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ISOMORPHISM OF THE GENERATIVE ORDER BETWEEN
VARVARA STEPANOVA'S TEXTILE ORNAMENTS AND
CHINESE TRADITIONAL DECORATIVE ORNAMENTS:

A SHAPE GRAMMAR PERSPECTIVE

Summary: Formal grammars serve as a logical bridge
that connects the perceptual representation of ornament
to its digital implementation. From this perspective, the
study analyses the structural isomorphism between Var-
vara Stepanova’s textile ornaments and Chinese tradition-
al decorative ornaments at the level of their digital gener-
ative order. Both systems develop from basic modules and,
through operations such as parallel translation, displace-

In the context of digitalization, shape grammars
constitute a design methodology based on basic
elements and rules of their evolution. They act as a
bridge that connects sensory representations with
mathematical logic and serve as a fundamental tool
for deconstructing complex visual signs. As the trend
towards the digitalization of traditional ornament
deepens, it becomes necessary to translate its per-
ception from the sphere of sensory images into the
plane of rational logical inference. In the course of
historical evolution, Chinese traditional ornament
has already acquired a high degree of abstraction
and procedurality. Digital transformation relies pre-
cisely on this rational character: it analyses the un-
derlying logic of decorative order and, by means of
shape grammars, converts it into a derivational sys-

ment and layered superimposition, construct continuity,
dynamism and spatial hierarchy on the plane. The results
open up new perspectives and provide a theoretical foun-
dation for the digital translation and parametric design of
traditional ornaments.

Keywords: formal grammars; Constructivism, decorative
order; Varvara Stepanova, Chinese traditional decorative
ornament; geometric generation.

tem of rules, thereby stimulating the transition of
traditional ornament into the digital environment.

At the beginning of the twentieth century, move-
ments such as Constructivism and De Stijl formed
a design logic in which geometric forms and the
primacy of structure predominated. Based on ba-
sic geometric bodies (such as the circle, rectangle
and straight line), artists created concise and clear-
ly ordered compositional structures by combining,
arranging and constructing them. Particular atten-
tion was paid to the logic of form and spatial rela-
tions, which reflected the concept of “structure as
art” (see Fig. 1). This design logic shows a high af-
finity with the generative principle “basic element +
derivation rules” in shape grammars. It serves as a
reference for the transformation of complex mor-
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Fig.1. Piet Mondrian, Composition with Red, Blue and Yellow,
1930. Kunsthaus Ziirich, Ztirich. Source: Kunsthaus Ziirich Online
Collection.
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Fig.2. Varvara Stepanova, Textile Design, circa 1924. MoMA:

The Museum of Modern Art, New York City. Source: MoMA Online
Collection.
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Fig.3.1. Varvara Stepanova, Textile Design 1924. MoMA: The
Museum of Modern Art, New York City. Source: MoMA Online
Collection.
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phologies into digital generative models, opening
an analytical path for the digitalization of Chinese
traditional ornament.

Varvara Stepanova is one of the key figures of
the Constructivist movement of the early twenti-
eth century. The textile ornaments she developed
display distinct characteristics of machine-based
industrial production (see Fig. 2). In her practice,
constrained by the technologies of mechanised pro-
duction, Stepanova fully harnessed her acute visual
perception of graphic form and her capacity for
highly concentrated form-making, boldly employ-
ing geometric figures — circles, straight lines and
polygons. Using a diagonal frame, she introduced
dynamism and rich variety into ordered geomet-
ric patterns through techniques such as oblique
axial symmetry, slanted parallel translation, direc-
tional displacement and overprint. These design
solutions not only overcame the limitations of tex-
tile technologies of the time, ensuring adaptation
to industrial production, but also enriched the com-
positional morphology of textile patterns, expand-
ing the dimensions of their visual expressiveness
(see sketches of Stepanova's textile ornaments). By
breaking with the rules and forms of traditional or-
nament, she proposed design prototypes for mod-
ernist pattern-making capable of responding more
effectively to the needs of industrial production and
outlined a trajectory for the modernization of the
textile industry.

As examples of Stepanova’s textile ornaments
from around 1924, the works “Textile Design 1924"
and “Textile Design 4 Step 4" (see Fig. 3) clearly
demonstrate the rigorous method of geometric
generation characteristic of Constructivist pattern.
A three-colour scheme (red, black, white) establishes
the basic hierarchy of the image. Red is most often
used to create guiding axes or repeating rhythms;
black reinforces the boundaries of graphic elements
and adds visual weight; white functions as nega-
tive space that controls intervals between shapes.
Together, these three colours form a three-layer
relational structure: “"dominant form — sub-form —
interval” (see Fig. 4). This organisation of colour is
directly linked to the technology of multicolour tex-
tile printing and allows the pattern to form a readi-
ly legible hierarchical structure under conditions of
a limited palette.

From the standpoint of geometric modularity,
the ornament “Textile Design 4 Step 4" can be de-
constructed into stages such as constructing a rec-

tangular grid, triangular segmentation, diagonal
inversion and repeated ordering (see Fig. 5). The
grid sets the basic proportions and boundaries of
the module. Triangles arise by dividing the rectan-
gle at a 45-degree angle; their hypotenuses become
guiding lines within the pattern. Subsequently, the
triangular module undergoes mirror reflection, flip-
ping, parallel translation and displacement, produc-
ing a continuous diagonal rhythm. The 45-degree
tilt modifies the original horizontal—-vertical relations
of the rectangle, translating the pattern into a state
of oblique, translational motion. Diagonal lines here
perform the function of a structural frame, deter-
mining the direction, step and mode of spatial un-
folding of the figures.

From the perspective of printing laws, such tech-
niques in Stepanova’s ornaments as juxtaposing
colour blocks, layered superimposition, bounda-
ry shifts and intersections of lines and planes form
the generative logic of the industrial textile pattern.
Since textile printing is constrained by the number
of colours, the precision of registration in overprint-
ing and the conditions of mass production, design
must organise continuous decorative surfaces us-
ing a limited set of figures and colours. Thus the
algorithm for creating her ornaments can be re-
duced to the following generative sequence: “basic
geometric figure — angled segmentation — mirror
flipping — superimposition of colour blocks — contin-
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Fig.3.2. Varvara Stepanova, Textile Design 4 Step 4, 1924.
MoMA: The Museum of Modern Art, New York City. Source: MoMA
Online Collection.

uous printing”. This sequence directly corresponds
to the scheme “initial form — transformation rules —
derived form” in shape grammars.

Unlike the modernist industrial context of
Stepanova's textiles, the generation of Chinese tra-
ditional decorative ornament is more deeply root-
ed in observation of nature, craft experience, ritual
concepts and auspicious semantics. Nevertheless,
Chinese traditional ornament did not stop at direct
representation of natural objects. Over a long evo-
lution, many traditional motifs have acquired sta-
ble features of abstraction and procedural order.
An important example of the procedural charac-
ter of Chinese traditional ornament is the “Ling-
yang gongyang” style (patterns of Prince Lingyang)
that emerged during the Tang dynasty. In “Lingyang
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LAYER3
YepHble ayrm n AuHaMmnyeckme nomexu.

{ ITa YaCTb CNYXUT ANA YCUNEHUSA TPAHN " 1 BU3yaNbHOIo
~_ RUT AN5 Y/ PaHmLL hrryp 1 Bu3y.

HanoxeHns.0Ha (POPMUPYET MepapxMueckoe nepekpbITe U
LUHAMUYECKME NOMEXN.

LAYER2

KpacHble BepTUKann 1 CTPYKTYPHbI KapKac.

37a 4aCTb B OCHOBHOM WMCNOAL3YETCA ANA (DOPMUPOBAHUS
HanNpasNALWMX OCen WAM NOBTOPSRIOWMXCA PUTMOB.OHa
C034a€eT OCHOBHOW CTPYKTYPHbIN KapKac.

~ LAYER1

N——"Benbill HeraTMB 1 KOHTPO/b NHTEPBA/IOB.

Benbii  UBET  BLICTYNaeT B  KaYecTsBe  HEeraTMBHOIO
NPOCTPAHCTBA.OH  KOHTPOAMPYET — PACCTOsHUE — Mexay
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Fig.4. A deconstruction scheme based on "Textile Design 4 Step 4". Source: Created by the author.
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Fig.5. A deconstruction scheme based on "Textile Design 4
Step 4". Source: Created by the author.
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Fig.6. Structural framework of the Lingyang Gong pattern.
Source: Created by the author.

Fig.7.1. Meiwen (meander) enamel bowl with two handles, the
Qianlong period. Qing Dynasty. Palace Museum, Beijing. Source:
Palace Museum Online Catalog.

gongyang” patterns, a circular frame (the “tuanke”
medallion) usually serves as the basic boundary,
within which elements such as paired birds, paired
animals, flowers, pearl strings (“lianzhu”) and scroll-
ing stems (“juan cao”) are organised (see Fig. 6).
The “tuanke” medallion defines the outer bound-
ary of the ornament; paired birds or animals form
the central compositional motif; pearl strings and
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scrolling stems function to reinforce the borders
and rhythmically articulate the space. The genera-
tive process of this pattern can be summarised as:
“medallion boundary — central axis — symmetrical
dominant motif — auxiliary ornament — continu-
ous ordering”. The canonical status of the “Ling-
yang gongyang"” and “paired birds” styles reflects
a method of graphic generation grounded in fixed
boundaries, central structure, relations of symme-
try and rules of repetition. This method possesses
a structural logic in common with Stepanova’s ge-
ometric modular compositions: in both cases, pat-
tern construction rests on the combined action of
boundaries, axes, symmetry and repetition. Conse-
quently, Chinese traditional ornament likewise has
every reason to be incorporated into the analyti-
cal system of shape grammars.

Continuous ornaments of the Chinese tradition,
such as “leiwen” (meander pattern), “suozhiwen”
(chain-mail pattern) and “guibeiwen” (tortoise-shell
pattern) (see Fig. 7), even more vividly illustrate the
generative rules of traditional decor. They allow the
isomorphic relations between Chinese tradition-
al ornament and Stepanova's diagonal grid to be
revealed in detail. The “leiwen” pattern, based on
broken lines and rectangular turns, forms belt-like
(two-dimensional linear) or mesh-like continuous
filling through equidistant parallel translation, con-
tinuous spiralling and spatial unfolding (see Fig. 8).
The “suozhiwen” pattern uses rings or square links
as basic modules, producing chain-like extension
through their interlocking and continuous connec-
tion (see Fig. 9). The "guibeiwen” pattern rests on
a grid of hexagons or closely related shapes, gen-
erating a solid, carpet-type continuous framework
by means of edge conjunction (see Fig. 10). A com-
mon feature of these ornaments is that they are built
from a minimal repeating element, while the overall
order of expansion is controlled through parame-
ters of direction, interval and mode of connection.

Stepanova's diagonal grid obeys precisely
the same generative logic: rectangles, triangles,
line segments and colour blocks are regrouped
along oblique axes, creating a continuous pattern
structure by parallel translation, flipping and dis-
placement. The linear continuity of “leiwen”, the
chain-like interlocking of “suozhiwen” and the grid
conjunction of “guibeiwen” are comparable to the
oblique translational movement, modular repetition
and directional shifts in Stepanova'’s ornaments.
All of them belong to a mode of constructing an

overall order out of relations between individu-
al elements.

In terms of working with spatial levels, further
similarity emerges between the “suozhiwen” pattern
and the overprint techniques in Stepanova’s tex-
tile ornaments. In certain variants of “suozhiwen”,
by highlighting different faces with light and dark
tones, a visual effect of mutual interweaving of links
is created, which produces a sense of three-dimen-
sional depth on a two-dimensional plane. Stepano-
va's textile patterns likewise construct planar space
through overlap, intersection and boundary shifts
of a limited number of colour blocks. She employed
high-contrast colours (red, black, white) in superim-
posed structures, so that relations of foreground/
background, mutual pressing and directional tension
arose between the geometric forms (see Fig. 11).
The “suozhiwen” pattern organises the space of links
using tonal gradations, whereas Stepanova organ-
ises geometric space through the superimposition
of colour blocks; in both cases, spatial order on the
two-dimensional decorative plane is created by col-
our hierarchy and mutual overlap of graphic ele-
ments. Accordingly, the colour laws of traditional
continuous ornaments and the printing laws of Con-
structivist textile patterns can be integrated into a
unified system of shape-grammar rules according
to the scheme: “module — connection — layered su-
perimposition — spatial unfolding”. Comparing Chi-
nese traditional ornament with Stepanova’s textile
patterns reveals a clear correspondence between
them at the generative level.

The comparative analysis carried out shows that
the isomorphic relations between Stepanova’s tex-
tile ornaments and Chinese traditional decorative
ornaments are built not on external morphological
similarity of the patterns, but on the correspond-
ence of their generative mechanisms. The former
use industrial printing as a medium, organising ge-
ometric forms, colour blocks, diagonal grids and
multicolour overprinting processes into reproduc-
ible continuous patterns. The latter use weaving,
domestic object decoration, architectural ornament
and costume as media, transforming “tuanke” me-
dallions, broken lines, interlocking links, hexagonal
grids and symmetrical dominant motifs into flexi-
ble, extended decorative structures. Despite the dif-
fering media conditions, in both cases the graphic
generation processes aim to solve the same prob-
lem: how, starting from a limited number of ele-
ments and governing them by rules, to endow a

Fig.7.2. Incense burner with gemstones and Chaoguan'er-
shaped handles. Qing Dynasty. Palace Museum, Beijing. Source:
Palace Museum Online Catalog.

Fig.7.3. "Guibei duiniao wen" pattern (birds within a hex-
agonal grid). Northern Dynasties period. Source: Wang Le,
"Ornamental Patterns from Ancient Chinese Textiles: Han to Tang
Dynasties".

pattern on the plane with properties of continuity,
order and spatial multi-layeredness.

In this context, shape grammars provide a verifia-
ble analytical foundation for confirming this isomor-
phism. The diagonal grid, 45-degree segmentation,
superimposition of colour blocks and modular repe-
tition in Stepanova’s ornaments can be transformed
into a chain of rules: “geometric module — control
of direction — layered alignment — continuous un-
folding”. In turn, medallion boundaries, axial sym-
metry, spiral turns of broken lines, link interlocking
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and grid conjunctions in Chinese traditional orna-
ment are likewise transformed into a chain of rules:
“decorative module — fixation of the framework —
connecting relation — continuous unfolding”. The
starting points of these two chains of rules are, re-
spectively, modernist industrial geometry and the
traditional decorative motif, but ultimately both are
directed towards the process of generating an over-
all order from elemental relations. Thus their iso-
morphism is not a stylistic analogy, but a structural
correspondence at the level of graphic generation.

The generation of dynamic order further confirms
this correspondence. Stepanova, by means of diag-

onal segmentation, directional shifts and superim-
position of colour blocks, translates static geometric
figures into a state of oblique, translational visual
movement. Chinese traditional ornament, through
twisting curves, continuity of broken lines, mutual
interweaving of links and spatial expansion of grids,
translates natural images or geometric motifs into
the channel of rhythmised decorative relations. In
both cases, the problem of correlating “dynamic
impulse” (movement) and “control” is addressed:
the graphic structure must possess a vector of di-
rectionality, a capacity for expansion and multi-lay-
eredness, but at the same time remain subject to

%@ﬁ@ﬁ

Fig.8. The "huiziwen" (meander) pattern element and its infinite repetition. Source: Created by the author.

the constraints of grid, axis, boundary or module.
Shape grammars are capable of translating these
formal differences into operators of rotation, dis-
placement, mirror reflection, embedding, superim-
position and parallel translation, making it possible
for the two types of ornament to enter a single com-
parable generative system.

The organisation of spatial boundaries likewise
demonstrates a structural kinship between the two
approaches. Stepanova's textile ornaments rely on
rectangular modules, diagonal grids and repeating

elements to control zones of expansion of the print-
ed pattern. In Chinese traditional ornament, “tu-
anke” medallions, friezes (borders), ceiling coffers
(“zaojing”) and background "jindi" patterns regu-
late the unfolding of the motif by means of circu-
lar frames, nested square-and-circle compositions,
continuous band structures and solid carpet-like
grids. The medallion boundary in the “Lingyang
gongyang” style determines how the main motif
is inserted; the hexagonal grid in the “"guibeiwen”
pattern specifies the mode of module conjunction;

Fig.10. Diagram of the joining rules for the hexagonal grid of the "guibeiwen" pattern. Source: Created by the author.

Fig.9. The basic element of the "suozhiwen" (interlocking ring) pattern and an analysis of its interlocking logic. Source: Created by

the author.
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Fig.11. The method of processing spatial levels in the works of V. Stepanova. Source: Created by the author.
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analogous organisational functions are performed
by the rectangular grid and diagonal framework
in Stepanova’s ornaments. All of them, by setting
boundaries and repeating rules, ensure the inte-
gration of local modules into a larger planar order.

Thus the “Lingyang gongyang” style, “paired
birds” patterns, “suozhiwen”, “guibeiwen” and oth-
ers demonstrate that Chinese traditional ornament
initially possesses a generative basis that lends it-
self to description in the language of shape gram-
mars. Their comparison with Stepanova’s textile
ornaments shows that both systems revolve around
three key questions: “how modules are organised”,
“how rules are executed” and "how the pattern ex-
pands”. It is at this level that the printing laws of
the Constructivist textile pattern and the laws of
continuity in Chinese traditional decorative orna-
ment enter into isomorphic relations. This provides
a theoretical justification for rule extraction, par-
ametric modelling and generative translation of
traditional ornament under the conditions of the
digital paradigm.

In conclusion, it should be noted that the iso-
morphism between Stepanova's textile ornaments
and Chinese traditional decorative ornaments is
based on the comparability of their generative or-
ders. Stepanova’s ornaments construct an indus-
trial decorative order using geometric modules,
diagonal grids, colour-block overprinting and con-
tinuous printing. Chinese traditional ornaments
form a traditional decorative order through natu-
ral images, axial frameworks, medallion bounda-
ries, symmetrical duplication, continuous patterns
and boundary constraints. Shape grammars bring
both systems together within the analytical frame-
work “basic module — structural framework — rule
transformation — continuous generation”, making
it possible to explicate structural links between
the Constructivist pattern and traditional Chinese
ornament. The isomorphism examined in this ar-
ticle can thus provide a solid theoretical support
and form a reliable fundamental basis for digital
translation, parametric modelling and generative
design of traditional ornament systems.
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NCCNEAOBAHVE N3OMOPOK3MA TEHEPATUBHOTO
NOPALKA TEKCTJ/IbHbIX OPHAMEHTOB
B. CTEMAHOBOW 1 KNTANCKUX TPAANLIVIOHHBIX
AEKOPATBHBIX OPHAMEHTOB
B PAKYPCE ®OPMAJIbHbIX TPAMMATUK

AunHoTaumsa: Formal grammars (popmansHele epammamu-
Ku) 8bicmynarom e kadyecmee J102U4ecko2o0 Mocma, coedu-
HAKWe20 Yy8CMBeHHYH penpe3eHmayuro opHameHma ¢
e20 yugposeim sonsiowjeHueM. B 0aHHoOM pakypce uccie-
Odyemcs cmpykmypHbIl U30MOpgU3M MeKCMUJ/IbHbIX op-
HameHmos B. CmenaHosoUl u kumadlickux mpaduyuoHHbIX
OekopamueHelx OpHaMeHMOo8 Ha ypogHe Ux Yugposozo
2eHepamugHozo nopsdka. Obe cucmems! pazsusarom-
cs Ha ocHose 6a3osblx Modyseli U NoCpedcm8oM Makux
npuemos, Kak napasnjesbHsili nepeHoc, cMeujeHue U no-

B KoHTekcTe undposmzaLmmn GopmasbHble rpam-
MaTukuM (shape grammars) npesctaBastoT coboi Me-
TOL0N0TUI0 NPOEKTUPOBAHUSA, OCHOBaHHYHO Ha bHa-
30BbIX 3/leMEHTaX W NnpaBuaax ux 3soaroLun. OHK
BbICTYMatOT MOCTOM, COeANHAOLLUM YYBCTBEHHbIE
penpeseHTaLunn ¢ MaTeMaTUUYECKOM NOTUKOW, U CA1y-
XaT GyHAAMEHTaIbHbIM UHCTPYMEHTOM As1 JEKOH-
CTPYKLMW CNOXKHbBIX BU3YyanbHbIX 3HakoB[1]. [To mepe
yraybneHmsa TeHAeHUMN K LndpoBm3aunm Tpaau-

c1oliHoe HasoxeHue, popMUpyrOM HA NJIOCKOCMU Henpe-
pbIBHOCMb, QUHAMUKY U NPOCMPAHCMBEHHYH UepapXuro.
lNonyyeHHble pe3ylbmamel OMKpsLI8arom Hosble nepcnex-
muesl u cozdarom meopemudyeckull 6a3uc 048 yugposozo
nepesoda u napamempu4yecko20 NPoeKMuUpoB8aHUs mpa-
OUYUOHHbIX OpPHAMEHMOB.

KnroueBble cnoBa: opmasibHble 2paMMAmuKU; KOH-
cmpykmususm,; dekopamusHeili nopsidok; Bapsapa Cme-
naHosa, kumadickuli mpaduyuoHHbIlU OekopamusHsIl
OpHameHm; 2eoMempuyeckas 2eHepayus.

LMOHHOrO OpHaMeHTa CTaHOBUTCS HEOHXOAMMbIM
nepeBos, ero BOCNPUATAA U3 001aCTU YyBCTBEH-
HbIX 06Pa30B B MJOCKOCTb PaLMOHaNbLHOIO JOMU-
yeckoro BblBOAa. B npouecce ncropnyeckow ago-
NOLUUW KUTAUCKUIA TPAAULMOHHbBI OPHAMEHT yxe
npuobpes CBONCTBA BLICOKOW CTENeHM abcTparnpo-
BaHMA ¥ npoueccyanbHocTu. LUmndposasa TpaHcdop-
MaLs OMMPaETCs MMEHHO Ha 3TOT pPaLMOHaNbHBbIN
XapakTep: OHa aHaNn3MpyeT MyOBUHHYIO NOTWKY Je-
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KOpaTMBHOro nopsAzka n nocpeacrsoM dopmalib-
HbIX FPaMMaTnK NpeobpasyeT ee B AepVBaLMOHHYHO
cuCTeMy NpaBua, CTUMYANPYS TEM CaMbIM NMEPEXOZ
TPaAVLMOHHOrO OpHameHTa B LndpoByro cpeay[2].

B Hauane XX Beka Takune TeyeHus, Kak KOHCTPYK-
™MBM3M U aBmxeHune «[e Crenn» (De Stijl), cdop-
MUPOBaAV NPOEKTHYH NIOTUKY, B KOTOPOM AOMU-
HUpoBanu reomeTpuyeckme Gopmbl U NpuopuTeT
cTpykTypbl. OCHOBbIBasACh Ha 6a30BbIX reOMeTpuYe-
CKMX Tenax (Takmx Kak Kpyr, NpsMOYroabHUK, Npsi-
Mas IMHWA U T. 4.), aBTOPbI CO3AaBanu JakKOHNYHbIE,
YeTKO YNOopALOYEHHble CTPYKTYPbl NMPOU3BEAEHWUIA
nyTem X KOMOUHUPOBaHWS, PACNONOXEHUSA N KOH-
cTpympoBaHua. [pn 3Tom ocoboe BHUMaHWe yae-
NAnockb norvke GopmMbl M NPOCTPAHCTBEHHbLIM OT-
HOLLEHMAM, YTO OTpaXkano KOHLEeMNUMIO «CTPYKTypa
Kak mnckycctso»[3](cm. Puc. 1). laHHaa npoekTHan
norvka obHapy>X1BaeT BbICOKOE CXOACTBO C reHepa-
TUBHbIM MPUHLMMNOM «6a30BbIN 31EMEHT + NpaBu-
na pepviBauum» B opmManbHbix rpammaTnkax. OHa
CNY>XKUT OPUEHTUPOM A5 TpaHChOpPMaLMK CNOX-
HbIX MOP}ONOTNI B LUPPOBbIE reHepaTBHbIE MO-
AeNn, OTKPbIBas aHaIMTUYECKUI NyTb ANs LMdPOBKM-
3aLMN KUTANCKOro TPaaMLIMOHHOIO OpHaMeHTal4].

Bapsapa CrenaHoBa — ogHa 13 KAOYeBbIX GUTyp
KOHCTPYKTUBUCTCKOTO ABUXKEHMA Hauana XX Beka.
PazpaboTaHHble er0 TEKCTU/IbHbIE OPHAMEHTbI Je-
MOHCTPUPYIOT APKO Bblpa>XeHHbIEe XapaKTepUCTm-
K MaLIMHHO-MPOMbILLINEHHOTO MPOU3BOACTBA (CM.
Puc. 2). B cBoeli npaktuke, 6yayun orpaHNUYEHHOM
paMKaMu TEXHOIOTMN MeXaHU3MPOBAHHOIO NPo-
n3BogcTBa, CTenaHoBa B NOJIHOW Mepe 3a4eicTBO-
BaJla CBOe OCTPOe BU3yanbHOe BOCNpusaTme rpadu-
KM 1 CNOCOBHOCTb K BbICOKOKOHLLEHTPUPOBAHHOMY
bopmoobpazoBaHMIO, CMENO MCMOb3YA reOMeTpu-
yeckme GUrypbl: Kpyru, NpsMble AMHUN U MHOFOY-
roNbHUKN. MpUMeHss anaroHanbHbIN Kapkac, OHa
npuBHOCKAA AMHaMKKY 1 HoraToe pazHoobpasve B
ynopsAZOY€eHHble reoOMeTpUYeckme y30pbl C MOMO-
LLbFO TaKMX NPUEMOB, KakK Hak/loHHas oceBas CUM-
METPUS, HakJIOHHBIA NapasnesbHblA NePeHOC, CMe-
LLleHWe HanpaB/ieHWU 1 HagnedaTka (oBepnpuHT)[5].
[laHHble MPOEeKTHbIe peLleHNs He TONbKO NPeoso-
NleIv OrpaHNYeHNs TEKCTUNbHbBIX TEXHONOTUIA TOrO
BpeMeHu, obecrneumns aganTaLmio K NPOMBbILLAEHHO-
MY MPOU3BOACTBY, HO U 0HOraTUIM KOMMNO3ULMOH-
HYt0 MOPG®OIOTNIO TEKCTUbHBIX Y30POB, PacLLUpuB
N3MepPEHMA NX BU3YaNbHOW BbIPAa3NTENbHOCTU (CM.
PncyHkn 3ckn3oB TeKCTUAbHbIX OpHameHToB Cre-
naHoBOW). Pa3pylume npasuaa n GopmMbl TpagMLM-
OHHOro OpHaMeHTa, OHa NpPeAsIoXUAa NPOEKTHbIE
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3TaNOHbI 4151 MOAEPHUCTCKOrO AM3aiHa, cnocob-
Horo 6osiee 3ddPeKTUBHO OTBEYATb NOTPEOHOCTAM
WHAYCTPWaAbHOrO NPON3BOACTBA, M HaMeTuAa NyTb
K MOZepHMN3aLMN TEKCTUIbHON NPOMBbILLNEHHOCTU.

B KauecTBe NpuMepa TEKCTUIbHbIX OPHAMEH-
ToB CTenaHoBon nepuoga okono 1924 roga pabo-
Tbl «Textile Design 1924» n «Textile Design 4 Step 4»
(cm. Puc. 3) HarnsagHO AEMOHCTPUPYHOT YETKNI Me-
TOZ, reOMEeTPUYECKON reHepaLLnn, XapakTePHbIN Aas
KOHCTPYKTMBMCTCKOTO y30pa[6]. TpexuBeTHas ram-
Ma (KpacCHbIW, YepHbIl, 6enbii) popMmupyet 6a3o-
BYHO Mepapxmio n3obpaxeHns. KpacHbli LBET Yalle
BCEro UCMOJb3YyeTcs A1A CO3aHMs HanpaBAsOLLMNX
OCEel MW NOBTOPSOLLMXCA PUTMOB; YEPHbIA — ANs
YyCUAEHUA rpaHunL, rpaduruyecknx 31eMeHTOB U Npu-
JaHns BU3yanbHOro Beca; 6enbii BbICTyNaeT B Ka-
YecTBe HEraTVBHOrO NPOCTPAHCTBA, KOHTPOMPYHO-
LLLero nHTepBanbl Mexay durypamu. Bmecte 3t Tpu
LBeTa 06pasyroT TPEXCNONHYIO CTPYKTYpPY OTHOLLE-
HUI: «AOMUHMpPYoWas ¢opma — cybdopma — UH-
TepBan» (cm. Puc. 4). MogobHas opraHmn3aums LBeTa
HanpsiMyto CBsizaHa C TEXHONOrMel MHOTrOLBETHOM
TEKCTUNbHOW neyaTu 1 NOo3BOASET naTTepHy dop-
MUPOBaTb JIETKO CYUTLIBAEMYIO MepapXMUeckyro
CTPYKTYPY B YCNOBUAX OrpaHNUYEeHHON nanntpsl [7].

C TOYKM 3pEHMUS TeOMETPUYECKON MOAYILHOCTU
opHameHT «Textile Design 4 Step 4» MmoxeT 6bITb
LEKOHCTPYMPOBaH Ha Takume 3Tarbl, Kak MOCTpoeHue
NPSMOYTOJIbHOW CETKM, TPEYro/IbHOe CEerMEHTUPOBA-
HWe, AMaroHa bHOe UHBEPTUPOBaHMNE 1 MOBTOPSHO-
Leecs ynopsagoumnsaHnue (cM. Puc. 5). Nyrosas cet-
Ka 3agaeT 6a3oBble NPOMOPLMN U TPAHULLbI MOAYASA.
TpeyronbHWKM 06pa3yroTca NyTem AeneHuns npamo-
yronbHWKa nog yrnom 45 rpasycos, npu 3ToOM ru-
MOTEeHY3bl CTAaHOBATCA HaNpPaBAAOLLUMUN JNHUAMU
B y30pe. B ganbHelem TpeyronbHbliA MOAY b NOA-
Bepraetcs 3epkajsbHOMY OTOOpaXkeHUto, MepeBopo-
Ty, NapannenbHOMy NepeHoCcy N CMeLLEeHWNI, Co3-
JlaBas HeMpPepbIBHbIN AMaroHanbHbIM pUTM. HakioH
B 45 rpaslycoB M3MEHSIET UCXOAHbIe TOPU30HTab-
HO-BepTMKa/bHble CBA3U NPAMOYro/bHMUKA, Nepe-
BOZSA NAaTTEPH B COCTOAHME HAaKJIOHHO-MOCTynaTe b-
HOro ABWXeHUs. [lnaroHanbHble IMHUM BbINOJHSAOT
34ecb GYHKLUMIO CTPYKTYPHOrO Kapkaca, onpegensas
HanpaBJ/ieHWe, War 1 cnocob NPoCTPaHCTBEHHOTO
pa3BepTbiBaHUA GuUryp.

C no3umuunm 3akoHoB noanrpadun, Takne npue-
Mbl B OpHaMeHTax CTenaHOBOMW, Kak CONoCTaB/ieHWe
LBETOBbIX 610KOB, MOC/IOMHOE HanoXeHWe (cynep-
no3uLms), CMeLLEeHWe rpaHunL, U NepeceyeHmne JNHWN
N NAOCKOCTEN, POPMUPYIOT reHepPaTUBHYHO NOTUKY

MPOMbILLAEHHOTO TeKCTUAbHOro y3opal8]. MNockonb-
Ky TEKCTUAbHAA neyaTb orpaHMyeHa KONM4YeCcTBOM
L,BETOB, TOYHOCTbIO COBMELLEHMA KPACOK MPU Ha-
NOXEHWUN W YCNIOBUSMU CEPUMHOTO NPOU3BOACTBA,
An3aliH TpebyeT opraHM3aLmm HenpepbIBHbIX Ae-
KOPaTMBHbIX MOBEPXHOCTEN MPW MOMOLLM OTPaHu-
YeHHoro Habopa éuryp v LBeToB. TakuMm 0bpas3om,
aNropuTM CO3JaHNsA ee OPHaMEHTOB MOXET ObITb
CBEJZeH K CneAytoLLeMy reHepaTMBHOMY MNyTu: «ba-
30Bas reomeTpuyeckas durypa — cermeHTMpoBa-
HWe Noj Yr1oM — 3epKaJsibHbli MepPeBOPOT — Haslo-
>KEeHWe LiBEeTOBbIX 6/10KOB — HEMpepbIBHasA nevaTb».
3TOT NyTb OH6Hapy>XMBaeT NpsMoe COOTBETCTBUE
CO CXEMOM «ucxogHas GopmMa — npaBuia TpaHc-
dopmauunm — npomnssogHaa ¢opma» B popmasb-
HbIX rpaMMaTuKax.

B oT/Mume oT MOAEPHUCTCKOro NHAYCTPUaNbHO-
ro KoHTekcra Tekctuns CtenaHoOBOW, reHepaLma Ku-
TalCKOro TPaAMLMOHHOTO eKOPaTUBHOIO OPHAMEH-
Ta B 6OAbLUEN CTEMEHU BOCXOAUT K HABNOAEHNAM
3a NPUPOAOW, PeMECIEHHOMY OMbITY, PUTYalbHbIM
KOHLLenumsaM 1 BaaronpusatHo (bnaronoxenartenb-
HOW) cemaHTVKe. TeM He MeHee, KNTaCKuU Tpagm-
LMOHHbIV OPHAMEHT He OCTaHOBWJICS Ha NPSMOM pe-
npe3eHTaLMn NPUPOAHbIX 06beKTOB. Mpoinas uepes
ANNTENbHYHO 3BOIFOLMIO, MHOTUE TPaAULIMOHHbIE
y30pbl 06penun yctonumsble NpusHaku abcrparu-
poBaHMWs 1 NpoLeccyanbHOM ynopsagodeHHocTH[9].
Ba>kHbIM MprvMepoM npoueccyanbHOro xapakrepa
KUTaMCKOro TPaAULMOHHOIO OpHaMEeHTa MOXET C/1y-
XUTb CTUIb «JIMHDBAH TYHBAH» (Y30Pbl KHA3A JINHDL-
fiHa), BO3HMKLUNIA B 3MOXy AMHAcTUMK TaH. B y3opax
«JINHBAH rYHbAH» B KauecTBe 6a30BOW rpaHuLbl
06bIYHO NCMOb3YyeTCs Kpyraas pamka (MesanboH
«TyaHbK3»), BHYTPWU KOTOPOW OpPraHn3yoTcs Takue
3/1IEMEHTbI, Kak MapHble NTULbI, NapHble 3Bepu, LBe-
Thl, XXEMUYXXHbIE HUTU (</IIHBUXY») U BbrOLLMECS
cTebnn («u3toaHbLao») (cM. Puc. 6). MeganboH «Ty-
aHbK3» OnpesenseT BHELLHIOK rPaHULy OpHaMeH-
Ta, NapHble NTULbI UAW 3BepU 0Bpa3yroT LeHTpab-
HbIi KOMMO3MLMOHHbBIN MOTUB, @ XXEMUY>XKHbIE HUTH
1 BbloWMecs cTeban BbIMOAHAT QYHKLMIO ycune-
HWS FPaHULL U PUTMUYECKOTO YNEHEHUS MPOCTPaH-
cTBa. [pouecc reHepaunn AaHHOTO y30pPa MOXHO
0006LWMTb KaK: «rpaHMLa MeaboHa — LLeHTpab-
Hasi OCb — CUMMETPUYHBIA JOMUHAHTHbINA MOTUB —
BCMOMOTraTe/lbHbll OPHAMEHT — HernpepbIBHOE YMo-
psgoumBaHme». KAHOHUYHOCTb CcTUNEN «JIMHDBAH
FYHBSH» U «yY30POB M3 NapHbIX NTUL» OTPaXKaeT Me-
TOA reHepauunm rpadvkm Ha ocHoBe GUKCMPOBaAH-
HbIX FPaHuLL, LLleHTPaAbHOW CTPYKTYPbl, OTHOLUEHWIA

CMMMeTpUK 1 npasua nostopeHuna[10]. 3ToT me-
TO4 06/1asaeT 06LLEeN CTPYKTYPHOM JIOTMKOM C reo-
METPUYECKMMUN MOAYNbHBIMU KOMMNOo3nLmamn Cre-
NaHOBOW: B 060UX Cyyasx MOCTPOeHMe naTTepHa
OMUPAETCs Ha COBMECTHOE eCTBUE FPaHNLL, OCEN,
CUMMETPUM 1N NoBTOpPeHNn. Kak cneacteue, kutam-
CKWI TPAAMLMNOHHBIA OPHAMEHT TakXKe UMeeT Bce
OCHOBAHWA ANS BKAHOUYEHUA B @aHAIMTNYECKYHO CU-
cteMy GopmManbHbIX rpaMMaTyK.

HenpepbIBHblEe OpPHAMEHTbI KMTANCKON Tpaaun-
LK, Takme Kak «13MB3Hb» (y30p MeaHApa), «CoL-
3bIB3Hb» (KOJNBYYXKHbIV Y30pP) U «TyN63MB3IHb» (Y30p
yepenaxoBoro naHuups) (cm. Puc. 7), ewe 6onee Ha-
FAAAHO UANKOCTPUPYHOT NpaBuia reHepaummn Tpaam-
LMOHHOro aekopa. OHW NO3BOAIAOT eTaslbHO pac-
KPbITb N30MOPPHbIE OTHOLLEHNS MEXAY KMUTANCKUM
TPaAVLIMOHHbIM OPHAMEHTOM U HakKJIOHHOM CETKOM
CtenaHoBOMW. Y30p «13MB3Hb», OCHOBAHHbLIA Ha J10-
MaHbIX IMHUSAX U MPSAMOYTO/ibHbIX MOBOPOTax, Gop-
MUPYET CTPYKTYPbl IEHTOYHOTO (4BYMEPHO-NHEN-
HOTO) MW CETYATOro HEeMpPepPbIBHOMO 3amnoHeHNs
NMoCpPeACTBOM 3KBUAMCTAHTHOrO NapanesbHOro ne-
peHOCa, HenpPepbIBHOTO 3aKpy4YnBaHUa cnvpanei n
NPOCTPAHCTBEHHOrO pa3BepTbiBaHUA (CM. Puc. 8).
Y30p «COL3bIBIHb» UCMO/Ib3YET KOJbLia NN KBa-
ApaTHble 3BEHbs B KauecTBe 6a30BbIX MOAYNEN, 06-
pa3ys LenHoe paclimpeHne 3a cyeT nx B3aMMHO-
ro 3aLenieHns 1 HenpepbIBHOTO COeANHEH NS (CM.
Puc. 9). Y3op «ryinb3iBaHb» 6a3mpyeTcs Ha ceTke u3
LUECTUYTONbHUKOB AW BAN3KMX K HUM GUryp, co3-
JaBasi CN/IOLIHOW HEMpPepbIBHbIN Kapkac KOBPOBO-
ro TMna 3a cyet conpsaxenusa pebep (cm. Puc. 10).
O6LWMM NPU3HAKOM JaHHbIX OPHAMEHTOB AB/AET-
CS1 TO, YTO OHU CTPOATCS HAa OCHOBE MUHWUMAabHOrO
MOBTOPAOLLErOCS 3/1EMEHTa, a LLeIOCTHbIN MOopAZ0K
pa3BepTbIBaHNA KOHTPOANPYETCSA Yepes napameTpsbl
HanpaB/eHWs, UHTepPBana 1 cnocoba coeAnHeHUs.

HaknoHHasa ceTka CTenaHoOBOW NOAUNHAETCA TOY-
HO TaKOW e NIornKe reHepaLnn: MPAMOYTroabHUKM,
TPEeYrosbHUKKN, OTPE3KMU NNHUIN U LBETOBblE 610KU
neperpynmnmpoBbIBatOTCA BAOAb HAKNOHHbIX OCEW,
bopMUpys HenpepbIBHYHO CTPYKTYPY NaTTepHa no-
CPeACTBOM MapanfieibHoro nepeHoca, nepeBopoTa
N cMeLleHus. JIMHeHas HeMPEPbIBHOCTb «J/13MB3Hb,
LiernHoe CLenaeHne «CoL3bIBIHb» U COMpPsXKeHWe CeT-
KW «TyN63MB3IHb» — CONOCTaBUMbI C HAKJIOHHO-MO-
CTynaTesibHbIM ABUXEHWEM, MOAYNbHbIM MOBTOPE-
HWEM W CMeLLeHVeM HanpaBAeHUA B OPHaMeHTax
CrenaHoBo. Bce OHM OTHOCATCA K cnocoby nocTpo-
€HWS LLeIOCTHOTO MopsAjKa U3 OTHOLLEHUI MeXay
OTZAE/NIbHbIMU 371eMEHTaMMU.
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B acnekTe paboTbl ¢ NpOCTPaHCTBEHHbLIMW YPOB-
HAMW Tak>Ke 0OHapy>KMBaeTCA CXOACTBO MeXay Y30-
POM «COL3bIBIHb» M NMpYemMamMmn Hagneyatkun (oBep-
MPWHTa) B TEKCTU/IbHLIX OpHaMeHTax CTenaHoBow. B
HEeKOTOPbIX Pa3HOBMUAHOCTAX y30Pa «COL3bIBIHb» 3a
CYeT KOJIOPUCTUYECKOTO BbIAENEHNS Pa3HbIX rpaHen
(cBeT/ble U TeEMHble TOHa) CO3JaeTcA BU3YyaslbHbIN
3bdekT B3aMHOro nepensiieTeHnsa 3BeHbeBs, YTO Mo-
POXAAET OLLyLLeHVe TPEXMEPHOM NPOCTPaHCTBEH-
HOW rNyBWHbI Ha ABYMEPHON MAOCKOCTU. TeKCTUb-
Hble y3opbl CTenaHoOBOM aHaforM4YHbIM 06pa3omM
bopMUpPYIOT NJIOCKOCTHOE MPOCTPAHCTBO 3a cyeT
nepekpbITUS, NepeceyeHns 1 CMeLLeHma rpaHmLy
OrpaHMYeHHOro ymcaa LBeToBbix 610koB. OHa nc-
Mo/b30Ba/la BbICOKOKOHTPACTHbIE LBeTa (KpacHbIN,
YepHbIA, benblit) B CTPYKTYpax HanoxeHwus, baaroga-
pPA YeMy Mexay reoMeTpuyecknmmn Gurypamm Bos-
HMKaaM OTHOLLEHWA NAaHOBOCTUY (BNepeawn/c3agn),
3P deKTbl B3aMMHOIO MpUXKaTUa U HanpaBAEeHHOCTY
(cM. Puc. 11). Y30p «coL3biBIHb» BbICTPANUBAET NpPO-
CTPaHCTBO 3BEHbEB C MOMOLLbIO TOHAbHbIX Fpaja-
uuin, a CtenaHoBa BbICTpanBaeT reoMeTpmuyeckoe
MPOCTPaHCTBO 3a CYET Ha/NlOXXEeHNSA LBETOBbIX 6,10~
KOB; B 060MX C/lyyasx NPOCTPaHCTBEHHbIN MOPAJLOK
Ha ABYMEpPHOW AeKopaTUBHOM NNOCKOCTU CO3AaeT-
€S NOCPEeACTBOM LIBETOBOM MepapXnu U B3aUMHOTO
nepekpbITMa rpadpunyeckmx anementos[11]. CnegoBa-
TeNbHO, KONOPUCTUYECKME 3aKOHbI TPaANLMOHHBIX
HernpepbIBHbIX OPHAMEHTOB M noanrpaduyeckmne
3aKOHbl KOHCTPYKTUBMCTCKUX TEKCTUAbHBIX Y30POB
MOTYT BbITb MHTETPMPOBaHbI B €AMHYIO CMCTEMY Mpa-
BMA GOpPManbHbIX rPaMMaTUK MO CXeME: «MOAYNb —
CoeAMHeHVEe — MOCIOMHOE HaNOXeHNe — MPOCTPaH-
CTBEHHOE pa3BepTbiBaHNe». CpaBHEHWE KUTaNCKOro
TPaAVLMOHHOIO OPHaMeHTa C TEKCTUbHBIMW Y30-
pamun CTenaHOBOW BbIABASET MEXAY HUMU YeTKoe
COOTBETCTBME Ha reHepaTMBHOM YPOBHE.

MpoBeAeHHbIV CPaBHUTEbHbLIM aHann3 noka-
3blBaET, YTO M30MOPGHbIE OTHOLLEHMA MEXAY TeK-
CTUABHBIMU OpHaMeHTamy CTenaHoBOW U KUTaCKM-
MW TPAAVNLMOHHbBIMW AeKOPaTUBHBIMU OpPHaMeHTaMu
CTPOATCA HE Ha BHELUHEM MOPHONOrMUYECKOM CXOZA-
CTBE Y30pOB, @ Ha COOTBETCTBUW MEXaHWN3MOB WX re-
Hepauuu. MepBble NCNOAB3YHT UHAYCTPUANBbHYHO
neyaTb B KayecTBe Mejuyma, OpraHusys reome-
Tpuueckne Gurypeol, LiBeToBble 610KM, HaKNOHHble
CeTKM ¥ NpoLLecCbl MHOTOLIBETHOTO Ha/lIOXeHWA B
TUPaxXnpyemMble HeMpepbiBHbIE NaTTEPHBI. BTopbie
MCMONb3YHOT B KauecTBe MeAnyMa TKayecTBo, JeKo-
pvipoBaHuWe NpesMeToB ObiTa, aPXUTEKTYPHbBIN AeKop
1 KOCTIOM, Npeobpaszys MesanboHbl «TyaHbK3», 10-
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MaHble JIMHWUW, 3aLenieHns 3BeHbEB, LLIEeCTUYrOb-
Hble CETKM 1 CUMMETPUYHbIE JOMUHAHTHbIE MOTUBbI
B rMHKMe NPOTAXKEHHbIE AeKOPATVBHbIE CTPYKTYPbI.
HecmoTps Ha pa3nvuve MeaninHbIX YCAOBUIA, NPO-
Lecchbl reHepaumnm rpadumkmn B obomx cayvasx Ha-
npaB/ieHbl Ha peLleHne O4HOM 1 TOWM Xe 3ajauu:
KaK, OTTaJIKMBasiCb OT OrPaHUYEHHOro Ymcaa se-
MEHTOB M YNpaBaaa UMW C NOMOLLbIO NpaBu, Ha-
JAEennTb NaTTepH Ha MAOCKOCTU CBOMCTBaMU Herpe-
PbIBHOCTH, YNOPALOYEHHOCTM N MPOCTPAHCTBEHHOM
MHOTOC/IOVHOCTW.

B 3TOM KOHTEKCTE POpMasbHbIe rpamMMaTHKL Nnpe-
[OCTaBAAT BEPUDULMPYEMYHO aHaNUTUUECKYtO basy
ANA MOATBEPXAEHUs AaHHOro nsomopadmsma. Ha-
KNOHHan ceTka, 45-rpagycHoe cerMeHTUpOBaHue,
Ha/loXeHWe LBeTOBbIX OJOKOB 1 MOAYAbHOE MO-
BTOpeHWe B opHameHTax CTenaHoBon MOryT ObITb
TpaHCHOPMMPOBaHbI B LIENOYKY NMpaBua: «reome-
TPUYECKMI MOAYNb — KOHTPOJIb HamnpaB/ieHus — No-
CIONHOE COBMeLLEHME — HemnpepbIBHOE Pa3BepPTbI-
BaHue». B cBOIO ouepesb, rpaHuLbl Mea/bOHOB,
oceBast CUMMETPUS, CrMpaneBUHblE MOBOPOTbI J10-
MaHbIX JIMHWI, 3aLleneHns 3BeHbEB W COMPSXKEH U
CeTOK B KMTANCKOM TPaAVLMOHHOM OpHaMeHTe Tak-
e TPaHCHOPMUPYHOTCA B LLEMOYUKY NPaBu: «AeKo-
paTuBHbIV MOAY/b — dUKCaLUs Kapkaca — CBS3YHo-
LLiee OTHOLLIEHME — HENPEpPbIBHOE pa3BepTbiBaHME>.
HauanbHbIMM TOUKAMW ABYX 3TUX LLeNoYeK npaBu
BbICTYMatoT, COOTBETCTBEHHO, MOZAEPHNCTCKAA NH-
AyCTpranbHas reoMeTpus U TPaaULIMOHHBIN AeKo-
PaTMBHbIA MOTUB, OHAaKO B KOHEYHOM uTore obe
OHW HanpaBJ/eHbl Ha NPOLLECC reHepaLmmn LesocT-
HOro NopsfKa M3 OTHOLIEHWUN 31eMeEHTOB. Taknm
obpazom, nx noMopdur3M npescrTaBaseT cobon He
CTUANCTNYECKYHO aHaNIOTUIO, @ CTPYKTYPHOE COOT-
BETCTBME Ha YPOBHe reHepauummn rpadumku.

leHepaumsa AMHAMUYECKOro nopsaka AOMNOAHN-
TeNbHO NOATBEPXKAAET 370 cooTBeTCTBME. CTenaHo-
Ba 3a CYET HAaKJIOHHOTO CErMEeHTUPOBaHWA, CMeLLe-
HWA HamnpaBJeHUA 1 HaNOXeHWNs LLBETOBbIX 610KOB
nepeBOAUT CTaTUYHbIE TeoMeTpuyeckne purypol B
COCTOSIHWE HAaKJOHHO-MOCTYNaTeIbHOTO BM3YyalbHO-
ro aAsmkeHus. Kntancknin xxe TpaguLMOHHbIA Op-
HaMEeHT 3a CYeT 3aKpyuMBaHNA KPVBbIX, HeNpepblB-
HOCTW IOMaHbIX IMHWIA, B3aMMHOTO NnepenseTeHmns
3BEHbEB W MPOCTPAHCTBEHHOIO PacLUMPEHNs CETOK
nepeBOAUT NPUPOAHbIE 0Opa3bl MAN reoMeTpuye-
CK1e MOTUBbI B PYC/I0 PUTMU3OBaHHbIX 4eKOPaTUB-
HbIX OTHOLLEHWI. B 06ounx cnyyasnx peluaeTcsa npo-
671ema COOTHOLLEHMA «ANHAMUYECKOTO MMMYAbCa»
(ABVXKEHWMA) 1 «KOHTPONA»: rpadumka JoaKHa obna-

[aTb BEKTOPOM HamnpaBAeHHOCTU, CMOCOBHOCTLIO K
PaCLUNPEHNIO Y MHOTOCNOMHOCTBI, HO O4HOBPEMEH-
HO OCTaBaTbCs MOAUYMHEHHOW OFPaHNYEHUAM CETKH,
OCW, rpaHuLbl A Moayns. PopmasibHble rpaMmma-
TUKWM CMOCOBHBI TPaHCIMPOBaThb 3T dopMabHble
pa3nnumns B onepaTopbl BPaLLeHWs, CMELLEHWs, 3ep-
KaJIbHOTrO OTOBpaXKeHUs, BAOXKEHWS, HAJOXEHNUS U
napasnesbHOro nepeHoca, No3BoAsAsA ABYM TUMaMm
OpHaMEHTOB BOWTW B €4UHYH COMOCTaBUMYHO CU-
CTeMy reHepaLuu.

OpraHu3aLumsa NpPoCTPaHCTBEHHbIX FPaHuL, Tak-
Xe JEMOHCTPUPYET CTPYKTYPHYHO OBLLHOCTb ABYX
noaxofoB. TekCTUabHble opHameHTbl CTenaHOBOW
OMMParoTCs Ha NPAMOYToJibHble MOAYAN, HAKNOH-
Hble CEeTKW W MOBTOPSIOLLMECSH INEMEHTbI AN KOH-
TPOJIS 30H paclMpeHns neyaTHoro ysopa. B ku-
TalckoM TPaAMLMOHHOM OpHaMeHTe MefanboHbI
«TyaHbk3», Gpwm3bl (BopAtopbI), MOTONIOUHbIE Kec-
COHbI («L43a0L3UNH») 1 GOHOBbIE Y30Pbl «L3UHbAN»
OCYLLEeCTBAAKT KOHTPOJIb Pa3BepTbiBaHUA NaTTep-
Ha NMOCPeACTBOM KPYIION paMKu, BJOXEHWS KBa-
ApaTa v Kpyra, HeMpepbIBHbIX IEHTOUHbIX CTPYKTYP
1 CMOLWHBIX KOBPOBbIX CETOK. [paHuMLa Meaanbo-
Ha B cTUe «JIMHBSAH TYHbsAH» ONpesenseT cnocob
BK/IFOUEHMS [IaBHOMO MOTWBA, LWECTUYro/ibHas ceT-
Ka B y30pe «Tyn63BIHb» 3a4aeT Crnocob conpsxe-
HWUA MOZYNEN, Y aHANOTUUHYO OpPraHM3aLNOHHYHO
GYHKLMIO BbIMOJHAIOT MPSMOYroibHas ceTka U Ha-
KJIOHHbIV Kapkac B opHamMeHTax CtenaHoBoOW. Bce
OHW Yepes 3aZlaHve rpaHuL, 1 MOBTOPEHMUE MPaBU
obecneunBaroT MHTErPaLmo I0KaabHbIX MOAY/IEN B
60s1ee MacWTabHbIA NAOCKOCTHON NOPAJOK.

Taknm 06pa3om, CTUAN «JIMHBAH TYHbBAH», <y30-
Pbl U3 NapHbIX NTUL», Y30Pbl «COL3bIBIHb», «TYN63N-
B3Hb» U Ap. 40KA3bIBAOT, YTO KUTANCKUI TPAAULMOH-
HbIA OPHAMEHT U3Ha4aabHO 0bNajaeT reHepPaTUBHbLIM
6a31coM, NOAAAMOLLMMCA OMUCAHWIO Ha A3bike Gop-
MaJibHbIX rpammaTuk. VIx conoctaBaeHme ¢ TeKCTUb-
HbIMW OpHameHTamu CTenaHOBOW MOKa3bIBaET, UTO

obe cncTeMbl CTPOATCA BOKPYT TPeX KAoUeBbIX BO-
MPOCOB: «Kak OPraHu3yrTCA MOAYAN», «KaK UCMOJI-
HAOTCA NpaBMAa» N «Kak paclUMpPAeTcs naTTepH».
VIMeHHO Ha 3TOM ypoBHe noaurpapuyeckme 3ako-
Hbl KOHCTPYKTMBMCTCKOrO TEKCTUIbHOTO y30pa U
3aKOHbI HEMPEPbLIBHOCTM KMTAMCKOrO TPaANLMOH-
HOro AleKopaTUBHOIO OpHaMeHTa BCTyMatoT B U30-
MopdHble OTHOLWEHMA. ITO AaeT TeopeTnyeckoe
OCHOBaHMe A4 3KCTPaKLUKN NpaBua, napaMmeTpu-
4ecKoro MOAesIMPOBaHNA N reHepaTUBHOIO nepe-
BOAAa TPaAVLIMOHHOIO OPHaMeHTa B YCIOBUAX Lnb-
poBoi napagnrmbl[12].

B 3akntoueHve cnesyet OTMETUTD, YTO M3OMOP-
buU3m Mexay TeKCTUAbHbIMU opHaMmeHTamu CtenaHo-
BOM W KUTANCKNMW TPAAMULIMOHHBIMUN JeKOPaTUBHbI-
MW OpHaMeHTaMu 6a3npyeTca Ha CONOCTaBUMOCTU
NX reHepaTMBHbIX nopagkos. OpHameHTbl CTenaHo-
BOW BbICTPavBatOT MHAYCTPUA/bHbIV AeKOPATUBHbIN
NopsAOK C MOMOLLbIO reoMeTpUYeckux Moaynen,
HaK/IOHHbIX CETOK, HaNOXeHMA LBETOBbIX 6/10KOB
N HernpepbiBHOW neyatn. Kutanckme TpagmumoH-
Hble OpHaMeHTbl GOPMUPYIOT TPAANLMOHHBINA Ae-
KOpaTMBHbIV NMOPSAAOK MOCPEACTBOM NMPUPOAHbIX
06pa30oB, OCEBbIX KAPKACOB, rPaHNUL, MeAasbOHOB,
CUMMETPUYHOIO KOMMPOBaHWs, HENPEepPbIBHbIX NaT-
TEPHOB W NMOTrPaHNYHBIX OrpaHNYeHNi. PopmanbHble
rpaMmMaTvku 06beanHAT 0be cUCTeMbl B aHanu-
TUYeckne paMku «6a3oBbli MOAYNb — CTPYKTYPHbIA
Kapkac — TpaHchopMaLma NnpaBma — HenpepbiBHas
reHepaLmsa», MO3BOAA IKCMANLMPOBATb CTPYKTYpP-
Hble CBA3N MeXAY KOHCTPYKTUBUCTCKUM Y30POM U
TPaANLMOHHbBIM KUTAaNCKUM OPHaMeHTOM. Takmm
06pa3oM, pacCMOTPEHHbLIV B JaHHOW CTaTbe N30-
Mopdum3m cnocobeH obecneunTb MPOYHYHO Teope-
TUYECKYHO NOAAEPXKKY N CHOPMMPOBATL HAZEXHbIV
byHAaMeHTanbHbIN 6a3unc ans LmbpoBoro nepeso-
43, NapameTpnyeckoro MoAeaMpoBaHus 1 reHepa-
TUBHOTO NPOEKTMPOBAHUA CUCTEM TPAAULIMOHHO-
ro opHameHTa.
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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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