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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‘Always Together,” 1958, by Leonid Fyodorovich Golovanov

As noted, for example, by E. V. Vasilenko and oth-
ers, intercultural dialogue can be understood as a
process of creative interaction between different cul-
tures across time and space, involving the confronta-
tion and correlation of diverse creative individualities
and artistic viewpoints [3, p. 46]. On the basis of this
revised cultural periodization, the article reconsid-
ers the deeper connections between China and Rus-
sia (the Soviet Union) in the fields of art, design and
cultural practices from a cross-cultural perspective.
It seeks to construct an analytical framework for cul-
tural interaction that differs from traditional political
periodization and uses this framework to explore the
transformation trajectories of contemporary Chinese
and Russian propaganda posters shaped by both
technological and conceptual change.

1. Interaction in historical perspective: the
penetration of Soviet propaganda art and its
local transformation

1.1. Establishing formal and technical foun-
dations (late 1920s - late 1940s)

Exchange and interaction between China and the
Soviet Union in the sphere of propaganda art can be
traced back to the late 1920s, when Chinese cultural
pioneers led by Lu Xun, responding to the realities
of the anti-Japanese struggle, actively introduced
Soviet woodcuts to Chinese audiences. By compil-
ing and publishing collections of prints, initiating the
New Woodcut Movement and organising exhibitions,
they opened the curtain on Sino-Soviet artistic ex-
change. The full-scale outbreak of the anti-Japanese
war in 1937 ushered in a new stage of this exchange,
characterised by closer interaction and more focused
goals. Frequent correspondence between cultural or-
ganisations and figures in the two countries became
an important phenomenon. This exchange influenced
the development of woodcut art in both the Soviet
Union and China, with its impact on Chinese print-
makers being particularly significant. It directly con-
tributed to the evolution of China’s New Woodcut
Movement in terms of both form and concept and
clearly demonstrated how China and the Soviet Un-
ion stood shoulder to shoulder culturally and spirit-
ually in the global anti-fascist struggle.

1.2. Paradigm formation and local transfor-
mation (from the founding of the PRC to the
late 1950s)

Following the establishment of the People’s Re-
public of China, Sino-Soviet cultural exchange es-
sentially took the form of active and systematic
borrowing and study by China of Soviet modern-

“Sino-Soviet Friendship and Mutual Assistance Union — For a
Lasting Peace Throughout the World,” 1950, by Li Binhong

isation culture and institutions. During this peri-
od, the Soviet propaganda poster was officially and
systematically introduced into China. Through the
publication of art albums, the organisation of ex-
hibitions and other forms of cultural import, China
comprehensively emulated and studied the creative
method of Soviet socialist realism. Its themes, sty-
listic features and visual paradigm deeply shaped
the appearance of Chinese propaganda posters of
the time. This extensive borrowing in the domain
of artistic form facilitated the gradual transition of
woodcut art to a new style based on Western paint-
ing, combining stronger militant spirit with higher
artistic quality. It not only established a basic par-
adigm for the development of Chinese propagan-
da posters, but also objectively accumulated the
visual language and conceptual foundation neces-
sary for subsequent explorations in localized cre-
ative practice.

1.3. Autonomous development amid diver-
gence (1960s - early 1980s)

After the 1960s, despite the breakdown of cul-
tural exchanges caused by deteriorating Sino-Soviet
relations, the visual language of Soviet propaganda
art had already become deeply embedded in Chi-
nese creative practice, showing a parallel evolution
of continuity and transformation. In this process,
under the direct influence of the literary and ar-
tistic concept of combining “revolutionary realism
with revolutionary romanticism” and the Great Leap
Forward campaign, Chinese propaganda posters
actively responded to the demands of the time,
rapidly shifting towards visual interpretations of
state strategies and policy lines. Through highly
symbolic and idealised imagery, they construct-
ed a picture of socialist development, serving as
an important visual medium for social mobilisa-
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“With the Great Help of the Soviet Union, We Will Spare No

Effort to Achieve the Industrialization of Our Country Step by
Step!” 1953, by Cai Zhenhua
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tion and the dissemination of political ideas. This
artistic practice continued and reached extreme
forms during the subsequent Cultural Revolution.
Only by the mid- to late 1970s did literary and
artistic creativity begin to return to a more nor-
mal course: Chinese artists started to draw inspi-
ration from folk culture and traditions, exploring
forms close to popular tastes. As a result, a series
of propaganda posters emerged that combined
national style with distinctive features of the era.
With the onset of the 1980s, as Sino-Soviet rela-
tions gradually thawed and the policy of reform
and opening up advanced, Chinese propaganda
posters began to move beyond the constraints of
a single political narrative, laying the groundwork
for subsequent multidirectional transformations.

2. Looking to the future: transformation path-
ways and development trends of contemporary
posters

2.1. Multidirectional transformation path-
ways of contemporary posters

Tracing the historical trajectory of interaction
between Chinese and Russian (Soviet) propaganda
posters throughout the 20th century reveals that
their forms and functions were always closely con-
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“The USSR Is Our Example 1952, by Zhao Yannian, Qian
Daxin

nected to specific political contexts, technological
conditions and cultural environments. In the con-
temporary era, under the combined influence of
global digitization, changes in social structure and
the renewal of media technologies, the propagan-
da poster — once primarily a tool of political mo-
bilisation — is gradually receding from view in its
former guise, giving way to a new configuration
driven by diverse needs such as commercial pro-
motion, cultural communication and social chari-
ty. Within this context, contemporary poster art in
China and Russia has embarked on its own trans-
formation pathways.

First, there is the expansion of creative concepts.
The poster has evolved from a “weapon of ideo-
logical education” into a multifunctional medium
engaged in dialogue with the consumer market,
involved in social issues and transmitting cultural
values to a broad public. It has completed a shift
from a monolithic political narrative to a symbiot-
ic structure encompassing commercial logic, social
responsibility and cultural expression.

Second, there is the renewal of design technol-
ogies. The propaganda poster has progressed from
hand-drawn and manually produced formats to digi-
tally designed and Al-generated forms. Technologies

not only enhance design efficiency, but continuous-
ly redefine the creative boundaries and expressive
capacities of the poster.

Third, there is the reconfiguration of communi-
cation channels. The space in which posters circu-
late has moved from physical surfaces to interactive
digital platforms. Audiences have shifted from pas-
sive "viewers" to active “participants”, and the post-
er has thus evolved from a static “announcement”
into a participatory “dialogue”.

2.2. Development trends of Chinese and Rus-
sian posters

On the basis of the above analysis, it becomes
clear that the landscape of graphic design in both
China and Russia is dynamically evolving in step
with the times, and the field of poster design is
encountering both new opportunities and numer-
ous challenges.

First, the development of artificial intelligence
imposes higher demands on designers. In the era
of generative intelligence, designers engage in
multi-stage dialogue with Al iteratively and joint-
ly refining design solutions. In this process of col-
laboration, the role of the “machine” is transformed:
it shifts from a passive tool to an active “intelligent
agent” that not only recognises user intentions, but

also possesses capacities for active learning, deci-
sion-making and subsequent action [1, p. 35]. Al-
though human—-machine collaboration brings leaps
in efficiency and expands creative possibilities, gen-
erated outcomes are prone to symbol overload and
stylistic homogenisation, and cannot replace re-
flective designer intervention in social issues. Tech-
nological progress has therefore not lowered the
threshold for entry into design; on the contrary, it
has raised expectations of designers, requiring aes-
thetic judgement, interdisciplinary knowledge struc-
tures and cultural insight.

Second, contemporary design is in the process
of searching for new expressive means, with na-
tional culture and traditions as its most important
source. However technologies may evolve, cultural
expression and design innovation remain fundamen-
tal themes of poster creation. The enduring vitality
of posters in both countries to lie in the deep ex-
ploration of explicit and implicit cultural codes of
the respective nations and their organic integra-
tion with new means such as dynamic interactivi-
ty and digital generation. This integration enables
contemporary reinterpretations of national cultural
symbols that balance technological empowerment
with cultural self-awareness [2, p. 187].
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“Learning Advanced Experience from the USSR to Build Our Motherland,” 1953, by Ding Jie
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Conclusion

Looking back over the past century, the inter-
action between Chinese and Russian (Soviet) prop-
aganda posters can be described as a history of
visual evolution from external borrowing to auton-
omous creation and from ideological propaganda
to multicultural dialogue. Their development has al-
ways been rooted in the spiritual soil of each nation
and, within the flow of historical contexts, techno-
logical changes and aesthetic transformations, has
constantly sought new modes of expression. Soviet
visual experience in the 20th century played a deep
and formative role in shaping the visual paradigm
of Chinese posters. In the contemporary era, driv-

en by social change and diversified demands, Chi-
nese and Russian propaganda posters have moved
from one-sided borrowing to equal dialogue and
from political mobilisation to pluralistic expression,
thereby opening a new phase of development. The
rise of digital technologies and artificial intelligence
has further transformed methods of creation and
channels of dissemination for posters. Yet regard-
less of technological progress, the design practice
of Chinese and Russian posters will remain ground-
ed in a deep engagement with national elements
and, by balancing technological empowerment with
cultural self-awareness, will continue to respond to
the challenges of its respective epochs.
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B3AVIMHOE BJIMAHUNE N COBPEMEHHOE
PA3BUTUE KUTANCKNX N POCCUNCKWNX
ATVTALLMOHHBIX MJIAKATOB

AHHOTauma: B cmamee cucmemHo ucciedyromcs 83d-
UMHOe 8/IUfHUe U UCMOopuYeckas 380/1I04uUs KUmalckux
u pocculickux (cogemckux) azumayuoHHbIX N1akamos 8
XX seke 8 kpocc-kynbmypHol nepcnekmuge. Onupasce
Ha 8HyMpeHHHH JI02UKY Ky/bmypHO20 83aumodelicmeus,
uccnedosaHue pasdesisiem 380/104ur0 kKuma’dicko-cosem-
CKUX KY/IbMypHbIX OMHOWeHUl Ha Yyemsipe smana: hepu-
00 88e0eHUA U 3aUMCMB08AHUA cosemckoll Ky/ibmypel,
nepuod pacysema obmeHos, nepuod ynadka u nepuod
nomenseHus u MHo208ekmopHol mpaHcgopmayuu. po-
c/1exxu8aemcs N0JIHAs MpPAaekmMopus co8emcko20 azuma-
YUOHHO020 UCKYcCMaea om e20 npoHuUkHoseHusa 8 Kumati
do siokanusayuu u npeobpasoeaHus. ViccnedosaHue no-
kaselgaem, 4mo cosemckuli 8U3yanbHsIlU OnNbIM celepan
3Ha4YuUMesIbHyr posb 8 hopMUPOBAHUU 8U3YAbHOU NA-
paduzmel Kumatickux azumayuoHHbIX n1akamos, 8 mo
epems kak Kumali Ha pasHeix UCMOpUYecKUx 3manax us-

BBegeHne

CoBeTcKoe armTaLMoHHOE UCKYCCTBO MPOHMKAO
B Kvtaii B koHLe 1920-X rog0B 1 B CBOE BPeMs OKa-
3a10 rybokoe BANSHWE Ha KUTaNCKWIA aruTaLmoH-
HbIA nnakaT. OAHaKO CyLLECTBYHOLLME NCCIeL0BaHMS
NMbO OrpaHNYMBArOTCA MaKPOOMUCAHUAMMU 3TOTO
BAUAHNA, MO0 CBOAATCSA K OAHONMHENHOMY MOBe-
CTBOBaHWIO O Pa3BUTUM KUTANCKOrO arnTaLmoHHO-
ro nnakata, peZko nomeLlas ero B 60see WMPOKUiA
KOHTEKCT KUTaNCKO-COBETCKOTO KyNbTYPHOro obmeHa.
B 1O e Bpems ucciesoBaHUS KMTaNCKO-COBETCKMX
OTHOLLEHNN XX BeKa B OCHOBHOM MePUOAN3NPYHOT-
€Sl Ha OCHOBE MOANTNYECKUX U AUNAOMATUYECKNX

bupamesibHo adanmuposean U camocmosmesbHO paseu-
8as smo Hacnedue. Ha ocHoge 0aHHO20 UCMOpPUYECKO20
aHanusa 8 cmamee 0asee paccMampugarmcs nymu co-
spemeHHOU mpaHcgopMayuu Kumadlickux u pocculickux
nJaakamos 8 3noxy yugposu3ayuu U UCKyccmeeHHo20
UHMesleKkMa u ommevdaemcs, Ymo 6anaHC Mexdy mex-
HOJI02U4eCcKUM pacuiupeHuem 803MoxHocmel U Ky/lb-
MYpPHbLIM CAMOCO3HAHUEeM cmaHem k/todesoli npobsiemoli
6ydywezo duzaliHa. ViccnedosaHue npediazaem uHmep-
npemayuoHHyr pamky 0151 NOHUMAHUS KPOCC-Ky/lbmyp-
Ho20 83aumodelicmaus Ky/bmyp u uckyccme 08yx CmpaH,
a makxe 0aem ucmopuyeckuli opueHmup 04151 coepemeH-
Hol dusaliHepckol npakmuku.

KnroueBble cnoBa: aeumayuoHHsIl naakam; kumad-
cko-poccutickuli (cosemckuli) KynemypHbili 0bmeH, 8u3y-
aneHas hapaduama; MeduampaHcgopmMayus.

COObITUI U, KaK NPaBUIO, AENATCSA Ha YeTbipe 3Ta-
na: nepuog cotosa (1949-1956), nepmog packona
(1956-1969), nepuoga koHdpoHTaumm (1969-1978)
n nepuog notenaenusa (1979-1989). 3ta napagur-
Ma nepuroamn3aLnm Tak>Ke Cy>XKMUT BadXKHON OCHOBOM
NS U3YUYEHUS ANNAOMATUYECKMX B3aMMOAENCTBIIN
N obrLMaNbHbBIX ANANOTOB MEXAY ABYMS CTpaHa-
MW. B felCTBUTENBHOCTU TPaeKTOPUs KMTaNCKo-co-
BETCKOrO Ky/1bTypHOro obMeHa He Hbli1a nogumHeHa
NMOJNTUYECKMM OTHOLLEHMAM U He sABAAMACh MX OT-
paxkeHneM; HanpoTnB, OHa obaasana OTHOCUTENb-
HO HE3aBWNCUMbIM UCTOPUYECKUM XOZOM. [1o3ToMY,
NPWHVYMas BO BHYMaHWe BbllLeyKa3aHHYH NOANTU-
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Yeckyro Nepuoamnsaunto, JaHHas CTaTbsi B NEPBYHO
oyepesb ONMPaeTCs Ha BHYTPEHHIOH JIOTUKY KyJlb-
TYPHOrO B3aVIMOAENCTBMA U BblAeNAeT ciesytoLume
yeTblpe 3Tana 3BONHOLMUN KUTANCKO-COBETCKUX KyJlb-
TYPHbIX OTHOLLEHWI B XX Beke:

— KoHeu, 1920-x — koHeL, 1940-x rozoB: nepuog,
BBEZEHWs 1 3aMMCTBOBAHMNSA COBETCKOW KYNbTypbl.

— Hauano — koHey, 1950-x rogoB: nepunog, pac-
LiBETa KMTANCKO-COBETCKOro Ky/lbTYPHOro obMeHa.

— 1960-e — Hauvano 1980-x rogoB: nepmog ynas-
Ka KMTaliCKO-COBETCKOrO Ky/bTypHOro obMeHa.

— Mocne 1980-x rofoB: Nepmos NoTenaeHns u
MHOTOBEKTOPHOM TpaHCHOPMaLIMM KUTACKO-COBET-
CKOTrO KyNbTYypHOro obmeHa.

Kak oTmeuatoT Takue y4yeHsble, Kak Bacuierko E.B.,
MEXXKY/IbTYPHbIV Ananor npeacTaBaseT cobon npo-
LLeCcC TBOPYECKOTO MbILUNEHUA Pa3HbIX KyAbTyp BO
BPEMEHW W NPOCTPAHCTBE, CTOJIKHOBEHWE U COOTHE-
CeHue pa3NNYHbIX TBOPYECKUX UHANBUAYAIbHOCTEN,
XyAOXeCTBEHHbIX TOUeK 3peHuns. PaccmatpriBas Mex-
KYNbTYPHBIN AManor Kak npoLecc TBOPYECKOro MblLl-
JIeHWs pa3HbIX KY/bTYp BO BPEMEHW 1 NPOCTPaHCTBe,
Kak CTOJIKHOBEHVE N COOTHECEHWE Pa3NINYHbIX TBOP-
YeCKNX NHAMBUAYaNbHOCTEN, XYA0XKECTBEHHbIX TOYUEK
3peHus.[3, c. 46] OcHoBbIBasACh Ha BbllleyKa3aHHOW
NepuoAM3aLMN KYNbTYPHbIX OTHOLIEHWI, B aHHOW
CTaTbe 3aHOBO pPacCMaTpMBatOTCA ryOVHHbIE CBA3N
mexay Kutaem n Poccunelr (Cosetckum Coro30M) B
chepe MCKycCTBa, AM3aiHa U KYNbTYPHbIX OTHOLLE-
HWI B KPOCC-KYbTYPHOW NepcrnekTuBe, NPeAnpuHm-
MaeTCs MOoMbITKa MOCTPOUTb aHaIUMTUYECKYHD pamMKy
KYNbTYPHOTO B3aMMOJENCTBUS, OTJIMUHYHO OT Tpaau-
LWNOHHOM NOJUTUYECKON Nepuoam3aLmm, 1 Ha 3ToN
OCHOBE UCCNeAYHOTCA HamnpaBieHWs TpaHCchopMaLMm
COBPEMEHHbIX KMTAMCKUX N POCCUNCKNX armTaLm-
OHHbIX MAakaToB, 06YC/NOBAEHHbIE KaK TEXHOIOI-
YeCKUMM, Tak U KOHLLENTYalbHbIMN U3MEHEHUSAMM.

1. BsaumogaeicTBMe B UICTOPUUECKOM npoLiec-
ce: NPOHNKHOBEHWEe COBETCKOro arMTaLMuoHHO-
ro UCKyccTBa 1 ero JiokajbHas TpaHchopmaLuus

1.1 3aknapka ocHoB pOpMbl U TEXHUKMN (KO-
Hey 1920-x — koHey, 1940-x roaoB)

O6meH 1 B3anmogenicteume mexay Kntaem n Co-
BeTckum Coro30M B 061aCTN arnTaLMOHHOTO NCKYC-
cTBa B XX Beke NpOCNexmBaroTcs yxe ¢ koHua 1920-x
rOZ0B, KOTZa KUTaCKne KyNbTypHble MepBOMNpPOX0s-
Ubl, BO rase ¢ Jly CUHeM, NCX0As U3 peannii aHTu-
AMNOHCKOWN BOVHbI, aKTUBHO 3HAaKOMWAWN KNTaUCKYHO
ayAUTOPUIO C COBETCKOM Kcunorpadueit. Mocpes-
CTBOM COCTaBJ/IeHMA 1 n3AaHNA COOPHMKOB rpastop,
NHWLIMMPOBAHNA ABMXXEHNS HOBOM Kcuaorpadum un

70

OopraHu3aLuMm BbICTaBOK OHW OTKPbIIN 3aHaBEeC Ku-
TaliCKO-COBETCKOTO XyA0XeCTBEHHOro obmMeHa. Mon-
HOMacLUTabHOe Hayano aHTUAMOHCKOM BOWHbI B 1937
roAy BbIBEJIO KMTahCKO-COBETCKMNIA XyAOXKECTBEHHbI
06MeH Ha HOBbIV 3Tar, XapakTepv3oBaBLMiica 6osee
TECHbIM B3aMMOZeNcTBreM 1 bonee chokycMpoBaH-
HbIMM LiensiMun. YacTas nepenucka Mexxay KynbTypHbI-
MW OpraHv3aLmaMu 1 AeaTeNaMn ABYX CTPaH cTana
HOBbIM fiIBNEHVEM. DTOT O6MeH oKa3an onpeseneH-
HOe BAWsIHWE Ha pa3BuTue Kcuaorpadum kak B Co-
BeTckoM Cotose, Tak 1 B Kutae, npyyem BanaHME Ha
KUTaNCKUX XYLOXKHUKOB-TpaBepoB 6blno 0COBeHHO
3HaunTeNbHbIM. OHO HEMOCPEeACTBEHHO CMNOCOBCTBO-
BaJI0 Pa3BMTUIO KUTAMCKOM HOBOM Kcuaorpadum B
OTHOLLEHMM GOPMbI U KOHLIEMLMK, a TakXKe CTano
APKUM CBUAETENBCTBOM TOro, kak Kutali n CoBet-
ckunin Coro3 LAY MAEYOM K MJieydy B KYAbTYPHOM 1
[LyXOBHOM MnaHe B 06LLeM Jene MMPOBOM aHTUda-
LLINCTCKOM 6OpbObI.

1.2 YcraHOoBNE€HME NapajaurmMmbl U IoKaJsibHasA
TpaHcpopmauma (ot ocHoBaHua KHP po koHua
1950-x roaoB)

KnTalncko-coBeTckniA KynbTypHbIA OOMEH no-
cne obpasoBaHuns Hosoro Knutas no csoen cytu
npeAcTaBasa cObOM aKTUBHOE U CUCTEMATMUECKOE
3aMMCTBOBaHMe 1 n3yyeHne Kutaem cOBETCKOM MO-
[AePHU3aLMOHHOM KyAbTYpbl U MHCTUTYTOB. B 3TOT
nepuos COBETCKMI arnTaLMOHHbIV naakat bbla opu-
LManbHO 1 cucTeMaTnyeckn BHegpeH B Kutai. Mo-
CPEeACTBOM N3JaHNA XYAOXKECTBEHHbIX albbOMOB,
NpoBeAEHNS BbICTABOK W APYTMX METOAOB «Mpuria-
LeHus Kk cebe» Kutain BceCTOpoHHE MMUTUPOBaN U
n3yyan TBOPUECKNIN METOZ COBETCKOrO COLMaNNCTU-
yeckoro peanvsma. Ero tematuka, CTUANCTUKA U BU-
3yanbHas napagurma rayboko chopmmpoanm 06ank
KWTANCKOro armTaLMoHHOro naakaTa Toro xe nepw-
oZia. OTO BCECTOPOHHEE 3aMMCTBOBaHME B Xy0XKe-
cTBEHHOM dopmMe CcnocobCcTBOBaNO NOCTENEHHOMY
nepexofy kcunorpadpum K HOBOMY CTUKD, OCHOBaH-
HOMY Ha 3anajHoW XM1BOMNUCK 1 obnagaroLLeMy Kak
6osiee cunbHbIM BOEBbIM AyXOM, Tak 1 Hosee BbICO-
KUMW XyZOXeCTBEHHbIMU KadecTBaMmu. OHO He TOJb-
KO yCTaHOBW/IO 6a30BY0 NapasurMy Ans pasBUTUS
KMTaNCKOro armTaLmoHHOro niakarta, Ho 1 0bbek-
TUBHO HaKOMWIO HEOBXOAMMBIN BU3yabHbIN A3bIK
N KOHLENTYaNbHYH OCHOBY A1 MOCAEAYHOLLErO UC-
cnefoBaHMA MyTW IOKaIM30BaHHOTO TBOPYeCTBa.

1.3 CamocrosATenbHOE pa3BUTUE B YC/IOBUAX
pacxoxaenuin (1960-e — Hauano 1980-x roaoB)

Mocne 1960-x rogoB, HECMOTPA Ha pa3pbIB
KyNbTYPHbIX OOMEHOB BCAEACTBUE YXYALLEHUA KN-

TaliCKO-COBETCKUX OTHOLLIEHW, BU3YyabHbIN SA3bIK
COBETCKOrO armTaLMoOHHOrO UCKYCCTBA y>ke rnyboko
MPOHMK B KMTACKYO TBOPYECKYHO MPaKTUKY, AEMOH-
CTpUPYs NapannenbHoe pa3BUTHE NPEEeMCTBEHHOCTU U
TpaHcdopmaLmu. B aTom npouecce TpaHchopmaLmm,
NOZA HeNOCPeACTBEHHbIM BAVSHUEM IUTEPATYPHO-XY-
[OXECTBEHHOW MbIC/IN «COYETaHUS PEBONFOLMOHHOMO
peanv3Ma C PeBOOLMOHHBIM POMAHTV3MOM» 1 ABW-
XeHUA «boNbLLIOro ckauka», KUTANCKUA aruTaLoH-
HbI MaKaT akKTMBHO OTKJ/IMKAACs Ha NMPW3bIBbl SMOXM,
6bICTPO NePeopPUEHTUPYACH Ha BMU3YyaNbHYHO UHTEpP-
npeTaLmio rocyaapCTBEHHbIX CTPaTErnin U KypcoB.
MocpeACcTBOM BbICOKO CUMBOJANYHOIO U UAEaNN3M-
poBaHHOro 06pasHOro A3blka OH CO3AaBaj KapTu-
HY COLMaANCTUYECKOTO CTPOUTENbCTBA, CTAaHOBACH
Ba>XHbIM BU3yasibHbIM HOCUTEIEM AN OBCNYXMBaA-
HWS coLManbHOM MOBMAM3aLMK 1 pacnpOCTPaHeHs
NOANTUYECKUX UAEN. ITa XYL0XKECTBEHHASA NPaKTVKa
NPOAOAXMUAACh N AOCTUMNA KpaHUX GOpM B xoae
nocneayroweln «KynsTypHol pesostounm». Jinwes K
cepeanHe-KoHUy 1970-x rogoB anTepaTypHO-Xy40-
>KECTBEHHOEe TBOPYECTBO MOCTENEHHO BEPHY/IOCH B
HOPMaJ/IbHOEe PYCNo: KUTalCKme XYAOXKHUKN Hava-
N aKTUBHO YepnaTb BAOXHOBEHWE N3 HAPOAHOW
KyJbTYpPbl U TpaanLmni, nccnesys GopMbl, NH06UMble
LIMPOKMMK Maccamu. B pesynbtaTe nossmaach ce-
pWs arMTaLMOHHbIX MAaKaToB, COYETAOLMX HaLM-
OHaJIbHbIN CTUAb C XapakTEPHbIMWU YepTamMu 3MOXM.
C HactynneHnem 1980-x rogoB, Mo Mepe nocTeneH-
HOro MOTeNJIeHNs KNTanCKO-COBETCKUX OTHOLLEHWI
N NPOABUXKEHWNS MONUTUKM PedOpM 1N OTKPBITOCTH,
KUTANCKNIM arMTaLMOHHbIM NaakaT Havaa OTXOAUTb
OT paMOK eAiMHOro MNOAUTUYECKOrO HappaTunBa, 3a-
KfaZblBas OCHOBY A/ MOCAeAYHOLLEN MHOTOBEKTOP-
HOW TpaHchopMaLmm.

2. NccnepoBaHue B nepcnektuee 6yayuiero:
nyTv TpaHchopmMaLm U TeHAEHLUU pa3BUTUA
COBpPEMEeHHOrO fnJiakaTa

2.1 MyT1 MHOroBeKTOpHOI TpaHchopMaLmn
COBpeMeHHOro nJjakara

Mpocnexunsas NCTOPUYECKUA NPOLLECC B3aNMO-
LEeNCTBUA KUTANCKOTO M POCCUMIACKOrO (COBETCKOrO)
arvTauMoHHOro naakata B XX Beke, MOXHO OTMe-
TUTb, YTO ero dopma 1 GyHKLMA Bcerga Oblam TeCcHo
CBfiI3aHbl C KOHKPETHbIM MONNTNUYECKMM KOHTEKCTOM,
TEXHNUYECKMMW YCAOBUAMU N KYNIBbTYPHOM CPeson.
B coBpeMeHHyto 3Moxy, Nog KOMMJIeKCHbIM BO3-
aencteueM rnobanbHOM LMPPOBOKM BOJHbI, TPAHC-
bopMaLmm coLmanbHOM CTPYKTYpPbl 1 O6HOBEHMSA
MeZMaTEXHONOMMI, arnTaLMOHHBIN Miakat, Hekoraa
MMEBLLMI NOANTNYECKYHO MOBMAM3aLMIO CBOEN OC-

HOBHOW GYHKLMER, NOCTENEHHO YXOAUT U3 NoAs 3pe-
HWs, yCTymnas MecTo HOBOM KOHGUIypaLmu, ABUKMMON
MHOroo6pasHbIMN NOTPEBHOCTAMU — KOMMepYe-
CKUM NMPOABUXEHNEM, KYIbTYPHON KOMMYHMWKALLN-
el 1 coumanbHoOM 61aroTBOPUTENILHOCTBHD. VIMEHHO
B 3TOM KOHTEKCTEe COBPEMEHHOEe KUTaNCKoe 1 poc-
CUiicKoe naakaTHoe UCKYCCTBO BCTYMWIO Ha COb-
CTBEHHbIe NyTW TpaHchopMaL M.

Bo-nepBebIx, 3TO pacliMpeHre TBOPUECKON KOH-
uenumnun: naakaT 3BOMHOLNOHMPOBaAN OT «6oeBoro
OpYXus» Ha Cy>Kbe nAeonornyeckoro BoCnmTaHms
K MHOTOG®YHKLMOHaNbHOMY MeZAMYMY, BCTyMatoLLemMy
B AManor ¢ NoTpebuTenbCknMM pPbiHKOM, BOBJIEKato-
LLLeMyCs B coLMabHble NPobiemMbl U TPAaHCAUPY-
toLLLeMy Ky/NbTYPHbIEe LIeHHOCTM LWMPOKOW Nybanke,
3aBepLUMB Nepexos OT MOHUCTUYECKOro NOAUTUYe-
CKOTO HappaT1Ba K CUMBMOTNYECKON CTPYKTYpe KOM-
MepPUECKOW JIOTUKW, COLMANbHON OTBETCTBEHHOCTU 1
Ky/IbTYPHOTO BblpakeHusl. Bo-BTOpbIX, 3T0 06HOBNE-
HVe AM3aHEPCKMX TEXHONOMMIA: aruTaLMOHHbIN Mia-
KaT MpOLLEeN 3BOJIOLUIO OT PYYHOTO PUCOBaHMUSA U
N3roTOBJ/IEHMSA C MOMOLLbIO LIMGPOBOro Nporpamm-
Horo obecrneyeHuVs J0 reHepaumm ¢ NCNoab30Ba-
HMEM UCKYCCTBEHHOTO VHTE/INEKTa; TEXHOIOTUN He
TO/IbKO MOBbILANT 3GDEKTUBHOCTb AM3aliHa, HO U
HernpepbIBHO NEPEONPesenstoT TBOpYECKMe rpaHu-
Libl U BbIpa3uTe/ibHble BO3MOXHOCTY MnJakaTta. B-tpe-
TbUX, 3TO PEKOHPUrYpaLms CPeACTB KOMMYHUKALN:
NPOCTPaHCTBO ObITOBaHWsA MiakaTta nepemMeLLlaeTcs
OT GU3MUYECKOTO packenBaHns K MHTEPAKTUBHOCTY
Ha LMbpoBbIx Naatdopmax; nybanka npespaLLaeTcs
3 NaCCUBHOTO «3PUTENS» B aKTVBHOIO «yYaCTHMKa»,
W MnjakaT TeM CaMbIM 3BOJIFOLMOHMPYET OT CTaThu-
HOro «OObSABAEHUS» B «AMAN0OM», K KOTOPOMY MOX-
HO NPUCOEANHUTBCS.

2.2 TeHAEHLUUN Pa3BUTUA KUTAICKOrO U pPoOC-
cuiickoro nJsiakara

OcHOBbIBasACb Ha BbIBOAAX MpeAblayLlero pas-
fena, cnesyet OTMETUTb, UTO NaHaWadT Xysoxe-
CTBEHHOTO AM3aiHa kak B Kutae, Tak 1 B Poccum
AWHAMUYHO OBGHOBAAETCS B HOTY CO BPEMEHEM, U
cdepa naakaTHOro Am3aiiHa BCTPEYaeT Kak BO3MOX-
HOCTW ANSt PA3BUTUS, TaK U MHOTOUUC/IEHHbIE HEWN3-
BeZlaHHble BbI30BbI.

Bo-nepBbIX, pa3BuUTME NCKYCCTBEHHOTO MHTE-
NekTa npeabsBaseT 60see BbiCOKME TpeboBaHMA
K Av3alriHepaM. B aTom npouecce coTpygHuyecTBa
pOJib MalLMHbI TPAaHCHOPMUPOBanach 13 NacCUBHO-
FO MHCTPYMEHTa B akKTUBHOIO «MHTENNEKTYalbHOro
areHTa» — OHa He TO/IbKO CrocobHa pacrno3HaBaTh
HamepeHWs NoJb3oBaTess, HO U 0bnazaeTt CnocobHO-
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CTbHO K aKTUBHOMY OBYUYEHMIO, MPUHATUIO PeLLeHIi
1 NOC/EAYHOLLEMY BbIMONHEHWIO AeACTBUIA; AM3aNHEP
M WCKYCCTBEHHbIA UHTENIEKT COBMECTHO CTaHOBSAT-
cs cybbekTamun TBOpUYeCTBa. B anoxy reHepaTMBHOrO
WHTENNeKTa AM3aliHepbl BCTYNakoT B MHOTO3TanHbIi
ananor ¢ N, nocteneHHO ntepatMBHO U COBMECT-
HO COBepLUEHCTBYA AM3aHepcKme pelleHuns. B 3Tom
npoLecce COTPYAHNYECTBA POJIb «MaLLNHbI» TPaHC-
bopmMumpyeTcs B pOsib «<MHTENNEKTYASIbHOTO areHTa»,
KOTOPbI/ He TOIbKO pacno3HaeT HaMepeHus NoJib30-
BaTeNs, HO U obnagaeT CNOCOBHOCTLHO K aKTUBHOMY
06yUeHUNIO, NPUHATUIO PELLEHUIA U NOCAeAYOLLEMY
BbINOJIHEHWIO AencTBUiA [1, ¢. 35]. XoTsa uenoBeko-ma-
LUMHHOE COTPYAHNYECTBO NPUHOCUT cKauvok addek-
TMBHOCTUW 1 pacLUMPEHNe TBOPUECKMX BOIMOXHOCTEW,
pe3ynbTaThbl reHepaLMmn CKAOHHbI K HAarpOMOXAEHWHO
CUMBOJIOB U CTUIMCTUYECKON FOMOreHn3aLmm, 4to
He MOXeT 3aMeHUTb pedIeKCMBHOIO BMeLLATe b-
CTBa Au3aiiHepa B coumabHble Npobaembl. Taknum
06pa3oM, TEXHOIOTMYECKUIA NMPOrPecc He CHU3NUA
Mopor Bxoza B AW3aliH, a, HAaNpPOTUB, NPesbABUA K
An3aiHepam bosiee BbiCOKMeE TpebOBaHMA, a UMEH-
HO — obslafiaHre 3CTETUYECKUM CYXXAEHVEM, MeX-
ANCLMNANHAPHOW CTPYKTYPOR 3HAHWIM U KYNbTYPHOM
NMPOHULLATENbHOCTLHO. BO-BTOpPbIX, COBPEMEHHbIN An-
3aliH HaxoAMTCA B NPOLLeCCe NOUCKa HOBbIX CPEACTB
BbIPA3UTEILHOCTW, 1 €r0 BaXKHENLINM MCTOYHUKOM
ABASIOTCS HaLMOHabHas KynbTypa 1 Tpagmumm. Ha
COBPEMEeHHOM 3Tare A13aliH HaXxOAMTCs B mpoLecce
MOWCKa HOBbIX CPEACTB BbIPa3uUTENbHOCTH, BaXKHeW-
LWMM NCTOYHUKOM KOTOPbIX IBASETCS HaLMOHa/IbHas
KynbTypa 1 Tpagmnumm [2, c. 187]. Kak 6bl HY 3BOJIIO-
LIVMOHNPOBA/IM TEXHOJIOTUN, KYJIbTYPHOE BblpaXKeHue
1 An3aliHepckas MHHOBALMA BCeraa octarotcs QyH-
AaMeHTaslbHOW TeMO nuiakata. [y6uHHas ABuXy-
Las cuna yCToM4MBOro pasBuTMA naakaTta B 0beunx
CTpaHax No-npexHemy NpoucTekaeT 13 yraybaeHHo-
rO OCBOEHUS ABHbIX U CKPbITbIX KyAbTYPHbIX KOZOB

COBCTBEHHOW CTPaHbl M UX OPraHMYHOrO COYeTaHus
C HOBbIMM CpPeACTBaMM, TaKUMU Kak AnHaMmn4veckas
WNHTEPaKTUBHOCTb M LMPPOBas reHepaLus, aaa ocy-
LLLeCTBIEHNSI COBPEMEHHOM NHTEpRpeTaLmnm Haumo-
Ha/IbHbIX KY/JIbTYPHbIX CUMBOJIOB B BanaHce Mexay
TEXHOIOrMYECKM pacluMpeHnemM BO3MOXKHOCTEN U
Ky/bTYPHbIM CaMOCO3HaHNEM.

3aknroueHne

OrnsgblBasCb Ha CTONETHUI MyTb, MOXHO CKa3aTb,
UTO B3aUMOAENCTBUE KUTACKOrO N POCCUMICKOrO (CO-
BETCKOr0) armTaLMOHHOro naakarta npeAcraBaseT co-
60 NCTOPUIO BU3YaibHOW 3BOHOLMN OT BHELLHErO
3aMMCTBOBaHMSA K CAMOCTOATE/IbHOMY TBOPUYECTBY,
OT WAE0NOrMYecKol nponaraHAbl K MHOFOKYbTYpP-
HoMy aunanory. Ero pa3Butue Bcerga yxoauno KopHs-
MU B lyXOBHYHO MOYBY KaXA0ro Hapoza 1 B NoToke
NCTOPUYECKNX KOHTEKCTOB, TEXHOIOMMYECKMX N3Me-
HEeHWI 1 3CTeTUYECKUX TpaHCchOopMaLMii HenpecTaH-
HO MCKaNo HOBble CoCoObI BbipaxeHus. CoOBeTCKUIA
BM3yasibHbIM onbIT XX Beka ryboKo y4acTBOBaj B
dbopMMpoBaHMM BU3yaNbHOW Mapajurmbl KUTam-
CKOro naakaTa. B coBpeMeHHy 3Moxy, ABUXKMUMBIN
coumanbHbIMKU Npeobpa3oBaHUAMMN U MHOrOObpas-
HbIMMW NOTPEOHOCTAMU, KUTAUCKMIA N POCCUIACKNIA
arnTaLMoHHbIV niakaT nepeLuesn oT O4HOCTOPOH-
Hero 3avMCTBOBaHMA K paBHOMPaBHOMY AManory,
OT NOIUTUYECKON MOBUAM3aLMN K NAtOpaanCTMYe-
CKOMY BbIPaXXe€HMI0, OTKPbIB TEM CaMbIM HOBbI Me-
puog pa3euTus. MNogbemM LMPPOBbLIX TEXHONOTUI 1
NCKYCCTBEHHOTO MHTeNNekTa elle 6onee npeobpa-
30Bas CNOCObbI CO3AaHNA U MYTU pacnpoCTpaHeHus
niakara, ofHaKo Kak 6bl HXU MporpeccMpoBan Tex-
HONIOTWW, AM3aliHepCKas NPaKTUKa KMTAMCKOro 1 poc-
CUINCKOTO MnJiakaTta no-rnpexHemy byaeT ykopeHeHa
B rly6OKOM OCBOEHMW HaLMOHaNbHbIX 3/IEMEHTOB U
B HanaHce Mexay TEXHONOrMYECKUM pacLUVpeHneM
BO3MOXHOCTEN N KYNbTYPHbIM CaMOCO3HaHWeM by-
JleT OTBeYaTb Ha Bbl3OBbl CBOMX 3MOX.
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MARINE IMAGERY IN TRADITIONAL CHINESE
LANDSCAPE PAINTING AND ITS EVOLUTION
IN MODERN CHINESE ART

Summary: The article explores the phenomenon of the
"absence" of marine vistas in traditional Chinese land-
scape painting of the shanshui genre (LLI7KE|, "mountains
and waters"). This phenomenon is analyzed from various
perspectives, encompassing not only artistic but also phil-
osophical and historical dimensions. In traditional Chinese
shanshui landscape painting, the concept of emptiness (xu
/ KE) plays a fundamental role. This technical device serves
as a profound philosophical and cultural principle, root-
ed in Daoism, Chan Buddhism, and Neo-Confucianism.
Emptiness gives rise to presence, aligned with the Daoist
principle that "utility arises from emptiness." Particular at-

I. “Emptiness” as a Philosophical Category
of Traditional Chinese Landscape Painting

In the grand history of traditional Chinese land-
scape painting, the sea has always remained an am-
biguous element. It did not possess such a durable
ritual and moral symbolism as the “Three Mountains
and Five Sacred Peaks” (san wu yue, =LA &)?, nor
was it as close to the secluded life of the literati as
rivers, lakes, and streams. The fundamental princi-
ple of traditional Chinese painting consists not in

1 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

tention is paid to the metaphorical expression of marine
imagery: unlike the Western tradition, where the ocean
is frequently depicted directly with a distinct horizon and
waves, the boundless sea is never represented literally in
shanshul. Instead, the sea is manifested in the imagination
of both the artist and the viewer through absence—man-
ifested as un-inked space, where the water surface and
mist embrace the bases of mountains that dissolve into
the haze of rivers or vast maritime expanses against the
backdrop of a non-existent horizon.

Keywords: “absence”, cultural rejection, marine imagery,
traditional Chinese painting, landscape painting.

the “mimesis” (imitation) of nature, but in the com-
prehension of the “Dao”. In this context, the funda-
mental dialectic of the painting becomes “emptiness
(xu, k&, void, non-being)” ? and “reality (shi, =, pres-
ence, fullness)” 3. Being under the influence of the
Daoist principle “being is born of non-being” (you

2 Aclassical symbol of sacred space in traditional Chinese cul-
ture, including the five most famous sacred mountains (East-
ern Mountain Taishan, Western Huashan, Southern Hengshan,
Northern Hengshan, Central Songshan) and the three leg-
endary mountains of immortality (Penglai, Fangzhang, Ying-
zhou). Since ancient times, these mountains have been as-
sociated with the imperial ritual of worshipping heaven and
earth, moral integrity, and eternity, therefore they became the
main canonical motif of classical landscape painting. The sea,
however, did not have a fixed ritual semantics, and therefore
occupied a marginal place in traditional painting themes.

3 Thisis the opposite of “xu” (KE): fullness, presence, substance.
But in this dialectic, “shi” does not suppress “xu”, but is re-
vealed through it. Emptiness and reality are not opposed —
they interpenetrate and mutually generate each other. In
painting, this looks like a balance: filled elements (moun-
tains, trees, water) and left "empty" zones work in pairs.
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