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THE INFLUENCE OF BUDDHISM ON THE AESTHETICS
AND SYMBOLISM OF ORNAMENTAL DECORATION
OF CHINESE BRONZE MIRRORS OF THE TANG
DYNASTY (618-907)

Summary: Buddhism was introduced to China during the
Eastern Han dynasty (25-220 AD) and received official
support during the Wei (386-534), Jin (266-420), South-
ern (420-589), and Northern (439-581) dynasties. During
the Tang dynasty, thanks to the patronage of the imperial
family, Buddhism became a fundamental part of the re-
ligious and philosophical foundation of Chinese spiritual
life. The open-mindedness of Tang emperors and their
tolerance toward foreign cultures led to the rapid devel-
opment of Buddhism and its integration with Chinese
culture, which resulted in the formation of a distinctive

The Tang dynasty can be called the golden age
of Buddhism in China. Due to the reverence for
Buddhism shown by the rulers, it gradually exerted
a significant influence on all strata of society. The
system of decoration and symbolism of Buddhist
images and motifs had a profound impact on var-
ious crafts of the Tang dynasty, one of which was
the art of decorating bronze mirrors.

Both in China and in Russia, scholarly research
has been devoted to Buddhism and its influence
on Chinese decorative and applied arts.

The article by M. E. Kravtsova, “On the Initial Stage
of the Spread of Buddhism in China,” covers the key
aspects of the historical and cultural context of the
introduction of Buddhism into Chinese culture. The
author examines various versions and timeframes
concerning the Chinese acquaintance with Buddhism
and mentions important historical events, such as the
possible acquaintance of Confucius with the Buddha,
the arrival of Buddhist monks at the court of the Qin
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local variant of Chinese Buddhist art. The fusion of Bud-
dhism with ancient Chinese culture brought about trans-
formations in painting, architecture, sculpture, crafts, and
literature. This article analyzes the influence of Buddhist
aesthetics and symbolism on the ornamental decoration
of bronze mirrors during the Tang dynasty, revealing new
types of ornamental motifs that emerged as a result of
their integration into ornamental compositions.

Keywords: Tang dynasty, Chinese bronze mirrors, Bud-
dhist symbolism, Buddhist ornamental patterns.

emperor, and popular legends, for example, about
the prophetic dream of Emperor Ming, which led
to the arrival of Buddhist missionaries in China [2].
Buddhism began to spread actively in China as
a result of social and political changes, particularly
against the backdrop of conflicts and wars. The turn
to Buddhism was to a certain extent connected with
the search for consolation and salvation from suffer-
ing in conditions of instability. In an article published
by Wang Jinbao, “The Influence of Buddhism on Tra-
ditional Chinese Lotus Ornamentation,” an analysis
is conducted of how the image of the lotus and its
symbolic meaning were integrated into the system
of traditional Chinese ornament. The lotus is con-
sidered the primary symbol of Buddhism, associated
with purity, spiritual innocence, and tranquility [1].
Jiang Bingzhi and Jiang Yuxi published the arti-
cle “The Lotus and Buddhism” [3]. The article notes
that the lotus flower, as an important symbol of the
Buddhist religion, was closely connected with many

legends about Shakyamuni Buddha. Its symbolic sig-
nificance lay in the possibility of transforming mis-
fortune into prosperity, spiritual blindness into moral
purity and enlightenment, just as the beautiful lo-
tus flower is born from mud and mire without being
tainted. In his study of Chinese lotus culture, Wang
Bingjie showed its origins, the process of its develop-
ment, and its geographical distribution in China [4].

In his work “A Study of the Formation of the
Baoxiang Flower in the Tang Dynasty,” Wu Xiaofan
demonstrated the reasons for the spread of the
baoxiang pattern in the decorative art of the Sui
(581-618) and Tang (618-907) dynasties and exam-
ined its artistic characteristics. The article analyz-
es the process of transformation of the baoxiang
motif into a traditional Chinese floral pattern that
took shape during the Southern and Northern dy-
nasties (420-589). Combining various flowers—peo-
nies, chrysanthemums, and honeysuckle—in stylized
form, craftsmen created a unique pattern [5].

During the Tang dynasty, there was an active in-
teraction between China and the cultural traditions
of other countries, which significantly enriched the
decorative motifs of Chinese ornamental art. The
combination of traditional motifs and images with
Buddhist symbolism created new variants of deco-
rative ornamentation for bronze mirrors.

As already noted, in the system of Buddhist sym-
bols, one of the foremost places is occupied by the
lotus motif, which embodied nobility and spiritual
purity. Decoration with lotus patterns not only em-
phasized people’s aspiration for the purification of
the soul and the possibility of attaining Supreme
Bliss but also represented the ideal embodiment
of the high aesthetics of this motif in Chinese dec-
orative art [6].

While the lotus is a real flower—a creation of na-
ture—the baoxiang flower does not exist in nature; it
seems to absorb the beauty and symbolic meaning
of many plants. In his article “A Study of the Lotus:
An Analysis of the Evolution of the Baoxiang Style,”
Zhou Zuohao notes that the penetration of Bud-
dhist culture influenced the inclusion of the lotus
image in the stylization of the fantastic baoxiang
flower. He examines lotus patterns in Indian deco-
rative art, identifying “paternal genes” of recogniz-
ability, while in the traditional culture of China he
finds “maternal genes” in ornaments of the Han era
(206 BC—220 AD), on the basis of which the diverse
elements of the baoxiang pattern were unified [7].
Its appearance may testify to the remarkable mas-

Il 1. Bronze mirror with baoxiang floral pattern from
Shaanxi Province. Tang dynasty. Collection of the Cultural Relics
Administration of Shaanxi Province, China.

tery and imagination of Chinese artists and skilled
craftsmen of that time [8].

Thus, the leading decorative motifs of the lotus
and the baoxiang flower, having undergone adap-
tation within the system of traditional ornamental
art, formed new compositions in the decoration of
bronze mirrors, in which these motifs are combined
with other important images of Chinese art.

An example may be a bronze mirror (lll. 1) discov-
ered during excavations in Shaanxi Province, which is
a third-class cultural relic in China (diameter 21.5 cm,
thickness 0.5 cm). The mirror has a slightly scalloped
border, and its reverse side is divided into two con-
centric circles: inner and outer. The inner part is dec-
orated with six floral buds around a hemispherical
boss (knob handle). The outer border consists of eight
baoxiang flowers arranged symmetrically around the
center. The baoxiang flowers are, in turn, adorned
with numerous leaves that frame each flower and
lend the entire composition a finished appearance
and festive decorativeness.

Some compositions featuring the baoxiang flow-
er may also include cloud patterns, leaves, grass-
es, as well as inscriptions. An example is a round
bronze mirror (lll. 2) with a diameter of 16.5 cm
and a thickness of 0.6 cm. The composition is di-
vided into two parts: inner and outer. In the inner
part there are six baoxiang flowers, symmetrically
arranged around the round, convex hemispherical
boss. The outer part is adorned around its circum-
ference with a poetic inscription: “Deep and tran-
quil as still waters, pure and bright as the autumn
moon. From within, a clear radiance emanates, and
outwardly it blossoms like a diamond flower. It can
illuminate people’s hearts and banish evil. It will al-
ways be treasured, and once you acquire it, it will
never disappear.”
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The six baoxiang flowers are decorated with sym-
metrical patterns of grass leaves and stamens. The
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Ill. 2. Round bronze mirror decorated with baoxiang floral
pattern. Tang dynasty. First-class national cultural relic of Ching,
collected in Susong County in 1982.

stylization of the flowers differs from that of the
first example.

The formation of the artistic form and the mul-
tivalent symbolic meaning of the baoxiang pattern
has deep cultural connotations, which are also con-
nected with the diversity of stylization techniques
and compositional organization. As an example, one
can cite a bronze mirror preserved in the Xi'an Insti-
tute for the Conservation of Cultural Relics and Ar-
chaeology in Shaanxi Province (lll. 3). The decorative
program of this mirror includes all the representa-
tive images of Buddhist culture: the peacock, baox-
iang flowers, and the swastika pattern. The mirror
is shaped like a multi-petaled flower, at the center
of which, symmetrically along the vertical axis, are
placed figures of two peacocks. Below is a blossom-
ing baoxiang flower. The upper part is adorned with
a lotus flower, at the center of which is the Bud-
dhist symbol of the swastika.

In Buddhism, the peacock is revered as the Bud-
dha-Mother, the Peacock King (Mahamayuri), and
is one of the important deities in Tantric Buddhism.
According to legend, a peacock once swallowed the
Buddha, but the Buddha not only did not blame it
but, on the contrary, honored it as the Mother of
Buddha and named it the Mother of Buddha—the
Peacock King.

Ill. 3. Bronze mirror with peacock pattern. Tang dynasty.
Collection of the Xi‘an Institute for the Conservation of Cultural
Relics and Archaeology.
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In the local culture of the Tang dynasty, the pea-
cock also held special symbolic significance. Peacocks,
due to their beautiful and proud appearance, were
often associated with high social status. The pattern
of peacock feathers resembled a beautiful composi-
tion of interconnected round coins; therefore, the im-
age of the peacock was also associated with wealth.

The swastika was also a representative symbol
in Buddhism, carrying the auspicious meaning of
spiritual liberation. During the Sui and early Tang
dynasties, swastika characters became one of the
important symbols of Buddhism in China [9]. It can
be said that in Buddhism, the swastika represented
the very existence of the Buddha [10]. During the
Tang dynasty, the swastika was one of the princi-
pal symbols of Buddhism; its image can be seen on
the chest and the soles of the feet of Buddha sculp-
tures, symbolizing the footprint of the spiritual rul-
er, the path, and the liberation of the spirit.

During the Han dynasty, when lions were brought
to China, few people had the opportunity to see
them in person. Moreover, most lions were kept in
imperial palaces and gardens. At that time, sculp-
tors occupied a relatively low social position and
had no opportunity to observe real lions. As a result,
when creating sculptures, craftsmen relied large-
ly on their own imagination and creative abilities,
drawing on descriptions in books and finding inspi-
ration in the images of other animals. In depicting
lions, masters employed such techniques as gen-
eralization, exaggeration, and deformation to ide-
alize their creations and give them a formidable,
majestic appearance. This led to the formation of
a unique “Sinicized” image of the lion, character-
ized by a resemblance in spirit rather than in form
to the real animal [11].

At the autumn auction of Zhongmao Shengjia in
Beijing in 2023, a bronze mirror with double lions
and double phoenixes with curling vines and floral
patterns was sold at a very high price; it was excel-
lently preserved and exquisitely decorated (lll. 4).
Winding branches and grapevines divide the com-
position into four equal parts. Two phoenixes and
two lions are arranged in a circle at some distance
from each other. The two lions are depicted in ac-
tive movement, their bodies strong and powerful.
The two phoenixes, spreading their wings and in-
clining their necks, dance in graceful poses. The
combination of lion and phoenix figures in Chinese
decorative and applied arts acquired, from this time
onward, stable iconographic features.

Conclusion

The rapid spread and flourishing of Buddhism
during the Tang dynasty was a consequence of the
policy of religious tolerance. In the decorative orna-
ments of this period, a synthesis of ancient motifs
and images with Buddhist motifs and images was
manifested. A characteristic feature of the Chinese
symbolic system is the blurring of the boundary be-
tween sacred symbolism and secular wishes. First
and foremost, this is reflected in everyday objects
such as mirrors of the Tang period. This period be-
came an important milestone in the history of the
creation of bronze mirrors and their ornamentation.

The development of Buddhism during the Tang
dynasty also had important historical significance,
contributing to cultural exchanges between China
and foreign countries and providing valuable mate-
rials for the study of the history, art, and culture of
India and the countries of Central Asia. The spread

Ill. 4. Bronze mirror with double lions and phoenixes and flo-
ral patterns. Tang dynasty. Sold for 1,380,000 yuan at the autumn
auction of Zhongmao Shengjia, Beijing, 2023. Private collection.

of Buddhist culture during the Tang dynasty exert-
ed a significant influence on traditional Chinese cul-
ture. Buddhist architecture, murals, and the unique
artistic style that developed in decorative and ap-
plied art objects became an important part of the
history of Chinese art.

REFERENCES:

1. Kravtsova, M.E. 2011. "On the Initial Stage of the
Spread of Buddhism in China” [O nachalnom etape
rasprostraneniya buddizma v Kitae], Bulletin of Saint
Petersburg University [Vestnik Sankt-Peterburgskogo
universiteta], issue 3, series 6.

2. Wang Jinbao. 2021, "The Influence of Buddhism on
Traditional Chinese Lotus Ornamentation” [Vliyanie
buddizma na traditsionnyj kitajskij ornament lotosa],
Man and Culture [Chelovek i kultura], no. 5.

3. Jiang Bingzhi and Jiang Yuxi. 1997. “The Lotus and
Buddhism”, Fojiao wenhua [Buddhist Culture], (5),
pp. 36-37. BRME, BEM. (ETCSHHA) . #HEb
05 (1997): 36-37.

4. Wang Bingjie. 2015. A Study of the Significance of the
Lotus in Chinese Culture, Northwest A&F University, =
ACE. PEESEIE [D]. AIERMB R ARE.

5. Wu Xiaofan. 2016. A Study of the Formation of the
Baoxiang Flower in the Tang Dynasty, Jiangsu Normal
University. /NI EREMRTEERSFNHATE [D]. 7175
JMSEARZE, 2016.

6. Bailie. 2015. “The Development and Evolution of Lotus
Decoration in China under the Influence of Buddhist
Art", Yishu jiaoyu [Art Education], (08), p. 160. B’&.

BHAZAEIN T REEX I AREE [)]. ZRHB,
(08): 160.

7. Zhou Zuohao. 2007. “A Study of the Lotus Flower:

A Rheological Analysis of the Baoxiang Pattern”,
Shangye xueyuan xuebao [Journal of Shanghai Business
School], no. 2. B1E{F: (FREBZFIE—FMIELHFRE
A, ( EBEZERFMR) 2007FH28.

8. Chen Jun. A Study of Baoxiang Patterns in the Dunhuang

Murals [D], Northwest Normal University. ERARIE. IE
BEDTWEMRELIAR [D]. Btz

9. Guo Rongjing. On the Development and Evolution of the

Aesthetic Significance of the Swastika Symbol, Wuhan
Textile University, 03.2013. 337 &. 1€ "i" {FSEZ
BENEAERSET. BUNSHRKE, 03.2013.

10. Wu Weigin and Li Mengyu. 2018. “The Extension and
Modern Application of the Meaning of the Swastika
Symbol in Buddhism”, Mei yu shidai (Part 1) [Beauty
and the Times], (04), pp. 36-38. DOI: 10.16129/j.cnki.
mysds.2018.04.012. RHE), BREW. HHPTHSE
I RNAGZ A [J]. ES( L), 2018, (04): 36-38.

11. Li Weidong and Zhang Jing. 2009. “"Chinese Mythical
Beast in Art: The Lion” [J], Meishu daguan [Art
Panorama], (08), p. 75. 17k, 5k5. T EHEZR—
W [J]. =EARAKN, 2009, (08): 75.

143



DOI: 10.36340/2071-6818-2026-22-2-140-147

Uskao Jlei

AcnupaHt
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BIVNAHWE bBYAAN3MA HA SCTETUKY
N CMUMBOJIMIKY OPHAMEHTAJIbHOTIO AEKOPA
KWTANCKWNX BPOH30BbIX 3EPKAJT 2MOXW TAH
(618-907)

AHHoOTauums: byasansm 6bin BBegeH B Kutain Bo Bpe-
MeHa anHactum BoctouHasa XaHb (25-220 rr.) n nony-
unn odunLmManbHoe pa3BUTME BO BPEMEHA ANHACTUI Bal
(386-534 rr.), LU3nHb (266-420 rr.), FOHbIX (420-589 rr.)
n CeBepHbix (439-581 rr.) guHacTnin. Bo BpemeHa gunHa-
ctum TaH, Brarogaps NogAep>KKe MMMNepaTopckon CeEMbH,
6yAAM3M CTan YacTbio PENUrMo3HO-HONA0COdCKOM OCHO-
Bbl lyXOBHOW XW3HW KuTackoro obuectsa. OTKpbITOCTb
B3rNS40B VMMepPaTopoB ANHACTUN TaH U X TEPMMMOCTb
K MHOCTPaHHbIM KyAbTypaMm npveean Kk 6p1cTpomMy passu-
VO ByaAM3Ma M ero MHTErpaLmmn ¢ KUTanckom KybTypon,
4TO NPUBENO K GOPMUPOBAHUNIO IOKaJIbHOrO BapuaHTa

AunHactuio TaH MOXHO Ha3BaTb NEPUOLOM pac-
ugeta 6yaansma B Kutae. M13-3a nountaHus 6yaams-
Ma NpPaBUTENAMM, OH MOCTENEHHO OKa3aa 3Hauu-
Te/sIbHOe BAMAHME Ha Bce cioun obuwecTBa. Cuctema
AeKopa 1 CUMBOIMKM Byaanncknx obpasos U Mo-
TUBOB OKa3anu rnybokoe BAMAHME Ha pa3ivuHble
pemMecsa AvHacTUM TaH, O4HUM 13 KOTOPbIX OblIO
NCKYCCTBO AeKOPUPOBaHMs BPOH30BbIX 3epKal.

Kak B Kutae, Tak 1 B Poccun nmetrotca Hayu-
Hble nccnefoBaHMsA, NOCBSALLEHHbIe Byaan3My U ero
BJAVSHUIO Ha KMUTalCKoe AeKopaTUBHO-NMpPUKAaL-
HOe MNCKYCCTBO.

Cratba M. E. KpaBuoBoi «O HayanbHOM 3Tane
pacrnpocTpaHeHus 6yaansma B Kutae» oxsatbiBaet
KJtOYeBble acreKTbl MCTOPNYECKOrO U KylbTypHO-
ro KOHTeKCTa BBOZAa byAan3Ma B KUTaNCKYHO Ky/b-
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KuTarckoro byaaninckoro nckyccrsa. CouetaHme 6yanmns-
Ma 1 ApPeBHEN KUTaUCKOW KyNbTypbl MPUBENO K N3MEHE-
HUAM B GOpPMax XMBOMUCK, apXUTEKTYPbI, CKYJIbMATYpPbI,
pemecnax, imtepatype. B ctaTbe aHanvsnpyetcs BAns-
HVe ByAANNCKOM 3CTETUKM U CUMBOJINKM Ha OPHaMeH-
TaNbHbIN fekop HGPOH30BLIX 3epKai B 3MOXY ANHACTAN
TaH, pacKpbIBatOTCA HOBbIE BUALI OPHAMEHTaNbHbIX MO-
TVMBOB, NOSABMBLUVXCA B Pe3yAbTaTe UX MHTErpaLum B op-
HaMeHTaNbHble KOMMO3MLMM.

KnroueBble cnoBa: duHacmus TaH, kumatlickue 6poH30-
gble 3epkana, byddulickas cumeonuka, bydoulickue opHa-
MeHMel.

Typy. ABTOp MCCAeayeT pasinuHble BEpPCUMU U Bpe-
MEHHbIE paMKW, KacatoLmecs 3HaKOMCTBa KMTanLeB
C OyAAU3MOM W YNIOMUHAET BaXKHble UCTOpUYeckme
cobbITUSA, TakMe KaK BO3MOXHOE 3HaKoMcTBO KoH-
byumsa c byaaol, npmess 6yaanIACcKUX MOHAX0B KO
ABopy nmnepatopa LnHb 1 nonyaspHble nereHabl,
Hanpumep, o BelleM cHe MVH-Au, KOTOPLIR NpYBen
K NpubbITUIO ByaANIACKUX MUCCMOoHepoB B KuTali [2].

Byaan3mM Hauan akTMBHO pacnpocTpaHAaTbcs B Ku-
Tae B pe3y/ibTaTe CoLMaNbHbIX U MOANTUYECKUX U3-
MeHeHWn, 0COBeHHO Ha GoHe KOHOANKTOB U BOMH.
ObpalyeHure K byaansmMy B onpeaeneHHON CTeneHn
CBSI3aHO C NMOWCKOM YTeLleHWs 1 CraceHus oT cTpa-
JaHul B yCI0BUAX HecTabuibHoCTW. B cTaTbe, ony-
6avkoBaHHOM BaH Li3nHbbao "BavsHue byaavama
Ha TPaAWLIMOHHOE KMTalCKoe yKpalleHre N10Toca-

MW", NPOBOAMUTCS aHanun3 Toro, Kak ero n3obpaxe-
HVe U CUMBOJIMYECKUIA CMbICA Bbl MHTErPUpPOBaH
B CUCTEMY TPaAULMOHHOIO KMTAaNCKOro OpPHaMeHTa.
JloToc paccmatpuBaeTcs Kak raBHbI cuMBoa 6ya-
AM3Ma, aCCOLMNPYHOLLNINCA C YUNCTOTOM, AYXOBHOWN
HEMOPOYHOCTBIO N yMUPOTBOPEHUeMm [1].

Li3sH BuHuxwm, LzsH FOrlicn onybavkoBanu cTa-
Tbto "JloToC 1 6yaan3sm”[3]. B ctatbe oTmeuaeTcs,
YTO LBETOK /I0TOCA, KaK BaXHbI CMMBOA Byaamnii-
CKOWM penurum bbin TeCHO CBA3aH CO MHOTMMU Ne-
reHaamu o bygae LWakbamyHu, Ero cumBoanyeckoe
3Ha4YeHMe 3aKa0Yanocb B BO3MOXHOCTb NpeBpa-
WwaTb 6eay — B 61arofeHCTBUE, AYXOBHYHO CNEMNOTY —
B HPaBCTBEHHYHO YNCTOTY M MPOCBETAEHNE, MOAO6HO
TOMY, Kak NpeKpacHbI LBETOK N10TOCa POXKAAeTca
U3 nna v rpsasu, He Byayum 3ansaTHaHHbIM. V3yuas
KUTaMCKY KyabTypy noToca, BaH BrHL3e nokasan
€ro NPouCXoXxJaeHune, NpoLLecc pasBuTKsa, reorpa-
dunueckoe pacnpoctpaHeHue B Kutae [4].

B cBoen pabote "VccnesoBarHne popmmpoBa-
HWA LBeToB 6aocsAH B 3Noxy AuHactum TaH" Y Cso-
baHb Nokaszan NpUUYMHbI PacnpPoCTpaHeHuns y3opa
6a0CsAH B JEKOPATMBHOM UCKyCCTBE AnHaAcTMi Cyi
(581-618) n TaH (618-907) n paccmoTpen ero xy-
f0XeCcTBEHHble 0COBeHHOCTU. B cTaTbe npoBeseH
aHaaus3 npouecca TpaHcdopmMaLumm moTmea 6ao-
CSIH B TPAAMLMOHHbBIA KNTAaWCKUA pPacTUTeNbHbIN
y30p, cbopMMpPOBaBLLMIACSA BO BpeMeHa HOXHbIX U
CeBepHbIx gnHactuin (420-589). Couetas kKombu-
HaLMIO0 Pa3NYHbIX LLBETOB — MMOHOB, XPU3aHTEM,
KMUMOIOCTH, B CTUAM30BaHHON dopMe, MacTepa Co-
34aBanun yHMUKanbHbIA y3op [5].

B snoxy npasneHusa anHactum TaH nponcxoamt
aKkTUBHOe B3aunmogencteme Kutas ¢ KyabTypHbIMU
TPaANLMAMMN APYTMX CTPaH, UTO 3HaYNTeNbHO 060-
raTmao AekopaTMBHble MOTVBbI OPHAMEHTaNbHOroO
nckycctea Kutas. CoueTtaHve TpagnMLMOHHbIX MOTU-
BOB M 06pa3oB ¢ byAAMIACKON CUMBOJIMKOM, CO34a-
10 HOBble BapuWaHTbl JekopaTUBHOro ybpaHcTBa
H6pOH30BLIX 3epKal.

Kak y>xe 6bl10 OTMEUeHO, B cucTeMe byaamii-
CKMX CUMBOJIOB OZHO M3 FNaBHbIX MECT 3aHUMaeT
MOTMB J10TOCA, KOTOPbIN 0ANLETBOPAA Baaropos-
CTBO M AYXOBHYIO UMCTOTY. YKpaLleHue y3opamm fo-
TOCa He TOJIbKO NOAYEPKMBANO CTPEMIEHUNE NtOAEN
K OUYMLLEHUIO AYLUM N BO3MOXHOCTU JOCTUXKEHWS
Bbiclwero 6iaxeHcTBa, HO U NPeACTaBAANO cOboM
naeanbHoOe BOMOLLEHME BbICOKOW 3CTETUKM 3TO-
ro MOTMBa B AeKopaTBHOM unckycctee Kutae [6].

Ecnv notoc aBnseTcs peanbHbIM LIBETKOM — MO-
pOXAEeHMEM NPUPOAbI, TO LiBeTKa 6aoCsAH B Npupo-

Jie He CyLLecTByeT, OH CNOBHO BOMpaeT B cebs kpa-
COTY Y CUMBOJIMYECKUIN CMbICA MHOTUX PacTeHUIA.
B cBoei cTaTbe "M3yueHne noToca: aHann3 3BOIO-
umn ctuna bao can”, Yxkoy Lizoxao oTmevaeT, 4yto
NPOHWKHOBEHWE BYAANNCKOM Ky AbTypbl NOBANSANO
Ha BKJItOUeHWe n306paxkeHWs 10Toca B CTUM3ALIMIO
daHTacTmueckoro ugetka 6aocsH. OH paccmaTpu-
BaeT y30pbl I0TOCa B ,eKOPaTMBHOM UCKyccTBe VH-
AVN, BblAendan "oTLOBCKME reHbl" y3HaBaeMocCTy, B
TO BpeMs Kak B TPagULMOHHON KynbType Kutas oH
HaxoAWT "MaTepUHCKMeE reHbl" B OpHaMeHTax 3no-
Xn XaHb (206 1. 40 H.3. — 220 1. H.3.), Ha OCHOBE KO-
TOPbIX MPOUCXOANT OBbeANHEHNE Pa3sHOOBPa3HbIX
31eMeHTOM y30pa baocsH [7]. Ero noseneHne mo-
XET CBMAETENbCTBOBATL 06 yAMBUTENBHOM MacTep-
cTBe U PaHTa3nm KUTanCKNX XyAOXKHUKOB U NCKYC-
HbIX MacTepoB TOro BpemeHu [8].

Takvm obpa3om, Beaylume geKopaTvBHbIe MO-
TUBbI I0TOCA W LBeTKa 6aocsH, NpoliAs ajantauuio
B CMCTEME TPAAMLMOHHOIO OPHAaMEHTaNbHOrO MC-
KyccTBa, CGOPMUPOBaIN HOBble KOMMO3ULNN B Ae-
Kope 6POH30BbIX 3epKaJj, B KOTOPbIX 3TV MOTUBbI
06BbeAMHAIOTCA C UHBIMW BaXHbIMWU obpazamu Ku-
TalCKOro MCKyccTBa.

MprMepoM MOXeT 6bITb HPOH30BOE 3epKaso
(nn. 1), HaageHHOE NpU packomnkax B MPOBUHLUN
LLIsHbCKW, KOTOpOE ABNAETCA KYIbTYPHON pennkBmen
TpeTbero ypoBHs B Kutae (anametp 21,5 cm, Ton-
wwHa 0,5 cm). 3epkano nmeet nerkoe decTtoHua-
TOoe obpamseHne, ero 06opOTHas CTOpOHa pasje-
JleHa Ha ABa KOHLEHTPUYECKNX Kpyra: BHYTPEHHWI
1 BHELHWA. BHYTpeHHAs YacTb yKpalleHa LEeCTbIo
LBETOYHbIMW ByTOHaMK BOKpYr noaychepnyeckoro
BbICTyna-Aep>kaTtens. BHellHee obpamaeHme coctomT
13 BOCbMM L|BETKOB 6a0CAH, PaCcnoNOXeHHbIX CUM-
METPUYHO BOKPYT LieHTpa. LiBeTbl 6aocsH, B cBOKO
ouepeab, yKpaleHbl MHOTOUYMNCAEHHBIMW JINCTbA-
MW, KOTOpble 06PaMAAIOT KaxXabll LIBETOK U Npw-
JAt0T BCEM KOMMO3MLWM 3aBEPLUEHHbIN BUA W Ha-
PAAHYIO AeKOPaTUBHOCTb.

B HekoTOpble KOMMO3MLUK C LIBETKOM 6aocaH
TakXe MOryT 6bITb BKAHOUEHbI Y30pbl 061aK0B, n-
CTbeB, TPaB, a Takxxe Hagnwucw. MNMprumepomMm MoxeT
CNY>XUTb Kpyrnoe 6poH30Boe 3epkano (Ma. 2) ana-
metpom 16,5 cm 1 ToawmHom 0,6 cm. Komnosumuums
pasgeneHa Ha ABe YacTu: BHYTPEHHIOK M BHELLHIOHO.
Bo BHyTpeHHeN YacTn HaXOAATCA LWEeCTb LBETKOB ba-
OCSIH, CUMMETPUYHO PacrONOXEHHbIX BOKPYT KpY-
rI0ro BbIMYK/A0ro noaycdepmnyeckoro gep>xkatens.
BHeLUHAA YacTb yKpaLleHa Mo Kpyry TeKCTOM C Mo3-
TUYECKOW HaAMUCbHO: «[NNyBOKUIA 1 CMOKOMHbIN, Kak
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TUXWE BOAbI, YNCTBIN U APKUIA, KaK OCEHHAS NyHa.
WN3HYTPW NCXoanT UMCTBIN CBET, @ CHapy>KW OH pac-
LBeTaeT, CNOBHO BpuannaHToBbln LeeTok. OH Mo-
XeT 03apuTb CepAua Ntoen n nporHatb 310. OHO
Bcerga 6yAeT LLeHUTbCSA, U Kak TONbKO Bbl €ro Npu-
obpeTeTe, OHO yXe HUKOTAa He ncuesHeT». J&4& LE
K- BRI - BENRL - E1EMR - TWROE - R
PRIKEE - )XTH/EE - BRZ A, Wectb uBetkoB 6a-
OCSIH YKpaLLeHbl CUMMETPUYHbIMY Y30pamMun 13 -
CTbEB TPaBbl M Thl4YMHOK. CTUAN3ALMA LIBETOB MHas,
HeXXxenn B NepBOM MpuMepe.

dopmurpoBaHne Xya0xXecTBEHHOW GOpMbl U
MHOTFO3Ha4YHOIro CMMBOJINYECKOrO 3Ha4YeHMa y30-
pa 6aocsH nmeeT rnybokne KynbTypHble KOHHOTa-
LMK, KOTOpble TakXe CBA3aHbl C MHOroobpasuvem
NPUEMOB CTUAN3ALMU U KOMMNO3ULMOHHOMN opra-
HW3aumun. B kauecTBe NpuMepa MOXHO MPUBECTU
6poH30BOe 3epkano, koTopoe xpaHuTca B CnaHb-
CKOM UHCTUTYTE OXPaHbl KYAbTYPHbIX PEIUKBUIN U
apxeosioruun B nposuHUunmM LWWsHben (na. 3). B geko-
paTuBHOE yOpaHCTBO 3TOrO 3epKasa BXOAAT BCe pe-
npe3eHTaTUBHbIe 06pa3sbl BYAAMINCKON KYAbTYpbl —
naB/vH, LBeTbl HOCSAH, CBaCTUYHbIN y30p. Popma
3epkana umeeT BUA MHOrFOIENEecTKOBOrO LiBETKA,
B LLeHTpe KOTOPOro CUMMETPUYHO OTHOCUTENBHO
BEPTUKANbLHOM OCK pacnosararoTcs Gurypkun aByx
NaBAMHOB. HuXe npeacTaBAeH LBETYLLNIA LIBETOK
6aocsH. BepxHasa yacTb ykpalleHa LiBETKOM N0TO-
Ca, B LieHTpe KOTOPOro HaxoamuTca cumBo byaamns-
Ma CBacTuKa.

B 6yaam3me naBavH nounTaetcs kak byaaa-Mars,
Koponb MaBAnHOB 1 ABAS€TCA OAHUM U3 BaXHbIX
6oroB B TaHTpuyeckom byaamsme. CornacHo nereH-
Ae, oAHaxabl NaBAuH nporaotua byaay, Ho byasa
He TO/IbKO He 0BBUHWA ero, HO, HaNpPOTMB, NOYN-
Tan ero kak Matb byaabl 1 Hazsan Matepbto byg-
Abl — Kopona MaBanHoOB.

B MecTHOW Ky/bType AvHAcTMM TaH NaBAUH Tak-
Xe nMen ocoboe cMMBOANYECKOe 3HaueHue. [NaBan-
Hbl, M3-3a WX MPEKPACHON U FOPAENMBON BHELLHOCTH
4acTo acCcoLMMPOBAANCH C BbICOKUM COLMANbHbIM
CTaTyCOM. Y30p NaBAVHbUX NepbeB HaNOMUHaN Kpa-
CUBYH KOMMO3ULUIO U3 COEAMHEHHbIX MeXay CO-
60 KpYr/ibiX MOHET, MO3TOMY 06pa3 NaBJnHa Tak-
Xe accoummnpoBancs ¢ boraTtcTBom.

CBacTvka Takxe siBAsiIacb penpe3eHTaTUBHbIM
cumBoaOM B Byaamnsme ¢ 61aronpuaTHbIM 3HaYEHM -
eM ocBoboxaeHuns ayxa. Bo BpemeHa anHactuii Cyi
N paHHel TaH neporandsl B BUAE CBACTUKM CTanu
OAHUMM M3 BaXKHbIX CMMBOIOB byaan3ma B Kutae
[9]. MoxHoO cka3aTb, UTO B Byaan3mMe OH NpeAcTaB-
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nann camo cywectsoBaHue byaabl [10]. Bo Bpeme-
Ha AMHacTMM TaH CBaCTMKa OAMH M3 T1aBHbIX CUM-
BOJIOB ByanM3Ma, ee n3obpaxeHne MOXHO BUAETb
Ha rpyA4u 1 ctonax ckyabnTtyp byaapl, uto cumBoamn-
3MpoBano cies AyXOBHOTO NpaBuUTens, NyTb, OCBO-
boxaeHue ayxa.

Bo BpemeHa guHacTum XaHb, Korga NbBbl 6b1an
3aBe3eHbl B Kutaid, Masio y Koro bbisia BO3MOXHOCTb
yBUAETb UX Boounto. Kpome Toro, 60/bLLMHCTBO
NIbBOB COZAEPXKaNoChb B UMNEPATOPCKMX ABOPLAX U
cajax. B 1o Bpemsa ckynbnTOpbI 3aHNUMann OTHOCK-
Te/IbHO HN3KOE COoLMaNbHOE NOJIOXKEHNE U He NMe-
/I BO3MOXHOCTU Hab1toaTh 3@ HAaCTOALLMMU NbBa-
Mu. B pesynbTtaTe npu co3gaHnmn CKyabnTyp Mactepa
MCNob30BanAn HO/bLLUYH YacTb CBOEro cOBCTBEH-
HOro BOObHpaXkeHWsa 1 TBOPUYECKUX CMOCOBHOCTEN.
Onupasncb Ha ONMCaHWA B KHUrax 1 vyepnas BAOX-
HOBeHWe B obpaszax Apyrnx XMBOTHbIX. M306pa-
as /IbBOB, MacTepa UCNob30Baaun Takme npuemMsl
Kak 0606LeHne, NnpeyBennyeHme, gedopmaLinto,
yTObbI NAEaNN3NPOBATL CBOM TBOPEHUA N NPUAATb
WM TPO3HbIW, BEIMYECTBEHHbIV BUA. DTO NPUBENO
K pOPMMUPOBAHMIO YHNUKANBHOIO "KMTan3npoBaH-
Horo" obpasa NbBa, XapaKTePU3YHOLLLEroca CXOA4-
CTBOM CKOpee Mo Ayxy, 4eM no ¢opme c peasb-
HbIM XWBOTHbIM [11].

Ha oceHHeM aykuuoHe YxxyHmao LUsHU3A
2023 roaa B lNeknHe MO 0YeHb BbICOKOW LieHe 6b110
npofaHo 6pOH30BOE 3epKano C ABONHbIMM NbBa-
MU U ABONHBIMW PEHNKCAMU C BbIOLLMMNCA N03a-
MW 1 LIBETOYHbIMW y30pamMu, KOTOPOE NpeKkpacHo
COXPaHWMAOCh N BbIIO N3bICKAHHO AEKOPMPOBAHO
(nn. 4). Nl3BununcTble BETBU N BUHOTpagHble 103bl
AensT KOMMNO3NLMKO Ha YeTblpe paBHble YacTu. [Ba
deHunkca n gBa NbBa PacnoNOXeHbl MO KPYry Ha
HEKOTOPOM paccTosHUM Apyr OT Apyra. [lBa nbBa
N306paxeHbl B aKTUBHOM ABUXEHUM, UX TeNa CuJib-
Hble 1 MowWHble. [lBa deHmKca, pacnpaBmB KPblibs
N CKJIOHMB LUIeW, TaHLUys B rpaunosHbix nosax. Co-
yeTaHne ¢uryp N1bBOB U GEHNKCOB B KUTACKOM
JeKkopaTMBHO-NPUKIAAHOM MCKYCCTBE npunobpe-
TaeT € 3TOro BPEMEHMU YCTONYMBbIE MKOHOrpadu-
yeckune NpU3HaKu.

3akntoueHune

BoicTpoe pacnpocTpaHeHue n pacuBet byaams-
Ma BO BpeMeHa AuHacTum TaH 6bli cneAcTBUEM MO-
NNTUKWN BEPOTEPNUMOCTU. B fekopaTuBHbIX OpHa-
MEHTax 3TOro BPEMEHW NPOSABUACA CUHTE3 APEBHUX
MOTUBOB U 06pa3oB ¢ MOTMBaMU 1 obpazamu Bya-
An3Ma. XapakTepHas YepTa KUTancKoh CUMBOIMYE-
CKOW CUCTEMbI — 3TO CTUPaHME FpaHn MeXay CBS-

LLEeHHOW CUMBOINKOMN N MUPCKUMU MOXENAHUAMM.
B nepByto ouepesb 310 NpoABAseTCA B ObITOBbIX
npeameTax, Takmx Kak 3epkasa BpeMeHu TaH. 31oT
nepuog cTan BaXKHOW BEXOW B UCTOPUMN CO3ZaHUSA
GpPOH30BbLIX 3epKan 1 nx ybpaHcTaa.

PasButne byaansmMa Bo BpeMeHa AnHactum TaH
TaKk>Xe UMesIo BaXKHOe UCTOPUYECKOE 3HaUeHWe, YTo
CNoCcobCTBOBANO KYAbTYPHbIM 0bMeHam Mexay Kuta-
€M 1 3apybexxHbIMW CTpaHaMK, NPeLOCTaBUAO LieH-

Hble MaTepUuanbl A5 U3yUYEHWUs UCTOPUM, NCKYCCTBA U
KynbTypbl IHAMM 1 cTpaH LieHTpanbHol A3un. Pac-
npocTpaHeHne byaaNNCKON KyNbTypbl BO BPeMeHa
AMHacTMK TaH oKa3aso 3HauuTeNbHOE BAUSHME Ha
TPaAVLIMOHHYIO KNTalCKyro KyabTypy. byaaniickas
APXUTEKTYPa, POCMNCU U CAOXMUBLUNNCA YHUKANb-
HblI XyA40XeCTBEHHbIA CTU/b B U34ENNAX JeKopa-
TUBHO-NPUKILHOMO UCKYCCTBA, CTaN Ba>XKHOM Ya-
CTbO NCTOPUUN KNTACKOrO NCKYCCTBA.
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