is 2,936,395, accounting for
88.92%; the population of various ethnic minorities is 365,843, accounting for
11.08%, of which the Zhuang population is 347,424, accounting for 10.52%>’.

2.1.3 Social environment

A. Social organization structure

Qinzhou has a deep and rich ethnic culture. Analyzing the development of its
social organization structure is conducive to understanding the inheritance of
regional culture. Qinzhou belonged to Lingnan in ancient times. Lingnan in a
broad sense includes Guangdong, Guangxi, Hainan, southern Hunan, northern
Vietnam and other places. In 221 BC, Qin Shihuang unified China and established
the Qin Dynasty, the first autocratic monarchy in Chinese history. In 214 BC, Qin
Shihuang conquered Lingnan and immediately implemented the county system in
Lingnan. Guilin, Xiangjun and Nanhai were set up in Lingnan, and Qinzhou
belonged to Xiangjun. At the end of the Qin Dynasty and the beginning of the Han
Dynasty, Zhao Tuo established a separatist regime in Lingnan and established the
Nanyue Kingdom. Qinzhou was under the jurisdiction of the Nanyue Kingdom,

and Qinzhou entered the feudal society.

36 Statistical Bulletin of Qinzhou City's National Economy and Social Development in 2022
http://www.qinzhou.gov.cn/zfxxgk/fdzdgknr 6/tjxx/tjgb/t16709711.shtml
37 Qinzhou Municipal People's Government. Nationalities: www.qinzhou.gov.cn
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The Yuan Dynasty implemented the provincial system, and Qinzhou was
under the jurisdiction of Huguang Province. During the Ming Dynasty, the
provincial system of the Yuan Dynasty was abolished, and the provincial
administrative divisions were restored. The three-level regional system of Si, Fu
(zhou), and Xian was established, and Qinzhou belonged to Guangxi Chengxuan
Zhengshisi. At the end of the Qing Dynasty, due to the economic invasion of
imperialist powers, the self-sufficient peasant economy in the Beibu Gulf region
accelerated its bankruptcy, the people became increasingly impoverished, and the
society fell into turmoil. The history of the Beibu Gulf region has experienced the
changes of many dynasties, and its administrative divisions have also changed
accordingly. Finally, in 1965, it was established that it was under the jurisdiction of
the Guangxi Zhuang Autonomous Region. In the social organizational structure of
successive dynasties in China, the inheritance of handicrafts has been mainly based
on the teaching methods of "father-to-son" and "family inheritance". The
inheritance of Nixing pottery is mainly inherited by the aristocratic family, and
most of them adopt family-style and open management.

B. Social culture

After entering the Bronze Age from the Stone Age, the rice culture in Qinzhou
began to appear. Since Qin Shihuang unified Lingnan and Emperor Wu of the Han
Dynasty pacified Nanyue, the Confucian culture of the Central Plains entered
Lingnan on a large scale; at the same time, the "Maritime Silk Road" with Hepu,
Xuwen and Rinnan in central Vietnam as the starting ports along the Beibu Gulf
began to appear, and the maritime culture gradually rose. From then until the Ming
and Qing Dynasties, with the development of economy and social progress, the
Qinzhou region had more frequent contacts with the outside world, and Confucian
culture and maritime culture deeply penetrated into the native culture of the Beibu
Gulf region,

Qinzhou has been a multi-ethnic settlement area since ancient times, and each

8 Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009.
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ethnic group has a unique cultural form. Therefore, the culture of the region has
shown diversity since its inception. Different ethnic groups did not stick to the old
culture, but actively opened their minds and actively absorbed and digested foreign
and heterogeneous cultures, achieving eclecticism, thus constantly enriching and
innovating themselves in the process of development. Observing the historical
development of Qinzhou culture, it can be seen that diversity and openness have
always been its core value. Under the core guidance of diversity and openness, the
culture of Qinzhou formed the characteristics of mutual integration and mutual
support of local traditional culture, Central Plains Confucian culture and modern
maritime culture in the early days.

Qinzhou gradually formed a pattern of residence and a stable social
environment for the Han and other ethnic minorities, and produced and preserved
many cultural heritages with contemporary and local characteristics. These
provided a good humanistic ecological environment for the formation of Nixing
pottery culture, further enriched the connotation of Nixing pottery culture, and
promoted the exchange and interaction of Nixing pottery talents.

C. Religious beliefs

Qinzhou did not form a unified religious belief system in history. Instead, it
originated from primitive religion and later absorbed Buddhist and Taoist content
from the Central Plains, forming a religious pattern dominated by witchcraft,
integrating witchcraft, Taoism and Buddhism, and worshipping multiple gods.
People worship nature, ancestors, and heroes, and also respect the gods, ancestors,
and Buddhas in Taoism. Popular objects of worship include the God of Land, the
God of Community, the God of Thunder, the Dragon King, ancestors, national
heroes, fertility gods, and Guanyin Bodhisattva. The Jing people also worship gods
such as the King of the Sea, the God of the Sea, and the Goddess of the Sea. People
often offer sacrifices and worship these gods. There are also clergy who are
specifically responsible for sacrificial activities, such as "Master", "Daoist",

"Witch", etc. Their main responsibilities are to pray for blessings and eliminate
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disasters for the people and drive away evil spirits>°.

D. Folk customs

According to the 2021 statistical report, Qinzhou is a multi-ethnic settlement,
with ethnic minorities accounting for 11.08% of the total permanent population. In
addition to the two main resident ethnic groups, Zhuang and Han, there are 21
other ethnic groups in Qinzhou, including Yao, Miao, Jing, and Dong. The various
ethnic groups show a rich and colorful culture in Qinzhou, which is reflected in the
unique regional characteristics of clothing, architecture, language, folk songs,
customs, etc.

In the long process of historical development, each ethnic group has created
and inherited the excellent culture of its own ethnic group. At the same time, due to
factors such as garrisoning, border defense, immigration, and intermarriage, the
various ethnic groups maintain close exchanges, which also promotes the exchange
and dissemination of folk culture. Therefore, the Qinzhou area presents a diverse
and integrated cultural appearance, showing the historical picture of the common
life and common development of various ethnic groups.

Qinzhou has a profound national cultural heritage and a long historical
tradition, forming a rich and colorful folk culture. These customs and cultures are
often reflected and inherited through handicrafts such as Nixing pottery, which has
built a deep cultural foundation for Nixing pottery. As of the end of 2021, Qinzhou
City has 2 national, 29 provincial and 62 municipal representative projects of
intangible cultural heritage. According to the lifestyle, Qinzhou’s folk culture can
be divided into three categories: material life folk customs, social life folk customs

and spiritual life folk customs, as shown in Table 1.

% Chen Ligin et al. Research on Folk Literature and Art Ecology of Ethnic Minorities in the
Beibu Gulf Region of Guangxi. Beijing: Nationalities Publishing House, 2015:72.
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Table 1. Qinzhou Folk Culture

Folk activities that reflect production and life, such as Zhuang
Material life | brocade, Qinzhou Nixing pottery, Tanka culture, Nanzhu culture,
folk customs | Jing ethnic costumes, Jing ethnic group pulling big nets, Jing ethnic

group fishing on stilts, Dabanyao costumes, etc.

Folk activities that reflect social organizations, seasonal festivals,

and life customs, such as Lingshan Yandun drum, dragon boat
Social life ] ) ] ) ) )
racing, Paolong Festival, Shigong dance, jumping on the ridge,
folk customs ) i ) ) )
throwing embroidered balls, Shegong Festival, Kitchen God Festival,

Gutan Opera, etc.

Folk activities that reflect entertainment and folk customs, such as
Spiritual life | grabbing fireworks, board shoes dance, tea picking opera, incense
folk customs | balls, Zhuang Township March Song Festival, high-foot ball, tea

picking dance, Zhuang Flower Festival, etc.

2.2 Qinzhou Regional Cultural Heritage

From the perspective of cultural expression and carrier, Qinzhou regional
culture can be divided into material culture and intangible culture. Material culture
refers to the material products created to meet the needs of human survival and
development and the culture they express, including food, clothing, architecture,
transportation, production tools, villages, cities, etc. Intangible culture refers to
those cultures that are intangible and have artistic or historical value. They are
various spiritual cultures created by humans in the process of social and historical
practice, such as customs, handicrafts, songs and dances, etc.

2.2.1 Material Cultural Heritage

Qinzhou has very rich material cultural heritage resources. Various historical
periods have left behind rich material cultural relics. Under the influence of
different economies and cultures, many heritages with the characteristics of the

times and local characteristics have been formed. About 20,000 to 30,000 years
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ago, there were traces of human activities in Qinzhou, including ancient human
sites and cultural sites of the Paleolithic and Neolithic Ages, such as the
Hongniling Site, Shangyangjiao Site, Leimiaoling Site and Naliduliao Village Site.

From the Pre-Qin Dynasty to the Song, Yuan, Ming and Qing Dynasties,
Qinzhou gradually entered a new stage of independent development, and social
productivity has made significant progress. The stamped hard pottery and bronzes
of the Pre-Qin Dynasty, the tombs, city sites, bronze drums, and inscriptions from
the Three Kingdoms to the Sui and Tang Dynasties, and the ancient buildings such
as the Hepu Dashi Pavilion and the Lao's Ancient Houses in Dalu Village in the
Song, Yuan, Ming and Qing Dynasties all reflect the tremendous development of
politics, economy and culture. In particular, the "Maritime Silk Road" that started
in Hepu and Xuwen during the Qin and Han Dynasties and extended to ports such
as Rinan in central Vietnam has become the most important material cultural
representative of Qinzhou. The opening of this maritime Silk Road not only
promoted overseas trade centered on pearls and silk, promoted the economic
development of China and Southeast Asia and the surrounding countries of the
Indian Ocean, but also introduced Southern Buddhism to the vast areas of southern
China through this route.

In addition, a large number of ancient inscriptions from the Southern and
Northern Dynasties to the Sui and Tang Dynasties show that the economic
prosperity and urban development of the Qinzhou area at that time had begun to
take shape. The Ningdaowu Pottery Stele during the Kaiyuan period of the Tang
Dynasty was praised as "the first pottery inscription in the ages" and was a
milestone in the development of Qinzhou pottery. The Dalang Academy built
during the Ming and Qing Dynasties proved the prosperous history of Sinology
education in the region.

Since modern times, the invasion of Western powers and the southward
migration of the Han people in the Central Plains have brought Western, Hakka,

Lingnan and other diverse characteristics to the architectural culture of the
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Qinzhou area. For example, the Hakka walled house group in Qinzhou and Beihai,
the arcades in Qinzhou Old Street, and Lingnan-style buildings and gardens. At the
same time, some special cultural relics related to national land signs and military
sites have been left behind, such as the Great Qing National Boundary Monument,
Zhushan No. 1 Boundary Monument, and the site of the Battle of Kunlun Pass.

In terms of material cultural heritage, the Dashi Pavilion, Hepu Han Tombs,
Qinzhou Modern Architecture, Liancheng Fortress Site, Liu Yongfu and Feng
Zicai’s Former Residences, and the Battle of Kunlun Pass in Qinzhou are all listed
as national key cultural relics protection sites. These rich material heritages fully
demonstrate the extraordinary civilizational creativity and wisdom of Qinzhou in
history®.

2.2.2 Intangible Cultural Heritage

Qinzhou is a place where many ethnic groups, including Zhuang, Han, Jing,
and Yao, live together. These ethnic groups have jointly created a rich and colorful
intangible cultural heritage, forming a coastal Nanjiang culture with mountain and
sea features.

As one of the ethnic groups living in Guangxi for generations, the Zhuang
people have inherited a rich and diverse traditional ethnic culture, including stories
and legends, folk songs, folk dances, traditional dramas, folk music, traditional
handicrafts and folk activities, which have been passed down from generation to
generation and are valuable intangible cultural heritage resources. Since the Qin
and Han Dynasties, the Han people have entered the Beibu Gulf region one after
another, bringing advanced production technology and mature culture.

The Jing people are a unique marine ethnic minority in the Beibu Gulf, and
have created a unique marine ethnic culture, represented by the Jing Ha Festival,
including legends reflecting island life, sea songs and proverbs chanting fishery
production, food culture that retains the flavor of the sea, and the unique island

marriage customs of kicking sand to explore love and throwing wooden leaves. It

% Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:35.
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is a shining pearl among the intangible cultural heritage.

In addition, the Yao people in Qinzhou also retain a rich and diverse
intangible cultural heritage, including gorgeous ethnic costumes, solemn ancestral
songs and tribal teachings, folk customs that emphasize martial arts, and unique
wedding customs and rituals. The multi-ethnicity and ecological diversity of
Qinzhou's regional culture give it unique advantages. Located on the edge of
civilization development, with cultural small traditional characteristics and
developed folk inheritance functions, most of Qinzhou's intangible cultural
heritage maintains the characteristics of living inheritance, rather than just staying

in museums as static exhibits®!.

2.3 Qinzhou regional cultural characteristics

Since the Late Paleolithic Age, there have been ancient human activities in the
Qinzhou area, and it has gradually evolved into the ancient Luoyue Civilization
with the "Rice Civilization" as its core. The region has more than 1,500 kilometers
of coastline and intricate river systems. These geographical features inject the
openness and expansion of maritime civilization into the Qinzhou region. Over
time, Zhuang, Han, Jing, Yao and other ethnic groups lived here and integrated
with each other, forming a cultural tradition that was different from the Central
Plains culture and independent. These cultural traditions highlight the unique
characteristics and regional characteristics of local ethnic groups, showing strong
national customs and southern characteristics. Generally speaking, Qinzhou
regional culture has the following significant characteristics, which reflect its
historical development context and content structure.

A. Historicity and nationality

The Qinzhou area is located in the subtropical monsoon climate zone, with
abundant sunshine, abundant rainfall and dense vegetation. The karst landform

here is mature and the cave resources are rich, which is conducive to the residence

1 Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:36.
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and reproduction of primitive humans. By the late Neolithic Age, large ground
stone shovels had appeared in Qinzhou, indicating that local ancient humans may
have begun simple agricultural production activities. Then in the Bronze Age, the
division of labor between agriculture and handicrafts began to appear in the
Qinzhou area. Local people were extensively engaged in crop cultivation, and rice
farming culture began to emerge.

After Qin Shihuang unified Lingnan and Emperor Wu of the Han Dynasty
pacified South Vietnam, Confucian culture from the Central Plains entered the
Qinzhou area on a large scale; at the same time, the "Maritime Silk Road" began to
take shape with Hepu and Xuwen along the Beibu Gulf and Rinan in central
Vietnam as its departure ports. Marine culture gradually emerged. During the Ming
and Qing Dynasties, with the development of economy and society, the Qinzhou
area became increasingly connected with the outside world, and Confucian culture
and maritime culture were deeply integrated into the local indigenous culture.

The Qinzhou area is home to major ethnic groups such as Han, Zhuang, Yao,
and Jing. Each ethnic group has different branches and living environments.
Generally speaking, the Han people mainly live in the plains, the Zhuang people
live near water sources, the Yao people mainly live in hilly areas, and the Jing
people mainly live on the seaside. These ethnic groups have created rich and
colorful national cultures in their long-term production, life and interaction, giving
Qinzhou regional culture strong national characteristics.

B. Richness and distinctness

The Qinzhou area is rich in material cultural heritage resources. A large
number of stone adzes, stone shovels, bronzes, ironware, pottery, bronze drums
and other cultural relics have been unearthed, which shows the prosperity of the
agricultural civilization in the area, especially the rice farming civilization. At the
same time, cultural relics such as colored glaze, agate, and crystal unearthed from
the Han Tombs in Hepu can reflect the activity of overseas trade in the area and the

rise of maritime civilization at that time. In terms of intangible cultural heritage, in
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the long historical development process of Qinzhou area, all ethnic groups have
created rich and colorful folk literature, folk music, folk dance, traditional drama,
folk art, acrobatics and athletics, traditional handicrafts and other cultures®?.

The richness and variety of Qinzhou's regional culture is not only reflected in
the art form and number of works, but also significantly reflected in the artistic
style. The complex geographical environment of the Qinzhou area determines the
diversity of people's production and lifestyle. Therefore, the culture formed in the
Qinzhou area shows obvious differences in production forms, technology,
modeling styles and decoration styles, forming a unique Regional characteristics
and national customs culture. The long-term planting and fishing life has shaped
distinctive mountain culture, rice farming culture and marine culture, and folk
crafts have also shown distinctive characteristics of mountain, rice farming and
fishery culture.

The Qinzhou area faces the ocean to the south, the southwest at its back, and
faces Southeast Asia, so it has a unique location advantage. This unique
geographical location fosters a rich and diverse range of natural resources,
including karst landscapes and subtropical coastal scenery. These natural
geographical landscapes have given birth to regional culture with distinctive
characteristics.

The Qinzhou area has been deeply influenced by foreign maritime culture.
The ancient Maritime Silk Road, Western culture during the colonial period and
modern globalized economic exchanges have jointly shaped the diverse culture
here. Foreign culture has left a significant mark on architectural style, food habits,
language education and tourism, promoting local economic development and
social progress, and making Qinzhou region show its unique cultural charm and
development vitality.

Through the exchange and integration of the Central Plains immigrant culture

and foreign maritime culture that have continued to pour in at various times, the

62 Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:42.
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culture of Qinzhou has gradually accumulated and matured, showing distinctive
local characteristics and rich ethnic customs. As the Qinzhou region's connections
with the outside world deepen, more types of foreign cultures are integrated into it,
making the culture of the Qinzhou region more colorful based on its long history
and profound accumulation®.

C. Ecology and diversity

Regional culture is closely related to the ecological environment in which it is
located. The various ethnic groups in the Qinzhou area live in the mountains,
plains and Beibu Gulf seaside in the southwest border of China. They live in
harmony with nature and have cultivated their ecological concepts of loving nature,
advocating nature and regarding nature as beauty. The rich, colorful and distinctive
regional culture created contains the ecological concepts of advocating nature and
the unity of nature and man.

The Qinzhou area has been a multi-ethnic area since ancient times, and each
ethnic group has its own unique cultural form. Therefore, the culture of the region
has been diverse since its inception. Rather than clinging to their own original
culture, various ethnic groups are actively opening up, actively introducing,
absorbing and digesting foreign and heterogeneous cultures, achieving an eclectic
approach, and enabling themselves to be continuously enriched and innovated in
their development. Looking at the historical development of Qinzhou regional
culture, it can be said that diversity and openness have always been its core value.
Under the guidance of the core value of pluralism and openness, Qinzhou regional
culture has long formed a unique cultural trait that integrates and relies on each
other with local traditional culture, Central Plains Confucian culture and modern

maritime culture®.

2.4 National Arts in Regional Culture

% Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:51.
%% Yu Yizhong, Liu Shilin, Liao Mingjun. Research on Cultural Development of Guangxi Beibu
Gulf Economic Zone. Nanning: Guangxi People's Publishing House, 2009:52.
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The Beibu Gulf region was once the land of the Baiyue people. The earliest
inhabitants were the Yue people, the ancestors of today’s Zhuang people. Their
historical origins, like those of the Zhuang people in other regions, all originated
from the Luoyue people from the Spring and Autumn Period to the Qin and Han
Dynasties®.

As the Han people moved into Guangxi when Qin Shihuang unified Lingnan,
they brought with them the relatively advanced material and spiritual culture of the
Central Plains, which had a great impact on the development of Guangxi’s ethnic
society. In the long history of Guangxi, each ethnic group has formed a national
culture with unique forms and styles. Due to the close exchanges and intermarriage
between the Zhuang and Han peoples, some Zhuang people have been assimilated
by the Han people, while some Han people have been assimilated by the Zhuang
people. Studies have shown that the assimilation of ethnic minorities by the Han
people was relatively common in history, but the assimilation of the Han people by
ethnic minorities was relatively rare. Guangxi is a unique phenomenon in which
the Zhuang and Han peoples have assimilated each other. Many customs and habits
of the Zhuang and Han peoples are very similar, or even completely the same. For
example, festivals such as the Spring Festival, Lantern Festival, and Mid-Autumn
Festival are regarded as important festivals of the Zhuang and Han peoples. In the
long historical development of Chinese civilization, the people of Guangxi have
made great contributions, gradually formed a unique Zhuang culture, and inherited
and developed Guangxi's excellent traditional art. Qinzhou regional culture is a
unique cultural heritage in Chinese culture, such as Qinzhou Nixing pottery art,
bronze drum art, Zhuang traditional embroidery ball art, Zhuang brocade, Miao
embroidery, etc., which together constitute a splendid national culture and art®.

2.4.1 Qinzhou Nixing Pottery Art®’

65 Huang Renxiu, Qinzhou Ethnic Affairs Committee. Qinzhou Ethnography, 2000:12.

6 Ma Yushan. Nixing Pottery Art: Monograph. Nanning: Guangxi Fine Arts Publishing House,
2013:71.

67 Some of the results presented in this section were previously published in: Ban I'an. {uanor
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Qinzhou Nixing Pottery (as shown in Figure 2.2), scientifically known as
purple clay pottery, was called Yue pottery in ancient times and is produced in
Qinzhou City, Guangxi Zhuang Autonomous Region. This pottery is made of
purple-red and white clay unique to the east and west banks of the Qin River, and
1s made through processes such as washing, selection, throwing, carving, firing and
polishing. Qinzhou Nixing Pottery is known as one of the "Four Famous Potteries
of China" along with Yixing Zisha Pottery in Jiangsu, Rongchang Pottery in
Sichuan and Jianshui Pottery in Yunnan, and has a long history of more than 1,300
years.

The uniqueness of Nixing pottery lies in its materials and production process.
Nixing clay is breathable but not water-permeable, which is very suitable for
storing food, such as grain, tea and spices, and can keep them from changing taste
and being infested with insects for many years. In addition, there is sufficient
oxygen in the Nixing pottery vessels, and tea leaves will not mold or deteriorate
even if they are placed in Nixing pottery jars for several years. Nixing pottery
tableware is not easy to go bad overnight in summer, and it is acid-resistant and
alkali-resistant, healthy and environmentally friendly. After testing, the release of
harmful elements such as lead and cadmium is zero. When brewing tea with
Nixing pottery tea sets, the tea fragrance is overflowing, and the color and taste of
overnight tea will not change. When arranging flowers in Nixing pottery vases, the
flowers are gorgeous and long-lasting.

Qinzhou Nixing pottery is famous for its beautiful colors. Its colors are
mainly vermilion or purple-red, giving people a dignified, simple and heavy

"

feeling. The "fambe " art of Nixing pottery is unique in the domestic ceramic
industry. No ceramic pigments need to be added during the firing process, and a
variety of colorful colors and textures are naturally formed, such as dark green,
purple, sky blue, golden yellow, chestnut, iron blue, etc. The texture is delicate and

smooth, and it has a very high appreciation and collection value, as shown in

Huaswkoy Hucun //  ®unocodus wu  xynaerypa. 2024, Ne 10. C.13-29. URL:
https://nbpublish.com/library read article.php?id=71926
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Figure 2.3.

The beauty of Nixing pottery’s form cannot be ignored either. Its shape is
mainly composed of the mouth, neck, shoulders, abdomen, bottom and feet. The
proportions of each part are coordinated, the forms are rich and diverse, round and
smooth, simple and heavy, and the natural beauty is remarkable. Its surface
decoration adopts traditional sculpture techniques and is purely handmade with
exquisite craftsmanship and various shapes. It has extremely high practical,
ornamental and collection value.

The craftsmanship of Qinzhou Nixing pottery has been passed down from
generation to generation. Artists use the highly malleable Nixing pottery to carve
poems, landscapes, flowers and birds, and ethnic patterns on the pottery body. The
style is full of the characteristics of Chinese painting and line drawing. When
carving, the knife technique is simple and clumsy, the craftsmanship is exquisite,
and the knife is handled like a pen. After the pattern is carved on the body, it is
then filled with different colors of clay materials, such as white mud. When the
mud is wet, it is filled and blended. After firing, the effect of red background and
white pattern appears, which reveals a strong sense of humanity in its simplicity.
breath.

Since Nixingtao won the international gold medal for the first time at the
Pacific World Expo in 1915 when the Panama Canal opened in the United States, it
has participated in many international and national exhibitions and won awards in
the past century. Its products are exported to more than 30 countries and regions
including Southeast Asia, Eastern Europe, America, Hong Kong, Macao and
Taiwan. Nixing pottery is not only an exquisite handicraft, but also has practical
value and is deeply loved by people.

2.4.2 Zhuang Brocade Art

Zhuang Brocade (Fig.2.4) is a handmade brocade of the Zhuang ethnic group
in China. It 1s known as one of the four famous brocades in China, along with

Yunjin, Shujin and Songjin. As one of the most wonderful handicraft creations of
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the Zhuang people, Zhuang Brocade carries the aesthetic consciousness and
customs of the Zhuang people and embodies the national spirit and beliefs. Zhuang
Brocade is divided into two categories: plain brocade and colored brocade. Plain
brocade is often used to decorate bed sheets, headscarves and tops. The
craftsmanship is simple and elegant, and the colors are simple and generous.
Colored brocade is mostly used for decoration of quilts, bed blankets, headscarves
and dresses. It has rich colors and diverse patterns. Zhuang Brocade is a
self-sufficient natural economic product, woven with cotton yarn and five-color
silk threads. It is particularly worth mentioning that young Zhuang girls start
learning brocade weaving from an early age to prepare for their future dowries.

Zhuang brocade patterns are rich in themes, and most of them are life objects
that symbolize good luck and happiness. Zhuang brocade patterns can be divided
into four categories: traditional flowers and birds, animals, figures, and abstract
patterns. Traditional flower and bird patterns are based on flowers and birds such
as plum blossoms, orchids, and cuckoos, showing a distinct naturalistic style and
sense of reality. Animal patterns are based on images such as tigers, dragons, and
unicorns, implying courage, strength, and mystery, reflecting the Zhuang people's
awe and worship of nature. Figure patterns are based on images of Zhuang people,
immortals, and mythical beasts, expressing Zhuang cultural traditions and folk
stories. Abstract patterns emphasize geometric composition and color matching,
highlighting symmetry, bright colors, and textures, and have more figurative and
abstract characteristics®®.

The composition of Zhuang brocade patterns is very sophisticated and unique.
It adopts an abstract, continuous, complex, and random composition method,
focusing on symmetry and balance, making the pattern appear soothing, elegant,
and concise. The pattern is rich in repetition and variation, presenting a vivid and
colorful artistic effect. These exquisite and concise patterns show the rich

imagination and meticulous observation of Zhuang folk artists, and represent the

68 Yan Changfeng. Research on the Patterns of Zhuang Brocade, a Non-Heritage Arts and Crafts
in Guangxi. Western Leather, 2023, 45(16):48-50.
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spiritual pursuit and aesthetic tendency of the Zhuang people.

Guangxi is located in a subtropical climate, surrounded by mountains and
ridges, with lush vegetation and colorful flowers. The color aesthetic psychology
of the Zhuang people is often influenced by the rich colors of natural scenery. They
love natural landscapes and often express their love for nature through folk songs,
dances and handicrafts. Zhuang brocade shows rich and colorful characteristics in
the use of colors. It likes to use pure colors. Common basic colors include red,
green, blue, black, yellow, etc., and the overall color contrast is sharp. Zhuang
brocade often uses the color matching method of dark background and bright
flowers to make the pattern more vivid, the visual contrast is stronger, and the
overall tone of Zhuang brocade is more coordinated and unified. This color
matching method is widely used in Zhuang brocade, which reflects the boldness,
freshness and vitality of Zhuang brocade color matching, emphasizes a certain
meaning and the natural belief of the weaver, and also reflects the hardworking,
simple and hearty character characteristics of the Zhuang people. The use of colors
in Zhuang brocade praises nature, expresses national aspirations, and highlights the
national aesthetics of regional colors®’.

Zhuang brocade presents a variety of patterns and forms, with rich and
colorful compositions, bold and expressive use of colors, and contains profound
regional cultural connotations. Zhuang brocade not only reflects the unique
aesthetic taste of the Zhuang people, but also expresses their love for life and
respect for nature. It has a very strong local ethnic characteristics and a high artistic
aesthetic value.

2.4.3 Bronze Drum Art

The bronze drum (Fig. 2.5) is a bronze ritual instrument that was created and
popular in Southwest my country and Lingnan for more than 2,000 years. It is
made of copper and a small amount of tin and lead alloy. Bronze drums from

different eras, regions and ethnic groups show different styles. Based on the shape

69 Wei Xiaolan. Inheritance and Innovation: Exploration of the Development Path of Integrating
Zhuang Brocade into College Art Education. Art and Design (Theory), 2023, 2(12):142-145.
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and decoration, the academic community divides ancient Chinese bronze drums
into Wanjiaba type, Shizhaishan type, Lengshuichong type, Zunyi type, Majiang
type, Beiliu type, Lingshan type and Ximeng type. The ancestors of the Zhuang
nationality were one of the first ethnic groups to cast and use bronze drums. In the
long process of historical development, bronze drums were closely linked to the
social, economic and cultural life of local ethnic groups, forming a unique bronze
drum culture.

Guangxi has a long history of bronze drum culture. It is one of the main
regions in the world for casting and using bronze drums. It is known as the
"hometown of bronze drums". Guangxi has a complete range of bronze drums. The
eight major types of bronze drums divided by the academic community have all
been found in Guangxi. Bronze drums appeared in Guangxi during the Warring
States Period. From about the 5th century BC to the 1st century AD, that is, the
early Warring States period to the early Eastern Han Dynasty, this stage was the
mature period of bronze drum development; from about the 1st century AD to the
7th century AD, that is, the Eastern Han Dynasty to the Tang Dynasty, this stage
was the heyday of bronze drums; after the Tang and Song Dynasties, around the
9th century AD, bronze drums began to decline; by the Ming and Qing Dynasties,
due to a large demand from the people, bronze drums began to be commercialized
and bronze drums were able to recover and develop. To this day, the bronze drum
custom is still popular in the ethnic minority areas of Guangxi. From the early
Warring States period in the 5th century BC to the end of the Qing Dynasty in the
19th century, Guangxi's more than 2,000-year history of bronze drum development
embodies the wisdom and talents of the ancestors of all ethnic groups in Guangxi
and is a witness to the civilization history of all ethnic groups in Guangxi.

A. Functions and uses of bronze drums

Bronze drums have practical and social functions, reflecting the exchange and
integration of the cultures of various ethnic groups in Guangxi. The uses of bronze

drums can be roughly divided into three categories: ritual vessels, sacrificial



50

utensils, and entertainment utensils. They are widely used in gatherings, alliances,
battles, sacrifices, entertainment, funerals, and other occasions. Bronze drums are
valued for their height, and the louder the drum sound, the better. The larger the
drum cavity, the more air it can contain, and the stronger the drum sound.

Bronze drums were originally a symbol of ruling power and used as ritual
vessels. Bronze drums were the embodiment of their owners and status. In ancient
times, the sacrificial and military powers of ancient southern ethnic groups were all
controlled by the ruling class. Bronze drums, as a symbol of ruling power and
status, were used as ritual vessels and were widely used in sacrificial activities of
the ruling class. In the Zuojiang Huashan rock paintings (Fig.2.6), the circular
patterns that appear around the tall figures in the paintings are mostly considered to
be bronze drums. The big figures in the front portraits on the pictures are tall, and
some of them are wearing ring-headed swords and holding one or several bronze
drums. They are priests and the power class, vividly showing the sacrificial scenes
of the ancestors of the Zhuang nationality.

After the Tang and Song Dynasties, the ritual function of bronze drums
gradually weakened, and the function of musical instruments was strengthened,
becoming a common sacrificial instrument and accompaniment instrument for the
people. As a percussion instrument, the most basic function of bronze drums is
entertainment. In ancient times, bronze drums became a common accompaniment
instrument for singing, dancing, and banquets, and the function of bronze drums
has continued to this day. The Zhuang, Yao, Miao, Yi and other ethnic groups in
Guangxi are still treasured and use bronze drums. Bronze drums are played during
every traditional ethnic festival or funeral. The customs of using bronze drums
vary among ethnic groups in different places, and each has its own characteristics.

B. The shape of bronze drums

The shape of bronze drums is symmetrical and harmonious. The basic form of
bronze drums is "round body, flat curved waist, hollow without bottom, full of

patterns, ears on both sides". Specifically, the basic structure of bronze drums is
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divided into drum body and drum head. The drum body is divided into drum chest,
drum waist and drum foot, and drum body is attached with drum ears; drum head
has hanging eaves. The drum body is formed by strings parallel to the drum head
to form several halos and decorated with patterns. There is a sun ray in the center
of the drum head, and halos are formed by multiple concentric circles, decorated
with patterns. Some bronze drums have other three-dimensional decorations such
as frogs, turtles, figures, birds, etc. on the drum head, as shown in Figure 2.7.
Based on the investigation of existing bronze drums, it is speculated that the
casting methods of ancient bronze drums are mainly mud casting and lost wax
casting.

C. Decoration of bronze drums

The bronze drums are gorgeously decorated, combining painting and
sculpture in one, including three-dimensional decoration and flat decoration. The
three-dimensional decoration has unique shapes and the flat decoration is rich and
varied, reflecting the philosophical thoughts, cultural features and artistic aesthetics
of the nation that cast the bronze drums at that time.

The three-dimensional decoration on the bronze drums is a product of the
combination of sculpture art and casting technology. It has various themes,
exquisite ideas and a strong sense of life, as shown in Figure 2.8. The
three-dimensional decoration is mainly animal statues, including frogs, turtles, fish,
birds, sheep, cows, tigers, snails, etc. There are also a small number of figures such
as girls pushing turtles and riding, as well as other shapes such as barn statues.
Among them, squatting frog statues are the most, with rich and varied images and
simple and vivid shapes. There are frogs carrying fish, frogs carrying snails, and
squatting frogs, which are related to frog totem worship. In the early rice farming
era, people gradually discovered the habits of frogs: frogs have loud calls and can
predict thunderstorms. Hearing a group of frogs calling loudly during droughts is a
sign of rain; they feed on pests and can bring a good rice harvest; they have strong

reproductive ability. Groups of small frogs can be seen in rice fields. Combined
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with these phenomena, people at that time believed that frogs were related to the
god of thunder and could bring a good harvest and prosperity to the clan, so they
revered the frog as a totem and gave it more connotations.

The flat patterns on the bronze drums are highly patterned and varied, as
shown in the figure. There are realistic images of feathered people dancing,
boating, fishing, sacrifice, cattle chopping, etc., which reproduce the social life
customs of the southern ethnic groups at that time, such as feather decoration and
boat racing customs; there are also geometric patterns composed of points, lines,
circles, squares, triangles, etc. as basic elements according to the laws of beauty; as
well as abstract patterns such as sun patterns, money patterns, feathered people
patterns, flying heron patterns, mat patterns, flag patterns, cloud and thunder
patterns, animal patterns, etc., among which the sun patterns are mostly
eight-pointed and twelve-pointed. The various patterns are used and matched
reasonably, and the whole picture is rich and varied, giving people a complicated
and magnificent beauty, as shown in Figures 2.9 and 2.10.

Guangxi has a history of bronze drum casting that lasts for more than 2,000
years, forming a long-standing bronze drum culture that embodies the wisdom and
talent of the ancestors of all ethnic groups in Guangxi. Its unique shape and rich
decoration reflect the economic conditions, philosophical thoughts, cultural
features and artistic aesthetics of the drum-casting nation at that time, and
embodies the exchange and integration of the cultures of all ethnic groups in
Guangxi. It can be called an encyclopedia of national history.

2.4.4 Embroidered Ball Art

The Guangxi embroidered ball is a token of love and auspicious charm for
young men and women of the Zhuang ethnic group. It is also one of the most
distinctive tourist handicrafts in Guangxi (as shown in Figure 2.11). It combines
aesthetic function, practical function and emotional factors and is a comprehensive
art. The embroidered ball not only meets basic living needs, but also closely

combines the practical function of materials with spiritual needs. The embroidered
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ball is also called "pile embroidery ball". Pile embroidery is an ancient and
complex ball embroidery technique with fine craftsmanship, bright colors and
beautiful shapes. The embroidered ball is filled with seeds to make it round and
full, with a certain weight, suitable for throwing and catching, symbolizing giving
the seeds of friendship and love to each other’®. Throwing embroidered balls is a
custom that reflects the characteristics of agricultural culture. Its purpose and
function is to pray for a good harvest and human reproduction’!.

The structure of the embroidery ball shows typical symmetry of the ball center.
Overall, the embroidery ball is a flower ball shape made up of many petals stitched
together. Smaller diameter embroidery balls usually have 12 petals, while large
embroidery balls generally have 30 petals. In order to ensure the round shape of the
ball, each petal must be of the same size and cannot have any differences. These
petals are stacked in multiple layers to form the shape of a flower, and then
combined together to form a ball. All the petals are arranged in an orderly manner
around the center of the ball.

The Zhuang people often cleverly incorporate the interest of life, their vision
and hope for future marriage into the patterns of embroidery balls. These patterns
are mostly used to express the wish for many children and grandchildren, the
harmony between husband and wife, and the love of family life. They convey the
yearning, expectation and praise for love, making the decorative patterns on the
embroidery balls also have practical significance. Common embroidery ball
patterns include auspicious patterns such as dragons and phoenixes, swallows,
mandarin ducks, magpies, cranes, fish, butterflies, and various plant patterns such
as plums, orchids, bamboo, chrysanthemums, pine trees, narcissus, peonies, and
lotus flowers’?. Among them, peony symbolizes spring, lotus represents summer,

morning glory and chrysanthemum symbolize autumn, and plum blossom

70" Li Hongxia. Artistic Characteristics and Aesthetic Connotations of Zhuang Embroidery Balls
in Jingxi Area. Tiangong, 2022, (07):47-49.

"1 Li Fugiang. Throwing Embroidered Balls: A Custom Reflecting the Characteristics of Zhuang
Agricultural Culture. Agricultural Archaeology, 1997, (03) :164-166.

72 Ma Yushan. Nixing Pottery Art: Monograph. Nanning: Guangxi Fine Arts Publishing House,
2013:71.
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symbolizes winter. Pomegranates, grapes, carp, and goldfish represent the meaning
of having many children and good fortune; dragons and phoenixes, mandarin
ducks, and magpies symbolize a happy marriage and express praise for pure love.
These patterns represent the Zhuang people's yearning and love for a better life and
are deeply recognized by the public’.

Embroidered balls often use bright colors with strong contrasts such as red
and yellow, blue and green, and yellow and purple. The embroidery thread on the
surface is mostly gold. Embroidered balls are composed of petals with different
patterns. The base color is usually a combination of bright red, pink, light green,
blue and purple, and then embellished with other colors to make it more colorful.
Each color has its own unique meaning. For example, red represents passion, green
symbolizes youth, yellow represents brightness, purple represents gorgeousness,
and blue symbolizes tranquility. This color aesthetic tendency aims to pursue
festive and auspicious beauty.

2.4.5 Miao Embroidery Art

Guangxi Miao Embroidery is a traditional embroidery craft of the Miao ethnic
group in China. It is famous for its exquisite hand-embroidery and rich patterns
and colors. It is an indispensable part of China's intangible cultural heritage (Fig.
2.12). Miao embroidery is the result of the hard work and wisdom of Miao women.
It shows the true portrayal and emotional expression of the Miao people towards
human life, natural ecology and all things. This craft is usually passed down from
mother to daughter and is one of the more distinctive external manifestations of the
Miao historical culture.

Miao embroidery is one of the most common clothing decoration methods
used by the Miao people. It uses colored silk threads, cotton threads, wool threads
or colored cloth as embroidery materials, and uses needlework, sewing and other
techniques to embroider patterns or designs on various fabrics or cloths. Miao

embroidery is mainly used to decorate the headscarf, collar, sleeve waist, cuffs,

3 Lv Ping. Cultural reproduction of traditional folk art. Minzu University of China, 2009: 63.
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shoulders, back, hem, belt, waistband, skirt, leg wrap, shoes and bibs of Miao
clothing. It not only decorates Miao clothing, but also is an important symbol to
distinguish people's region, family, age, marital status, personality and wealth
level’*. Miao embroidery has many styles and is full of strong local flavor.

The patterns of Miao embroidery reflect distinct national characteristics and
rich cultural connotations. The patterns of Miao embroidery have beautiful lines,
delicate techniques and various shapes. They are not only imitations of natural
things, but also incorporate the Miao people's thinking and display of historical
development. The colors of Miao embroidery are bold, exaggerated and
imaginative. They often follow the unique aesthetic psychology of the Miao people
and flexibly use various high-purity colors.

The patterns of Miao embroidery are mainly composed of animal patterns
(such as butterflies, dragons, fish, birds, etc.), plant patterns (such as lotus, peony,
pomegranate, cotton, etc.) and geometric patterns (such as sun patterns, water
ripples, swastika patterns, etc.). These patterns reflect the cultural customs and
beliefs of the Miao people. The decorative patterns contain rich spiritual
connotations. For example, butterflies in Miao culture symbolize the endless
vitality of the nation and the reproduction of descendants. Plant patterns represent
different meanings, such as lotus, which symbolizes love, peony, which symbolizes
wealth, pomegranate, which symbolizes fertility, and cotton, which symbolizes a
good harvest’>. Miao embroidery uses a variety of images to reflect people's
yearning for auspiciousness, happiness, longevity, good harvests, love, friendship
and other beautiful things, and expresses the Miao people's vision and expectation
for a better future.

The Miao people are a nationality living in the mountains. They pay great
attention to the ecological environment, which is also reflected in the Miao

embroidery works, which depict ecological-related content. The color matching of

74 Ma Yushan. Nixing Pottery Art. Nanning: Guangxi Fine Arts Publishing House, 2013:81.
75 Liang Yuying, Huang Liang, Yi Yinglin, et al. Analysis of artistic characteristics and design

innovation of Miao embroidery patterns - taking water vortex pattern as an example. Dyeing and
Finishing Technology, 2024, 46(04): 79-85.
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Guangxi Miao embroidery usually uses contrasting colors and complementary
colors, presenting a simple, gorgeous, bright and lively aesthetic. Miao embroidery
also reflects the characteristics of the Miao matriarchal clan in culture. For
example, the phoenix pattern occupies an important position in embroidery, and the
dragon and phoenix patterns are usually embroidered with the dragon below and
the phoenix above, which is different from other ethnic groups. The Miao
embroidery methods in different regions have their own characteristics, forming a
unique decorative style. Miao embroidery has a variety of embroidery techniques,
including cross-stitch embroidery, pile embroidery, loose embroidery, flat
embroidery, applique embroidery, and nail thread embroidery. Among them,
cross-stitch embroidery is one of the most decorative embroidery methods, which
is widely used in tablecloths, handkerchiefs, pillows, tiger-head shoes and other
clothing decorations. Pile embroidery is mainly appliqued and supplemented by
embroidery. By cutting fabrics of different colors and piling them into patterns, and
then processing them with various colored silk threads, the whole embroidery is
more exquisite. Miao embroidery is bright and colorful, and is one of the most
famous embroidery types in my country. It shows the Miao people’s reliance on
and love for nature, as well as their unique local cultural atmosphere. The diversity
and uniqueness of Miao embroidery reflect the rich connotation and ethnic

characteristics of Miao culture’®.

76 Lin Xiaolong, Wang Yalan. Inheritance and innovation of Guangxi Miao embroidery elements
in packaging design. Tiangong, 2021, (03): 94-95.
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CHAPTER 3. CURRENT PRODUCTION AND DEVELOPMENT OF
QINZHOU NIXING POTTERY

3.1 Overview of Qinzhou Nixing pottery development

Qinzhou Nixing pottery has a long history, which can be traced back to the
Tang Dynasty’’. In 1920, a giant pottery stele epitaph of Ning Daowu, a prefect of
Qinzhou in the Tang Dynasty and an official from Qinzhou, was discovered in
Qinnan District, Qinzhou City (then Qin County). The 1945 "Qin County County
Chronicles" recorded: "Our Qin pottery was invented before the Tang Dynasty, and
became more refined in the Tang Dynasty." Qinzhou pottery was represented by
"four-six-tile" fine pottery in the Ming Dynasty. It reached its heyday during the
Xianfeng period of the Qing Dynasty. Nixing pottery was widely used and began
to be called "Nixing pottery". In 1915, Nixing pottery won the gold medal at the
Panama-Pacific International Exposition held in San Francisco, USA. In 1953,
together with Yixing purple sand pottery in Jiangsu, Jianshui pottery in Yunnan,
and Rongchang pottery in Chongqing, it was named "China's Four Famous
Potteries" by the Ministry of Light Industry. In 1980, Nixing pottery won the
National Silver Award for Quality Products. In 1997, the State Council
promulgated the "Regulations on the Protection of Traditional Arts and Crafts",
which listed Nixing pottery and Guangxi Zhuang brocade as protected ethnic
handicrafts.

In June 2008, Qinzhou Nixing pottery firing techniques were included in the
list of national intangible cultural heritage projects. In December of the same year,
Nixing pottery was awarded the title of "National Geographical Indication

Protected Product" by the General Administration of Quality Supervision,

77 Some of the results presented in this chapter were previously published in: Bau I'an. [{uasnor
IPOILJIOrO ¥ HACTOSIIETO B MHHOBAIIMOHHBIX TEHCHIUAX MMPOU3BEICHUN TOHYAPHOTO HCKYCCTBA
[Huupwkoy Hucun // Gunocodus u kynsrypa. 2024. Ne 10. C.13-29; Ban T'an. K Bompocy 00
UCTOpUHU pa3BUTUS ToHUapHOro nena Lluapwxoy Hucun // O6mecTBo: dunocodus, ucropus,
KynbTypa. 2024. Ne 12. C. 233-237.
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Inspection and Quarantine. In April 2013, Qinzhou was awarded the title of "China
Nixing Pottery Capital" by the China Arts and Crafts Association for the
development of the Nixing pottery industry. In May 2018, Qinzhou Nixing pottery
firing techniques were included in the first batch of national traditional craft
revitalization catalogs.

Since 2002, more than 300 Nixing pottery works have won national awards,
among which "Gaogu Flower Vase", "Good Luck", "Heart to Heart", "Dream of
the Maritime Silk Road" and "Flowers in Prosperity" have been awarded the
"World Outstanding Handicraft Badge" certification by UNESCO. Other works
such as "Fruits", "Heart to Heart Bowl", "Impression of Zhuang Township" and
"Renewal of All Things" have been presented as state gifts to leaders of ASEAN
countries. In 2015, Nixing pottery was rated as one of the "Top Ten Most
Influential Specialties in Guangxi" in the selection organized by the Autonomous
Region Department of Commerce.

Nixing pottery is a kind of pottery made of purple-red and white clay unique
to the east and west banks of the Qinjiang River in Qinzhou City, and fired with
special techniques. Nixing pottery includes Nixing craft pottery and Nixing daily
pottery. The main varieties include teapots, tea sets, water cups, stationery,
tableware, flower pots, antique craft products and ethnic traditional craft products,
etc. More than one thousand varieties.

Nixing pottery has the characteristics of fine texture, hard and solid, sonorous
sound quality, clean and environmentally friendly, and endless kiln-changed color
changes. Its salient features can be summarized as follows:

A. Qinzhou Nixing pottery is famous for its long history and rich heritage of
more than 1,300 years. It is not only green and healthy, but also in line with
modern environmental protection concepts. The raw materials for making Nixing
pottery are local purple clay and white clay. These clays are naturally clean, rich in
beneficial trace elements and minerals, and do not contain harmful elements.

B. Nixing pottery has strong Chinese cultural characteristics. Its patterns
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combine calligraphy, painting, carving and other crafts. The decorative themes
include flowers, figures, poems and ancient texts, showing the deep emotions of
the Chinese nation and their yearning for a better life, which conforms to the
aesthetics of modern people.

C. Nixing pottery has excellent use functions. Its products have a delicate
surface and a natural breathable and impermeable dual structure, which makes the
oxygen content in the vessel sufficient, making it very suitable for storing food.
Nixing pottery tea sets have slow heat transfer, good heat preservation, acid and
alkali resistance, and can maintain the color, aroma and taste of tea, making them
excellent tea sets.

D. Nixing pottery has high economic value. Qinzhou is rich in clay mineral
resources, and the cost of making Nixing pottery is low. Qinzhou belongs to the
Jiangnan tea area, with rich tea resources and strong tea culture, which provides
favorable conditions for the production of Nixing pottery tea sets and further
expands the consumer demand for Nixing pottery.

E. In addition, the firing process of Nixing pottery is particularly unique, and
its "kiln change" art is unique in the domestic ceramic industry, showing gorgeous
colors and textures, so it is known as "China's unique". Nixing pottery is not only a
fine work of art, but also has high practical value and is deeply loved by people.

According to data released by the Qinzhou Nixing Pottery Industry
Association, as of December 2023, the Nixing pottery industry has 218 arts and
crafts masters at all levels and 15 inheritors of intangible cultural heritage. There
are about 600 Nixing pottery enterprises and studios, with more than 15,000
employees, mainly concentrated in the main urban area. The industry's output
value has increased year by year, from about 940 million yuan in 2019 to about
1.56 billion yuan in 2023. Products are sold to more than 30 countries and regions.
The industry has also directly or indirectly created jobs for about 6,000 farmers in

the surrounding area, playing a significant role in driving the regional economy.



60

3.2 The production technology of Qinzhou Nixing pottery

"Geographical Indication Product Nixingtao" (DB45/565-2009) is a local
standard of the Guangxi Zhuang Autonomous Region. It is issued by the Guangxi
Bureau of Quality and Technical Supervision in accordance with the national
"Regulations on the Protection of Geographical Indication Products" and
GB/T17924-2008 "General Requirements for Geographical Indication Product
Standards" Formulation. The standard was released on January 19, 2009 and came
into effect on February 23, 2009.

According to this standard, the production process of Nixing pottery is
divided into two methods: compaction molding (drawn molding) and slip molding.
The compaction molding process includes selecting clay, weathering, adding into
the ball mill according to the formula, filter pressing, refining, aging, pressing
(manual drawing), trimming, decorating, firing, grinding, and polishing (depending
on product requirements) not polished). The grouting molding process includes
selecting clay, weathering, adding into the ball mill according to the formula,
testing performance, aging, grouting, setting, applying water, decorating, firing,
grinding, and polishing (polishing may not be required depending on product
requirements).

Clay making process. The raw materials of Qinzhou Nixing pottery include
white clay and purple-red clay. White clay is soft clay, used to adjust the plasticity
and bonding properties of pottery clay; while purple-red clay is a hard clay with a
high iron content. White clay needs to be stored in a rain-proof place and
weathered to dry to prevent the loss of raw materials. On the contrary, purple-red
clay must be stored in the open air to achieve weathering effect after being
dissolved by sunlight and rainwater. During the production process, white clay and
purple-red clay are mixed in proportion, and then go through steps such as ball
milling, sieving, aging, stirring, pumping and filtering, and then aging in a
darkroom for 15 days. Finally, they are vacuum-smelted and pressed into mud

strips. The physical and chemical indicators of Nixing pottery raw materials are
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important indicators for quality control of Nixing pottery raw materials. Referring
to the "Geographical Indication Product Nixing Pottery" (DB45/565-2009), the

physical and chemical indicators of Nixing pottery raw materials are as follows:

Table 2. Physical and chemical indicators of Nixing pottery raw materials

) Loss on
Item S10: Al;O2 | Fex03 | CaO MgO KO | NaO |
1gnition

Indicators

50~70 | 15~28 | 2~8 | <5.0 | 0.5~25 | >1.5 | <1 3~8
(%)

Molding. Arts and crafts pottery is molded by hand, machine-assisted
molding and grouting. According to different product types, daily pottery can be
formed by hand(Fig. 3.1), machine or grouting.

Trimming. The process of trimming the blank is usually carried out on a slow
pottery wheel, but it can also be done by hand. Various tools are used to thin,
flatten or make other adjustments to the thick blank to meet the design
requirements. The blank is then smoothed with plastic sheets to obtain the
glossiness required by the design, as shown in Figure 3.2.

Engraving and decorative craftsmanship. According to the requirements of
the design, carving and filling are used to carve and decorate the dried pottery
blank (Fig. 3.3). The clay particles of Nixing pottery are fine, with good adhesion,
strong plasticity, and high hardness of the blank, which can be finely carved. It is
suitable for relief (Fig. 3.4), flat carving, round carving, hollowing, pinching
carving and inlaying.

Firing process. Different firing methods are used according to different
forming methods and utensils. The firing temperature is 1100°C~1180°C. During
the firing process, the temperature rise curve, firing temperature and firing
atmosphere are mainly controlled. In terms of the entire firing time arrangement, ,
focusing on mastering the three firing techniques of slow firing, flat firing and fast

firing.
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Grinding and polishing process. First, the rough surface of the fired product
1s roughly ground, then finely ground and deeply processed, and then finely ground.
The polished product is heated, and its outer surface is coated with food paraffin.

Use a polishing cloth wheel to remove excess paraffin from the product (Fig. 3.5).

3.3 The cultural connotation of Qinzhou Nixing pottery

The formation of Qinzhou Nixing pottery is closely related to the local natural
geography, social environment, and cultural environment. The clay resources of
Nixing pottery are extremely rich, and the clay components contain various
beneficial trace elements for the human body, such as selenium, potassium, sodium,
aluminum, and iron. The finished Nixing pottery is acid and alkali resistant, with
zero lead and cadmium release. These are the necessary conditions and basic
guarantees for producing high-quality pottery. The Qinzhou region was also an
important starting point of the ancient "Maritime Silk Road" and the earliest region
in Guangxi to receive foreign cultural influence. Developed shipping provided
strong conditions for the sales of Nixing pottery. Since the unification of Lingnan
by Emperor Qin Shi Huang, the Han people have migrated to the Qinzhou area and
lived together with the indigenous peoples, bringing the advanced material and
spiritual civilization of the Central Plains to the Beibu Gulf. These have had a huge
impact on the social development and cultural exchange of ethnic minorities in
Guangxi’®. Afterwards, various ethnic groups in the Qinzhou region underwent
differentiation and integration, and gradually formed a pattern and stable social
environment where the Han ethnic group and other ethnic minorities lived in the
long historical development process”. They created many cultural heritages with
historical and local characteristics, which provided a good humanistic ecological
environment for the formation of Nixing pottery culture, further enriched the

connotation of Nixing pottery culture, and promoted the exchange and interaction

78 Yang Shuzhe. A brief discussion on Guangxi's characteristic traditional culture from the
perspective of cultural productivity. Guixue Research, 2014, (00): 90-97.

7 Ma Yushan. The Cultural Space of Nixing Pottery. Changchun: Jilin People's Publishing
House, 2015:32.
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of Nixing pottery talents.

As one of the traditional Chinese ethnic arts, Nixing pottery has a long history
and has gone through thousands of years, containing rich cultural connotations. It
is a masterpiece that combines technology and art. It inherits the excellent
traditional craftsmanship of Chinese ceramics, carries the wisdom and
crystallization of Chinese traditional culture, and embodies the essence of national
aesthetic taste. The Qinzhou region in Guangxi has a rich and colorful ethnic
culture, and these cultural elements deeply penetrate into the creation of Nixing
pottery, exerting a significant influence on its shape and decorative design. This
makes Nixing pottery present a strong ethnic cultural characteristic, fully
showcasing traditional auspicious concepts in its design and decoration. At the
same time, Nixing pottery incorporates Guangxi folk symbols and local cultural
elements, giving it distinct regional, oceanic, and ethnic characteristics.

The decorative style of Nixing pottery was initially mainly influenced by
Lingnan culture, and later gradually reflected more cultural characteristics of
ethnic minorities. Nixing pottery not only exists in human daily life, but also is
people's understanding and interpretation of life, and the embodiment of life
attitudes and values. It is an important reference for us to study social systems,
classes, division of labor, and economic culture. It is like a walking antique,
carrying the precipitation of history and the accumulation of human civilization.

Nixing pottery culture is an important part of Guangxi Beibu Gulf culture. It
embodies strong regional characteristics and is an important symbol of this region's
culture. Its development process, raw material selection and craftsmanship all
reflect people's aesthetic pursuit of art and the expression of spiritual implications.
Nixing pottery culture is not only one of the representatives of Beibu Gulf culture,
but also a vivid embodiment of the integration of product characteristics and
regional culture. It is the product of an organic combination of material and
spiritual levels.

In the artistic aesthetic of Nixing pottery, form, charm and temperament are
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its core features. As a traditional ethnic pottery, Nixing pottery continues the fine
tradition of ethnic pottery and demonstrates Guangxi's unique multi-ethnic
aesthetic taste in form. The main shapes of its utensils are bottles, pots, etc., with
simple and elegant shapes, giving people a sense of stability and tranquility. In
terms of aesthetic pursuit, Nixing pottery pays attention to rigorous contrast and
pursues the perfect combination of form and function, which embodies the pursuit
of harmonious beauty and rhythmic beauty. This aesthetic pursuit stems from
long-term life and production needs, perception of natural beauty, respect for
cultural traditions, and understanding of material properties.

Nixing pottery culture not only reflects the rich and colorful regional culture
of the Beibu Gulf region of Guangxi, but is also one of the important
representatives of traditional Chinese pottery. Its unique regional characteristics
and rich aesthetic connotation make it a treasure in Chinese ceramic culture,
bringing people a rich and profound artistic experience.

3.3.1 The shape culture of Qinzhou Nixing pottery

Nixing pottery can be divided into two categories based on its use: daily
pottery and craft pottery. Daily pottery includes tea sets, tableware, pots, and
various storage vessels, which are essential practical items in people's daily lives.
Craft ceramics, on the other hand, focus on artistic and ornamental aspects,
including antique crafts such as vases, study utensils, incense burners, and various
decorative items. These craft pottery products are often loved for their exquisite
craftsmanship and unique design style. They are not only excellent home
decorations, but also symbols that showcase personal taste and cultural
connotations.

Nixing pottery is mainly composed of the mouth, neck, shoulders, abdomen,
bottom, and feet. In its production process, emphasis is placed on the regularity
and roundness of the shape, the standard symmetry of the shape, the smooth and
smooth edges of the mouth, the smooth and natural curves, and the harmonious

unity of the overall shape. In addition, Nixing pottery is also known for its unique
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natural beauty of simplicity, simplicity, and smooth surface.

Nixing pottery is known for its rich variety and expressive power, which can
flexibly express various creativity and ideas, presenting a variety of artistic forms.
After more than a thousand years of evolution and development, the shapes of
Nixing pottery have shown extremely rich diversity, including various shapes such
as circular, elliptical, rectangular, square, triangular, octagonal, cylindrical, waist
tied, as well as various special shapes such as flower mouth, skim mouth, cone
handle, gourd, tripod, melon prism, bamboo joint, biomimetic, and so on. These
rich and diverse forms not only contain various elements such as politics, folk
customs, classicism, life, and humanities, but also deeply reflect the characteristics
and cultural connotations of different eras, endowing people with artistic pleasure
and enjoyment.

Overall, the types of Nixing pottery can be roughly divided into four
categories: square ware, round ware, beam-shaped ware and extra large-shaped
ware. From the perspective of pottery body shape, it can be divided into two
categories: grasping style and lifting beam style. Square ware pursues the artistic
characteristics of being square but not dull, upright but not stiff, showing a stable
and dignified temperament; while round ware focuses on the artistic style of
roundness and smoothness, and is loved for its fullness and rhythmic beauty ;
beam-shaped ware pursues an imposing, tall and straight shape, exuding a majestic
and upright momentum®’.

As one of the most representative varieties of Nixing pottery products, Nixing
pottery pots have distinct characteristics. Its vessel types can be roughly divided
into biomimetic pots, ribbed pots, and geometric pots. The geometric shape of the
Nixing pottery pot can be divided into two types: round vessels and square vessels.
The shape of the round vessel emphasizes roundness, stability, and symmetry,
while also requiring softness with rigidity. The size and straightness of the pot

body and its accessories should be uniform, with appropriate proportions, and the

80 Ma Yushan. The Art of Nixing Pottery. Nanning: Guangxi Fine Arts Publishing House,
2013:97.
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overall shape should be dignified and appropriate. The traditional shapes of Nixing
pottery, such as the Duoqiu teapot, antique teapot, and Jinglan teapot, are
exemplary works of round teapots®!.

3.3.2 Decorative Culture of Qinzhou Nixing Pottery

Decoration refers to the decoration and embellishment of objects. Nixing
pottery mainly uses decorative methods such as lines, shaping, inlay, polishing,
carving, painting, calligraphy, and splashing colors to enhance the beauty of
Nixing pottery products. Sculpture can be roughly divided into relief, flat carving,
pinching carving, flower filling, hollowing out, inlay, etc. Among them, the
requirements for relief and hollowing techniques are relatively high. Carving is
usually done when the clay body reaches a certain dryness, and patterns, patterns,
or text can be drawn. Creators use knives as a substitute for writing, and in
decorative art, techniques such as carving, carving, and picking are used to
decorate the Nixing pottery body with carving knives. The carving techniques can
be divided into double knife and single knife techniques. The double knife
technique is suitable for carving patterns, filling clay, etc., while the single knife
technique is better at carving characters, especially small regular script. When
carving patterns and text, the combination of double and single knife techniques is
used to present a more wonderful effect and enhance the overall artistic taste of the
work®2,

The carving technique of Nixing pottery is simple and natural, with exquisite
craftsmanship, and the use of knives is like the use of pens. After carving the
pattern, another type of clay is often filled in the carving marks. For example,
carving patterns on a red clay body, filling it with white mud when the mud is wet,
firing it at high temperature, polishing off surface oxides, and forming a unique
effect of a red background color and a white decorative pattern. This treatment

not only reveals a strong humanistic atmosphere in the simplicity and elegance of

81 Wang Gang. Innovative Design Research of Nixing Pottery Products from the Perspective of
Regional Culture. Xinhua Publishing House, 2019:32.

82" Zhao Guolin. Chinese Nixing Pottery: The Imperial Kiln of Qinzhou. Guangxi Fine Arts
Publishing House, 2014:24.
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Nixing pottery, but also becomes an elegant and unique artwork with high practical
value.

The decorative patterns of Nixing pottery carry strong regional characteristics
and distinct ethnic characteristics, emphasizing the unity of patterns and shapes,
and its decorative patterns mainly consist of poetry, painting, and calligraphy. The
decorative themes of Nixing pottery are diverse, covering a wide and rich range of
content. There are decorative patterns based on subtropical natural scenery, such as
mountains and rivers, flowers and plants, peak forests, animals, etc., showcasing
the wonder and vitality of nature, reflecting praise and awe for nature. There are
themes depicting folk life, traditional festivals, folk customs, and other scenes and
activities, reflecting the rich and colorful folk customs and long cultural history of
the Beibu Gulf region in Guangxi. Decorative patterns based on mythological
legends, traditional stories, or historical events showcase the charm of ancient
culture and stimulate people's thinking and memories of history. Decorative
patterns with auspicious patterns, prayer symbols, and other symbolic meanings
convey people's expectations and wishes for a better life and happiness. There are
also decorative patterns based on ethnic minority clothing, architecture, artifacts,
and other characteristic elements, showcasing the diversity and ethnic
characteristics of the Beibu Gulf region in Guangxi, and highlighting the unique
charm of multiculturalism. These decorative themes are intertwined, enriching the
artistic expression and cultural connotation of Nixing pottery, making it a work of
art with profound historical heritage and contemporary characteristics, bringing

endless artistic enjoyment and cultural precipitation to people.

3.4 Comparative analysis of Qinzhou Nixing pottery and
Yixing purple sand pottery
Nixing pottery is an art form that blends water, fire and clay, and its
development history is not isolated. Due to the influence of historical wars, the

northern civilization spread to the south with the southward population. After
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absorbing foreign ceramic production techniques, Qinzhou Nixing pottery, Yixing
purple sand pottery in Jiangsu, Jianshui pottery in Yunnan, and Rongchang pottery
in Sichuan (now Rongchang pottery in Chongqing) are known as the four famous
Chinese pottery. Nixing pottery has long borrowed the artistic style of purple sand
and Jingdezhen pottery, especially the eighteen classic purple sand pot styles
designed by Chen Hongshou (Zi Mansheng), a famous calligrapher and seal
engraver in the Qing Dynasty, and made by purple sand artists Yang Pengnian and
Yang Fengnian (also known as "Mansheng Eighteen Styles" or "Mansheng Pot"),
which laid the foundation for the design of Nixing pottery teapots. To better
understand the artistic value of Nixing pottery, we must first clarify its difference
from Yixing purple sand.

First of all, the production molding process is different. Due to the different
clay qualities, the main molding feature of purple sand is beating the mud board to
form; Nixing pottery is formed by traditional hand-throwing, pressing or injection
molding.

Secondly, the polishing process is different. After the body is formed, the
polishing process of Yixing relies on scraping and extrusion to make the surface
fine and bright, and then put it into the furnace. It is the finished product after it
comes out of the furnace; Nixing pottery is put into the furnace after the body is
formed, and the surface impurities are polished after firing to be the finished
product.

Thirdly, the modeling style is different. Yixing's main product is purple sand
teapots, which are more elegant in shape, but large works are rare; Nixing pottery
has the advantage of fine clay, and the shape and size of the body are more
unconstrained, the shape is more traditional, and both large and small pieces can be
made.

In addition, the carving decoration is also different. Yixing purple clay has
coarse particles, so various carving techniques mainly use simple lines. Nixing

purple clay has a strong body and fine and tough clay, which can be manipulated at
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will. It is particularly good at fine carving, using knives instead of pens, and
mainly uses relief, line carving, and hollowing, showing the meticulous brushwork
of calligraphers and painters, forming a simple, elegant, and natural ceramic

style®?,

3.5 Representative figures of Qinzhou Nixing pottery craft masters

Nixing pottery artists have emerged in successive generations and passed on
the torch. At present, the Nixing pottery industry has 218 arts and crafts masters at
all levels, including 4 national arts and crafts masters and ceramic art masters, 71
provincial arts and crafts masters, and 143 municipal arts and crafts masters. In
addition, there are 15 intangible cultural heritage inheritors of Nixing pottery,
including 2 national, 4 provincial, and 9 municipal.

Li Renping. Master of Chinese Arts and Crafts, Master of Chinese Ceramic
Art, Inheritor of the National Intangible Cultural Heritage Nixing Pottery Firing
Technique, Senior Arts and Crafts Master, and the title of "International Folk Arts
and Crafts Artist" awarded by UNESCO. He is good at pottery modeling design
and carving decoration. His representative works include "Pottery Horn", "Drum
shaped vase", "Ancient Pottery Bell", etc. Among them, "Drum shaped vase" was
awarded the "World Outstanding Handicraft Badge Certification" by UNESCO in
2006 (Fig. 3.6).

The Nixing pottery work "Drum shaped vase" (Fig. 3.7) has distinct Zhuang
cultural characteristics. Its basic shape is derived from the bronze drum with
Guangxi characteristics, and it is decorated with classic pattern elements of
Zuojiang Huashan rock paintings. The decorative patterns include frog-shaped
figures, Zhuang brocade, sun patterns and rowing, which fully reflect the rich
regional characteristics and ethnic customs.

Li Chengshi. Chinese arts and crafts master, senior arts and crafts artist. He

integrates cultural elements such as shell carving techniques, calligraphy art,

8 Qinzhou Nixing Pottery Culture Research Team. Research Report on Qinzhou Nixing Pottery
Culture. Gehai,2015,(2): 105-130.
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literary classics, auspicious patterns, etc. into Nixing pottery carving art, and his
works are distinctive. Representative works include "The Analects Pearl", "Spring
and Autumn Period Great Profit Plate", "Treasures from the Sea", etc. (Figure 3.8).

Lu Jingping. Master of Chinese ceramic art, master of Chinese arts and crafts
industry, senior arts and crafts artist, senior technician, national intangible cultural
heritage inheritor. Good at ceramic art design and carving decoration.
Representative works include "divination god", "Zhuang family three-mouth
bottle", "Great Wall Rhyme", "Nuo mask pottery series", etc.

Huang Haiji. Master of Chinese arts and crafts industry, senior arts and crafts
artist, senior technician. Good at incorporating sculpture techniques into the
creation of works, and his works are creative and unique. Representative works
include "Dragon Birth Nine Sons", "Fire Cup", "Zhuang Fu", "Divine Cow",

"Miao Village Feelings", etc.

3.6 Dilemma in the inheritance and development of Nixing pottery

Nixing pottery is a traditional Chinese ceramic artwork with a long history
and unique craftsmanship. However, with the development of the times and
changes in the market environment, the inheritance and development of Nixing
pottery faces some difficulties. From the perspective of cultural ecology, the
inheritance and development of Nixing pottery mainly face the following
problems:

-Insufficient market demand. The demand for traditional handicrafts in
modern society is gradually decreasing, especially the younger generation prefers
modern and fashionable products. As a traditional handicraft, Nixing pottery has a
relatively small market demand, resulting in limited sales channels and market
size.

-Shortage of inheritance talents. The production process of Nixing pottery is
complicated and requires a long time of learning and practice. However, modern

young people generally lack interest and patience in traditional handicrafts,



71

resulting in a shortage of inheritance talents for Nixing pottery. Many skilled old
artists are getting older, but there are not enough young people to take over, and the
inheritance of skills is facing the risk of a gap.

-High production costs. The production process of Nixing pottery requires a
lot of manual operations, and the production cost is relatively high. Compared with
modern ceramics produced by large-scale mechanization, the cost of Nixing
pottery is difficult to reduce and the price is relatively high, which further limits its
market competitiveness.

-Insufficient technological innovation. Although Nixing pottery has rich
traditional skills, it lags behind in technological innovation and product design.
Products lacking innovation are difficult to attract the attention of modern
consumers, resulting in a decline in market share.

-Insufficient publicity. The cultural value and artistic charm of Nixing pottery
have limited visibility in society. The lack of effective publicity and promotion has
made many people know little about Nixing pottery, further affecting market
demand and industrial development.

-Insufficient policy support. Although some local governments have certain
support policies for traditional handicrafts, the specific implementation and support
are often insufficient to effectively promote the development and inheritance of the
Nixing pottery industry.

-Insufficient ecological environment and resource protection. The natural
resources required for the production of Nixing pottery, such as soil, are facing
problems of over-exploitation and environmental pollution, which affects the
production and quality of Nixing pottery.

It is important to solve the problem of the inheritance and development of
Nixing pottery from the cultural ecological level, because the cultural ecosystem
covers a variety of factors that affect the inheritance and development of Nixing
pottery. These factors are interrelated and work in synergy. Only by improving

them as a whole can the sustainable development of Nixing pottery be achieved.
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CHAPTER 4. EVOLUTION OF QINZHOU NIXING POTTERY

4.1 Analysis of the driving force behind the evolution of
Qinzhou Nixing Pottery

From the perspective of cultural ecology system theory, the development of
Nixing Pottery depends on the interaction of various elements in its cultural
ecological environment®*. The natural, economic and social environment
constitutes the basis for the generation and development of Nixing Pottery, while
the regional culture provides it with creative inspiration. Within the cultural
ecology of Nixing Pottery, various factors maintain the equilibrium of the system
through mutual constraints and influences. However, if the system is subjected to a
strong impact from the external environment and its stability exceeds the normal
fluctuation range, the system will inevitably be destroyed, and this destruction is
often irreversible. However, the contradiction is not irreconcilable, and the cultural
ecosystem has the ability to self-adjust and develop. Therefore, no matter how the
environment changes, the system can always find a new development path and
continue to adapt and evolve®’.

From the perspective of cultural ecology, the impact of external factors on the
system is manifested as a process of continuous assimilation and alienation,
inheritance and variation between cultures®®. This is the basic way in which the

cultural ecosystem operates and the fundamental law of its development. Through

8 Some of the findings of this chapter concerning the history and current state of Qinzhou
Nixing pottery were previously published in the following articles: Ban ['an. /Iuanor npomuioro
¥ HACTOSAIIETO B MHHOBAIIMOHHBIX TEHACHIMIX MPOU3BEICHUI TOHYapHOTO UCKyccTBa LIHHBIWKOY
Hucun // ®unocopus u kynerypa. 2024. Ne 10. C.13-29; Ban I'an. K Bompocy 06 ucropuu
pasButus ToHUapHoro nena l{uapwroy Hucun // O6miectBo: dunocodus, HCTOpHUs, KYJIBTypa.
2024. Ne 12. C. 233-237; Ban I'aH. DBomtolMsi KUTaCKOIO KEPaMUUYECKOIO UCKYCCTBA B CBETE
KyJIBTYPHBIX M 9KOJOrMYecKuX u3MeHeHuit // O6cepBaropusi KymbTyphl. 2025. T. 22, Ne 3. C.
316-326.

85 Zhang Dayuan. A Study on the Color Characteristics and Evolution of Traditional Lingnan
Water Villages from the Perspective of Cultural Ecology. Guangzhou University, 2018:33.

8 Li Deyang & Sun Zhaogang. On the Evolution of Cultural Ecosystems. Journal of Wuhan
University of Technology (Social Science Edition),2003,(02):97-101.
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this dynamic interaction and adjustment, the cultural ecosystem constantly adapts
to changes and achieves sustainable development. Cultural assimilation refers to
the process in which a relatively weak and backward culture gradually introduces
and learns from a relatively strong, advanced and perfect culture after coming into
contact with the strong and advanced culture, and is influenced by the strong
culture and acquires the characteristics of the strong and advanced culture. When
the Central Plains culture entered the Beibu Gulf region and communicated and
integrated with the local culture, this process can be considered as a process of
cultural assimilation, but this assimilation does not only affect one party, but both
parties make changes.

Cultural alienation refers to the fact that the culture created by human beings
through social labor not only fails to promote the progress of the main culture, but
also forms opposition to it and constrains the development of culture. The process
of cultural alienation is also an inevitable requirement for the renewal and
development of the cultural ecosystem itself. When culture is alienated, the
development of the original cultural ecosystem will stagnate, resulting in the
incompatibility between culture and social and economic conditions. In this case,
although the influx of foreign culture will have an impact on the original cultural
ecology, it will also inject new vitality into it. Therefore, the cultural ecosystem
continues to operate and develop in the game of cultural assimilation and
alienation.

Culture is like a biological organism, with a tendency to inherit and mutate.
Once a culture is created, it will continue to improve its own "genes" and form the
general outline of future culture. This is cultural inheritance. With the passage of
time and social changes, culture will adjust its own structure and function to adapt
to the new environment. This is cultural variation. Inheritance accumulates the
culture of predecessors and mutates in the process. When the original cultural
ecology cannot meet the needs of development, variation is inevitable. Cultural

inheritance ensures that the ecosystem develops along its inherent trajectory, while
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variation incorporates new elements and drives the system to continue to advance
in inheritance and variation.

During the long years when the Central Plains culture radiated to the Beibu
Gulf region, the regional culture of the Beibu Gulf has been inherited, developed,
innovated and integrated by successive generations of people, showing the diverse
characteristics of ancient Yue culture, Central Plains culture and maritime culture.
The formation and development of Nixing pottery has undergone a long evolution
and cultural integration, and has been deeply influenced by the unique
geographical and cultural environment of the Beibu Gulf. After the introduction of
foreign cultures such as the Central Plains culture and the maritime culture, they
combined with local culture and gradually formed a new cultural form, bringing
changes in production technology, values and aesthetic concepts, thus affecting the
development of Nixing pottery. Assimilation and alienation, inheritance and
variation between cultures have promoted the evolution of Nixing pottery, which is
manifested in the changes in shape, decoration and molding methods, reflecting the
changes in cultural characteristics.

The cultural ecology is in a dynamic development process. In his dissertation
"Research on the Color Characteristics and Evolution of Traditional Lingnan Water
Villages from the Perspective of Cultural Ecology", Zhang Dayuan divided the
cultural evolution process into three stages: spontaneous growth, heterogeneous
cultural invasion, and internal regulation®’. Drawing on this view, this real
dissertation divides the evolution process of Nixing pottery culture into three
stages as a whole.

Native stage. In the early stage of Nixing pottery development, the cultural
ecological environment was relatively closed. During this period, the development
of Nixing pottery mainly adapted to environmental changes through self-regulation
and formed stable cultural characteristics. The development of this stage laid the

foundation for the main product characteristics of Nixing pottery.

87 Zhang Dayuan. A Study on the Color Characteristics and Evolution of Traditional Lingnan
Water Villages from the Perspective of Cultural Ecology. Guangzhou University, 2018:34.
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Foreign culture invasion stage. With the development and transformation of
the external environment, foreign culture invaded the cultural ecology. At the
beginning of the invasion, the native cultural characteristics still dominated, but
with the growth of foreign cultural genes, the contradiction between the native
culture and the foreign culture increased, which made the cultural characteristics of
Nixing pottery begin to develop and change.

Fusion development stage. When the stable state of the cultural ecology is
destroyed, internal adjustments will inevitably be made. If foreign culture wants to
achieve long-term development, it will inevitably adapt to the local cultural
environment and form characteristics that conform to the native environment.
Through continuous cultural selection and adaptation, it gradually moves towards
integration, so that the development of Nixing pottery has been in the process of

succession.

4.2 Constructing the dynamic relationship structural model of Qinzhou
Nixing pottery culture

Through preliminary investigations and surveys, it was found that the number
of Nixing pottery artifacts from past dynasties is very small. Therefore, the study
of the development history of Qinzhou Nixing pottery mainly relies on
archaeological data and historical documents. According to the historical context of
the development of Qinzhou Nixing pottery, this paper divides the development
stage of Nixing pottery into six periods based on the currently available
archaeological data and historical documents, namely: the budding of Qinzhou
pottery (Neolithic Age), the prosperity of Qinzhou pottery (Qin and Han
Dynasties), the origin of Qinzhou Nixing pottery (Sui and Tang Dynasties), the
new development of Qinzhou pottery (Song, Yuan and Ming Dynasties), the
naming and prosperity of Qinzhou Nixing pottery (Qing Dynasty and the Republic
of China), and the restoration and transformation of Qinzhou Nixing pottery (since

the founding of the People's Republic of China).
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Structuralist theory believes that there is a deeper structure hidden behind the
surface social structure. The research goal of ethnology and anthropology is to
analyze, explain and reveal this deep structure by building a model. Establishing a
structural model of Qinzhou Nixing pottery culture can help us intuitively
understand this culture. Therefore, we first need to establish a structural model of
Nixing pottery culture, and then deconstruct it in a figurative way. Through this
process of establishment and deconstruction, we can analyze the characteristics and
evolution of Nixing pottery in different historical periods.

First, taking Nixing pottery culture as a whole, from the perspective of
cultural ecology system theory, the development of Nixing pottery is inseparable
from the interaction of its cultural ecological environment. Therefore, it is
necessary to explore these many interacting factors in the diachronic and
synchronic pottery production process.

We can classify and divide the overall model of Nixing pottery culture
vertically, so as to establish a synchronic relationship model of the various
elements of Nixing pottery culture (Figure 4.1). The establishment of this model
not only shows the overall state of Nixing pottery culture, but also shows the
synchronic ecological relationship between the various elements in the overall
system.

Taking the development process of pottery in the historical context as the
main axis, a diachronic interpretation of the existence status and development
process of Nixing pottery culture in different historical periods requires us to
establish a horizontal structural model of Nixing pottery culture on the basis of the
overall model of Nixing pottery culture, that is, a diachronic relationship structure
model (Fig. 4.2).

The establishment of the diachronic relationship structure model can clearly
present the state of the Nixing pottery cultural ecology in different periods, and
provide a cognitive model for studying the diachronic development of Nixing

pottery. For example, with the help of the horizontal structure model, people can
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understand the different development contexts of Nixing pottery culture in
different historical periods under the influence of different social and economic
backgrounds in a hierarchical manner.

Combining the synchronic ecological relationship model and the diachronic
relationship structure model, the overall relationship structure model of Nixing
pottery culture is constructed (Figure 4.3). The nodes of the vertical and horizontal
cutting of this model reveal the dynamic relationship between Nixing pottery and
its cultural ecological environment in a specific historical period. The
establishment of this model provides a cognitive space for figurative thinking for a
comprehensive understanding of the overall Nixing pottery culture from multiple
angles, sorts out ideas for studying the evolution of Nixing pottery, and establishes

an image research model®®,

4.3 The Beginning of Qinzhou Pottery (Neolithic Age, about 4,000 years ago)

In the long prehistoric years, human progress was closely related to fire. The
ancients used fire to resist the cold, drive away wild beasts, and grill food. They
also found that clay would clump and harden after being burned by fire, thus
giving birth to the first pottery. The shape and style of pottery were inspired by the
ancients' observation of nature. The invention of pottery brought human society
into the Neolithic Age and was an important symbol of the development of human
civilization. It was the first time that humans used natural objects to create utensils
according to their own will. From then on, there were utensils specifically used for
cooking, serving, and eating.

The history of Qinzhou pottery making originated in the Neolithic Age. The
Duliao site and Shangyangjiao site, which are about 4,000 years old (as shown in

Table 3), both show that pottery appeared in the Qinzhou area in the Neolithic Age.

88 Zhang Tao. Ecological Studies of Traditional Sports Culture Among China's Ethnic Minorities.
Beijing: Minzu University of China Press, 2008:23.
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Table 3. Neolithic sites

Site name Site location Excavation time Artifacts and remains
unearthed
Duliao Site On the west side of In 1978, the Pottery, stone axes, stone
Duliao Village, Nali Guangxi Cultural | adzes, stone chisels, stone
Town, Qinnan District, Relics Team shovels, fruit cores, etc.
Qinzhou City excavated and More than 2,000 pieces

verified it. This is | of pottery fragments were
the first Neolithic collected, mostly sandy
site with agriculture | red pottery. Ash pits, ash

as the typical ditches, pillar holes and
example found in other remains were
Guangxi. found.
Shangyangji At the foot of In 1983, the Stone axes, smashing
ao Site Shangyangjiao Ridge, 2 Guangxi Cultural | stones, stone flakes, stone

km southeast of Relics Team and the balls, etc.
Hongsha Village, Qinzhou Museum
Dongchang Town, conducted a joint

Qinnan District, investigation.

Qinzhou City

Qinzhou is surrounded by mountains and the sea, with a warm and humid
climate and rich natural resources. It is a livable place for ancient humans. The
emergence of pottery is inseparable from people's survival and lifestyle. Its
emergence is based on the needs of the most primitive life functions. The main
purpose of inventing and using pottery should be related to cooking and eating.
The earliest function of pottery may be a cooking utensil.

The soil in the Qinzhou area is mainly red mud, which is highly plastic and
easy to crack during burning, but if the mud contains a certain amount of sand, it

can prevent cracking. Through the analysis of pottery fragments unearthed from
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the site (Fig. 4.4), it is found that the material of pottery is mainly sandy, which
shows that when people in this area made pottery, they had already mastered the
role of clay materials in the firing process of pottery and began to consciously
choose clay suitable for making pottery.

Most of the pottery in the Neolithic Age was cooking utensils, including
cauldrons and pots. Based on the restoration of the unearthed pottery fragments, it
can be determined that the shape of the pottery was mainly a round-bottomed pot
with a round lip and a straight mouth (Fig. 4.5). The pottery shape characterized by
a round bottom was designed based on practical functions. For round-bottomed
pottery with cooking functions, the round bottom can be equipped with stone and
other supporting legs for adding materials to burn fire. In addition, the round
bottom has a larger heating area, which is convenient for heating cooking.

Some pottery fragments unearthed from the site have uniform thickness and
smooth inner walls, indicating that people at that time had mastered the technology
of using slow wheels to shape and the process of trimming pottery. There are
generally two ways to trim pottery. The first is to use a sheet-shaped tool to scrape
and press the surface of the pottery, smooth it by hand, and there is no obvious
texture on the surface. This kind of pottery is called plain pottery (Fig. 4.5). The
other is to use a bone or bamboo sheet-shaped tool to scrape the surface of the
pottery in parallel, leaving strip patterns on the surface of the pottery. This type of
pottery is called striped pottery (Fig. 4.6). Decoration often appears with the
molding process. The unearthed pottery fragments have a variety of patterns,
indicating that potters have mastered the techniques of carving and pressing lines
to decorate pottery. The decorative patterns are mostly derived from woven
patterns that are closely related to life, such as curved patterns (Fig. 4.7), rope
patterns, mat patterns, and net patterns. In addition, ash pits of various shapes were
found in the site, which can be inferred that potters have begun to build kilns and
caves to burn pottery.

In the Neolithic Age, survival and development were the primary issues



80

facing humankind in society. In the course of history, humans have actively or
passively learned to "make good use of all possible conditions and resources
around them to adapt to the ever-changing social environment."® Therefore, the
formation of pottery was mainly based on the natural resources provided within the
region, and it was a process of transformation from the independent state of man

and nature to the use of nature to make and process daily necessities.

4.4 The rise of Qinzhou pottery (Qin and Han dynasties, 221 BC-220 AD)

The Hepu Han tomb group is one of the best preserved and largest Han tomb
groups in China. It is a key cultural relic protection unit in Guangxi Zhuang
Autonomous Region (Fig. 4.8). It is located 3 kilometers southeast of Lianzhou
Town, Hepu County, Guangxi (in ancient times, it belonged to Qinzhou area).
There are more than a thousand ancient Han tombs. Cultural relics unearthed in
recent years include pottery houses, ceramics, bronze phoenix lamps, copper
houses, agate, amber, etc. These cultural relics provide physical historical materials
for the study of Qinzhou pottery in the Qin and Han dynasties.

4.4.1 Cultural ecological environment

During the Shang and Zhou dynasties, pottery making in Qinzhou was already
very common”. From the Warring States Period, people began to migrate to
Qinzhou area. After Qin Shihuang unified China, he established the first
centralized state and treated skilled craftsmen extremely leniently, allowing pottery
production to flourish. During the Qin and Han Dynasties, a large number of Han
people migrated from the Central Plains to Lingnan, which not only brought a
large number of laborers who had been influenced by feudal culture to the Lingnan

area, but also introduced advanced production tools and technologies, which

8 Marvin Harris, translated by Zhang Haiyang and Wang Manping. Cultural Materialism.
Beijing: Huaxia Publishing House, 1989:998.

% Huang Hongchun. A New Exploration of the Historical and Cultural Heritage of Nixing
Pottery. Guangxi Local Chronicles, 2013(05):41-43.
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significantly affected the Qinzhou area’!.

In 2200 BC, Qin Shihuang built the Ling Canal to connect the Xiangjiang and
Lijiang waterways, connecting the Yangtze and Pearl River basins with the
Qinzhou Bay water system. Goods from the Central Plains can go directly south to
the sea through the rivers in Guangxi, forming the Maritime Silk Road with inland
shipping as the main economic artery (Fig. 4.9). This connection promoted direct
exchanges between Guangxi and the Central Plains culture and Southeast Asia,
making Qinzhou's coastal area the earliest port of departure for foreign trade. By
the time of Emperor Wu of the Western Han Dynasty, the Beibu Gulf coast entered
a period of unified, peaceful and stable development, and became the first port of
departure of the ancient Maritime Silk Road - Daguan Port (today's Hepu County)
9

Since Emperor Wu of Han, the Han Dynasty has taken Confucian culture as
the orthodox ideology. Confucian culture advocates the culture of loyalty and filial
piety, and the most important parts are summarized as benevolence, righteousness,
courtesy, wisdom, and trustworthiness. People are more polite because of learning
Confucianism. The most important thing is that Confucianism gives the highest
ruling power of the imperial power, namely "the divine right of the king", thus
completing the rule of social classes in thought and achieving a balanced state.

Due to the sanctification of the royal power by Confucianism and the
influence of the people's etiquette, the people are more convinced of the concept of
hierarchy and the ideas of loyalty to the king, benevolence, filial piety, loyalty and
righteousness advocated by Confucianism. It is precisely because of these factors
that the idea of "looking at death as returning home" has emerged, and everyone
from the king to the people has a higher pursuit of lavish burials. The lavish burial
style of "treating death as life" has been formed, believing that everything in life
should be brought to the grave so that it can be continued to be enjoyed after death.

%1 Liu Zhengfeng. A Preliminary Study on the Origins and Development of Qinzhou Nixing
Pottery in Guangxi. Guangxi University for Nationalities, 2013:28.

2 Feng Chuanfa. The Ups and Downs of Qinzhou Nixing Pottery over the Past Millennium.
Shandong Ceramics, 2017, 40(04): 21-24.
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The cost of building tombs for kings in the Qin and Han dynasties accounted for
about one-third of the total national expenditure, which shows that there is a huge
demand for ceramics as burial objects. Although this has led to the waste of social
wealth to a certain extent, it has indirectly promoted the development and progress
of ceramic technology in the Han Dynasty. The development of productivity also
made ceramics more widely used and more widely used in ordinary people's homes.
Therefore, many representative ceramic objects with local characteristics, personal
characteristics, superstition, religion, theocracy, etc. were produced”.

In addition, Emperor Wu of the Han Dynasty defeated the Xiongnu and
opened up the Silk Road. Western culture began to enter the Central Plains and
began to appear in ceramic culture. The manor economy in the late Eastern Han
Dynasty also had an important influence on the ceramic art of the Han Dynasty.
The power relied mainly on large landowners and manor owners, which made the
manor economy at that time very developed, and a large amount of social wealth
was concentrated in the feudal lords. For example, there are a large number of
houses, barns, pig pens, chicken coops and other buildings in ceramic burial
objects, which highlights the prosperity of the economy at that time and its
attention to worldly life**.

4.4.2 Development of Qinzhou Pottery

Confucian culture guided the direction of the art field in the Han Dynasty,
making the ceramic art of the Han Dynasty deeply rooted in the soil of realism.
Emphasis on reflecting social life, so the artistic style formed a realistic and simple
style.

During the Han Dynasty, as Hepu became the starting port of the "Maritime
Silk Road", the land and water transportation from Chang'an to Hepu County was
opened up, and Hepu became an important gateway for the organic connection

between the land Silk Road and the Maritime Silk Road. After a long period of

% Wu Tingfang. Confucianism in Han Dynasty Ceramics. Art and Technology, 2016, 29(04):
159.

%4 Bi Hailong. Cultural Connotation and Artistic Style of Han Dynasty Ceramic Art. Lantai
World, 2014, (25): 105-106.
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exchange and integration between the Central Plains culture and the local culture
of Lingnan, the production technology and cultural arts in Lingnan have been
greatly developed. The Han Dynasty became the most prosperous period in the
history of pottery culture development in Guangxi. The number of Han Dynasty
pottery in Guangxi was huge and rich in variety, and a large number of craft
pottery appeared®.

The pottery industry in Qinzhou developed rapidly, and a large number of
pottery was transported to Southeast Asia via the Maritime Silk Road. At the same
time, pottery for construction was produced. In the pottery kiln excavated in
Caoxie Village, Lianzhou Town, Hepu County, pottery products such as tiles, flat
tiles, and tubular tiles used for construction were found”®. Influenced by the folk
belief of "treating death as life", the ancients used a large number of clay to make
burial objects, such as models of figures, food, daily utensils and house living.
From the ancient tomb of the Nanyue King in Guangzhou, large Han tombs in
Hepu, Guigang and other places, including the tombs of ordinary people in
Qinzhou, physical evidence of Qinzhou Han Dynasty pottery making has been
found. These unearthed pottery not only reflects the level of pottery making
technology at that time, but also provides important physical materials for the
history of Qinzhou pottery making. From the various types of pottery unearthed
from the ancient Han tombs in Hepu, it can be seen that Qinzhou's pottery industry
had reached a fairly mature stage at that time.

During the Qin and Han dynasties, there were many pottery pieces with rich
varieties, and a large number of practical pottery pieces with exquisite shapes
appeared. From the perspective of shape, there are three main categories:

The first category is practical utensils for daily life, which is the main
category of pottery in the Han Dynasty. Such as urns (Fig. 4.10), pots (Fig. 4.11),
kettles (Fig. 4.12), bottles (Fig. 4.13), buckets (Fig. 4.15), bowls (Fig. 4.16), and

%5 Wang Gang. Research on Guangxi Folk Artifact Culture. Beijing: Xinhua Publishing House,
2020: 53.

% Guangxi Local Chronicles Editorial Committee. Guangxi General Chronicles - History of the
Second Light Industry. Nanning: Guangxi People's Publishing House, 2003.
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linked jars (Fig. 4.17), which are footed utensils with strong local characteristics.

Daily pottery in the Han Dynasty was mainly for practical functions, but also
had a certain degree of decorativeness.

Pottery jar ( Fig. 4.10). Storage utensil, with a large shape and patterns such
as rice pattern, water ripples and mat pattern. Stamped pottery is a kind of pottery
with geometric patterns stamped on the surface that was commonly used in
Lingnan region from the pre-Qin Dynasty to the Han Dynasty, showing the skilled
pottery making technology of our ancestors.

Gray pottery gourd pot (as shown in Fig. 4.12). Water storage, can also be
used to hold wine. The pottery pot is shaped like a gourd, with a unique shape and
quite regional characteristics.

Pottery lid pot (as shown in Fig. 4.14). In the Han Dynasty, pottery pots were
mostly used to hold wine, but also to hold other foods. There is a ring on the
abdomen, which can be used to tie a rope for easy carrying. The pottery pot is
decorated with feather patterns and animal heads.

Carrying tube (as shown in Fig. 4.15). Cylindrical, with deep straight walls
and a flat bottom. There is a lid on the top, and a "concave" button on the top of the
lid. The body of the pot is decorated with a pair of ring ears. The body and the top
cover are decorated with triangular patterns, diamond patterns, feather patterns, etc.
It is used to hold wine or grain.

Pottery bowl (as shown in Fig. 4.16). Rice container, which began to appear
in the late Western Han Dynasty, has a shape that is not seen in the Central Plains.
It is a unique pottery in Lingnan during the Han Dynasty. Its characteristic is that
there are neatly arranged holes on the lip of the vessel. Lingnan is humid and hot,
and these holes are convenient for heat dissipation to prevent food from spoiling.

Linked pottery (as shown in Fig. 4.17). Linked pottery was a popular artifact
in Lingnan during the Western Han Dynasty and is a typical artifact of regional
culture. The main function of linked pottery should be to hold several items that

cannot be mixed together but are often used at the same time. Lingnan is rich in
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fruits, and it is very likely a container for fruit”” or a regional food and beverage
vessel®s.

The second category is the imitation of the shape of bronze ritual vessels.
Such as tripod (Fig. 4.18), box (Fig. 4.19), fang (Fig. 4.20), jar (Fig. 4.21), etc.
Ritual vessels are utensils and other items displayed and used in ancient ritual
activities such as sacrifices, banquets, expeditions, funerals, etc. According to their
uses, they can be divided into cooking utensils, food utensils, wine utensils,
containers, water vessels, etc., and they are different in shape.

The third category is architectural models, which are related to the
development of the landlord manor economy. For example, various pottery
figurines and architectural models of houses, warehouses, wells, stoves, etc. (Fig.
4.22). Especially in the early Eastern Han Dynasty, the houses, pavilions, houses,
warehouses, stoves, wells, livestock, poultry, etc., which symbolize the manor
economy, appeared in sets, forming a rich and vivid picture of life. These pottery
truly recorded the living habits, agricultural economic conditions and architectural
culture of the local ethnic groups, and also vividly reflected the exchange and
integration of the Han culture in the Central Plains and the Yue culture in Lingnan,
and also reflected the development level of pottery making technology at that time.

There are two types of pottery decoration techniques. One is to use sharp
objects (bamboo pieces, stones, bone strips) to directly carve patterns; the other is
to use various woven materials as molds to press out patterns (bamboo, rattan,
hemp, cloth, grass, etc.), or to use a paddle engraved with various geometric
patterns to beat and form various geometric patterns through stamping.

The main patterns of pottery decoration include: string pattern, mesh pattern,
square pattern (Fig. 4.23), leaf vein pattern, cross pattern (Fig. 4.24), curve pattern,
water wave pattern (Fig. 4.25), mesh pattern, comb pattern, comb dot pattern,

continuous arc pattern, feather pattern (Fig. 4.26), five-zhu coin stamp pattern and

97 Sun Ji. Illustrated Data on Material Culture of the Han Dynasty. Shanghai: Shanghai Ancient
Books Publishing House, 2011: 500.

% Chen Shaodi. An Overview of the Culture of Social Life Utensils in the Qin and Han
Dynasties. Southeast Culture, 1992, (05): 72-80.
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other patterns.

Three-dimensional decorations include animal head applique holding rings
(Fig. 4.27), animal feet s(Fig. 4.28), dragon heads (Fig. 4.29), etc. The patterns are
mostly concentrated on the belly of the objects. In addition to the decorative
function, they are also helpful in increasing the friction surface of the objects,
making the contact between people and objects more stable.

During the Qin and Han dynasties, pottery making techniques from the
Central Plains began to spread to the Baiyue in Lingnan. The shaping of daily-use
pottery was basically done by hand, mold, or wheel. Round objects were generally
made using the fast wheel. The popularity of the fast wheel method not only made
the objects more regular, but also improved work efficiency and increased
production®®. Around the "Daguan Port" built during the Han Dynasty, many
ancient pottery cultural sites have confirmed that Qinzhou pottery has been fired in

mantou kilns since the Han Dynasty.

4.5 The Origin of Qinzhou Nixing Pottery (Sui and Tang Dynasties, 581-907)

The pottery sites in Qinzhou during the Sui and Tang Dynasties include the
Mujikeng Ancient Kiln Site and the Tanchiling Ancient Kiln Site (Table 4). Both
sites are located on the banks of the Dafeng River and are the earliest dragon kilns
discovered in Qinzhou. Archaeological discoveries have shown that these two sites
were the main ancient kiln sites for large-scale production of Qinzhou Bay pottery,
which shows that during the Sui and Tang Dynasties, Qinzhou pottery production
skills were quite mature. In the Qinzhou Museum, there are many ceramics from

the Sui and Tang Dynasties unearthed locally.

99 Zhang Hui. The Origin and Development of the Development of Ancient Chinese Pottery
Design Art. Nanjing University of the Arts, 2017: 124.
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Table 4. Sites from the Sui and Tang Dynasties

Artifacts and
Site name Site location Excavation time remains
unearthed
Two ancient kiln sites were
discovered in 2009, one is a
. . mantou kiln and the other is a
Mujikeng Ridge, .
. _ . dragon kiln. In 2015, an
Mujikeng | Yazichong Village, ‘ ‘ ‘ Cans, bowls,
‘ archaeological trial excavation of ‘
Ancient Dongchang Town, plates, basins,
o ‘ o the ancient kiln was carried out.
Kiln Site Qinnan District, ) ) pots, etc.
_ _ The kiln body of the mantou kiln
Qinzhou City _ .
was basically preserved intact, and
only the kiln base of the dragon
kiln remained.
About 5 km
. A large number of pottery
Tanchiling northwest of ‘ ‘ Bowls, plates,
‘ fragments and many ancient kiln ‘
Ancient Dongchang Town, ] ) ] jars, cups,
o . o sites were discovered during the
Kiln Site Qinnan District, ) pots, etc.
. . 1988 cultural relics survey.
Qinzhou City

4.5.1 Cultural ecological environment

After the Jin Dynasty, China entered a period of division and confrontation
between the Northern and Southern Dynasties, and the ideological and cultural
differences between the North and the South were significant. The Southern
Dynasties retained a large amount of traditional Chinese culture since the Qin and
Han Dynasties, and absorbed the cultural achievements of the Han, Li, Liao,
Baiyue and other ethnic groups in the south; the north strengthened exchanges and
integration with the Western Regions, West Asia, South Asia and other ethnic

groups. The unification of the Sui Dynasty ended the confrontation between the
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North and the South and rebuilt a unified multi-ethnic country. It created excellent
opportunities for the integration of ideas and cultures between the North and the
South, and promoted cultural integration and strong creativity. The comprehensive
prosperity of the culture of the prosperous Tang Dynasty was not only the result of
cultural exchanges between the north and the south, and China and foreign
countries, but also the product of the collision and interaction of cultures from
different places, ethnic groups, and foreign lands.

The Sui and Tang Dynasties followed the centralized system of Qin and Han
Dynasties, promoted the integration of northern and southern cultures, and
continued the relaxed social life and conscious aesthetic ideas of the Wei, Jin,
Southern and Northern Dynasties. The Tang Dynasty entered a more open society,
showing broad vision and majestic momentum in all aspects. Since the
establishment of the Tang Dynasty in 618, the rulers have learned from the lessons
of the demise of the Sui Dynasty and adopted many policies and measures that
were beneficial to the country's prosperity. These measures curbed land annexation,
reduced the burden on the poor, eased class struggle, adjusted production relations,
and promoted the development of social productivity. The Tang Dynasty therefore
became a period of strong political and economic power in ancient feudal society.
The society was prosperous and the state power gradually became stronger!,

The prosperity of art depends on a stable social environment and
corresponding material foundation. From a political and economic perspective,
after the establishment of the Tang Dynasty, it strengthened exchanges among
various ethnic groups through conquest of surrounding areas and continuous
expansion. The opening of the Silk Road in the later period further promoted the
introduction of foreign culture. These factors contributed to the stability and
prosperity from the rule of Zhenguan to the prosperous age of Kaiyuan, and laid a
solid foundation for the development of art in the Tang Dynasty. Buddhism, which

was introduced to China from India, flourished in the Tang Dynasty and became an

100 Cao Aiping. Aesthetic Study of Tang Dynasty Dancing Pottery Figurines. Jingdezhen
Ceramics Institute, 2014:3.
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important religion at that time.

Under the strong political, military and economic environment, the Tang
Dynasty took Han culture as the main body and widely absorbed the cultures of
various ethnic groups and foreign regions. Absorbing a large number of ethnic
minority and foreign cultures enriched the material and cultural life of the Tang
Empire, broadened people's horizons, enhanced national vitality, and promoted
social progress. Han nationality culture and minority culture learn from each other,
exploit their strengths, avoid weaknesses, and integrate with each other, which
greatly improves the overall cultural level of the Chinese nation!”!.

4.5.2 The influence of foreign culture on ceramic art

During the Sui and Tang Dynasties, glazed pottery reached the peak of its
all-round development, with exquisite production and gorgeous decoration (Fig.
4.30). Under the influence of Persian, Sogdian, Byzantine and Arab cultures, the
shape and decorative style of Tang Dynasty pottery has undergone significant
changes. Through the Silk Road, gold, silverware and glassware from West Asia
were continuously introduced to mainland China, which had a profound impact on
the art design of glazed pottery. Frequent foreign exchanges have enabled pottery
design to absorb various foreign techniques and styles, presenting diverse artistic
styles, and many distinctive new shapes and decorative techniques have
emerged!®2.

During the Tang Dynasty, luxurious living prevailed. Initially, gold and silver
wares imported from Persia and Sogdia were mainly used by the imperial court or
as rewards. Although common people envied these precious wares, they could not
afford them, so ceramic products imitating gold and silver wares began to appear
on the market. With the improvement of ceramic technology during the Sui and
Tang dynasties, relatively cheap ceramics gradually replaced expensive gold and

silver wares. Ceramic products imitating gold and silver wares imitated their

101 Cao Aiping. Aesthetic Study of Tang Dynasty Dancing Pottery Figurines. Jingdezhen

Ceramics Institute, 2014:5.
102 Zhang Hui. The Origin of the Development of Ancient Chinese Pottery Design Art. Nanjing
University of the Arts, 2017:140.
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shapes and added many new shapes. The designs were enhanced with concave and
convex changes, and accessories such as handles, lids, and spouts were added.
These ceramic products imitating gold and silver wares were very popular and
used by the general public'®,

Among practical pottery, slender-necked pots and bottles were common
varieties. These vessels were easy to hold and suitable for holding liquids. Their
design was also influenced by foreign metal and glass vessels.

The art of the Tang Dynasty was also deeply influenced by Buddhism. There
were many works with Buddhist themes among the Tang Dynasty ceramics, such
as Buddha statues, Bodhisattva statues, and scripture boxes. Many ceramic vessels
were made for Buddhist sacrifices and offerings, such as incense burners, lamps,
and water bottles. These ceramic works are not only a reflection of religious beliefs,
but also a crystallization of art and craftsmanship. Buddhist decorative art and
materials related to Buddhism often appear in funerary pottery (Fig. 4.31). This not
only shows that people like Buddhist elements in decoration, but also highlights
the profound influence of Buddhist beliefs on people's hearts. People hope to pray
for the blessing of the soul and pursue inner beauty and peace through believing in
Buddhism.

4.5.3 Development of Qinzhou Pottery

During the Sui and Tang Dynasties, Qinzhou’s politics and economy reached
unprecedented prosperity. The Luzhou Prefecture Office and Wulei County Office
were established at the port fortress of Daguan Port, and most of Qinzhou’s
ceramics were shipped out from this port. As recorded in the Tang Book:
Geography, “Since Emperor Wu of the Han Dynasty, tribute must be paid via the
Jiaozhi Road”, which shows that Qinzhou had become an important trade and

104

cultural exchange center at that time'®*. Against the background of the prosperous

trade of the Maritime Silk Road, Qinzhou’s pottery industry flourished. Ceramic

13- Zhang Hui. The Origin of the Development of Ancient Chinese Pottery Design Art. Nanjing
University of the Arts, 2017:155.

104 Feng Chuanfa. The Ups and Downs of Qinzhou Nixing Pottery over the Past Millennium.
Shandong Ceramics, 2017, 40(04): 21-24.



91

production had reached a fairly high level at that time, and the production and sales
of Qinzhou pottery were huge. Qinzhou was under the jurisdiction of Guangdong
Province during the Sui and Tang Dynasties. According to the General History of
Guangxi, "During the Sui, Tang, and Five Dynasties and Ten Kingdoms eras, the
handicraft industry in Guangxi developed further. In addition to the textile industry,
the porcelain manufacturing industry was also quite developed during this period.
The ceramics produced in Qinzhou, Guiping, and Guanyang were all quite
famous."!% The Guangdong Provincial Annals also recorded that "In the Tang
Dynasty, porcelain and silk produced in Guangdong were transported in large
quantities to Southeast Asia and the Middle East through the Maritime Silk Road.
Huangdigang in Xicun, Guangzhou, Shiwan in Foshan, and Zisha Kiln in Qin
County were all famous."!%

It can be seen that Qinzhou pottery during the Sui and Tang dynasties not only
met the daily needs of local residents, but was also exported to Southeast Asia and
the Middle East through the Maritime Silk Road. The Tangchiling Site and Jiulong
Ancient Tombs recorded in the Qinzhou City Annals also unearthed a large number
of ceramics during the Sui and Tang dynasties'?’. The Mujikeng Ancient Kiln Site
and Tanchiling Ancient Kiln Site in Qinzhou during the Sui and Tang dynasties
show that the firing method of Qinzhou pottery had evolved into "dragon kiln"
firing.

According to the Chronicles of Qin County!®®, “In the ninth year of the
Republic of China (1921 AD), a large tomb was discovered in Pingxin Village in
the east of the city. Inside the tomb was a Ningdaowu pottery stele, which was

more than four feet high. Next to it was a pottery pot. The stele was engraved with

105 Guangxi Local Chronicles Editorial Committee. Guangxi General Chronicles - History of the
Second Light Industry. Nanning: Guangxi People's Publishing House, 2003.

106 Guangdong Provincial Local History Compilation Committee. Guangdong Provincial
Annals-Light Industry (Handicraft) Annals. Guangzhou: Guangdong People's Publishing House,
1995.

107" Qinzhou Local Chronicles Compilation Committee. Qinzhou Chronicles. Nanning: Guangxi
People's Publishing House, 2000.

108 Chen Gongpei, Zeng Chuanren, Kong Fanzhi. (Republic of China) Qin County Chronicles.
2010 reprint: 25.
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the words ‘the 20th year of the Kaiyuan Period of the Tang Dynasty (732 AD).’
The stele contained more than 1,600 words, making it the first pottery engraving in
China. Today, people in China are gradually aware of the pottery production of Qin
County, which far surpasses that of Yixing.” The Ningdaowu pottery stele from the
Kaiyuan period of the Tang Dynasty was praised as “the first pottery engraving in
the history” and was a milestone in the development of Qinzhou pottery.
Fragments of it are now kept in the Guangxi Museum.

The artifacts unearthed from these sites are not much different in quality from
those in the advanced Central Plains at the time, and they have local characteristics
in design. The pottery fragments are rich in variety, including bowls, basins, pots,
jars, cups, etc. The objects are mostly white glazed, and there are also
string-patterned black pottery. The patterns are diverse, including wave patterns,
geometric patterns, curled leaf patterns, lotus petal patterns, etc. In addition, many
finished products such as basins, jars, and bowls that have not yet been fired were
found in the kiln site. Experts have identified them as relics from the Sui and Tang
dynasties'”. These archaeological discoveries prove that the pottery industry in
Qinzhou during the Sui and Tang dynasties had great development and progress in
production scale and firing techniques, and produced a miraculous large pottery
stele, which confirms the statement in the "Qin County Chronicles" of the Republic
of China that "the pottery of Qinzhou was invented before the Tang Dynasty and
became more refined in the Tang Dynasty".

»10 - the author

In Huang Lilian’s “Qinzhou Pottery and Nixing History
inferred and determined that Qinzhou’s Nixing pottery began in the Tang Dynasty
through archaeological data and comparative arguments between the “Qin County
Annals” and the “Qinzhou City Annals”. First, he ruled out the possibility of
moving the origin of Nixing pottery back to the Neolithic Age, arguing that “given

the exquisite and sophisticated materials used in Nixing pottery and its excellent

109 Shuai Minfeng, Mao Wenqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing:
Beijing Science and Technology Press, 2012.

19 Huang Lilian. Qinzhou Pottery and Nixing History. Guangxi Local Chronicles,
2006(05):43-46.
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craftsmanship, it is very different from coarse pottery such as sand-containing
(black) pottery, which has a relatively loose texture and contains more sand.
Therefore, the history of Nixing pottery cannot be moved back to the Neolithic
Age.” Then, he proposed that the Ningdaowu pottery stele unearthed in Qinzhou
during the Tang Dynasty could prove that Qinzhou’s Nixing pottery originated in
the Tang Dynasty. The inscriptions on the stele are all in regular script. Based on
this, Mr. Huang Lilian speculated that “the clay used for the tombstone was
relatively fine. How could such exquisite and smooth characters be carved out of
coarse clay?” Combining this with archaeological data from "Guangxi Unearthed
Cultural Relics"!'!!, he concluded that “the clay used to make the tombstone at that
time may not have been as fine as the clay used in Nixing pottery after the
Xianfeng period of the Qing Dynasty, but it can be said to be the prototype of
Nixing pottery.”

In Liu Zhengfeng's dissertation "A Preliminary Study on the Origin and
Development of Nixing Pottery in Qinzhou, Guangxi"'!2, the author used scanning
electron microscopy and energy dispersive spectrometer (SEM-EDS) to analyze
and compare the composition of the Ningdaowu Pottery Stele and the raw
materials and finished products of modern Nixing Pottery. The study found that the
composition of the Ningdaowu Pottery Stele is very similar to that of Nixing
Pottery, and Qinzhou has the ability to fire this pottery stele. Therefore, the
research results show that the Ningdaowu Pottery Stele opened the history of
Nixing Pottery.

During the Tang Dynasty, with the overall improvement of social productivity,
the tea industry developed rapidly, and tea became an important daily drink for
ordinary people. Along with it came the emergence of various tea sets, including

113

ceramic tea sets and ceramic tea cups'°. The tea sets of this period not only met

11 Guangxi Zhuang Autonomous Region Cultural Relics Management Committee. Guangxi
Excavated Cultural Relics. Beijing: Cultural Relics Publishing House, 1978:65.

12" Liu Zhengfeng. Preliminary Study on the Origin and Development of Guangxi Qinzhou
Nixing Pottery. Guangxi University for Nationalities, 2013:1.

13 'Wang Xiaodong. Research on the Integration and Promotion Strategy of Guangxi Tea Culture
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people's daily tea drinking needs, but also promoted the further development of
ceramic production technology.

With the continuous chaos of the political situation in the Central Plains in the
late Tang Dynasty and the Five Dynasties, local forces in the border areas took the
opportunity to establish their own territories. The Qinzhou area was in turmoil,
wars were frequent, and the economy and culture suffered severe damage, and the
pottery industry was also affected. At the same time, due to the independence of
Annan and the advancement of sea-faring technology, the Maritime Silk Road
gradually disappeared. During this turbulent period, Qinzhou’s pottery industry
shrank to a state of self-sufficient daily pottery production. After the Tang Dynasty,
there were few references to ancient Qinzhou Nixing pottery in historical

documents!!'4.

4.6 New Development of Qinzhou Pottery
(Song, Yuan, and Ming Dynasties, 960-1644)

4.6.1 Cultural Ecological Environment

The Song, Yuan, and Ming Dynasties were a period of high political,
economic, and cultural development in Chinese history. Centralization was
consolidated, the social environment became increasingly stable, the national
strength continued to recover, and handicrafts, including the ceramic industry,
developed greatly. The government encouraged private commercial activities
through lenient policies. Economic development promoted commercial
competition in the ceramic industry and improved people's quality of life and
aesthetic level. At the same time, the enlightened foreign policy made the Silk
Road more prosperous, introduced rich foreign cultures, and the interweaving of

multiple cultures promoted the further development of people's spiritual and

and Nixing Pottery Culture. Fujian Tea, 2018, 40(03):292.
14 Huang Wanwen. Qinzhou Nixing Pottery Protection , inheritance and development research.
Guangxi University for Nationalities, 2007:12.
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cultural life!".

Against the background of the flourishing of social and cultural thoughts, the
literati class came into being. As elites in various industries, their behavior and
aesthetic preferences profoundly influenced the style of the times. These people
had a strong sense of historical responsibility and national mission, which
profoundly influenced the artistic and cultural atmosphere of the period. In the
field of philosophy, Confucianism, Neo-Confucianism, and Zen Buddhism
occupied a dominant position, advocating the pursuit of elegant and simple
spirituality!!. In art, this spiritual pursuit manifested itself as a love of tranquility
and seclusion, which gradually made the fresh and elegant artistic style become the
mainstream and permeated into all fields.

This literati aesthetic style directly or indirectly influenced the style of
ceramics. Song Dynasty ceramics changed the open, bold, gorgeous and
complicated style of the Tang Dynasty, focusing on simple and natural shapes,
concise patterns and warm and elegant colors, and pursuing a solemn and simple
artistic atmosphere. After the Song Dynasty, ceramics gradually formed a simple,
generous, restrained and elegant charm!!”.

The prosperity of maritime trade during this period brought a large amount of
imported spices and medicines, which made spices integrated into the lives of
ordinary people. The development of the commodity economy popularized the
incense culture. The royal family and literati promoted the prosperity of incense
culture and incense art. Incense burning became a unique cultural phenomenon of
literati. Influenced by Zen Buddhism, it was used for meditation and enlightenment,
and promoted the development of ceramic incense burners. Tea production in the
Song Dynasty developed unprecedentedly, and the custom of drinking tea was

prevalent, forming a popular tea culture, integrating the Confucian concept of

115 Zhang Ruijie. Analysis of artistic characteristics of Song and Yuan ceramic decorative
patterns. Journal of Jiaozuo University, 2023, 37(03):17-20.

116 Bian Wenya. The formation and expression of Song porcelain aesthetics and its influence on
modern aesthetics. Ceramics, 2024, (01):33-34.

17 Yan Ruilong. On the embodiment of "ritual" in Song Dynasty ceramic design. Ceramics,
2023, (12):72-73.
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self-reflection into daily life, making tea drinking a spiritual enjoyment. The
simple, elegant and natural aesthetic tastes of literati influenced the design of
tea-drinking ceramic utensils, which were simple and beautiful in shape, simple
and elegant in decoration, and exuded a simple literati atmosphere. Influenced by
Buddhist and Taoist thoughts, flower arrangement became popular among literati,
enriching the shape of ceramic vases and adding aesthetic taste!'®,

Under the influence of the humanistic spirit of the Yuan Dynasty, which
favored blue and white, blue and white porcelain of the Yuan Dynasty rose and
reached its peak in the Ming Dynasty. Through frequent exchanges with West Asia,
cobalt blue pigment was introduced for painting blue and white, making the blue in
blue and white porcelain more pleasing to the eye. In addition, influenced by some
folk cultures of West Asia, mature blue and white porcelain has a verdant color and
complex and dense decorative patterns'!®.

The way of drinking tea in the Ming Dynasty gradually changed from
brewing tea, boiling tea and making tea in the Tang and Song Dynasties to brewing
tea, and loose tea gradually replaced tea cakes and tea pastes. By the middle of the
Ming Dynasty, cake tea gradually declined, loose tea rose, and teapots for brewing
tea became the main tea utensils!2°.

4.6.2 Development of Qinzhou Pottery

After a long and slow development stage, Chinese ceramics reached its peak
in the Song Dynasty and were praised as the "peak level of porcelain". Starting
from Song porcelain, China has been praised as the "country of porcelain" for
1,000 years from the Yuan, Ming and Qing dynasties to modern times, firmly
occupying the world's first position. The Song Dynasty was a very prosperous

period in the history of Guangxi's porcelain making technology. With the

prosperity of the "Maritime Ceramic Road", the development of coastal port trade,

8 Yingwen Chang. The relationship between the formal characteristics of Song Dynasty
ceramic modeling and the elegant living habits of Song people. Ceramics, 2024, (02):122-124.

19 Liu Liping. The humanistic spirit of blue and white patterns in ceramic painting - based on
Taking Yuan and Ming blue and white porcelain as an example. Ceramics, 2024, (05): 112-114.
120 Zhang Hui. The origin of the development of ancient Chinese pottery design art. Nanjing
University of the Arts, 2017: 190.
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and the convenience of Lingqu Canal, Qinzhou became an important land channel
of the "Maritime Ceramic Road" and a distribution center for export porcelain. The
rise of export porcelain, population growth and the widespread use of porcelain
stimulated the development of Guangxi's ceramic industry. There are more than ten
Song Dynasty kiln sites discovered in Guangxi, reflecting the firing situation in
Guangxi at that time.

During the Song Dynasty, Qinzhou belonged to Guangxi, and Qinzhou's
pottery industry entered a new period of development, with a significant
improvement in its firing technology and the level of raw material refining.
According to the Chronicles of Qin County!?!, “In the first year of the Tiansheng
reign of the Song Dynasty (1023), the prefecture was moved to the east of Baisha
near the sea, which is now Qincheng. The bricks used to build the city were one
foot long, six inches wide, and four inches thick. The labor and firepower required
for the firing technology were high... This shows that the expertise of Qinzhou’s
pottery industry has existed since ancient times.” The large-sized ceramic bricks
produced have a practical effect of being sturdy, durable, and uniform. Strict
requirements are imposed on the clay refining and firing technology. The
production of these large-sized ceramic bricks fully demonstrates the sturdiness
and durability of Qinzhou Nixing pottery. They were widely used in sieges and
fortifications, forming the ancient ceramic city walls of the Song Dynasty, which
still exist today.

Unlike the flamboyant and unrestrained porcelain of the Han Dynasty and the
graceful and elegant porcelain of the Tang Dynasty, the Song Dynasty ceramics
tended to be rational and restrained in shape, paying attention to the balance of
proportions and scales, and pursuing the aesthetic taste of simplicity, elegance, and
timelessness. This aesthetic orientation was indirectly influenced by the
Neo-Confucianism and Zen thinking of the Song Dynasty, and was also limited by

technological conditions. Guangxi Song Dynasty ceramics have simple shapes,

121" Qinzhou Local Chronicles Compilation Committee. Qinzhou Chronicles. Nanning: Guangxi
People's Publishing House, 2000.
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plain surfaces and simple decorations. They focus more on the texture of the glaze
itself and have fewer patterns. They pursue gentle and elegant glaze colors,
jade-like luster and the beauty of the glaze's own texture.

During the Song Dynasty, emphasis was placed on combining the beauty of
ceramic products with their practical performance. The production of ordinary
daily-use pottery was the main focus. The existing Song Dynasty ceramics mainly
include six categories: bowls (Fig. 4.32), jars (Fig. 4.33), pots (Fig. 4.34), cups
(Fig. 4.35), plates (Fig. 4.36), and bottles (Fig. 4.37). The main decorative
techniques include printing, a combination of engraving and printing, stacking,
hollowing, and brown spot color. The decorative patterns of ceramics are varied,
including double fish and sea water, mountain chrysanthemums, lilies, peonies,
lotus bundles, water ripples, birds, swimming fish, etc., as well as auspicious
words such as wealth, happiness, and longevity. In addition, there are also
Guangxi-style mat patterns, pearl patterns, and diamond brocade patterns.

During the Yuan Dynasty, Guangxi’s porcelain culture maintained the
prosperity of the Song Dynasty. The scale and craftsmanship of its porcelain
industry were roughly the same, and the foreign trade of porcelain was more
developed. However, in the late Yuan Dynasty, the coastal areas of Qinzhou were
frequently invaded by Jiaozhi soldiers, which affected the coastal trade. With the
development of the shipbuilding industry and the advancement of navigation
technology, the sea-going center of the Maritime Silk Road gradually shifted from
Qinzhou to Guangzhou, causing the gradual decline of Qinzhou’s trade'??.
Qinzhou’s pottery industry could only produce daily pottery for local needs. Its
production and sales volume dropped sharply, causing the gradual decline of
Qinzhou’s pottery industry. However, during this period, the techniques of ceramic
decoration began to diversify, including engraving, molding, and dotting and
splashing techniques, and the patterns became richer (Figures 4.38 and 4.39).

Common patterns included deer, double phoenixes, and algae.

122 i Kexin. Research on the inheritance and development of Nixing pottery culture from the
perspective of social change. Nanning Normal University, 2023:18.
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During the Ming Dynasty, Guangxi's ceramic industry continued to follow the
development direction of porcelain glaze technology since the Song and Yuan
Dynasties, and made progress in variety development, production scale, and new
technology application. In the Ming Dynasty, the focus of the national porcelain
industry moved south, and Jingdezhen, Jiangxi, developed into the national
porcelain center. A large number of porcelains produced in Jingdezhen were
transported to Guangxi via Lingqu Canal, which strengthened the exchange of
ceramic culture, brought advanced porcelain-making technology, and promoted the
development of Guangxi's ceramic industry.

The existing Ming Dynasty porcelains in Guangxi are mainly blue-and-white
porcelains, with a high technical level. Other types of porcelains such as black
glaze, green glaze, green glaze, yellow glaze, sauce glaze, blue glaze, enamel
flower color, and Ge glaze are also available. These porcelains are elegant and
smooth in shape, and the glaze color is pure. In terms of decoration, the techniques
of Ming Dynasty porcelain changed from engraving, scratching, printing, and
molding to painting and color stacking. The painting patterns are rich and diverse,
including plants, animals, characters, landscapes, figures, flowers and birds, fish
and insects, etc. In the early period, freehand brushwork was the main style, with a
free, unrestrained and carefree style, while in the later period, realism was the main
style, with simple and light pictures, lyrical and full of comic interest.

The existing Ming Dynasty porcelains in Guangxi mainly include porcelain
bottles, porcelain jars, porcelain bowls, porcelain pots, porcelain plates, porcelain
dishes, etc. Among them, plum bottles are more common. The representative
objects are: black-glazed plum bottles (Fig. 4.40), blue-and-white jars (Fig. 4.41),
green-glazed bowls (Fig. 4.42), enamel-glazed plum bottles (Fig. 4.43),
brown-glazed plum bottles (Fig. 4.44), blue-glazed plum bottles (Fig. 4.45),
Ge-glazed plum bottles (Fig. 4.46), and blue-and-white plum bottles (Fig. 4.47).

In the Ming Dynasty, Qinzhou's pottery industry began to slowly recover. In

order to prevent the invasion of Japanese pirates, Emperor Taizu Zhu Yuanzhang
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ordered that all citadels from Liaodong to Guangdong (Qinzhou was then under the
jurisdiction of Guangdong) be built with fired bricks. Due to the huge demand for
Qinzhou, the prefecture government recruited kiln workers from all over the
country and built kilns on the banks of the Qin River to fire bricks for the city
walls. In addition to firing bricks for the city walls, these kiln workers also
produced various daily-use pottery, such as pots, basins, jars, jars, bowls, plates,
etc. Their products were widely sold and their business was booming. As the task
of firing bricks for the city walls was gradually completed, in order to make a
living, the kiln workers began to build their own dragon kilns, specializing in the
production of "Gang Wa" (the name for daily-use pottery by the people of
Qinzhou). Therefore, this area was called "Gang Wa Yao Village", a name that has
been used since the Ming Dynasty!%3.

Gang Wa Yao Village is located on the east bank of the Qin River in the urban
area of Qinzhou, covering an area of about 70,000 square meters. Since the
Ming Dynasty, villagers have not engaged in agricultural production, but have
specialized in making pottery. There are many ancient kiln sites in the village, and
ancient pottery fragments can be seen everywhere. It is now the most

representative Nixing ancient pottery culture site in Qinzhou city.

4.7 The origin and prosperity of Qinzhou Nixing Pottery
(Qing Dynasty and the Republic of China, 1616-1949)

4.7.1 Cultural ecological environment

After the initial recovery and adjustment, agricultural production gradually
recovered in the Qing Dynasty, and handicrafts and commerce developed
accordingly. Especially during the Qianlong period, there was economic prosperity
and stability across the country. The economic achievements of this period not only
reflected the governance ability of the Qing Dynasty, but also laid the foundation

for the development of ceramic art.

122 Shuai Minfeng, Mao Wenqing. Firing Techniques of Qinzhou Nixing Pottery. Beijing:
Beijing Science and Technology Press, 2012.
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The Qing Dynasty implemented conservative economic, political and cultural
policies, stifled capitalist factors and romantic literary and artistic trends, and
promoted retroism and literary inquisition. Under this harsh reality, a large number
of thinkers and scholars chose to stay away from real politics and devote
themselves to landscape and art. As a result, ceramic art was loved and sought after
by the scholar class'?*. The Qing Dynasty took Zhu Xi and Cheng Yi School of
Confucianism as the orthodox academic thought, emphasizing governing the
country with virtue and educating the people with etiquette. This "educational"
value was also reflected in porcelain'?. The "craftsman registration system" was
abolished in the Qing Dynasty, and private kiln production was able to develop.
The production organization form of "official kiln and private kiln" appeared,
which further improved the porcelain making technology. Especially during the
Kangxi, Yongzheng and Qianlong eras, Jingdezhen's porcelain production reached
the highest level.

The Qing Dynasty was an important period in Chinese history and the heyday
of ceramic development. Especially during the reigns of Kangxi, Yongzheng and
Qianlong, ceramic culture reached its peak. During this period, Chinese ceramics
became the center of the world and formed a global cultural phenomenon.

The Qing Dynasty court played an important role in promoting the
development of ceramic art. Jingdezhen became the site of the Imperial Kiln
Factory, which produced exquisite porcelain for the court and was famous for its
exquisite craftsmanship and elegant design. At the same time, folk kiln porcelain
also developed greatly. It was not only large in quantity but also rich in variety,
adapting to social needs at different levels and with unique local characteristics.

Based on the inheritance of the Ming Dynasty tradition, the ceramic art of the
Qing Dynasty further developed a variety of styles. The porcelain making process

was more mature, and it reached a very high level in glaze color control, pattern

124 Liu Tao. Multidimensional perspective: the rise and fall of Qing Dynasty ceramic art. Journal
of Zhengzhou Institute of Light Industry, 1989, (02): 73-79.

125 Fang Lili. Colorful colors - the secular beauty of Qing Dynasty ceramics. Qunyan, 2009, (07):
37-41.
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innovation and modeling design. Among them, the general jar was very distinctive
(Fig. 4.48). Techniques such as blue and white porcelain (Fig. 4.49), multicolored
porcelain, and pastel porcelain (Fig. 4.50) were widely used. Among them, pastel
porcelain was highly praised for its soft colors and fine patterns.

In the Qing Dynasty, ceramics were not only practical crafts, but also became
a cultural phenomenon. Mature porcelain making technology enables the
production of various types of porcelain. The strong consumer demand in society
has made porcelain an important commodity and a reflection of aesthetic taste.
Ceramics were endowed with more cultural value in the Qing Dynasty and became
an important medium to express social spirit and humanistic sentiments.

Qing Dynasty ceramics not only incorporated the cultural symbols of the
dynasty, but also reflected the life needs and aesthetic tastes of the people. Qing
Dynasty ceramics not only enjoyed a high reputation domestically, but were also
exported to various parts of the world through trade, exerting a profound influence
on international ceramic culture.

The period of the Republic of China was an era of social change and turmoil
in China. Despite political instability, warlord rule, and frequent civil wars, this
period also witnessed significant economic, cultural, and educational development.
The New Culture Movement promoted ideological emancipation and cultural
prosperity, the education system was gradually modernized, and the status of
women was improved.

The social unrest and political changes during the Republic of China not only
brought challenges but also provided opportunities to ceramic culture. Although
war and economic hardship affected ceramic production, these difficulties
prompted ceramic artists and craftsmen to seek innovation and breakthroughs.
Government support, private collection craze and market demand provide certain
guarantees for the development of ceramic culture.

During this period, ceramic craftsmanship continued to develop on the basis

of inheriting the exquisite skills of the Qing Dynasty, and new techniques and
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materials were introduced. Jingdezhen continued to play an important role as a
porcelain center, producing large quantities of high-quality porcelain. There are
various styles of ceramics. Traditional blue and white porcelain, pastel porcelain,
enamel porcelain, etc. are still popular. At the same time, new styles influenced by
the West have also emerged. The rise of the New Culture Movement and the
deepening of cultural exchanges between China and the West have brought about
more changes and innovations in the themes and decorations of ceramic art (Fig.
4.51).

Ceramics during the Republic of China period not only focused on artistry,
but also emphasized practicality. Mass-produced daily-use ceramics, such as
tableware and tea sets, were widely used in people's daily lives. These utensils
were both beautiful and practical in design. Ceramic production gradually became
commercialized, and market demand promoted the development of the ceramic
industry. Porcelain not only met domestic demand, but was also exported to all
parts of the world through maritime trade, occupying a place in the international
market.

The New Culture Movement had a profound impact on ceramic culture,
advocating scientific and democratic ideas and promoting the modernization of
ceramic art. Inspired by the New Culture Movement, some ceramic artists created
modern and ideological ceramic works to express their concern and reflection on
social reality. The styles of Chinese painting masters such as Qi Baishi also
influenced ceramic decorative art, integrating painting and ceramic art to form a
unique artistic style.

4.7.2 The naming and development of Qinzhou Nixing Pottery

Under the diligent rule of the prosperous ages of Kangxi and Qianlong, the
politics of the Qing Dynasty gradually stabilized, people's living standards
continued to improve, and the population also increased on a large scale. A large
number of people from the Central Plains region migrated to the border areas,

bringing advanced Central Plains culture with them and promoting local economic
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development. Immigration during this period not only increased the population in
the border areas, but also promoted the prosperity of agriculture, handicrafts and
other aspects, significantly improving the local social economy. "Qinzhou
Chronicles" compiled by Du Yikuan in the 14th year of Daoguang recorded:
"Qinzhou was still desolate in the early Yongzheng period and was not governed.
Since Qianlong, the number of people from other prefectures, prefectures, and
counties who moved to Qin was five times the number of natives. With the
concentration of manpower, and the mountains, plains, mausoleums and valleys
were all cultivated and planted.”'?® This means that after Qianlong, Qinzhou's
population increased five times, and Qinzhou's economy and culture experienced a
period of steady development. It was under this background that Qinzhou pottery
developed again.

Through long-term exploration and continuous trials, the kiln workers of the
Gongwa Kiln finally discovered that the best pottery can be made by mixing 40%
red stone clay and 60% five-flower clay. This kind of pottery is called "four-liu
tile" . Due to the cumbersome and complicated technological process of "four-liu
tile", workers in the cylinder tile kiln in the past still mainly produced large
quantities of daily pottery, and at the same time made some small tea sets,
tableware, artifacts and other pottery blanks, and set these small pottery blanks into
Fire in large vats and pots to increase the use value of the dragon kiln.

Due to the popularity of Qinzhou pottery, the people of Qinzhou named
Qinzhou pottery Nixing (also known as "Nixing" in the old days) based on the
meaning that "people like to use this kind of pottery mixed with two clays". The
word "Xing" means that people like it and hopes that the pottery industry will

127" Since then, Nixing pottery has become synonymous with Qinzhou

prosper
pottery. There is another theory about how Nixing Tao got its name. During the

Xianfeng period, Hu Laoliu was stationed in Yixing, Jiangsu Province, and learned

126 Zhang Kai. Guangxi Qinzhou purple sandware. Collector, 2000 (03): 33-35.
127" Li Deyang, Sun Zhaogang. On the Evolution of Cultural Ecosystem. Journal of Wuhan
University of Technology (Social Science Edition), 2003, (02): 97-101.
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the production technology of purple clay pottery. After returning to Qinzhou, he
used the high-quality purple clay from the west bank of the Qinjiang River to make
small smoking vessels and clay dolls. The quality of these works was superior to
the purple clay pottery from Yixing, Jiangsu Province. Subsequently, pottery
masters such as Pan Yunxing and Zheng Jinsheng emerged one after another and
produced various pottery such as smoking sets, tea sets, vases, flowerpots and
stationery. Because the quality of these pottery has been significantly improved
compared to traditional pottery, people call it "Yixing pottery". Because there is no
distinction between "Yi" and "Ni" in the local ancient pronunciation, "Yixing"
gradually evolved into "Nixing" 128,

Before the Qing Dynasty, Nixing pottery was in the rough pottery stage.
When folk began to call this kind of pottery "four-liu tiles" in the early Qing
Dynasty, the clay formula had been understood and used, and Nixing pottery
entered the fine pottery stage. During the Daoguang period of the Qing Dynasty,
Nixing Pottery began to develop craft pottery, and Qinzhou Nixing Pottery ushered
in a new stage of development.

After the outbreak of the Opium War, a large amount of overseas opium
poured into China, triggering a trend of opium smoking, and the market demand
for smoking equipment also increased significantly. During this period, Qinzhou
Nixing pottery producers quickly adjusted their production direction and began to
manufacture various smoking utensils on a large scale to meet market demand.
According to the "Qinxian County Chronicle" in the 35th year of the Republic of
China: "The origin of various utensils in Yixing in Qin began when Hu Laoliu
created small clay smoking utensils during the Xianfeng period. They were far
more sophisticated than those in Yixing in Suzhou, hence the name. ". This is the
first time that the history of Nixing Tao in Qinzhou has been accurately recorded.
During the Xianfeng period of the Qing Dynasty, Hu Laoliu, a native of Qinzhou,

used the "four-six-tile" method to make the mouthpieces and pipes of smoking

128 Qinzhou Nixing pottery cultural survey Research Group. Qinzhou Nixing Pottery Culture
Research Report. Gehai, 2015, (2): 105-130.
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guns. The pipes he made were smooth and delicate, and were very successful in the
market'?®, This innovation made Qinzhou Nixing Pottery famous and gradually
occupied a place in the pottery market. Qinzhou pottery artists followed suit one
after another. In addition to making smoking sets, they also made stationery, vases
(Fig. 4.52), tea sets (Fig. 4.53), tableware (Fig. 4.54), smoked tripods and other
pottery according to this method. Along with the smoking sets, they were sold to
domestic and Southeast Asian countries. Nowadays, there are Qinzhou Street
named after the spread of Nixing pottery in Shanghai, Hong Kong, Macau and
other places.

By the Tongzhi period of the Qing Dynasty, the number of Nixing pottery
workshops had increased to more than 40, among which the more famous ones
were "Lijiayuan", "Renwozhai", "Fu Guangyin", "Maixingji", "Pan Yunxin" and so
on. Most of these workshops were concentrated in Yuliao Hengjie, south of the city
beside the Qin River, and set up shops to sell Nixing pottery products such as pipes,
vases, stationery, tea sets, incense burners, etc., forming a commercial street known
as "Nixing Lane" or "Tobacco Pipe Lane"!*°, At that time, some products that were
very difficult to shape and fire were already produced, indicating that the Nixing
pottery craft had reached a relatively high level.

During the Guangxu and Xuantong periods of the Qing Dynasty, Qinzhou
Nixing pottery was not only sold in large quantities to neighboring provinces, but
also exported to foreign countries through overseas Chinese. After the
establishment of the Dao Office in Qinzhou, the influence of Nixing pottery
expanded day by day. Officials traveling to Qinzhou bought Nixing pottery and
brought it back to other provinces, and actively promoted it. According to the
Chronicles of Qinzhou collected in Taipei, Taiwan, “In the 29th year of Emperor
Guangxu’s reign in the Qing Dynasty, Li Xiangchen came to Qinzhou to serve as

an official. The government set up a Nixing art school, and the bottom of its

129 Zhou Zuohao, Li Shuai. Cultural Patterns of Qinzhou Nixing Pottery Art from the
Perspective of Intangible Cultural Heritage Protection. Design, 2017(11):82-83.
130 Tan Wen. Nixing Pottery on the Maritime Silk Road. Wenshi Chungiu, 2022(10):10-12.
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products had a small square seal with the words ‘Qinzhou official kiln’ on it.”!3!

This was used by officials to pay tribute to the imperial court. The late Qing
Dynasty Nixing pottery collected by the Guangxi Zhuang Autonomous Region
Museum includes official kiln works.

In the early Qing Dynasty, Qinzhou already had workshops specializing in
pottery carving, but the carving technique was mainly flat carving, with the
composition based on dots and lines, and the artistic expression was relatively
monotonous and simple. The carving content was mostly inspirational wishes or
short texts given to friends. Although some works tried to use the method of wet
carving and filling with white mud, this was only a few experiments and could not
represent the overall creative level at that time. The carving patterns mainly
included landscapes, flowers and birds (Fig. 4.55), grass insects, etc., and
calligraphy works were relatively rare!32. By the end of the Qing Dynasty, Nixing
pottery products were divided into two categories: daily necessities and works of
art. Daily Nixing pottery was simple in shape and mainly used for daily life, with
simple and elegant decoration (Fig. 4.56). Artistic Nixing pottery was mainly
produced by literati and scholars, and was often combined with calligraphy and
painting to express the literati's atmosphere. It became the spiritual sustenance of
literati and had the same status as calligraphy and painting (Fig. 4.57).

During the Republic of China period, Qinzhou Nixing pottery entered a new
stage of development and began to enter the international market. In 1915, the
artists L1 Xuzhao and Li Xuchun created a pair of landscape garlic vases, which
were exhibited at the Panama Pacific International Exposition held in San
Francisco, USA, and won the gold medal. Shanghai's Shenbao highly praised
Nixing pottery and called Qinzhou China's "second pottery capital"!3*. Qinzhou

Nixing pottery is known as one of the "Four Famous Potteries of China" along

131 Zhao Guolin. Chinese Nixing Pottery:Qinzhou Official Kiln. Nanning: Guangxi Fine Arts
Publishing House, 2014.

132 Zhong Hengxing. A Brief Discussion on the Inheritance and Development of Calligraphy Art
in Nixing Pottery Sculpture Decoration. Ceramic Science and Art, 2021,55(10):8.

133 Li Renping. An Overview of Qinzhou Nixing Pottery. Ceramic Science and Art,
2012,46(12):38-40.
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with Jiangsu Yixing purple sand pottery, Sichuan Rongchang pottery (now
Chongqing Rongchang pottery) and Yunnan Jianshui pottery. In 1930, the Li
brothers created a pair of ancient pig gall bladder vases and won the first place
gold medal in the World Ceramics Competition held to commemorate the 100th
anniversary of Belgium's independence. This was a heyday in the history of
Qinzhou Nixing pottery.

There are very few ancient Nixing pottery in existence, and most of the
collections in Guangxi Museum are from the Republic of China period. Nixing
pottery from the Republic of China period showed strong cultural characteristics,
reflecting the profound cultural and artistic cultivation of potters at that time.
Judging from the preserved cultural relics, the combination of Chinese calligraphy
and painting art and pottery was the main feature of decoration at that time. The
modeling technology mainly adopted wheel throwing, mostly bionics (Figure 4.58)
and geometric modeling (Fig. 4.59). Carving technique is the main decorative
technique, and the most common one is the combination of flat carving (Fig. 4.60)
and filling (Fig. 4.58), filling white mud on a red background or filling red mud on
a white background. In addition, there are many decorative techniques such as
relief (Fig. 4.61), round carving, hollowing and inlaying. In terms of firing,
according to the "Qin County Chronicles", "Yixing ware workers cannot make
their own kilns, and must be attached to large kilns with jars and tiles." Qinzhou
Nixing pottery mainly uses the "overlay firing" technique.

In the late period of the Republic of China, the Anti-Japanese War broke out.
In 1939, the Japanese invaders occupied Qinzhou, causing a large number of
Nixing pottery artists to leave their homes and become homeless. Nixing pottery
workshops closed one after another, and the craft fell into despair. Many people
moved to the Mong Cai area on the China-Vietnam border to make a living, and

Qinzhou's Nixing pottery craft gradually declined.

4.8 Restoration and transformation of Qinzhou Nixing Tao (since the founding
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of the People's Republic of China, 1949 to the present)

4.8.1 Cultural ecological environment

After the founding of the People's Republic of China, Chinese society entered
a period of stable development. In 1953, the first Five-Year Plan was implemented,
establishing a planned economic system, focusing on the development of heavy
industry, and promoting nationalization and collectivization. As an important
traditional craft, ceramics has received strong support and encouragement from the
government because of its significant contribution to the national economy,
especially in terms of foreign exchange earnings. The rise of "Arts and Crafts
Service Departments" across the country made arts and crafts an independent and
important category, surpassing many other art forms in development and
influence!'**,

The government actively promotes ceramic production and technological
innovation by establishing state-owned ceramic enterprises, factories and research
institutions. For example, after the liberation of Qinzhou, the Municipal People's
Government was established to incorporate handicrafts into the management
system and support the development of handicrafts. Handicraftsmen formed
cooperatives and replaced manual production with semi-mechanized large-scale
production. They produced according to national plans and were underwritten by
the state, eliminating concerns about sales.

However, by the 1970s, the development of the market economy made it
difficult for ceramic factories under the planned economy model to adapt to
demand and gradually declined. After the Third Plenary Session of the Eleventh
Central Committee of the Communist Party of China in 1978, China implemented
the policy of reform and opening up and gradually shifted to a market economy.
The government has relaxed controls on ceramic enterprises and encouraged
private and individual operations, which has promoted the prosperity of the

ceramic market.

134 Hang Jian. Issues in China's Craft History and Design History. Decoration, 2008 (1):63.
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On the basis of inheriting the traditional ceramic crafts of Jingdezhen, Dehua
and other places, ceramic artists and technicians have continuously innovated and
developed new glaze colors, patterns and firing technologies, improving the
artistry and practicality of ceramics. The introduction of modern production
equipment and technologies, such as high-temperature firing technology and
automated production lines, has greatly improved production efficiency and quality.
Ceramic research institutes and ceramic majors in colleges and universities have
trained a large number of professional talents and promoted the continuous
innovation of ceramic technology.

Reform and opening up have promoted the rapid development of Chinese
society. At the same time, Western postmodernism has also spread around the
world. Postmodernism emphasizes the re-respect and recognition of tradition'*>. In
2006, China launched the Intangible Cultural Heritage Protection Project and
subsequently introduced a series of traditional craft revitalization policies to
promote the revival of traditional craft culture. These measures have enabled
people to have a new understanding of traditional culture and brought new
development opportunities to traditional ceramic handicrafts'*®. Many traditional
ceramic techniques have been listed as national intangible cultural heritage.

The establishment of ceramic museums and exhibition halls has promoted the
dissemination and popularization of ceramic culture. Ceramic artists have created a
large number of ceramic artworks with national characteristics and the spirit of the
times. With the improvement of living standards, daily ceramic products have
become more abundant and diverse, from tableware to decorative items, with
diverse styles and improved quality, fully meeting the life needs of the public.

4.8.2 The restoration and transformation of Qinzhou Nixing Pottery

After the founding of the People’s Republic of China, the Nixing Craft

Factory was restored in 1956, and then relocated and established the state-owned

135 Mai Xialan, Fang Lili. Future heritage and the future of heritage. National Art,

2018(5):19-24.
136 Zhang Qian. Research on the cultural space changes of traditional folk handicrafts. Sichuan
Fine Arts Institute, 2019:45.
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Qinxian Ceramics Factory in 1958. With the support of the government, the craft
technology of Nixing pottery was restored and developed!3’. Through the
transformation of handicrafts, Nixing pottery has achieved semi-mechanized
production, with an annual output of one million pieces. Its products are exported
to dozens of countries and regions such as Europe, America, and Southeast Asia'3%.
Under the planned economic system, enterprises do not need to expand their sales
channels on their own. Nixing pottery products are not only popular, but also of
high quality. At the same time, the treatment and income level of the company’s
employees are at an upper-middle level, and the team is stable. They have inherited
traditional craftsmanship and made innovations, thus maintaining a sustained
development trend for decades.

The Nixing pottery art of this period was injected with new elements. Positive
and vibrant flower and bird paintings became the main decorative themes. Flower
and plant shapes often show vitality, animal patterns are lively, and dragon and
phoenix decorations are full of contemporary flavor. At the same time, it also
incorporates traditional Chinese auspicious culture and folk stories, such as
characters from classical masterpieces, which have become one of the important
creative themes.

In the 1990s, with the continuous deepening of economic system reform, the
planned economy transformed into a market economy, which brought great
changes to the production pattern of Nixing pottery. However, due to factors such
as outdated marketing concepts, lagging design and production levels, poor
management, and insufficient innovation, the Nixing pottery industry failed to
adapt to market changes and competition, resulting in unsatisfactory development
of the entire industry. Many companies stopped production and many potters had

to change their careers!®. During this period, the production of Nixing pottery

137 Wu Fang, Lv Siya. Research on the promotion and development of Qinzhou Nixing pottery
industry under the "Belt and Road" initiative. Journal of Qinzhou University, 2017,32(12):24-29.
133 Mao Wenging. Historical evolution of Qinzhou Nixing pottery art style and its regional
characteristics. Foshan Ceramics, 2008(10):26-28.

139 Yu Changmin. The rise and fall and development of Qinzhou Nixing pottery in Guangxi.
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stagnated and the traditional craft was once again facing the crisis of being lost.

Fortunately, there were a group of knowledgeable people in Qinzhou and even
Guangxi at that time. They deeply realized the importance of inheriting the
traditional art of Nixing pottery and made great efforts to save and restore the
production of Nixing pottery. After experiencing various hardships and a difficult
start, Qinzhou Nixing pottery industry gradually recovered after 2004. Nixing
pottery private enterprises and individual studios have rapidly emerged, mainly
benefiting from the high attention of the Qinzhou Municipal Government. The
municipal government has introduced a series of support and preferential policies
to actively guide private enterprises and individual studios to develop in a
market-oriented way to adapt to market competition. Under the leadership of the
older generation of Nixing pottery workers and the influence of the enterprise
effect, the Nixing pottery industry has regained new vitality. At the same time, it
focuses on establishing quality and brand awareness, attaches importance to talent
training, and is committed to research and development and opening up new
markets. The art and craftsmanship of Nixing pottery have rapidly improved.

Since the 1970s, modern kilns such as "tunnel kiln, push plate kiln, downdraft
kiln" have been promoted. Since 2000, Nixing potters have independently
developed and promoted the "shuttle kiln", enhancing its kiln-changing function
and improving the artistic quality of Nixing pottery.

In 2006, the work "Gaogu Flower Vase" won the "World Outstanding
Handicraft Badge Certification" issued by UNESCO. In 2008, the firing technique
of Nixing pottery was included in the second batch of national intangible cultural
heritage list. In the same year, Nixing pottery products were established as
"national geographical indication protection products" by the state (Fig. 4.62). In
2013, the China Arts and Crafts Association awarded Qinzhou the title of "China
Nixing Pottery Capital" (Fig. 4.63), and Nixing pottery became the cultural

ambassador of Guangxi and the city name card of Qinzhou. Nixing pottery has

Ceramic Science and Art, 2007(01):34-35+66.
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been presented as a state gift to leaders of various countries many times. In 2006,
the work "Lianxin Bowl" was designated as a state guest gift and presented to the
leaders of the ten ASEAN countries. In 2009, the work "Fruits" (Fig. 4.64) became
a state gift at the 6th China-ASEAN Expo. In 2010, at the 450th anniversary
celebration of Laos' capital Vientiane, the work "Vientiane Renewal" was
presented as a state gift by the Chinese government delegation. In 2011 and 2012,
at the signing ceremony of the China-Malaysia Industrial Park and the opening
ceremony of the China-Malaysia Industrial Park, Qinzhou Nixing Pottery
"Auspiciousness of Heaven and Earth" and "Impression of Zhuang Township" (Fig.
4.65) were presented as state gifts to Malaysian leaders.

At present, the artistic style of Nixing pottery has integrated the local
characteristics of Qinzhou on the basis of inheriting tradition. The development of
Nixing pottery culture presents diversified characteristics, which not only contains
Chinese traditional culture, but also contains national culture and religious culture.
In terms of modeling, tradition and modernity are compatible, and ceramic art
works with local characteristics are created with the theme of Guangxi ethnic
minority culture and local art. There are both traditional pomegranate bottles,
gourd bottles, bells and tripods, as well as modern sculpture-style works. In terms
of decorative style, in addition to inheriting the traditional combination of
calligraphy and painting, it also highlights the style characteristics of pattern
decoration design.

National culture occupies an important position in Nixing pottery. Nixing
pottery treasures use a lot of national traditional elements. The inheritors of Nixing
pottery in successive generations have profound national cultural literacy. They are
good at drawing essence from national culture and integrating it into pottery
creation with superb skills. Common creative elements include national
headdresses, customs, costumes, historical legends, totem worship, and national
scenic spots and historical sites (Fig. 4.66, Fig. 4.67). These elements not only
enhance the ancient charm of Nixing pottery works, but also highlight their
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nationality, regionality and culture, thus enhancing the artistic value and collection
taste of the works!%,

Subtropical landscape culture is fully reflected in the design innovation of
Nixing pottery. The Beibu Gulf region has a unique geographical location, facing
the sea to the south, backed by the southwest, connected to the Pearl River Delta to
the east, and facing Southeast Asia. It is the only coastal, riverside, and border
region in southern my country. This unique location advantage has brought rich
natural resources, giving the region karst landscapes with strange mountains and
beautiful waters and subtropical coastal scenery with clear waves and white sand.
These unique natural conditions have bred a wealth of pattern elements, which
have been fully utilized in the design of Nixing pottery, showing strong regional
characteristics and cultural heritage (Figures 4.68 and 4.69).

Auspicious cultural symbols have been widely used in Nixing pottery.
Auspicious cultural symbols contain profound philosophical thoughts and life
ideals in Chinese tradition, and embody a strong cultural heritage. These
auspicious symbols are often drawn from animals, plants and totem worship,
expressing people's wishes, pursuits, hopes and yearnings for beautiful things. For

"

example, fish patterns are homophonic with "surplus" and "yu", symbolizing
auspiciousness and abundance and a wealthy life; bats symbolize blessings from
heaven and longevity; patterns such as dragons, phoenixes, peonies, auspicious
clouds and ruyi express the themes of dragons and phoenixes presenting

auspiciousness and flowers blooming and prospering'4!.

Incorporating these
auspicious cultural elements into the design of Nixing pottery makes the pottery
more profound in cultural connotation and makes Nixing pottery works more
culturally profound and attractive (Fig. 4.70).

Religious sacrificial culture is also fully reflected in Nixing pottery. Buddhism

originated in India. After it was introduced into China, it interacted and absorbed

140 Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's
Publishing House, 2015:41.
141" Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's
Publishing House, 2015:47.
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with Chinese traditional culture and gradually developed into one of China's
national religions. It became an important part of Chinese feudal culture and had a
profound impact on ancient social history, philosophy, literature, art and other
cultural forms. Around the Western Han Dynasty, Buddhism was introduced to
Guangxi. In the Tang Dynasty, Buddhism in Guangxi flourished unprecedentedly.
The Beibu Gulf region was deeply influenced by Buddhist culture. The religious
themes in Nixing pottery works are a reflection of this influence. Taoism began to
spread and become popular in Zhuang ethnic minority areas during the Southern
and Northern Dynasties. In modern times, the Zhuang people in Guangxi generally
worship Taoism. With the changes in society and culture, Taoism has deeply and
widely penetrated into the living customs of various ethnic groups in Guangxi and
has become an important part of their living customs'#2.

Buddhist and Taoist themes are widely used in the decoration of pottery. The
use of carving and painting techniques to display Buddha statues (Fig. 4.71), Taoist
gods, religious rituals and other elements makes Nixing pottery works not only
have artistic value, but also carry profound religious and cultural connotations.
Through these religious themes, Nixing pottery works reflect the fusion of diverse
cultures and profound historical traditions in the Guangxi region.

Poetry, calligraphy and painting in culture are an important part of the unique
charm of Nixing pottery. Literati and scholars participated in the creation of Nixing
pottery art, making the artistic taste of Nixing pottery transcend ordinary
handicrafts, which is mainly reflected in the changes in the overall shape of pottery
and the effect of decorative art on the surface of pottery. By integrating poetry,
calligraphy and painting into the artistic creation of Nixing pottery, the works are
given deeper literary connotations and artistic implications. Literati and scholars
often use Nixing pottery as a medium to write poems or borrow ancient poems to
express emotions and ideals, making Nixing pottery not only practical, but also a

work of art for decoration, appreciation and collection. Calligraphy art decorates

142 Ma Yushan. Cultural space of Nixing pottery: a monograph. Changchun: Jilin People's

Publishing House, 2015:51.
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the surface of ceramics with its unique brushwork and fonts, making it more
elegant (Fig. 4.72). In terms of painting, exquisite flower, bird and landscape
patterns are often dotted on Nixing pottery, showing the painter's artistic
attainments and life interest (Fig. 4.73). This combination of poetry, calligraphy
and painting with Nixing pottery not only reflects cultural inheritance and
exchange, but also injects new vitality into Nixing pottery art. In contemporary
times, this traditional culture continues to be inherited and developed in Nixing
pottery art, making Nixing pottery works more colorful and full of charm.

Nixing pottery, with its unique material, exquisite craftsmanship and exquisite
modeling art, has endowed it with profound cultural connotations. With the spread
of Nixing pottery culture, more and more people have a deeper understanding of
this exquisite work of art. Today, in Qinzhou City, Nixing pottery has become a
common pottery in daily life, and almost every household has it in their collection
or on display; and in the Beibu Gulf Economic Zone, Nixing pottery has become a
popular gift for people to give to relatives and friends. Many collectors in South
China and Southeast Asia are fascinated by the cultural charm of Nixing pottery
and continue to buy and collect it. At present, with Qinzhou City as the core area
and the Beibu Gulf Economic Zone (other areas except Qinzhou) as the secondary
area, radiating to the entire South China and Southeast Asia, the influence circle of

Nixing pottery culture has gradually formed!'#.

4.9 Factors affecting the evolution of Nixing pottery due to changes in cultural
ecology
Looking at the entire evolution of Qinzhou pottery, it can be seen that changes
in cultural ecology affect the evolution of Nixing pottery, and its influencing
factors mainly include the following aspects:
Natural environment. The production of Nixing pottery depends on

high-quality clay resources. The climate conditions and geological environment in

143 Zhong Hengxing. A Brief Discussion on the Inheritance and Development of Calligraphy Art
in Nixing Pottery Sculpture Decoration. Ceramic Science and Art, 2021,55(10):8.
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Qinzhou create clay suitable for making Nixing pottery. Qinzhou is also an
important starting point of the ancient "Maritime Silk Road" and the earliest region
in Guangxi to accept foreign cultural influences. The developed shipping provides
strong conditions for the sales of Nixing pottery. The subtropical geographical
location and humid and hot climate conditions are suitable for the growth of tea
trees and rich tea resources. People have formed the habit of drinking tea in their
long-term production and life. The region has a strong tea culture, which has
created basic conditions for the production and development of Nixing pottery tea
sets, and people have a strong demand for high-quality pottery tea sets.

Political environment. Different political backgrounds and policies have had
a profound impact on the production, skills and market of Nixing pottery. In the
Han Dynasty, national unity and social stability led to the development of pottery
making technology, and glazed pottery and early celadon appeared. In the Tang
Dynasty, the strengthening of centralization and the prosperity of foreign trade
promoted the prosperity of tri-color pottery. In the Song Dynasty, the politics was
relatively stable, and the establishment of the official kiln system enabled the
porcelain industry to receive strong support from the royal family, and the ceramic
craft reached a new peak. In the Yuan Dynasty, the establishment of the Mongol
Empire made exchanges between China and foreign countries more frequent, and
blue-and-white porcelain enjoyed a high reputation at home and abroad for its
unique artistic style.

During the Ming and Qing Dynasties, local officials attached great importance
to the pottery industry and supported relevant policies, which enabled the Nixing
pottery skills to be inherited and developed. During this period, Nixing pottery was
not only popular in the domestic market, but also exported to Southeast Asia and
other places through the Maritime Silk Road, becoming an important trade
commodity. In modern times, with the decline of the Qing government and the
invasion of foreign powers, Chinese society was turbulent, and the development of

Nixing pottery was also seriously affected. War and social instability led to the
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decline of the pottery industry and a break in the inheritance of skills. During the
Republic of China, political turmoil intensified, and Nixing pottery once faced a
survival crisis. After the founding of New China, the stability of the political
environment provided a new opportunity for the development of Nixing pottery.
The government's emphasis on traditional crafts and protection policies have
enabled Nixing pottery to recover and develop. Especially after the end of the
Cultural Revolution, the government has increased its efforts to protect traditional
cultural heritage, and Nixing pottery, as an important intangible cultural heritage,
has been systematically protected and inherited. Since the reform and opening up,
the further relaxation of the political environment and the promotion of the market
economy have enabled the Nixing pottery industry to develop unprecedentedly.

Social structure. From simple and practical utensils in primitive society to
ritual symbols in slave society and feudal society, ceramics not only carry practical
functions in daily life, but also become a symbol of power and status. During the
Tang and Song dynasties, the development of the commodity economy and the
process of urbanization promoted the diversified production of ceramics. Ceramic
centers such as Jingdezhen came into being, and technological innovations such as
blue and white porcelain and overglaze color shined. During the Ming and Qing
dynasties, ceramics were not only popular in China, but also exported in large
quantities through the Maritime Silk Road, becoming an important carrier of
cultural exchanges between China and foreign countries. Entering modern society,
industrialization has brought about efficient manufacturing of ceramic production,
but it has also triggered challenges to traditional handicrafts and a crisis of cultural
inheritance. In contemporary times, with the cultural renaissance and global
integration, ceramics have not only regained attention, but also continuously
integrated into modern art and design concepts, presenting a diversified
development trend of coexistence of tradition and innovation.

Social culture. The evolution of Nixing pottery is deeply influenced by the

cultural thoughts of various dynasties, which is reflected in the shape, decoration
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style, production process and aesthetic concept of ceramics. From ancient times to
the present, Qinzhou pottery is not only a practical vessel, but also a carrier of
culture and art. With the rise of Confucianism in the Han Dynasty, ceramic objects
more reflect the value of morality and etiquette. With the introduction of Buddhism,
ceramic objects in the Sui and Tang Dynasties began to reflect Buddhist religious
rituals. Song Dynasty ceramics reflect the aesthetic taste and life philosophy of
Confucian culture, and its simple and elegant style is deeply loved by literati and
scholars. The underglaze colored porcelain of the Yuan Dynasty shows the
integration of Han and Mongolian cultures, reflecting the multicultural exchanges
in society at that time. During the Ming and Qing Dynasties, the craftsmanship and
decoration of Nixing pottery reached its peak, reflecting the prosperity of social
economy and the exquisite skills of culture and art. Since modern times, with the
advancement of science and technology and the influence of globalization, Nixing
pottery has not only retained traditional skills, but also integrated modern art
concepts and international aesthetic trends to create new artistic styles and forms of
expression.

Economic development. From the early primitive society to the later feudal
dynasties, ceramic technology has continued to develop with the evolution of
economic forms. Primitive society was mainly self-sufficient, pottery met basic
needs, and the process was simple. With the rise of agriculture and handicrafts, the
pottery making skills in slave society and feudal society gradually improved, and
specialized workshops appeared. During the Tang and Song dynasties, the
prosperity of the commodity economy promoted the development of the ceramic
industry, and products such as Nixing pottery were exported to the Silk Road.
During the Ming and Qing dynasties, the scale of ceramic production expanded,
the technology was sophisticated, the variety was rich, and international trade
flourished. The introduction of industrialization and modern design concepts
further improved the production efficiency and market competitiveness of ceramics,

while focusing on the integration of culture and art. The changes in economic
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forms not only promoted the advancement of ceramic technology, but also
profoundly affected the market position and cultural value of Nixing pottery.

Technological development. Technological progress in different historical
periods not only promoted the improvement of ceramic production technology, but
also brought innovations in shapes, glaze colors and decorative techniques. In the
Neolithic Age, pottery was made using simple hand-kneading and mud strip
coiling techniques. The main method of pottery firing was hole firing. The texture
of the pottery was rough and it was mainly used for basic living needs. Later, with
the advancement of pottery making technology, the invention and use of the
pottery wheel greatly improved the quality and production efficiency of pottery.
During the Eastern Han Dynasty, ceramic production technology entered a new
stage. The increase in firing temperature and the improvement of kiln technology
made ceramic objects harder and denser, and Qinzhou pottery began to use
steamed bun kilns for firing. Since then, the three-color pottery of the Tang
Dynasty, the ceramics of the Song Dynasty, and the blue and white porcelain of the
Yuan Dynasty are all products of the combination of technological progress and
artistic innovation.

During the Ming and Qing Dynasties, the development of Nixing pottery
ushered in a period of prosperity, and dragon kilns were widely used for the firing
of Nixing pottery. In the Ming Dynasty, Jingdezhen became a porcelain-making
center, with a wide variety of blue and white porcelain, five-color porcelain, etc.,
and more abundant and diverse decorative techniques. In the Qing Dynasty, further
breakthroughs were made in the color porcelain process. The emergence of new
varieties such as pastel porcelain and enamel porcelain represented the highest
level of porcelain-making technology at that time.

Entering modern society, the introduction of industrialized and mechanized
production methods has greatly improved the production efficiency of Nixing
pottery and made its quality more stable. Modern ceramic technology not only

follows traditional craftsmanship, but also integrates modern technology, such as
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high-temperature kiln technology, automated production lines, and the
development of new glazes. These technological innovations not only enhance the
practicality and aesthetics of Nixing pottery, but also promote the integration and
development of Nixing pottery art and modern design concepts.

Foreign exchanges. Historically, Nixing pottery has enjoyed a high
reputation at home and abroad for its unique craftsmanship and exquisite
decoration. During the Tang and Song dynasties, Nixing pottery began to be
exported to Southeast Asia and the Middle East through the Maritime Silk Road,
which promoted the diversification and innovation of its craftsmanship. During the
Ming and Qing dynasties, with the further expansion of China's foreign trade,
Nixing pottery was not only popular in the domestic market, but also exported to
Europe, America and other places, becoming an important trade commodity.
Entering modern society, the in-depth development of globalization and
international trade has further expanded the international market for Nixing pottery.
Foreign exchanges have brought new technologies and design concepts, promoting
the improvement and innovation of Nixing pottery craftsmanship. At the same time,
the demand of the international market has also prompted Nixing pottery products
to pay more attention to cultural connotations and artistic value, enhancing its
competitiveness and influence in the international market. Foreign trade and
exchanges have not only expanded the market demand for Nixing pottery, but also
prompted its continuous innovation and progress, and promoted the integration and

development of Nixing pottery art and modern design concepts.

4.10 The inheritance and development of Qinzhou Nixing pottery from the
perspective of cultural ecology
In the context of globalization affecting regional culture, the inheritance and
development of Qinzhou Nixing pottery is of great significance. Globalization has
brought about the integration and impact of cultures, and many traditional cultures

are facing the risk of disappearing. As an important representative of traditional
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Chinese ceramic art, the inheritance and development of Qinzhou Nixing pottery is
not only a protection of traditional craftsmanship, but also a reflection of the
cultural confidence of the Chinese nation. Nixing pottery, with its unique
production technology, rich cultural connotations and aesthetic value, shows the
unique charm of Qinzhou local culture.

The inheritance of Qinzhou Nixing pottery helps to preserve local
characteristics and cultural memory and enhance cultural identity. In the process of
globalization, protecting and promoting local culture can maintain its uniqueness
and identity in a multicultural environment. In addition, the development of Nixing
pottery can also promote the local economy, drive the development of related
industries, increase employment opportunities, and improve people's living
standards.

In today's increasingly frequent cultural exchanges, Qinzhou Nixing pottery,
as an important carrier of Chinese traditional culture, can better go to the world
through the combination of innovation and modern design concepts, and enhance
international influence and cultural soft power. Through cultural output, not only
can the world understand and love Qinzhou Nixing pottery, but also promote the
exchange and mutual learning of Chinese and foreign cultures, and contribute to
the diversity of global culture.

It is of great significance to solve the difficulties faced by the inheritance and
development of Nixing pottery from the perspective of cultural ecology. This
perspective emphasizes the interaction between culture and environment,
highlights the dynamics and adaptability of culture, and can promote the
inheritance and development of Nixing pottery in a more comprehensive and
systematic way. This real dissertation proposes measures for the inheritance and
development of Nixing pottery from three levels: the natural environment,
economic environment, and social environment of cultural ecology.

4.10.1 Wording at the natural environment level

Strengthen the protection of natural resources. Establish a Nixing pottery raw
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material resource protection area or management plan to ensure the sustainable use
of raw materials. Prevent over-exploitation and environmental damage through
scientific evaluation and management. Advocate environmentally friendly
production processes and materials to reduce the negative impact on the natural
environment, improve resource utilization efficiency and environmental
sustainability.

4.10.2 Measures at the economic environment level

Create a good environment for economic development. First, formulate
policies and measures to support the development of Nixing pottery industry, such
as financial subsidies, tax incentives and loan support, to encourage enterprises and
individuals to engage in Nixing pottery production and research and development,
and ensure the sustainable development of the industry. Strengthen intellectual
property protection, prevent the proliferation of counterfeit and shoddy products,
and maintain brand and reputation.

Second, improve production equipment and technology, introduce modern
production technologies such as automated kilns, 3D printing and precision molds,
improve production efficiency and product consistency, ensure high quality while
reducing production costs.

Third, promote brand building and market promotion. Use modern media and
Internet platforms to promote the brand, tell the history and craftsmanship of
Nixing pottery, and enhance cultural charm. Through multi-channel publicity such
as social media, e-commerce platforms and cultural and creative exhibitions,
expand sales channels, hold online and offline promotion activities, and increase
market awareness and brand influence.

Carry out cross-border cooperation and innovation in the Nixing pottery
industry. Promote cooperation between Nixing pottery and other cultural
industries such as film and television, games, and fashion design, develop new
products and markets, and broaden the application scope of Nixing pottery. By

promoting cross-border cooperation between Nixing pottery and modern design
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and fashion industries, designers and artists are encouraged to participate in the
innovative design of Nixing pottery. On the basis of maintaining the core value of
Nixing pottery culture, innovation and modernization are encouraged to combine
traditional skills with modern design, develop Nixing pottery products that have
both traditional cultural heritage and modern aesthetics, broaden the market space,
and enhance market competitiveness.

Support the development of small and medium-sized enterprises and
handicraft workshops. Encourage innovation and creative design to meet diverse
market needs. Provide entrepreneurial support, technical training and financial
support to help small and medium-sized enterprises improve their competitiveness
and innovation capabilities. Combine traditional craftsmanship with modern design
to develop Nixing pottery products that adapt to modern lifestyles and market
needs, such as home decoration, practical utensils and gifts, broaden product lines,
and enrich product categories.

Strengthen industry coordination and cooperation. Establish a sound
industry standard and quality certification system to enhance market credibility and
consumer trust. Strengthen industry-university-research cooperation, promote
Nixing pottery craft research and technological innovation, cultivate professional
talents, and improve the overall level of the industry.

4.10.3 Measures at the social environment level

Strengthen the construction of social systems and actively guide the
awareness of ""cultural awareness''. First, establish an effective social evaluation
and incentive mechanism. Set up awards related to Nixing pottery to commend
craftsmen who have made outstanding contributions to the inheritance and
innovation of skills, and stimulate their creativity and willingness to inherit.
Through social evaluation and market feedback, improve the quality and brand of
Nixing pottery products and form a good industry atmosphere. Secondly, promote
Nixing pottery through multiple channels such as social media, television, and

newspapers, and produce documentaries, special programs and promotional films
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to enhance its social visibility. Use media, education and industry activities to
enhance the public's recognition of the cultural value of Nixing pottery. Organize
exhibitions, lectures and workshops to introduce the history, craftsmanship and
cultural background of Nixing pottery and increase cultural pride.

Broaden the channels for the dissemination of Nixing pottery culture. Set
up courses related to the history and craftsmanship of Nixing pottery in schools,
and spread its cultural value through museums, exhibitions, lectures, etc. Build a
digital museum of Nixing pottery, use modern scientific and technological means
to digitally record, and widely disseminate through the Internet and digital media
platforms to enhance its visibility and influence. Develop interactive games with
Nixing pottery as the theme, and promote them online, especially for young people,
to enhance the experience of Nixing pottery products and deepen cultural
cognition.

Strengthen the training of Nixing pottery inheritors and establish a
complete training system. Provide technical training and educational resources to
attract young people to engage in Nixing pottery production. Establish scholarships,
internship programs and university cooperative research programs to ensure the
continuation and innovation of skills. Organize professional training courses, invite
experienced craftsmen to teach technology, and train more young craftsmen to
ensure the inheritance and innovation of skills. Enhance the innovation ability of
practitioners through seminars and exchange activities.

Enhance the cultural and artistic value of Nixing pottery. Enhance the
cultural and artistic value of Nixing pottery by holding exhibitions, participating in
expositions and establishing experience centers. Combine Nixing pottery with
cultural tourism to create characteristic cultural experience projects. Through
tourist routes and experience workshops, tourists can experience the production
process of Nixing pottery in person to increase its cultural added value and
economic benefits. Organize cultural exchange activities at home and abroad to

showcase the unique charm and historical heritage of Nixing pottery, and enhance



126

cultural identity and market competitiveness. Establish museums, workshop
experience centers and cultural blocks to provide interactive experiences and
cultural education, attract tourists and art lovers, and promote the development of
the cultural tourism industry.

Actively participate in international cultural exchanges and cooperation.
Share the inheritance experience and methods of Nixing pottery culture, absorb the
advantages of other cultures, and enhance the international influence of Nixing
pottery culture. Build a Nixing pottery cultural ecological park to showcase and
inherit Nixing pottery skills, and promote the integrated development of Nixing

pottery culture with tourism, education, and creative industries.
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CONCLUSION

Previous studies have mainly explored the history, cultural connotation,
artistic aesthetics, and protection and inheritance of Nixing pottery. This paper
introduces the theory of cultural ecology, places the study of Qinzhou Nixing
pottery in the context of Qinzhou's regional cultural ecological environment,
studies the laws of the production, development, and evolution of Nixing pottery,
and interprets the inherent connection between the development and evolution of
Nixing pottery and cultural ecology from the perspective of cultural ecology. The
real dissertation mainly draws the following conclusions:

The formation of Qinzhou Nixing pottery is closely related to the local
regional cultural ecological environment. Qinzhou's geographical location, climate
and other natural environments have become the necessary conditions and basic
guarantees for the formation of Nixing pottery. Rich clay resources, developed
shipping, and rich tea culture provide strong conditions for the production and
sales of Nixing pottery. The economic environment and social environment have
created material and cultural conditions for the development and inheritance of
Nixing pottery, making Nixing pottery an important part of Qinzhou's multicultural
culture.

Qinzhou area has rich material and intangible cultural heritage resources.
Qinzhou regional culture has the characteristics of history and nationality, richness
and distinctiveness, ecology and diversity. Through handicrafts such as Nixing
pottery, regional culture can be reflected and inherited. These cultures have built a
deep cultural foundation for Nixing pottery, making it present distinct regional,
marine and national characteristics.

The evolution of Nixing pottery is mainly affected by the unique
geographical and cultural environment of Qinzhou area. In particular, after the
introduction of foreign cultures such as the Central Plains culture and the maritime
culture, they merged with the local culture to form a new cultural form, bringing

about changes in production technology, values and aesthetic concepts, thus
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promoting the development of Nixing pottery. The assimilation and alienation of
culture, inheritance and variation phenomena further promoted the evolution of
Nixing pottery, which is specifically manifested in the changes in the shape,
decoration and molding methods, reflecting the changes in cultural characteristics.

A dynamic relationship structure model of Nixing pottery culture was
constructed. The model consists of a synchronic relationship model and a
diachronic relationship model of the various elements of Nixing pottery culture.
The model reveals the dynamic relationship between Nixing pottery and its cultural
ecological environment in a specific historical period, provides a visual thinking
framework for a comprehensive understanding of Nixing pottery culture from
multiple angles, clarifies the ideas for studying the evolution of Nixing pottery, and
establishes an intuitive research model.

The dynamic changes of society and culture have formed the evolution of
Qinzhou Nixing pottery. The six stages of Qinzhou pottery evolution are identified:
the budding of Qinzhou pottery (Neolithic Age, about 4,000 years ago), Qin and
Han Dynasties, 221 BC-220 AD, the origin of Qinzhou Nixing pottery (Sui and
Tang Dynasties, 581-907), the new development of Qinzhou pottery (Song, Yuan
and Ming Dynasties, 960-1644), the naming and prosperity of Qinzhou Nixing
pottery (Qing Dynasty and Republic of China, 1616-1949), the restoration and
transformation of Qinzhou Nixing pottery (from the founding of the People's
Republic of China to the present, 1949 to the present). The evolution of Qinzhou
pottery under the influence of cultural ecological environment in each stage is
identified.

Changes in cultural ecology have profoundly affected the development of
Nixing pottery through natural, social, economic, technological, political and other
factors. Adjustments in social structure and relations, changes in economic
conditions and development models, technological progress, changes in political
systems and policies, and changes in the values and traditions of culture itself have

jointly shaped the direction of the evolution of Nixing pottery.
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In the context of globalization affecting regional culture, the inheritance of
Nixing pottery culture has the significance of protecting cultural diversity,
strengthening cultural identity, promoting cultural innovation, enhancing economic
value, promoting educational inheritance and promoting international cultural
exchanges. This not only protects and continues the precious cultural heritage, but
also injects rich cultural connotations and creativity into modern society, and
realizes the sustainable development of culture.

The inheritance and development of Nixing pottery culture can be achieved
through measures such as strengthening community participation and education,
protecting traditional crafts and natural resources, promoting digital recording and
dissemination, promoting cultural innovation and modern integration, policy
support and capital investment, strengthening international cooperation and
cultural exchanges, developing cultural tourism and creative industries, and
establishing ceramic cultural ecological parks, so as to achieve the coordinated

progress of Nixing pottery culture and the environment, society and economy.
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Figure 2.1 Elements of Qinzhou regional culture
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Figure 2.2 Nixing pottery bottle Huang Jian

Figure 2.3 Nixing potteryfambe (pumpkin pot) Lu Shan

Figure 2.4 Zhuang Brocade
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Figure 2.6 Zuojiang Huashan rock paintings
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Figure 2.7 Basic structure of bronze drum
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Figure 2.10 Bronze drum decoration
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Figure 3.1 Hand-molding of Nixing pottery
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Figure 3.2 Trimming



Figure 3.3 Engraving and decorative craftsmanship

Figure 3.5 Grinding and polishing process



«Excellent
«Authentic
«Innovative
+Eco-friendly
«Marketable
«Fair

Seal of Excellence

for Handicrafts
2006 East Asia Programme

Drum shaped vase
China
Submitted by Guangxi Ni Xing Tao Arts Co, Ltd

The International 2006 Jury acknowledges that this handicraft product
conforms to the rigorous standards set by the Seal of Excellence
programme. The criteria for this award include excellence in production,
cultural authenticity, innovative features or techniques, potential for the
world market, eco-friendly materials and processes, and social responsibility
.in terms of fairness and equity in the production process.

,M % VA
Richard A. Engelhardt

Norov Urtnasan
Asia and Head
SEAL Committee in Mongolia

Figure 3.6 The Drum shaped vase was awarded the “World Outstanding Handicraft Badge
Certification” by UNESCO

Figure 3.7 Drum shaped vase Li Renping
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Figure 4.8 Hepu Han Tomb Museum
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Figure 4.11 Pottery jar Figure 4.12 Figure 4.13
urn Pottery pot Pottery bottle

Figure 4.14 Pottery  Figure 4.15 Pottery  Figure 4.16 Pottery

Figure 4.17 Jointed jar

pot with lid bucket bowl
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Figure 4.18 Pottery  Figure 4.19 Pottery  Figure 4.20 Pottery =~ Figure 4.21 Pottery
tripod box fang jar

Figure 4.22 Ceramic architectural model
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Figure 4.25 Water Figure 4.26 Feather
ripples pattern

Figure 4.27 Animal Figure 4.28 Figure 4.29 Dragon head
head applique Animal feet
holding rings



Figure 4.32 Bowl with Figure 4.33 Melon-shaped

chrysanthemum petal pattern jar

Figure 4.35 Algae-patterned Figure 4.36 Porcelain plate Figure 4.37

cup Lotus-petal-patterned

vase



Figure 4.38 Celadon bowl

Figure 4.40 Figure 4.41 Figure 4.42 Figure 4.43

Black-glazed plum Blue-and-white jar ~ Green-glazed bowl Enameled plum vase

vase

Figure 4.44 Figure 4.45 Figure 4.46 Ge-glazed Figure 4.47
Brown-glazed Blue-glazed plum vase plum vase Blue-and-white plum

plum vase vase
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Figure 4.48 General jar Figure 4.49 Figure 4.50 Pastel bowl

Plum vase

Figure 4.52 Vase Figure 4.54 Warm Wine Pot



156

Figure 4.58 Melon shaped  Figure 4.59  Figure 4.60 Figure 4.61 Relief-carved
teapot Vase Flat-carved pen hand-held pot
holder
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Figure 4.62 National Geographical
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Figure 4.64 Fruitful Results

Figure 4.65

Figure 4.63 China's Nixing Pottery Impression of

Capital Zhuang Township
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Figure 4.66 Encouragement Huang Jian Figure 4.67 Splendid Tower in Zhuang
Village Lai Jun

Figure 4.68 Morning Light Figure 4.69 Ocean Spirit Li Lihong

Huang Jian
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Figure 4.70 Fish Pattern Tea Set Li Jinshui Figure 4.71 Chan Huang Hui
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Figure 4.72 Hanging plate Wu Figure 4.73 Vase Ma Wuhong

Jialan



