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THE PHENOMENON OF «HIDING» SACRED IMAGES
IN THE VAJRAYANA ART TRADITION
(APPROACHES TO ART CRITICISM INTERPRETATION)

Summary: The article examines the unique phenome-
non of «concealment» of sculptural and pictorial imag-
es in the Vajrayana Buddhist tradition, which represents
a special aspect of sacred art. The author considers this
practice as a complex phenomenon that integrates phil-
osophical, religious, and artistic dimensions of Buddhist
culture. The study focuses on two main forms of «con-
cealment» of Buddhist images: dressing sculptures in
special garments and almost complete closure of tantric
images from the eyes of the uninitiated. Particular at-
tention is paid to the philosophical foundations of this
phenomenon within the context of Madhyamaka doctrine
and its role in meditative practices. The paper explores
the dual nature of the «concealment» phenomenon. On

As in any religious tradition, in Vajrayana Bud-
dhism (Skt. "diamond vehicle”) art constitutes a deeply
rooted part of the religious process. However, un-
like other non-iconoclastic traditions, where visual
imagery is primarily associated with the depiction
of religious historical narratives and the creation of
prayer images, in Vajrayana the role of the image ex-
tends far beyond these functions. It becomes a prac-
tical instrument and a support in the processes of
meditation and visualisation. This specific interrela-
tion between the image as an artistic phenomenon
and Buddhist meditative practices is a striking dis-
tinguishing feature of the art of Buddhist tantrism.

Among the many aspects of Vajrayana art that
have been examined by scholars throughout the
20th century (iconographic questions are widely dis-

the one hand, it serves as protection of sacred images
from the uninitiated. On the other hand, it reflects the
fundamental Buddhist teaching about the relative nature
of phenomena. The author demonstrates how this tradi-
tion persists in contemporary Buddhist art, showcasing
its vitality and significance. The research is based on the
analysis of Buddhist texts, visual materials, and modern
practices. The findings demonstrate that the phenome-
non of «concealment» serves as an important tool for
understanding the principles of form-formation in Va-
Jrayana art and reflects fundamental tenets of Buddhist
philosophy.

Keywords: Vajrayana, Buddhist art, Sacred images,
‘Eye-opening’ ceremony, Buddhist sculpture.

cussed in the works of Prof. Lokesh Chandra and Ul-
rich von Schroeder; stylistic features and the specifics
of national schools have been thoroughly studied by
foreign and Russian researchers such as D. Jackson,
M. Rhie, R. Thurman, Yu. L. Elikhina, E. V. Ganevskaya,
A. F. Dubrovina, Ts. B. Badmazhapoy, S. B. Bardaleeva
and many others), this article focuses on one par-
ticular aspect existing within the temple tradition
of Vajrayana — the concealment of various sculp-
tural and pictorial objects. This tradition is consid-
ered from a broader perspective, in the context of
the fundamental philosophical foundations of the
doctrine itself and the attitude towards the image,
and towards the manifest level in general.

From a soteriological and religious-studies
perspective the phenomenon of concealing sa-
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Fig. 1. Ritual consecration of the statue of Agvan Dorzhiev
at the Agvan Dorzhiev Museum in the village of Khara-Shibir,
Buryatia, Russia. July 2026. Photo by the author.

cred objects and images can be explained fairly
straightforwardly. The methods and practices of
Vajrayana, oriented towards rapid attainment of
awakening, involve direct work with subtle states
of human consciousness and psyche. Consequently,
they constitute a closed domain for those who do
not have a tantric teacher and specific ritual initi-
ations, since they may pose real danger for an un-
prepared, merely “curious” mind. Precisely for this
reason tantrism and its texts remained inaccessi-
ble to researchers for a long time (one of the earli-
est tantric texts, the Hevajra Tantra, was translated
by D. Snellgrove only in 1959).

However, as noted above, the image in tantrism
goes far beyond the status of a prayer icon; it re-
flects one of the most profound aspects of Bud-
dhist doctrine — the teaching on the relative nature
of all phenomena, which is embedded as a founda-
tion in the highest school of Buddhist philosophy,
Madhyamaka. Madhyamaka emerged in the con-
text of religious and ideological competition with
other schools of early Buddhism, but later became
an integral part of philosophical training in Vajraya-
na. The Gelug school (the most widespread school
in the area of "Northern Buddhism”, including Rus-
sia), founded by Tsongkhapa in the 14th century,
regards itself as the direct heir of Madhyamaka.

The basic principles of Madhyamaka were formu-
lated by Nagarjuna in the Milamadhyamakakarika
("Fundamental Verses on the Middle Way"). In the
6th century a division occurred between Madhyam-
aka-Svatantrika, whose founder is considered to
be Bhaviveka, and Madhyamaka-Prasangika. The
founder of Madhyamaka-Prasangika is tradition-
ally regarded as the abbot of Nalanda University,
Candrakirti (7th century). Candrakirti left numerous
commentaries on sutras, tantras and Nagarjuna’s
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texts, and his most famous work is Madhyamaka-
vatara ("Introduction to the Middle Way"). Since the
Prasangikas dealt with the highest topics of Buddhist
philosophy (for example, “emptiness from inherent
existence”) and by means of logic revealed or, more
precisely, pointed to phenomena that are already
known directly rather than conceptually, they were
not inclined to describe the subtleties of their posi-
tion in an affirmative manner. Instead, they sought
to bring the opponent'’s reasoning to complete log-
ical collapse and to demonstrate the absurdity of
positions based on belief in inherent existence, do-
ing so through a negative dialectic called prasanga.
Therefore, when we read their texts and set ourselves
the task of reconstructing the meaning of specific
dogmas within their system, we inevitably find our-
selves creating our own interpretation of Prasangika.
Such an approach of crystal-clear logical analysis
allowed, on the one hand, the transmission of the
teaching as living knowledge — knowledge of how
to “cognise the inconceivable” — and, on the oth-
er hand, prevented errors of the extremes of nihil-
ism and eternalism.

In Madhyamaka there exists a special “antidote”
against nihilism and absurdity — a way of reflect-
ing on any subject from the standpoint of Relative
and Ultimate Truth (which must not contradict one
another). This principle — considering any objects
and phenomena from the perspectives of Relative
and Ultimate Truth — extends to the attitude to-
wards the image and towards the sacred in gener-
al. They undoubtedly exist on the relative level, but
are absent on the level of Ultimate Reality. This de-
termined, for example, the perception of an image
of the Buddha as the Blessed One himself and, at
the same time, as a “support”, an “skillful means”
in the process of meditation.

Within this same logic the tradition of hiding im-
ages inside tantric temples, “enveloping” sculptures
in fabric, or screening thangkas with cloth can be
interpreted not only as a practical measure (“cloth
protecting the ‘mirror’ of the image (Tib. melong)
from soot”), but also as a profound tantric gesture.

The practice of enveloping statues in cloth has
two main forms. The first involves the creation of
special garments in which statues are dressed; the
second consists in an almost complete covering of
tantric sculptures from external view. The former is
widespread not only in regions where Vajrayana has
taken root (Tibet, Nepal, Mongolia, Russia, China,
Japan), but also in countries traditionally regard-

ed as Theravada, for example Thailand and Burma.
In studies of the last decade this tradition has of-
ten been described in a rather one-sided way, em-
phasising only one aspect of its perception in “folk
Buddhism” in China, Japan and Southeast Asia — as
“living sculptures”. The term "living sculptures” is
primarily associated with legends of statues mov-
ing through space, performing miracles, emitting
light, speaking, and so forth. In our earlier analy-
sis of the Tibetan historical source The Blue An-
nals we also touched upon this phenomenon. Yet
studies of this kind often fail to consider admoni-
tions of Buddhist hierarchs of the past and present
concerning the nature of the image in the context
of the relative and ultimate nature of the Buddha.
As a result, an essential aspect is lost for Buddhist
practice: the awareness of the relativity of percep-
tion of sculptures by the monastic community and
practising Buddhists.

It is likely that during the period when Buddhism
was taking root among broad strata of believers in
China and Japan between the 6th and 12th centu-
ries, the act of “clothing” sculptures and perceiving
them as “living beings” in a literal, folkloric sense
could indeed have occurred. In China, for example,
cultural antecedents for enveloping sculptures in
fabric garments can be found in the funerary sculp-
ture of warriors of the Han dynasty (202 BCE — 220
CE). However, within the field of Vajrayana such a
literal interpretation appears highly one-sided.

The custom of dressing statues in garments and
special ornaments in tantric Buddhism was also firm-
ly established in Tibet, Mongolia and Buryatia and
continues to exist today. One of the most strik-
ing examples of the contemporary survival of this
custom is the dressing of the legendary Sandal-
wood Buddha in the Egituysky datsan in Buryatia.
This sculpture has a characteristic removable crown
and a fabric mantle over the shoulders. Judging
by small copies of the Sandalwood Buddha pro-
duced in China in the 19th century, in the Beijing
temple the sculpture originally stood without ad-
ditional garments (one such sculpture is preserved
in the collection of the Sverdlovsk Regional Muse-
um of Local Lore). In the 19th century the tradition
of concealing sculptures in additional fabric gar-
ments was widespread throughout the Qing Empire
and in Buryatia. The Chelyabinsk State Museum of
Fine Arts preserves a sculpture of Lama Tsongkhapa
with a textile outfit consisting of a yellow high hat
and a cape. Sculptures of similar appearance are

frequently encountered on the altars of contem-
porary Buddhist temples in Buryatia and Mongo-
lia, which testifies to the stability of this tradition.
A vivid example is the shoulder cloth covering the
numerous bronze images of crowned Buddhas on
the main altar wall in the Gandan monastery (Ul-
aanbaatar, Mongolia), among many others. Yet, in
ritual terms, this custom of dressing sculptures in
additional fabric garments carries a somewhat dif-
ferent meaning: it constitutes an offering to the
images of Buddhas and bodhisattvas as an accu-
mulation of merit. In other words, the sculpture
is not literally perceived as a deified or living ob-
ject — such perception would transform it into an
idol, an absolutely inadmissible notion in the Bud-
dhist tradition. Rather, the offering is made to the
sculpture as an image reflecting the nature of the
Buddha, which should be perceived as the Buddha
himself, while simultaneously maintaining aware-
ness of its relativity.

Another aspect of “covering with cloth” Buddhist
sculptures in tantric temple spaces is directly linked
to the concealment of images from the eyes of the
uninitiated. A striking example is the preserved struc-
ture and interior of the palace of the Choijin Lama

Fig. 2. Interior of the Zankhan Temple. Choijin Lama Palace,
Ulaanbaatar, Mongolia. Photo by the author.

57



in Ulaanbaatar, Mongolia. Choijin Lama (1871-1918)
was an oracle and younger brother of the head of
Buddhists and ruler of Mongolia, Bogd Gegen VIII
(1869-1924). His residence, which included sever-
al temples, was intended for special tantric rituals
aimed at protecting the land of Khalkha Mongolia.
In the most restricted temple in sacred terms, the
Zankhan temple, one can still see sculptures of yid-
ams in yab-yum iconography covered with cloth.
The concealment or “enveloping” of significant
images in cloth, as well as images at the moment
when they are invested with the “essence of the de-
picted” and the duality between depicted and de-
piction is removed, can also be observed during the
ritual of “opening the eyes” of a sculpture. Contem-
porary ceremonies, conducted in strict accordance
with medieval texts, show that a sculpture fully com-
pleted from an artistic standpoint remains covered
with cloth right up to the ritual moment of “open-
ing the eyes”. This rare moment was documented
in 2013 during preparations for the “eye-opening”
ceremony for 1080 images of longevity deities lo-
cated in the Eastern Stupa of Reconciliation at the
Rinpoche Bagsha datsan complex (Russia, Buryat-
ia). In July 2026 at the Agvan Dorzhiev Museum in
the village of Khara-Shibir (Russia, Buryatia), this
ritual could also be observed during the consecra-
tion of a statue of Agvan Dorzhiev. Thus, the mys-
terious transition of a sculptural image prepared
by the artist into an “active” image endowed with
specific power in the course of the ritual cannot be
openly performed before a broad mass of believ-
ers: at that moment the sculpture literally remains
visually concealed. Once the process of “densifi-
cation” is complete and the cloth is removed from
the statue’s eyes or lifted from the painted surface

of the thangka, the hidden becomes manifest and
the image begins to represent its nature.

At the same time, painted scrolls and especial-
ly sculptures continue to preserve hidden elements
even at the literal level. Sculptures, for example, con-
ceal the inserted reliquaries and mantras placed in-
side them after completion of their fabrication and
sealed during the ritual.

In conclusion, when we examine three-dimen-
sional sculptural and pictorial objects of Vajraya-
na Buddhist art, the phenomenon of concealment
proves to be a distinctive tool of art-historical anal-
ysis. It allows us to consider Buddhist painting and
sculpture through the lens of the philosophical
foundations of Madhyamaka. As a specific artis-
tic-religious phenomenon, Vajrayana art objects
will always represent only part of the meanings,
concealing or veiling what must be transmitted
on another level of knowledge. Through this reli-
gious-philosophical framework — an approach to
understanding the relativity of form — one can also
grasp the principles of form-generation in Vajraya-
na three-dimensional objects: for instance, the ob-
ligatory presence of a hollow inner space within
stupas and sculptures (which developed precisely
in the Vajrayana tradition) and the very principle
of folding and unfolding the thangka scroll em-
bedded in the structure of tantric painting. Part is
hidden; the whole is completed in the conscious-
ness of the practitioner.Something is always con-
cealed, yet presupposed, by the mere fact of its
presence, preventing the mind from becoming at-
tached to the obviousness of form.
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OEHOMEH «COKPbITA» CAKPAJIBHBIX
N3OBPAXEHI B TPAANLNIN NCKYCCTBA
BAZIXKPAAHbI (MOAXOAbB! K MCKYCCTBOBEAYECKOW
NHTEPITPETAL W)

AHHoOTauumsaA: B cmamee ucciedyemcs yHUKAbHbIU ¢heHo-
MeH «COKpbIMUs» CKY/IbNMYPHbIX U XUBONUCHbIX 06pazos
8 6yoddutickoli mpaduyuu 8adxpasHsel, npedcmasaaroujuli
coboli ocobebili achekm cakpasnaeHo20 uckyccmaa. Aemop
paccmampusaem OaHHY NPAKMUKy Kak KOMNJieKcHoe
As/eHuUe, o6veduHarowee gusocogckue, penuzuo3Hsie U
xyodoxecmseHHble acnekmel 6yddulickoli Kynemypel. Vc-
cnedosaHue okycupyemcs Ha 08yx OCHOBHbIX hopMax
«cokpbimus» 6yddulickux uzobpaxxeHull: obnaq4eHUU cKyb-
nmyp 8 cneyuassHsle 00ex0bl U Npakmu4ecku noJIHOM 3a-
KpblImuu maHmpu4eckux o6pasos om NOCMOopPOHHUX 2/1a3.
Ocoboe sHUMaHue ydensemcsa ¢punocogckuM oCHOBAHU-
AM 3MO020 A8EHUS 8 KOHMeKCMe y4yeHUs MaoxessMuKku u
e20 po/iu 8 MeAuMamusgHselx npakmukax. B pabome pac-
cMampusaemcs 0golicmeeHHas npupoda heHomeHa «co-
Kpblmus»: ¢ 00HOU CMOPOHbI, 3MO 3aujuma CesaUeHHbIX

Kak n B 1toboin pennrnosHom Tpaguumm, B bya-
AV3Me BaZXXpasiHbl (CAHCKP. «ajiMa3Has KONeCHU-
ua»)! nckycctBo sBAseTca ryboKo YyKOpeHeHHOM
YacTbto pennrnosHoro npouecca. OgHako, B OTAU-
yMe OT BCeX APYruX TPajuLMIiA, akOHMUECKOro Xa-

L BagykpasHa — C CaHCKp. «a/Ma3Has KoJeCHULLa», ABAseTCA Tpe-
TbVM HanpasneHnem Byaar3Ma, HapaBHe C XMHasiHOW (Maion
KOJIeCHULLEN), MaxasHoW (6onbLON KonecHuLen). Kak otaenb-
Has BeTBb OyAaM3Ma poannack Ha Tepputopun NHaum B VII-
XII BB. B HanaHae 1 Apyrvnx MoHacTbipax atoro nepuoga. C XII
BeKa pacrnpocTpaHuiack Ha TEppPUTOPUM NCTOpUYecKoro Tu-
6eTa, 1 fanee B CTPaHbl «CEBEPHOrO ByAAN3Ma», K KOTOPbIM
OTHOCATCA W TpW pernoHa Poccunn: Kanmeikuns, bypatus, Tysa.
Bag>xpasiHa (6yaAVINCKNIA TaHTPU3M) NPeAnonaraeT BO3MOX-
HOCTb BbICTPOrO AOCTUXKEHUS COCTOAHNA MPOBYXKAEHMS.

06pazos om HenoceAWEHHbIX, ¢ Opy2oli — ompaxeHue
¢yHOameHmasnbHo20 6yddulickozo y4YeHuUs 06 omHocu-
mesieHOU npupode sigieHUl. ABmop nokaselieaem, Kak
daHHas mpaduyus coxpaHsemcs 8 cospemeHHoM bydouli-
CKOM uckyccmae, 0eMOHCMpUpYs eé XU3HecnocobHocMmeo
u 3Ha4umocme. VlccnedosaHue onupaemcsi Ha aHaau3
6yddulickux mekcmos, u306pasumesibHbIX Mamepuanos
U cospeMeHHbIX Npakmuk. Pe3ysibmamei ucciedo8aHus
deMOHCMpuUpyom, YMo heHOMeH «COKpbImus» Aesgem-
CA BAXHbLIM UHCMPYMeHMOM 019 NOHUMAHUSA NPUHYUN08
¢opmoobpazosaHus 8 uckyccmae 8adXpasHel U ompa-
xaem ¢pyHOameHmManeHele nosoxeHus b6yooulickol ¢u-
nocoguul.

KnroueBble cnoBa: sadxpasHa, byddulickoe uckyccmeo,
CaKpasbHble U300paxXeHUs, UYepeMOHUs «OmKpbimus
2nas», byoddulickas ckynenmypa.

pakTepa, rae CywecTByeT TpaanLLna n3obpaxeHus
Peanrnmo3HOro NCTOPUYECKOro pacckasa 1 cosga-
HVe MOJIMTBEHHOTO 06pa3a, B BajyKpasHe posib U30-
Hpa>keHVs BbIXOAUT Aaneko 3a NpeAebl 3TUX acrnek-
TOB W CIYXXWUT NPaKTUYECKUM CPeACTBOM, ONOPOI B
npouecce MeanTaLmm 1 BU3yanmsauum. 3ta ocobas
B3aMMOCBA3b M3006paxkeHUs kak GeHOMeHa 1cKyc-
CTBa U OYAAMNCKMX MeAUTATUBHBIX NPaKTUK SBS-
€TCS APKON OTANYUTENBHOMN YepTOW UCKyCCTBa Bya-
AVACKOTO TaHTpM3Ma.

Cpean MHOXECTBA UCCEA0BaHHbIX aCMeKTOB UC-
KycCTBa BaJyKpasiHbl, 3aTparnBaemMbIX yYeHbIMU Ha
npoTtsaxeHnn XX Beka (MKoHorpaduyeckme BONpo-
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Cbl LUIMPOKO OCBeLLeHbI B TpyAax npod.Jlokeww YaH-
Apbl v Ynbpux GoH LLpesepa, ocobeHHOCTN CcTUAN-
CTUKM U CNeunduKn HaumoHaabHbIX LLKOJ XOPOLLO
M3yyeHbl 3apyB6eXKHbIMN 1 OTEUECTBEHHBIMU UCCe-
posatenamu [. xxaekcoHom, M. Py u P. TypmaHowm,
0. N. EnmxmHon, 3. B. TaHesckom, A. ®. lybpoBu-
HbiM, LL. b. bBagmaxanosbimM, C. b. bapaaneesoin 1
MHOTVMMM APYrMMu), B JaHHOM CTaTbe XOTeNOCh Obl
YAENNTb BHUMaHWE OLHOMY acrnekTy, CyLecTBYyto-
LemMy BHYTPW XpaMOBOM TpaAnLMn BajxKpasHbl —
«COKPbITUIO» Pa3IMYHbIX CKYAbMTYPHbIX U >XXMBO-
MUCHbIX 06BEKTOB. I paccMoTpeTb 3Ty TpaguLuuto
UyTb LUMPE — B KOHTEKCTE OCHOBHbIX GUAOCOPCKUX
MOJIOXKEHWIN CAMOrO YUYEHUS 1 OTHOLLEHMWS K «M30-
HpaxkeHWo» AN NPOABAEHHOMY YPOBHIO B LIEIOM.

C TOUKM 3peHNs COTEPUONOTNYECKOW, PENUTUNO-
BeAYEeCKON GEeHOMEH COKpPbITUSA CakpasbHbIX 06beK-
TOB M N300paXkeHNn 0ObACHAETCS LOBOABHO MPOCTO
— MeTOZAbl N NPaKTUKN BaZXpasiHbl, HaLeNleHHble Ha
cKopelillee AOCTUXKEHNE COCTOSHUA NPOBYXAeHMs,
npeacTaBaAsaroT coboi paboTy HaNnPAMYHO C TOHKMMMU
COCTOSIHUSIMM UYesIOBEYECKOro CO3HaHMs U NCUXUKK,
W cnefoBaTesibHO NPeACTaBAAT COHOM 3aKpbITYHO
obnactb ANs NtOAEN HE UMEHLMX TAHTPUYECKOro
HacTaBHMKa M OCOObIX PUTYasIbHbIX MOCBALLEHWNN,
nbo MOryT NpeAcCTaBAATb COOOM AeNCTBUTENbHYHO
OMacHOCTb A5 HEMOATrOTOBEHHOTO, «1H060MbIT-
CTBYHOLLLErO» yMa. VIMeHHO No3TOMY TaHTPW3M U ero
TeKCTbl JONrOe BPeMA OCTaBa/MCb HEAOCTYMHbIMU
4Na nccnesoBaTeneit (OAUH U3 caMblX NMEPBbIX TaH-
TPUUECKMX TEKCTOB «XeBajXpa-TaHTpa» Obla ne-
pesegeH [. CHeprnosbiM ToAbKO B 1959 roay) [5].

OpHako, kak bbl10 OTMEUYEHO Bbllle, N306pa-
>KeHWe B TaHTPU3Me BbIXOAUT JaneKko 3a npeje-
Nbl MOANTBEHHOTO 06pasa, OHO OTpaXkaeT OAWH M3
Hanbosee rnybokmMx acnekToB ByAANNCKOTO yue-
HUSA — yUeHUsi 06 OTHOCUTENIbHOW NpUPOAEe BCEX
deHOMEeHOB, 3a/0XeHHOe Kak yHAaMeHTe BbiC-
Wwewn wkonbl byaaninckon dmnocodmm maaxbamm-
ke [4]. MagxbaMMKa BO3HMKIIA B YCJIOBUAX PEUTA-
03HO-MAE0N0rNYECKOro CONepPHNYECTBa C APYrumu
LIKONAMWN paHHero 6yaansma, HO B JasibHENLLEM
CTana HeoTbeMIEMOW YacTbio dmnocopckoro 0b-
yuyeHus BasaXpasHbl. LLikona lenyr (Hanbonee pac-
NpOoCTpaHeHHas LWKOo/a Ha TEPPUTOPUN «CEBEPHO-
ro 6yaansma», B ToM umcie Poccum), ocHoBaHHas
LloHkanown B XIV Beke, cumtaeT cebs npsmon Ha-
cneaHvUen magxbamuku [1, c. 242].

OCHOBHbIe NMPUHLMMbI MaAXbIMUKN N3NOXKEHBI
Harapa>xyHol B «MynaMagxbsiMmakakapuke» (C caHc-
kp. «KopeHHble cTpodbl 0 CpegmnHHOCTM»). B VI B.
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NPOUCXOANT pasfeneHne Ha MaaXbsMUKY-CBaTaH-
TPWKY, OCHOBOMOJOXHWUKOM KOTOPOM CUMUTAETCH
bxaBaBuka, 1 npacaHrnky. OCHOBOMOJIOXHNKOM
MaAXbSAMUKU-MPaCaHIMKM CUMTAETCS HacTosTe b
yHuBepcuTeTa Hananabl Yanapakunptu (VII B.). YaH-
APaKMPTY OCTaBU MHOTOUYMUCEHHbIE KOMMEHTapUK
K CyTpaMm, TaHTpaMm, a Takxe TekcTam HarapayxyHsbl,
CaMbIM 3HaMeHUTbIM ero TPyAoMm cumTaeTcs «Mag-
XbAIMMKaBaTapakapuka» (c caHckp. «BeegeHve B
Magaxbammnky»). NMocKoAbKY NpacaHrnku Kacaamcb
HaMBbICLLUMX TeM B Byaaunrickon ¢unocodumm (Ha-
npumep, «nycToTa OT CaMOCYLLEr0») U JIOFTMYECKMM
nyTeM BbISBASAN UAN CKOPee yKa3biBaau Ha ¢peHo-
MeHbI, KOTOPbIE Yy>Ke MO3HATCA HanpsaAMYHo, a He
YMO3pPUTENIbHO, OHW He BblIM CKAOHHbI OMMUCLIBaTb
durnocopckme TOHKOCTU CBOE NMO3MLMK B yTBEP-
AVTENbHON MaHepe, 061BasCh NMOJHOIO Jornye-
CKOTO HU3BEAEHMA JOBOAOB OMNMOHEHTA U AEMOH-
CTpauum abcypaHOCT NONOXEHWIM, OCHOBaHHbIX Ha
Bepe B caMocylliee, fenas 3T0 C MOMOLLbIO OTpuLa-
Te/IbHOWM AManekTnkK, KoTopas HasblBasacb «npa-
caHra». [1o3TOMy umTas MUX TEKCTbl U CTaBs Nepes
CcobOW Lenb BOCCTAHOBUTb CMbIC/ TE€X MU UHbIX
JOrMaToOB WX CUCTEMbI, Mbl TaK UAN MHade Bysem
BbIHY>/eHbl GakTU4eckn co3gaBaTb COOCTBEHHYHO
WHTepnpeTauuio npacaHruku [3, c. 30]. Takol noa-
XOZ, KPpUCTaNbHO BbIBEPEHHOTO JIOrMYECKOro aHaNun-
3a NO3BO/SI/I OJHOBPEMEHHO U COXPaHUTb yueHune
KaK XXWBOe 3HaHue, OCyLLEeCTBMB Nnepeaady 3HaHuA
O TOM, KaK «Mo3HaBaTb HeNMo3HaBaeMoe», U He J0-
nyckaTtb OLWMOOK KPaNHOCTEN HUTMAN3MA W STepHa-
nmsma. OT HUrmamama n abcypAHOCTM B MaXbAMU-
Ke cyLecTByeT n ocoboe «npoTmBosaame» — cnocod
pa3mbILLAEHMS O YEM-TMBO C TOUKM 3peHns OTHO-
CUTENbHOM 1 ABCONFOTHOM UCTUHBI (KOTOpPbIE He
JOJIKHBI MPOTUBOPEUNTD APYT APYTY). DTOT NMPUH-
uun (paccMoTpeHure Ntobbix 06BEKTOB U peHoMe-
HOB C TOUKM 3peHns OTHOCUTENbHOW N ABCONHOTHOW
MCTWHbI) PacKpbIBAeTCA N Ha OTHOLUEHUN K <130~
Bpa>keHUto», N K «CakpasbHOMY» B LLeJIOM, KOTO-
pble, 6€3yCcNoBHO, CYLLECTBYHOT Ha OTHOCUTENBHOM
YPOBHE, HO OTCYTCTBYOT Ha ypoBHe ABCONOTHOM.
YTto onpesensno, Hanpumep, BocnpuaTue nsobpa-
XeHua byaabl Kak camoro baarocnoBeHHOro n og-
HOBPEMEHHO Kak «OMnopy», «MCKYCHOe CPesCcTBO»
B Npouecce MeamTaLmm.

B 370l >ke norvke MoxeT 6bITb paccMOTpeHa
TPaANLMA CKPbIBaHUA N306paXKeHWI BHYTPW TaH-
TPUUYECKNX XPaMOB, «yKYTbIBaHWUSA» CKYNbMATYpPbl B
TKaHb WAM 3aHaBeLlMBaHNE TXaHOK TKaHbHO, KOTO-
pas B laHHOM C/lly4ae MOXET ObITb pacCMOTpPeHa He

TO/IbKO KakK «TKaHb, OXpaHAroLLLasn OT KOMOTK «3ep-
Kano» n3obpaxeHns (TM6.MeNoHT)», HO 1 Kak rny-
GOKNIN TAaHTPUYECKMIA XKECT.

MpaKkTuKa «yKyTblBaHUS» CTaTy B TKaHb UMeeT
[Ba OCHOBHbIX BUga. [epBas — co3gaHuve cneunans-
HOM ofeX/bl, B KOTOPYHO CTaTyun OZAEeBatoTCA, BTO-
pasi — C MPaKTUYEeCKM MOJHbIM 3aKPbITUEM TaHTPU-
YeCKMX CKY/NIbNTYP OT MOCTOPOHHMX rnas. MNepsas
MMeeT He TOJIbKO LUMPOKOEe pacnpocTpaHeHue Ha
TeppuTOopMM paccmaTpuBaembix cTpaH (Tnbet, He-
nasn, MoHronus, Poccus, Kutain, inoHus), rae yko-
PEHUANCH MAEN BaZXKpasiHbl, HO W B CTpaHax, Tpa-
AVILIMOHHO OTHOCUMBIX K TXepaBage, Hanpumep, B
TannaHge nan bupme. B nccnegoBaHusx nocneaHe-
ro AecATnaeTuns, 3Ta TPaAMLMSA ONMCbIBaeTCA BECbMa
O0ZHOB0KO, PUKCUPYS TONBKO OANH acnekT UX BOC-
NpUATUS B «HapOAHOM byaamsme» Kutas, AnoHum
n ctpaH FOro-BoCTOYHOM A3MK — B KauecTBe «XKU-
BbIX CKyNbNTYp» [6]. CaM TEPMUH «KMBble CKY/b-
NTypbl» CBA3bIBAETCA MpeXJe BCero C sereHAaamu
O TOM, KaK CTaTyun nepemMeLLanncb B MpOCTPaHCTBE,
TBOPWAWN Uyzeca, U3y4dann CBET, TOBOPUAN U T.A.
Ha maTepunane TMbeTCKOro NCTOPMYECKOro NCTOY-
HuKa «CMHAA NeTONNCb» Mbl TakXe Kacaincb 3TOro
deHomeHa [2]. OpHako, B uccnesoBaHusax nosob-
HOro nJsiaHa Yalle Bcero He PUKCUPYHOTCA HaCTaB-
neHna byaaANNCKUX nepapxoB MPOLUAOro U HacTo-
ALLEero o ToM, 4YTo coboli npeacraBasetr GeHoMeH
«M306paXKeHNEe» B KOHTEKCTE OTHOCUTE/IbHOM N ab-
CONOTHOM Npupoabl byaabl, Takum obpaszom yny-
CKaeTcs HeobXOAMMBIN AN BYAANNCKON NPaKTUKK
MOMEHT OTHOCUTE/NIbHOCTN B BOCMPUATUN CKY/b-
NTYp CO CTOPOHbI MOHALLUECTBa W MPaKTUKYHOLLMX
6yaancToB. BeposTHO, BO BpeMeHa yKOpeHeHus
6ysaM3Ma B LUMPOKMX Maccax BepyroLLMX Ha Tep-
putopumn Kutas n AnoHnn B VI-XII BB. aKkT «ogeBa-
HUS» CKYNIbATYP U UX BOCNPUATUSA «KUBbIMU CyLLe-
cTBaMu» B BykBasbHOM, GONBKAOPHOM CMbICNE Y
MOT MMeTb MeCTO, MOCKO/bKY, HanpumMmep B Kutae,
06 LLLEeKYNIbTYPHbBIE NCTOKM 0BNaYeHNs CKYNAbMATYPbI
B TKQHEBYHO OZEXAY MOXHO HalTu eLle B norpe-
B6anbHOM NMaacTnke BOMHOB AMHAcTUKM XaHb (202 T.
40 H.3 — 220 r.H.3), HO B NPOCTPaHCTBE BaAXpasHbl
Takas VHTepnpeTaLms BbIMAAUT BECbMa O4HOOOKOW.

Obblual obnaveHmsa CTaTyn B ogexay 1 cneuu-
a/IbHble YKpalleHus B TaHTpU4YeckoM byaamsme bbina
Tak>Xe yKopeHeHa 1 Ha Tepputopun Tnbeta, MoHro-
nnn, Bypatun, n cywecteyet fo cnx nop. OgHUM 13
APKUX MPUMEPOB COBPEMEHHOTO HbITOBaHMSA 3TOrO
06blYas MOXHO Ha3BaTb obsaveHne nereHaapHoOro
CaHganosoro byaabl B Srutyiickom gauaHe, byps-

TUW. DTa CKYNIbMTYpa MMEET XapaKTEPHYH CbeMHYHO
KOPOHY 1 TKaHEeBYHO HakuAKy Ha nievax. [Mpuyem,
Kak MOXHO CyAWTb NO HEGONBLUUM CKY/IbNTYpPam-KO-
nuam CaHganoBoro byaabl, KOTopble Aenannucs B
Kutae B XIX Beke, B MEKMHCKOM Xpame CKyabnTypa
cTosana 6e3 JONONHUTENbHBIX 04X/, (OfHa N3 Takux
CKyNbNTYp HaxoauTcs B cobpaHum CBepANOBCKOrO
obnacTtHoro kpaeBegueckoro myses (MHB.NQ Cm-
996). B XIX Beke Tpaanumsa COKpbITUA CKYAbATYP B
JAOMONHUTE/IbHbIE MMEHHO TKaHEBbIE OAeX bl Oblna
NMOBCEMECTHOM Ha Tepputopun LIMHCKOM nmnepuu,
a Takxe B bypsaTtnn. B YensabuHCckoM rocyaapcTBeH-
HOM My3ee M306pa3nTesibHbIX MCKYCCTB XPaHUTCS
ckynbntypa Jlambl LzoHkanbl (MHB. N2 YOKT-KI
11237 C 339) nmetolas TkaHHoe obnadeHune, co-
CTOsILLLee U3 XXEeNTON BbICOKOBEPXOW LIAMNKM 1 Ha-
knakun (MHB.N2 YOKT-KIM 11235 AN 3005). Moao6-
HOro 0baunKka CKynbNTypbl YacTO BCTPEYAKOTCA U B
COBpPEeMEHHbIX anTapsax byaanincknx xpamos byps-
TMN 1 MOHToNIMK, UTO ABNSETCA A0Ka3aTebCTBOM
YCTONYMBOCTM 3TOM TPaANLMN. APKMIA TOMY Npumep
— Hane4yHas TKaHb, MOKPbIBAOLLLAN Y>Ke YNOMSHY-
Tble MHOFOUMNC/IeHHble BPOH30Bble N306paxkeHms
KOPOHOBaHHbIX H6ya/ B rMaBHOM XpamMe MOHaCTbl-
ps laHaaH (Ynan-batop, MoHronaua), pacnonarato-
LMecs Ha anTapHOW CTeHe U MHorue apyrue. Oa-
HaKo, onucaHHbI 0bblyali obnaueHmsa cKynbnTyp
B AOMO/NIHUTE/IbHblE TKaHHbIEe OAEXAbl B pUTyab-
HOM CMbICNe HeCceT HECKO/IbKO MHYHO CMbICNOBYHO
Harpysky 1 xapakTtep, 3TO — «NoAHOLeHMsA» obpa-
3aMm byas v 6oaxmcaTTB B kavecTBe 6aaroni 3acny-
rn. T.e. peub He naet o GykBasbHOM BOCMPUATUN
CKY/ZIbMTYPbI B Ka4ecTBe 0O0XeCTBAEHHOIO UAN XN-
BOro 06bekTa, UTo Kak Obl10 OTMEYEHO Bbille Npu-
BeO Obl K BOCMPUATUIO CKY/NIbATYPbI Kak naona, —
abCcoNtoTHO HegoMyCTUMasa MbICAb B ByaaMIACKON
TPaAULMK, HO CKYNbMTYype AenaeTcs NoAHOLIEHME,
Kak obpasy, oTpaxatoLiemy npupoay byaabl n Ko-
TOPbIN JOKHO BOCMPUHUMATL Kak camoro byaay,
OZHOBPEMEHHO yAep>XMBas B CO3HAHUU MbIC/b O
€ro OTHOCUTE/IbHOCTW.

[pyras oCO6eHHOCTb «YKPbITUS TKaHbtO» ByA-
AMNCKOWN CKYNbNTYpPbl B MPOCTPAHCTBAX TaHTPU-
YecKMX XpaMoB HanpAMYH CBfidaHa C «yTauBaHW-
eM», «COKPbITMEeM» 06Pa30B OT HEMOCBALLEHHbIX
rnas. Apkuin npumep — coxpaHuBLLAACA CTPYKTypa
1 BHYTpeHHee ybpaHCTBO ABopua YonaXKMH-1aMbl
B YnaH-batope (MoHronus). YonaxumH-nama (1871-
1918 rr.) 6611 OpakynoM 1 MAaAWKUM BpaToM raBbl
6yaanctoB u npasutens MoHronmn borgo-lereHa
VIII (1869-1924 rr.), a ero pe3ngeHLuns, BKAOYAB-
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Wwas B cebsi HECKONbKO XPaMOB, NpesHa3Havanacb
A8 0COBbIX TAHTPUYECKMX MPAKTUK MO 3aLluTe 3em-
v Xanxa MoHronnun. B Hanbonee 3akpbiTom ¢ ca-
KpaNbHOW TOUYKM 3peHUs XpaMe 3aHxaH, 1 Cceroj-
HA MOXHO YBU/ETb YKYTaHHble TKaHbO CKYbMTYpPbl
MnaamoB B MKoHorpadum a6-rom.

CokpbITHe, «yKyTblBaHNE» TKAHbH 3HAUYUMbIX C
TOYKM 3pPEHUS NPAKTUKN U306paxxeHnin, 1mbo n3o-
H6paxkeHNn B MOMEHT UX HaJENEeHNs «CYLLHOCTbHO
N306paXKeEHHOro», Koraa CHUMaeTca AyasbHOCTb
MeXay M30bpa>KkeHHbIM 1N n306paxKeHNeM MOX-
HO 3adurKCMpOBaTb BO BPeMsA puUTyasna «OTKpPbIBa-
HWA r1a3» CKyAbNTypbl. Ha nprMepe coBpeMeHHbIX
LLlepEMOHWIA, KOTOPble NMPOBOAATCA B CTPOrOM CO-
OTBETCTBMMW CO CpesHEeBEKOBbIMU TEKCTAaMM, MOX-
HO YBUWAETb, UTO y>Ke roToBas C XYAOXeCTBEHHOM
TOUKW 3peHMA CKyAbMNTYypPa, A0 CAMOro pUTyasbHOro
MOMEHTa «OTKPbIBAHMA 11a3» OCTAaeTCA 3aKPbITOM,
YKYTaHHOW B TKaHb. DTOT PeAKMiA MOMEHT bbla 3a-
dukcmposaH B 2013 roay, BO Bpems NOArOTOBKM K
LepeMoHNN «OTKPbITMA rnas» 1080 ckynbnTtyp 60-
KECTB AOTOM XM3HW, PAaCNONIOXKEHHbIX B BOCTOU-
Hol cTyne MNpUMUPeHUs Ha TeEPPUTOPUM KOMMNEK-
ca pauaHa «PnHnoye barwa» (Poccua, bypatusa), B
nrone 2026 roga B My3see ArsaHa [lopxunesa B cene
Xapa-LWnbunpb (Poccus, bypatna) 3ToT putyan Tak-
e MOXHO 6b110 HabatogaTe BO BpemMs OCBsLLe-
Hus ctatym AreaHa [opxuesa. Takmm obpasom,
MOMEHT TanHCTBa NePEXoAa, MOArOTOBAEHHOTO Xy-
BOXHUKOM CKY/NIbNTYPHOTO N306paxkeHns B «Aei-
CTBYtOLLEe» M30DpaxKeHMe, KOTOPOE B XOA4€e PUTY-
ana HaZenseTcs onpeseseHHON CUA0N, He MOXKET
6bITb OTKPBITHIM ANS LUMPOKNX MAcC BEPYIOLLMX, U
CKyAbMTypa B 3TOT MOMEHT OCTaeTCs BU3YyaslbHO CO-
KpbITOW B MPSAIMOM CMbIcie cnoBa. Ho Kak Tob-
KO MpOLLecC «OMNOTHEHWUS» 3aBEPLUEH, U Y CTaTyu
CHUMaETCs TKaHb C rNa3, a y TXaHKu — NogHMMaeTcs

BBEPX TKaHb C XXMBOMUCHOM NOBEPXHOCTH, — COKPbI-
TOe CTaHOBUTCA SBNIEHHbBIM, OHO penpe3eHTUpyeT
cBoro npupogy. OfHOBPEMEHHO C 3TUM U XMBOMUC-
Hble CBUTKN N OCODEHHO CKYy/IbMTypa NPOoAOAXKatoT
yTamBaTb B cebe COkpbITOe, faxke Ha bykBasbHOM
ypoBHe. Tak, HanpumMep, cKyabnTypa Npogoxa-
eT B cebe yTamBaTh BJAOXKEHMS, KOTOPblE BHYTPb ee
06bIYHO MOMELLAKTCA MO OKOHYaHWUIO N3roTOBAE-
HWs, @ BO BPeMs puTyasa Tak>e 3arneyaTbiBatoTCs.

B 3akatoueHUn OTMETUM, MPU PacCMOTPEHUN
06bEMHO-NNACTNYECKNX U XKMBOMUCHBIX 06BbeK-
TOB OYAAMICKOrO MCKYCCTBa BajxKpasiHbl, paccMa-
TpUBaeMbli GEHOMEH «COKPbITUSA» ABASETCS CBO-
€00pa3HbIM MHCTPYMEHTOM MCKYCCTBOBEAUYECKOTO
aHann3a, KOTopbIl NO3BOSET PAaCCMOTPETb OObEk-
Tbl OYAANACKON XMBOMUCK U MAACTUKM CKBO3b NMpPU-
3My duocodckmx ocHOB MaaxbaMukm. Kak ocoboe
XYyAOXKECTBEHHO-PENIUTNO3HOE SIBJIEHWE, MPEAMETbI
NCKYCCTBa BajykpasHbl Bcerga byayT penpeseHTo-
BaTb COBON NNLLb YacTb CMbIC/IOB, COKpbIBas/yTan-
Bas TO, UTO JO/IKHO NepesaBaThCs Ha JPYrom ypoB-
He 3HaHMA. CKBO3b 3Ty PeNnUrmo3Ho-euaocodckyro
OCHOBY WJ/IM MOAXO0Z, K MOHVMaHMWI0 OTHOCUTENbHOCTM
bOpMbI, MOXHO MOHATL U NPUHLMMBLI GopMoobpa-
30BaHWsA 06 BEMHO-MAACTUYECKUX OObEKTOB ByaAM3-
Ma BagpyKpasiHbl, Hanpumep, obs3aTtenbHOe Haanumne
MOIOTO BHYTPEHHErO MPOCTPaHCTBa BHYTPW CTyMbl
N CKyAbNTYpPbI (Pa3BMBLUMIACA B TPAAULUN UMEHHO
BaJKpasiHbl) 1 3aJ10XKEHHBIA B camon popme bya-
ANNCKOWN XXMBOMWCK TaHTPU3Ma NPUHLMN CBOpa-
UMBaHUS U pa3BOpPaAUMBAHUA TXaHKU. YTamBaeTcs
YacTb, LleIoe JO0CTPanNBaeTCs B CO3HAHUM MpaKTu-
KYHOLLLEro, UTO-TO BCErAa CKPbITO, HO OHO MoApas-
ymMeBaeTcs, GakToOM CBOEro Halnuus, He AaBas ymy
NpuBA3bIBaTLCA K OYEBUAHOCTN GOPMBI.

ABTOp 3asBAsIeT 06 OTCYTCTBMM KOHPANKTA MH-
Tepecos.
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MUTUAL INFLUENCE AND CONTEMPORARY
DEVELOPMENT OF CHINESE AND RUSSIAN
PROPAGANDA POSTERS

Summary: This article offers a systematic examination of
the mutual influence and historical evolution of Chinese
and Russian (Soviet) propaganda posters in the 20th centu-
ry from a cross-cultural perspective. Drawing on the inter-
nal logic of cultural interaction, it approaches the evolution
of Sino-Soviet cultural relations as comprising four stages:
the period of Soviet cultural introduction and emulation, the
period of flourishing exchange, the period of decline, and
the period of thaw and multidirectional transformation. It
traces the trajectory of Soviet propaganda art from its initial
penetration into China to its subsequent localization and
transformation. The study demonstrates that Soviet visual
experience played a significant role in shaping the visual
paradigm of Chinese propaganda posters, while China, at

Introduction

Soviet propaganda art began to penetrate China
in the late 1920s and exerted a profound influence
on Chinese propaganda posters. However, existing
scholarship either remains limited to macro-level de-
scriptions of this influence or reduces the subject to a
linear narrative of the development of Chinese prop-
aganda posters, rarely situating it within the broader
context of Sino-Soviet cultural exchange. At the same
time, studies of Sino-Soviet relations in the 20th cen-
tury typically rely on periodizations based on polit-
ical and diplomatic events, dividing them into four
stages: the period of alliance (1949-1956), the peri-
od of split (1956-1969), the period of confrontation
(1969-1978), and the period of thaw (1979-1989).
This periodization paradigm serves as an important
foundation for analysing diplomatic interactions and
official dialogues between the two countries.

different historical stages, selectively adapted and inde-
pendently developed this legacy. Building on this historical
analysis, the article then explores contemporary transfor-
mation pathways of Chinese and Russian posters in the era
of digitization and artificial intelligence, arguing that the
balance between technological empowerment and cultural
self-awareness is becoming a key challenge for the future of
design. The research proposes an interpretive framework for
understanding the cross-cultural interaction between the
two countries’ cultures and arts and offers historical refer-
ence points for contemporary design practice.

Keywords: propaganda poster; Sino-Russian (Soviet) cul-
tural exchange; visual paradigm; media transformation.

In reality, the trajectory of Sino-Soviet cultural
exchange did not simply follow political relations
or mirror them directly; on the contrary, it pos-
sessed a relatively autonomous historical course.
Taking the above political periodization into ac-
count, this article primarily relies on the internal
logic of cultural interaction and distinguishes four
stages in the evolution of Sino-Soviet cultural re-
lations in the 20th century:

— late 1920s to late 1940s: the period of Sovi-
et cultural introduction and emulation;

— early to late 1950s: the period of flourishing
Sino-Soviet cultural exchange;

—1960s to early 1980s: the period of decline in
Sino-Soviet cultural exchange;

— after the 1980s: the period of thaw and multi-
directional transformation of Sino-Soviet cultur-
al exchange.
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