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Yao Ning. The Art of Ukraine in the Art History of China:
the Problem of “Vision”. The article explores the problem
of the scientific “vision” of the panorama of Ukrainian art by
contemporary art historians of Chinawho work on the problems
of the Eastern European art (Belarus, Poland, Russia, Ukraine
and other countries). It is determined that in the history of art of
Chinainformation about Ukrainian art is not always represented
correctly dueto the already existing stereotypeswhich have come
from the Soviet (now Russian) art history that has influenced the
development of theart sciencein China. Thetradition of studying
Ukrainian art as part of Russian or Polish oneis connected with
the historical circumstances of the existence of these Empires,
which comprised Ukrainian lands. The authors look for points of
support in historical events, often not quite correctly interpreting
the complex nature of Ukrainian relations within theimperid art
(at the time of X VIII — XIXth centuries) and Ukrainian within the
Soviet one (within the XX century).
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Slo Hin. MucTenTBo Ykpainu y MmucrentBo3HascTsi Kuraro:
npodJieMa «§aueHHsD». Y CTaTTi JOCIIDKY€eThCS IpodiieMa HayKo-
BOTO «OaueHHs» TAHOPaMH YKPaTHCHKOTO MUCTEIITBA Cy4aCHUMHU
MHUCTENTBO3HABUsAME KuTaro, siKi MpaliorTh HaA mpodieMamMu
mucrenrsa Cxigunoi €sponu (binopyci, [Tonsui, Pocii, Ykpainu
Ta IHIIHX KpaiH). YCTaHOBIICHO, III0 B MECTENTBO3HABCTBI Kuraro
iH(opMallis PO YKpaiHCbKE MHCTELTBO TONAETHCS HE 3aBXKIU
KOPEKTHO, OCKLIBKH CBOEPITHOIO TOYKOIO BiIUIIKY BHCTYHAIOTh
BXKE ICHYIOUI CTEPCOTHIIHN, SKi NPUHAILIH 3 PaASHCHKOTO MHCTE-
IOTBO3HABCTBA, SAKC Y XX CT. 3HAYHO BIUIMHYJIO Ha PO3BUTOK MHUCTEC-
1TBO3HaBYOI Hayku Kutaro. Tpanuitis focnikeHHs yKpaiHChKOTO
MHUCTCUTBA AK YaCTHHH pOCiI‘;ICBKOFO a00 IMOJIECHKOTO TI0B’sI3aHa
3 ICTOPUYHHAMHU OOCTaBMHAMHM iCHyBaHHs caMmux IMmepiil, Kkyau
BXOIMIIN YKPaiHCBKi 3eMii. ABTOPH IIYKalOTh TOYKH OIOPH B
ICTOPUYHHUX TIOJisX, YACTO HE 30BCIM KOPEKTHO 1HTEPIPETYIOUH
CKJIaTHUH XapaKTep B3a€MHUH YKPATHCHKOIO B paMKaxX IMIIEPCHKOTO
(s XVII-XIX cT.), i yKpaiHCBKOTO B paMKax paisHCHKOTO
(B Mexxax XX CT.) MUCTENTBA.

Kitro4oBi cJ10Ba: ykpaiHChbKe MUCTEITBO, KHTAHChKE MUCTEIITBO3-
HaBCTBO, BepH(IKaIis TEKCTY.

S1lo Hun. UckyceTBO YKpanHbl B HCKyccTBOBeAeHHMH Kuras:
npodiema «BHJeHHUsI». B cratbe ncciexyercs npobnema Hayd-
HOTO «BHICHHS» TAHOPAaMbl YKPAHHCKOTO MCKYCCTBA COBPEMEH-
HBIMH HCKYCCTBOBEAaMU KI/ITa}I, paGOTa}OHH/IX Haxx HpO6J’ICMaMI/I
uckyccra Bocrounoii Espons! (benopyccun, [onsum, Poccun,
YKpauHbI ¥ IPYTHX CTPaH). YCTaHOBIEHO, UTO B ICKYCCTBOBEJIC-
Hun Kurtas nadopmManus npo ykpanHCKOE HCKYCCTBO IOJIACTCs He
BCEr1a KOPPEKTHO, ITOCKOJIBKY CBOCOGpaSHOﬁ «TOYKOH OTCUECTa»
BBICTYMAIOT y)X€ CyIIECTBYIOIINE CTEPECOTHUIIBI, PUILICAUINC U3
COBETCKOTO (ceiuac pOCCHICKOTO ) HCKYCCTBOBEICHUS, TIOBIIUSB-
IIETO HA Pa3BUTHE UCKYCCTBOBENUECKOI Haykn Kuras. Tpaanuus
HCCIICA0BAaHUs YKPAMHCKOI'O UCKYCCTBA KaK YaCcTh pOCCPIﬁCKOFO
WIIM TIONBCKOTO CBA3aHA C MCTOPHYECKUMH OOCTOSTEIBCTBAMU
CymI€CTBOBAaHUA CaMUX I/IMHepHﬁ, KyZla BXOOWUIN YKPAaWHCKHE
3eMJIH. ABTOPBI HIIYT TOYKH ONOPBI B HCTOPUUCCKHUX COOBITHSAX,
Y4acTO HE COBCEM KOPPEKTHO MHTEPIPETUPYS CIIOKHBII XapaKkrep
B3aMMOOTHOIIECHUII YKPAUHCKOTO B paMKaX MMIEPCKOro (s
XVIII-XIX BB.), H yKpaHHCKOTO B paMKaxX COBETCKOTO (B Ipezie-
nax XX B.) HCKyCCTBa.

KioueBble ciioBa: YKPanHCKO€ UCKYCCTBO, KHTAaMCKOe HUCKYyC-
CTBOBEJICHHE, BEPU(DUKALIUS TEKCTa.

Statement of the problem and relevance of
the topic. In the modern Chinese art history tradi-
tion, the study of Chinese-Ukrainian relationsin the
field of art, as well as of Ukrainian art itself, does not
form an independent area. In addition to the obvious
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reasons for this state of affairs, the stereotyped per-
ception of Ukraine by Chinese researchers as part of
global Russian history makes centra importance. For
the overwhelming majority of Chinese authors, the
history of art in Ukraine is influenced by the Soviet
(and modern Russian) myth about its imperial past
where art on the territory of Ukraine (as well ason
the territories of Belarus or Kazakhstan) is away of
justifying its imperial ambitions.

According to the Chinese researcher Xie
Yong Hui, “to learn to perceive Chinese art it is
necessary ... to learn to understand the specificity of
Chinese and Western one” [9, p. 78]. Similar should
be the tasks of Chinese researchersin the practice of
studying Ukrainian art, which for many of them today
remains “under the cover” of the Soviet humanitar-
ian heritage. And thisis not surprising, because, for
Chinese science animportant feature of the theoreti-
cal understanding of the devel opment of the general
history of art, was the rapprochement with the Soviet
art history inthe middle of thetwentieth century. Itis
interesting to note that over the 1952 to 1962 period
the Chinese Culture Committee recruited and sent
agroup of Chinese students to the best educational
institutions of the RSFSR to study not only the prac-
tice of European fine arts, but also its history. In this
regard, PRC adopted a “clear course on reforming art
education and popularizing Russian art in China”, for
which a specialized magazine “Art” was established,
in which “almost every issue ... contained material
on the theory or history of Russian art” [2, p. 208].
Actually, this explains the deep “immersion” of
Chinese art history in Russian art.

However, it should be emphasized that “the
process of acquaintance with Ukrainian art and its
comprehension by Chinese researchers took place
earlier and occurs today on the basis of key back-
grounds, important for Chinese scientific knowledge,
among which we distinguish: 1) the perception of the
Ukrainian art as part of Russian one; 2) theformation
of a dialogue between the values and meanings of
Chinesetraditional painting and the European picto-
rial tradition, and the identification of the place of the
Ukrainian art in this process; 3) the desire to rethink
the features of the art language, means of expres-
siveness and descriptive structure of Ukrainian art
from the standpoint of Chinese science” [16, p. 176].

Today, China and Ukraine are on the path of
political and cultural convergence, whichimpliesan
autotelic “vision” of Ukrainian art by contemporary
Chineseart historians. One of theimportant tasksfor
them is to raise the problem of verification of existing
knowledge about the Ukrainian art and theformation
of anew picture of its history which is relevant to
modern scientific knowledge. The constructing and



understanding of aconsistent line of development of
the Ukrainian art should become one of theimportant
priorities of art historians engaged in the study of
Eastern European art.

Analysisof publicationspublished in China
on the history of art in Eastern Europe alows us
to state that the study of Ukrainian art by Chinese
scientists has not been purposefully carried out. But
Chineseresearchersarefamiliar with the outstanding
art monuments of ancient Kiev [14], in their works
they periodically note the connection of V. Boro-
vikovsky (1737 — 1825), D. Levitsky (1735 — 1822),
I. Repin (1844 — 1930) with Ukraine [3; 10; 13; 16].
However, the context in which these episodes of
Ukrainian art exist in their understanding allowsone
to speak about the attention of Chinese scientiststo
the art of Ukraine exclusively as part of the Russian
Empire. The synonymous use of the concepts “Rus-
sia’s” / “Russian” and “Soviet” / “Russian” not only
provided confusionin the perception of the history of
art, but also did not alow associating, for example,
“Old Russian” art (the 10th — 13th c.) or the process
of'the X VIII — XIX centuries on the so-called lands of
“Malorossiya”, with Ukrainian culture. The difficul-
ties of the relationship between Ukraine and Russia
areincomprehensible for Chinese researchers so far
[14], and that explains the perception by Chinese
scientists of general forms of art history as ones that
belong to the state (in this case “Power”), not the
nation. Given afairly general idea of the essence of
the historical collisionsof Ukrainian history, thereis
the cultural and political situation which is beyond
the understanding of Chinese art historians, inwhich
Ukrainian artists worked in different periods.

The perception of the development of Ukrainian
art by Chinese scientists hasits stages of development
and its sequence logi ¢, connected with the history of
the study of art in China as an independent scientific
discipline. In general, Chineseresearchersdiscovered
the Eastern European cultural and art space not in
chronological order, but rather asynchronously. The
latter depended on the surge of interest, the political
aspects of certain topicsin the history of culture and
art, and also on the personal situational interests of
researchers. In this process, three main problems
were especially acute: the problem of historical and
cultural perception by the Chinese art historians of
the past of Ukraine and itsregion (in a deeper sense
we are talking about the nature of the representation
of Ukrainian art as akind of cultural and historical
phenomenon that, in separate segments, is compat-
ible with the global pan-European historical area,
and in other cases acts as its independent compo-
nent); the problem of the compatibility of art forms,
their artistic paradigms and ways of perceiving the
aesthetics of the artwork (a specia role belongs to
the analysis of the work of art as the bearer of the
cultural code, the understanding of Ukrainian art, its
history and genera cultural problems arises on the
basis of Chinese ideas about art itself and itsforms,
ways of expressiveness, painting canons, etc.); the
problem of coexistence within the general concept
of the art of various academic and didactic systems
of training specialists (directly determinesthe nature
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of the perception of the genesis of art, its evaluation
and research focus).

Theobjectiveof thisarticleisto consider the
first of the mentioned problems, which is the problem
of historical and cultural perception by the Chinese
art historians of the past of Ukraine and its region.

Connection of the work with the scientific
programmes. The research has been carried out in
accordance with the plans of the research work of the
Department of Ukrainian Studies of Kharkiv State
Academy of Design and Fine Arts and the Institute
of Artsof Chongging University of Scienceand Arts.

Statement of themain material of thestudy.
The data of sociological surveys on which Chinese
researchers rely in their attempts to determine the
relevance of the art of Eastern Europe in China,
indicate a certain tendency of sporadic, undulating
attention to the art and culture of the region. In this
case, the tendency of “russocentrism” is clearly
traced, which in many respects distortsthe true state
of affairs[15, p. 135].

Ingeneral, relying on the researches of Chinese
scientists (examined by us) studying theart of Eastern
Europe, including Ukraine, and also on individual
works of scientists on the interrelationships of both
art history areas, we alocate general trends in the
contemporary study of Ukrainian art “through the
eyes of China,” among which special significance
have: 1) comprehension of cultural and historical
features and phasing of the development of Ukrainian
art; 2) analysis of style methods and art techniques
that characterize a particul ar period in the history of
Ukrainian art; 3) study the activities of individual
authors, who are the most significant for understand-
ing the general structure of the genesis of Ukrainian
art. In singling out the above tendencies, we used two
mutually complementary criteria: 1) thereligiousand
philosophical basisof Ukrainian art, whichwe seeas
acommon denominator for the Chinese and Eastern
European art process, and 2) consideration the work
of art asan independent form of art thinking, which
is expressed through the author’s, often subjective,
vision of the beautiful.

For the Chinese scientistsin this aspect titular
interpretation of processesisthe main concept, where
phenomena in the history of the development of art
areviewed through their compatibility withthemain
and the most common content. Asan example of such
an approach, let us cite Ne Zi’s reflections on the
phasing of development of Chinese fine arts, which is
clearly oriented toward the dynastic principlefor this
scientist: “In the history of China’s development, fine
arts have passed the stages of genesis, formation and
development. It should be noted that the devel opment
of ancient Chinese civilization during the Qin dynas-
ties (221 — 207 BC) and Han (202 BC — 220 AD) is
akey period, considering the Qin in Chinese history
is the first feudal dynasty, and in the Han times, the
feudal system was strengthened and further devel-
oped. The Age of Wei-Jin (220 — 420) is important
in the development of Chinese traditional painting,
because during this period characteristic for thisage
artigtic style, aesthetic features and basic theoretical
system were formed. ... Since the XV1 century, the
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fine arts of China began to experience the influence
of Western art, which was typical for each and ev-
ery subsequent periods of development and became
especialy active against the background of modern
globalization [6, p. 16]. At the same time, the author
does not develop the idea of any other principle of
periodization, not only because of the impossibility
or illogicality of such. His position is based on the
traditional understanding of the historical processas
alinear phenomenon, which can not and should not
go beyond the “title” marker [6, p. 6].

Let us note that in the context of the existing
tradition of the post-Soviet understanding of the
proximity of the Ukrainian and Russian (for the
western regions — Polish) art development ways, it
is easier for Chinese researchers to find a common
one, which enlarges the vision and gives grounds
for abroader territorial or stylistic gradation. Itisin
this case where the particular Ukrainian art, in fact,
often becomes an al-Russian one, which, from the
position of thetraditions of Chinese human sciences,
is justified as a deliberate generalization.

In this context, Sun Yan’s reflections can be
quiteinteresting, which explore forms of understand-
ing the problems of Russian culture in the works of
Chinese scholars. In his opinion, the study of this
issue by Chinese scientists should be considered in
two main directions. The first is connected with the
attempts of researchers to determine the features
(national specificity) of culture through analysis of
history, geography, language and so on [12, p. 138].
I'n our opinion, thisissuance brings Chinese scholars
(who are often not directly related to the analysis of
art) to a discussion about the actual historical con-
text. In addition, it isnot always possibleto trace the
direct causal link between historical events and the
evolution of art forms, especially of the fine arts. In
this regard, we believe this direction is not entirely
correct for studying the history of art on the territory
of Ukraine.

The second issuance covers the ways of the
influence of Russian culture on the northeastern
Chinese culture [12, p. 138]. In other words, on
those border areas and regions where contacts be-
tween the East (China) and the West (Russia) were
geographically close. In this case, the scientist does
not take into account all other forms of contexts,
including the extremely strong vectors of influence
of theWestern world on Chinaand vice versa, which
occurred indirectly.

The obvious narrowness and generality of
both approaches often lead researchers to errone-
ous interpretations and incorrect conclusions about
the past and its role in determining the vectors of
the development of art. For example, the Chinese
scientist Lei Liping, mentioned in the context of the
first approach, in the work “Formation, develop-
ment and basic features of Russian culture,” applies
to the Eastern European cultural area the dynastic
principle of understanding Chinese history. This
does not give him the slightest chance to “grasp”
the Ukrainian vector of development of art as an
autochthonous, which hasitsown aesthetic roots[5].
Thus, pointing to arather late (in comparison with the

Chinese) period of the formation of Russian culture,
the scientist does not consider any form of art until
the 9th century, and further refers to three “main
periods” (the Middle Ages, New Times, the second
half of the XIX — XX century), which he shows as
asingle complex. However, it iswell known that in
Ukrainian science the art of 9 — 18 centuries is cus-
tomary divided into the following periods: 9th — the
beginning of the 14th century — the princely epoch
(thepre-Mongol and post-Mongol periodsaresingled
out); 14th — the beginning of the 16th century — the
era of the late Middle Ages; 16th — first half of the
17th century — time of the Renaissance principles
influence; middle 17th — the last third of the 18th
century — the Baroque era.

The understanding of the “Kievorussian” con-
text is significant in this sense, and Sun Yan presents
it how “the first period, namely the Middle Ages, cov-
ers the IX — XVII centuries of the history of Russian
culture, thetimesof Kiev Rus, the Tatar-Mongol yoke
and the principality of Moscow. The main cultural
sign of the Kiev Rus period is spoken word poetry,
‘birch bark manuscripts’, chronicles, Byzantine style
in architecture and painting” [12, p. 138]. Such a
mishmash in the perception of separate fragments of
the wholeistypical for understanding the historical
and cultural process which is often done simplisti-
caly, in a general way and without understanding
the issues of identity.

In addition to the periodization of the history
of Eastern European art, the tradition of the “titular”
sample of artists and works of art (“designated”
masterpi eces) that has developed over thelong years
of the Soviet and post-Soviet era has an important
influence on the perception of the historical and
cultural framework. In a certain sense, to the pres-
ent day there is a certain priority towards a genre-
stylistic understanding of the evol ution of the Eastern
European art. For instance, more close attention is
paid to oil painting in general, realism and “style”
architecture. For example, Yang Chunlei, theteacher
at Qingdong University of Technology, describesthe
principles of selecting fine arts material to familiarize
Chinese studentswith the culture of Russia: 1) paint-
ings by artists that are known all over the world
and especially in China (for example paintings of
I. Repin, V. Serov, V. Surikov, V. Vasnetsov, P. Korin,
I. Glazunov); 2) historical paintings with a subject
that reflects important historical events in Russia (for
example, pictures reflecting the struggle of the Rus-
sian people with foreigners; the christening of Rus,
reforms, labor, public holidays, the construction of a
new city, the flight of the first cosmonaut); 3) paint-
ings reflecting important subjects of Russian history:
the era of Kiev Rus, the Moscow State, Alexander
Nevsky, IvantheTerrible, Peter |, Catherinell, Alex-
ander 11, the October Revolution, the Soviet period;
4) paintings, which causeinterest and areintelligible
for Chinese students [15, p. 136—137]. Further the
author notes that “works of Russian painting on
the historical subject reflect mythological, biblical,
evangelical plotsasreal historical events or histori-
cal myths. Russian historical painting promotes the
assimilation of history, national culture (religion, na-



tional traditions, art, moral and ethical values) inthe
process of getting acquainted with the artist’s work.
For example, V. M. Vasnetsov in his painting ‘The
Baptism of Saint Prince Vladimir’ reflected baptism,
which is an important event in the history of Russia”
[15, p. 136]. Even though the scholar points out that
“the traditionally strong interest among students is
caused by V. M. Vasnetsov’s picture ‘The Baptism of
Saint Prince Vladimir’” [15, p. 137], the context of its
examination and analysis with Chinese students (in
the case of alesson held at the Qingdong University
of Technology) shows a clear misunderstanding of
the peculiarities of the cultural and historical situa-
tion and the complexity of the evaluation of V. Vas-
netsov’s work outside the narrow fine arts review like
formal-style, compositional or iconographic.

It is worth noting that aimost all modern re-
searches of Chinese scientists, which were made
in the Russian-speaking space, recall the peculiar
“system of rejection” of the Ukrainian towards the
Russian, which leads to the replacement of one by
another. Such logic of statement also influences the
perception of the Chinese art history tradition by the
Russian researchers who often prefer the “imperial”
exposition of eventsin the culture of Eastern Europe
and examine the peculiarities of Chinese art through
thisprism. Let usgive asan examplethe fragment of
astudy by V. Puzyrevaand |. Lychkovskaya, which
exemplifies this approach.

The authors emphasize that “traditional Chi-
nese painting reflects the worldview of the nation of
the Celestial Empire,” while noting that the devel-
opment of painting as such, “is always inextricably
linked with the historical changes that left an indel-
ible mark on the minds of people of this or that era”
[7, p. 343]. According to the authors, a significant
influence on the ancient Russian culture was exerted
by Byzantium, “... specialized mainly in religious
paintings adorning the churches’ ceilings” [7, p. 343].
Thus, “the first Russian mosaics did not differ much
from the Byzantine ones, but later certain features
began to appear that later formed an original Russian
style” [7, p. 343]. It is not difficult to see that for the
researchersthe convergence of the Chinese and Rus-
sian cultural and historical foundationsis seen asthe
main tool for justifying the “commonality” of Old
Russian culture: “Since the end of the XVII century,
particularly from the beginning of XVI1lI1, the estab-
lishment of portrait painting is taking place. ... the
first parsuns ... were replaced by really full-fledged
portraits ... by D. G. Levitsky” [7, p. 343]. However,
in one of our publications [16], we pointed out that
such aposition regarding the artwork of D. Levitsky
(aswell asA. Losenko, V. Borovikovsky and other
artistswho comefrom Ukraine) wasformed in Soviet
art history and it was broadcast through the works
of Russian scientists and in consequnce introduced
to China. But the very fact that D. Levitsky, who
raised the portrait genre in Russian painting to the
European level, was born and “grown up” in the
Ukrainian lands is very significant. One should real-
ize that in the absence of an art center in Ukrainein
XVIII century, the moving of young people to the
capital wasinevitable. Asthe presence of the Italian
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artist A. Modigliani in France (aswell asmany other
outstanding masters who had no French origin) did
not make him a French artist, so D. Levitsky, and
V. Borovikovsky, I. Repin and others by birthright
are Ukrainians, who enriched the treasury of painting
of the Russian Empire of that time [See: 16].

Theanalysisallows usto draw the subsequent
conclusions. 1) Information about the Ukrainian art
(its history, achievements, traditions) in modern art
history of Chinais quite limited. The reason for that
liesinthefact that modern Chinese art history inherits
in many respects the Soviet, and with it the Russian
version of the development of culturein the Eastern
European region. The main methodological mistake
in understanding the history of Ukrainian art by Chi-
nese researchers is obtaining facts about Ukrainian
art of different periods using Russian-language stud-
ies, which are not always objectiveand in many ways
tendentious. 2) The scientists of China are aimed at
solving a range of problems that look relevant and
modern on the basis of their subject-object tasks. In
this sense, it is important to emphasize the features
that occur in attempts to understand the history of
Ukrainian art. Among them: a) the formation of the
idea of Ukrainian art alongside the transformation
of Chinese art and art history; b) willingness of
Chinese scientists to understand different points of
view and substantial evolution; c) conceptualization
of the features of Ukrainian art in comparison with
the history of Chinese oneand viceversa. 3) Chinese
authors, being influenced by the already established
stereotypes of perception of the Ukrainian art, do not
consider a number of featuresin the art practice of
that time. Refusing the problem of national identifi-
cation, they simplify the nature of the evolution of
Ukrainian (and Eastern European!) Art in general.

Prospects for further researches are deter-
mined by studying the “presence” of Ukrainian art
(facts, artists, artworks) in the works of Chinese art
historians, aswell asin comprehension of the general
line of development of Ukrainian art within modern
humanitarian knowledge.
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