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JIAM IOETE. OBPA3 1 CUMBO.I KBITKH B MUCTEITBI KUTAIO
TA €BPOIIN. — Ha npaBax pykomnucy.

Jucepraitiss Ha 3700yTTS HAyKOBOTO CTyIeHs AokTopa dimocodii 31
cnemiagbHocTi 023 — 00pa3oTBOpYEe MHCTEITBO, JEKOPaTUBHE MHCTEITBO,
pectaBparisi. — JlepxaBuuii 3aknan «lliBmeHHOYKpaiHCHKUN HAIIOHATLHUAN

nenaroriuauii yHisepcutet iMeHi K. J[. Ymmucbkoroy, 2020.

3micT aHoTawmil

Hucepraiiisi € NEpIIMM KOMIUIEKCHUM JIOCHIJKEHHAM 00pa3zy 1 CHUMBOIY
KBITKM B mucrteutBi Kuraro 1 €Bponu, sike 0a30BaHe Ha MOPIBHSILHOMY aHami3i
CTBOPEHHMX THUIIOJIOTIYHUX PSJIB, OOIIMPHOTO 1IIOCTPATUBHOTO MaTepiay.
JlxepenbHa ©0a3za JgochipkeHHs: coagumHa muctenTBa Kurtaro 1 €Bpomnw,
MPUCBSYCHA KBiTaM (TBOPH JKHBOMHCY, CKYJIBINTYPH, IEKOPATHBHO-TIPHKIATHOTO
MUCTEIITBA, My3W4yHa Jpama, Oajer) — J03BOJMIA CHUCTEMaTU3yBaTH TBOPHU
MHUCTELTBA B TEMAaTU4YHIA 1 XPOHOJOTIYHIA TOCHIIOBHOCTI. Bukopuctanus
KOMITApaTUBHOTO METOJy JOTOMara€e IMOpiBHIOBATH TBOPH MHUCTEINTBa €Bpomu 1
Kuraro pi3HHX 4acoBHX €MOX Ha TeMY KBITIB Ta BHUSBISTH iX 3arajbHi Ta BIIMIHI
pucu. Po3risiHyTo panimie He AOCHIIKeHI TBOpM MHCTelTBa 3 My3eiB Opecw,
Kuesa.

JlocnipkeHo XapakTepHi 0COOJMBOCTI 00pa3y Ta CHMBOJIY KBITKH B
cakpajibHOMY U CBITChKOMY MucteutBi Kurtaro 1 €Bpornu (Oyaamsm, JaocusM,
KOH(]YI1aHCTBO, XpUCTUSIHCTBO). B pe3ynbTari MOpIBHIIBHOTO aHAJI3y TEMAaTUKH 1
CTIIIICTHKH TICACBPIB JKHBOMHCY, CKYJIBNTYpH, MY3UKH, TEaTpy BHUSIBICHO
TUTIOJIOTIYHI Tapasesi: o6pa3 1 CUMBOJI KUTAWCHKOTO JIOTOCA CIIOPIIHEHMH JILTT 1
TposiHal €Bponu. Ha mnpukmani CKyJabOTypd 1 S>KMBONKCY TIOKa3aHO, IO
TpakTyBaHHS TiIa B OyJAU3MI Ma€ XapakTep ONU3bKUIl A0 OpPraHiku POCIMHHOTO
cBIiTYy (YyrnoaiOHeHHSs nepeBy, KBiTii). [IpogemoHcTpoBaHo, 1110 30BHIMTHICTE bynan

noB'sA3aHa 3 00pa3oM JI0TOCa — TOJIOBHOTO (POPMOTBOPUOTO CUMBOJTY B CTBOPEHHI



obpa3y bynnu 1 6ynaiiicekoi Yucroi 3emii (Past). 3'scoBano, 10 A1 KIACUYHOTO
mucTenTBa €Bponu 6a30BuUM € MuctenTBo JlaBHboi ['perii, sika cTBOpHIIa KaHOH
300paKE€HHSI JIIOAUHU, STKOMY BJIACTHMBA apXITEKTOHIKA, BU3HAYCHICTh IMOJIOKEHHS
Tia B mpoctopi. [IopiBHSHHS KaHOHIYHMX KoMmmosulid Oynmusmy «Pait Bymau
Awmitadbxu» (907), «BiBtap byaau Amitadxu» (593) 1 tBopy botiuemni «BiTtap
Cesitoro [yxa» (1485) cBiauuTh mpo CHOPITHEHY 1KOHOTpadito, MPO BaKIUBY
pOJIb KBITIB y CTBOpPEHHI 00pa3y Xpamy mpupomad. BimzHadeHo, MO cUMETpis
CakpaJbHUX KOMIIO3UIIIM Tepefae CTaH pIBHOBAru, 3ajyya€e JIOJUHY [0
171€aIbHOTO CBITY CIIOKOIO.

Posrnsanyto o6pa3 1 CUMBOJ TPOSIHAM Ta JIUIi B CAaKpaIbHOMY MHUCTEITBI
€Bponu. 3'siCOBaHO, 10 MOPSI 3 JOTOCOM B MHUCTENTBI CXOy MPOBIJIHE MiCIlE B
XPUCTUSIHCBKIM KyJIbTypi €Bponu HaleXUTh TPOAHII 1 Juli. B imrocTpamisx
HAO0YHO TOKAa3aHO CIOPIAHEHICTh OYJIMCTCHKOI MaHJAIM 1 TOTUYHOI TPOSHAMN Y
BITpaxkax CepeIHbOBIUHMX XpaMiB DpaHIlli K CTPYKTYp BCECBITY, /e T€OMETpis
TapMOHIMHO TOEIHYETHCA 3 MPUPOJHUMHU (OpMamu, IO 3HAMEHYE TapMOHIIO
CBITOOY/IOBH.

[IpoBeaeHO OOCIHIKEHHSI 3HAYEHHsSI 00pa3y 1 CUMBOJY TPOSHAM i JIUTIi B
ikoHorpadii boromarepi B kuBommci XV — XVI cromite: «MamoHHa B
TposHmoBomMy cany», «MalleHbKUH paiichbkuil canay, «MaJoHHa B aibTaHIl 3
TposiHa, «ManonHna Pozapito» (Credano na J[3eBio, Ctedan Jloxnep, Maprina
[llonrayep, AnbOpext J[ropep). Ilokasano, mo uepBoHa cykHs boromarepi
TpaHchopMoOBaHa B 00pa3 TPOSHIM; XapakTep 300pakeHHs 1 KOJIP CHUHBOTO
BOpanHs Boromarepi y BiBrapHoMy o0pasi ['yro Ban gep ['yca «Pizmso» (1475)
Ma€ aHaJor 3 KBITKOIO akBuerii (cumBoi Cesroro [lyxa); Oinmuii xomip Jiii €
KJIIOUOBUM Yy CHUMBOJIYHOMY 1 OOpa3HOMYy BHpIIIEHHI KapTUHU MaicTpa
ykpaiHcbkoro wmojepHy O. Mypamka «bnarosimenns» (1909). ocnimxena
aHayoris Koipopy 1 hopmu oxsry JliBu Mapii 3 CUMBOJIIKOIO KOJIBOPY JYyXOBHOTO
omsiry bynmu 1 OoxaricartB. BusiBIEHO CHOpIIHEHUN XapakTep CHMBOJIYHHUX
aTpuOyTiB: numi apxanrena ['aBpuina («bmaroBimeHHs») 1 J0TOCA HA JOBIOMY

creOui B pykax OoxaricattB (ABayokiTemBapa, ['yanbinb). [lokazana cuMBoJliYHA



pOJIb Basu I KBITIB Y MucTenTBl €Bponu («BisTap cim't Mepoze», 1432). Takox
pOo3risiHyTO 00pa3 joToca 1 Jii B cBiTChKkOMY MUCTelTBI KuTaro 1 €Bponu.

[TopiBHsHHS KoMmno3wmii XyaokuukiB €Bporn XV  cr. (Ilizaneo,
Tonuoni) 3 TBOpaMu KuTaiicbkux MaiictpiB (Xyan Ilroans, JIroi 1I3i) Bussise
3arajibHi SIKOCTi: HATypaJliCTHYHA TOYHICTb, MOE3isl, JEKOPaTHBHICTh, CIHIByYa
IJIaCTHKA JIIHIMHOTO Jaay. 3'1COBaHO 3HAYEHHS PI3HUX MaTepialliB B CBOEPITHOCTI
oOpa3y kBiTku Kurtaro 1 €Bponu.

XKaup xya-Hs0 1 KBITU B MHUCTEUTBI €BpONU BHUBYCHO B PI3HUX ACIEKTaX:
«O0pa3 1 cuMBOJ KBITY4oro gepeBa B muctenTBi Kutato 1 €Bponmy; «Xya-Hs0 1
OykeTn O0apokko»; «O0pa3 xpuzanteMm»; «O0pa3 miBoHI». Jocaipkyoun oopa3
Melixya B muctenTBl Kurtato, Mu kepyBaiucst IpeBHIMH TpakTatramu DxyH-KeHs,
HOans YWkyHnnana, A€ pO3KpUBAETHCA AYXOBHA CyTh KBITKM. I[lokazaHo, mo B
kaptuHax Hikona Ilyccena «Tpiymd Dnopu» (1628), B. Bachenosa «IBan-
[HapeBuu Ha Cipomy Bosky» (1889) kBiTy4e nepeBO CUMBOJIYHO 1 KOMITO3UIIIITHO
IPOTUCTABIIAETHCSI MEPTBOMY CTOBOYpPY CTaporo. 3’sCOBaHO, 110 Ha BIAMIHY BiJ
MuUCTelTBa €BpOIH, JIe B LEHTp1 yBaru nepelOyBae mofauHa, y Kural manye >xaHp
«KBiTH 1 ITaxm».

JlocnmipKeHO B3a€EMO3B'A30K JKaHPY Xya-HSI0 3 OyKeTaMu €BpPOIEHCHKOro
O0apoko 1 Hatropmoptamu XIX cromiTTa. 3AIHCHEHO XYA0KHBO-CTHUIICTHYHUN
nopiBHsUIbHUM aHami3 TBOPiB By bina (nunactis Min), Ma Cinigy (XII ct.), JIroi
131 1 AmOpo3iyca bocrapra Crapiioro (1573—-1621). Po3kpuTo cUMBOJIIYHHI CEHC
300paKEeHHSI KBITIB 1 MOKa3aHO B3a€EMO3B'SI30K JOCIIKYBAaHUX TBOPIB MUCTEIITBA 3
peniriiHo-(uIocoPcbKuM COpUUHATTAM cBiTY B €Bpom Ta Kwuraro. Busieno
CTIOPITHEH1 PUCH CTUJIICTUKH TYHO1 1 pEasiCTUYHOI TOCTOBIPHOCTI JEKOPATUBHHX
eBpoIenchbkux KBITKOBUX HaTopMopTiB X VII ct. [ToMiueHo, 1110 6arato KBITKOBHX
OykeriB bocrapra 300paxeHli B KHUTalChbKUX Ba3ax 3 PO3MUCOM Xya-HSO.
BucnoBneHo npurymieHHs, 10 Ha OJJHOTO 3 MEePIIOBIIKPUBAUIB JKaHPY KBITKOBOTO
HATIOPMOPTY €BpOMU MOTJIO BIUIMHYTH 3HAHOMCTBO 3 MPEAMETaMU JeKOPATUBHO-
npukiaaaHoro mucrenrBa Kuraro. [Tokazanuii pi3Huil XapakTep KOMIO3UIIIAHOTO 1

MIPOCTOPOBOTO  300pa)KEHHS KBITIB: JOBUIbHE po3TamryBanHs B Kwurai 1



CUMETPHUYHE, CTPyKTypoBaHe B €Bpomi; cBitaudi ¢on B Kurai 1 TemHuMii B
HATIOPMOPTAX 0ApOKO.

VY HaBeneHOMY 0Opa3HO-XYJI0KHBOMY aHai3l TBOPIB >kuBomucy Kuraro
MOKa3aHo, 10 MalcTpH xaHpy «kBiTu 1 ntaxu» (By bin, Ma Cinmgy, Jlio# 131 Ta
1HI1) y 3MICTI 1 (opMi BTUICHHS HACHIIYIOTh CPOPMOBAHUN B JAOCH3Mi 3aKOH
BCECBITY, 3TIJTHO 3 SIKUM B XHUTTI, SIK 1 B NPUPOJl, BiIOYBA€ThCS KOJIO0OOIT. Y
meaeBpax MucTenTrBa KuTar mNposSBIEHO TpPAarHeHHS JIOAWHHA N0 3IUTTA 3
MIPUPOJIOI0, JOCSATHEHHsI rapMoHii. HeckiHueHHa B3aeMojlisl 1Hb 1 SH, JKIHOYOTO 1
YOJIOBIYOTO Hayaj, TEMPSIBU 1 CBITJIA, IIP POKY CXEMAaTHYHO BHpPa)K€Ha B YOPHO-
OuIoMy KO Tai-3U. 3'ACOBAHO, IIO0 BUKOPHUCTAHHS BOASHHMX (papO, BiacThBe
mucrtenTBy Kutato, HarpaBieHO Ha BUPaKEHHS OJlyXOTBOPEHOCTI MPUPOJIH, B SIKIH
KBITH € CHMBOJIOM HIpeKpacHoro. €Bpomeiichbka TEXHIKa OJIMHOro >XUBOMHUCY
OUIBIII BIJIMOBIJIA€ TIEpeIadl MaTEPiaIbHOTO PI3HOMAHITTS CBITY.

VY3aranpHeHO, 10 y JKaHPI €BPOMEHCHKOTO KBITKOBOTO HaTiopmopty XVII
CTOJITTS BHUPAXKEHO (pinocopchke, Mi3HABAIbHE CTABJIEHHS JIIOJAWHU 10
OTOUYIOUOTO 1i peanmpbHOTO CBITY. Jlmg TommaHAachkkoro 1 ¢uamMaHIChKOTO
HATIOPMOPTY, TOB'SI3aHOTO 3 JYXOBHOI KYJbTYPOI XPHUCTHUSHCTBA, BOKIUBUM €
MOBYAIbHUM 3MICT. XYJOKHUKH HAJAITOBYIOTh TIJsfad4a Ha PO3AYMHU TIPO
IIBUJIKOTUIMHHICTD JKUTTS. 3’SCOBAHO, IO 300pakKeHHS KBITIB y €BPOINECHCHKOMY
)KUBomHCci Ta MucTenTBl Kwutaro T1OB'sI3aHO 3 17€€0 TApMOHII  CBITY,
MPECTABIICHOIO B CTUXISX.

[lokazana cumBojiika xpuzantem y Bipmax JIi [[3iHuwxkao, B moesii Tao
FOanb-mina (Tao [gus) Ta uUmrocTpamisax g0 Woro oau «lloBepHeHHS mogoMy»
XynoxkHuka nauHactii Min Yenb XyHIIOY; pO3MIISIHYTO OCOOJUBOCTI XYAOXKHBOTO
BTUICHHS Xpu3anTtemu B xkuponuci Croit Bes, [{u bait-m, Knoga Mone, M. XKyka.
3'sicoBano, mo B xuBommci Mone, ['pabGapsi, bpasa xpuzantema He HajaleHaA
CUMBOJITYHUM 3MICTOM. J[OCHIJIKEHO, 10 TBOPH OJIECHKOTO XYJIOKHHUKA MOJIEPHY
Muxaiina Xyka 3 xkomno3uiisiMu MakcTpiB Kurtaro 00'€elHye CHMBOJII3M,

MOETUYHUI CEHC, YMOBHE PIllIEHHS MTPOCTOPY, IIPOBIHA POJIb JiHIi.



Hocnimkennss oOpa3y “Llapumi kBiTiB” mMiBOHII, CTBOPEHOI MaiicTpamu
Kurato, mokasye, mo XyI0KHUKH KOPHCTYBAJIHCS BHPA3HUMU MOKJIMBOCTAMHU
TexHikKd cei 1 TyHO1. CruiicTuka “O€3KICTKOBOTO” JKHMBOIKMCY BIIOBIJIAE
“MaJTbOBHUYOMY CTHIIIO, BIIACTUBOMY MHCTEITBY €BPONEHCHKOTO 0apoko i
pokoko. Came B XVIII cromitri B Kurtai 1 €Bpomni 00pa3 MmiBoHIi B KMBOMKCI Ta
JEKOPaTUBHO-TIPUKIIATHOMY MUCTEITBI OTPUMAB MaKCUMaJIbHE BTIJICHHSI.

JloBeneHo, 110 y KUBOMHUCI €Bponeiichkux MaicTpiB XV — cepennnun XIX
CTOJIITTS KBITM HE MAalTh CaMOCTIMHOTO 3HAYEHHS 1 BHUKOPHUCTOBYIOTHCS SIK
MIArOTOBYMI Matepian y CTBOPEHHI TEMAaTUYHUX KapTUH. TyT KBITH AONOMAararoTh
JIOHECTH A0 Tisjadya CIOKETHUM 3adyM, OCATHYTH CHUMBOJIKY. SIK KOmpHUN
KaMEepPTOH BOHHU CIpPUSIIOTh CTBOPEHHIO BHMPA3HOIO IKUBOMHMCHOIO PIIIECHHS.
[loka3aHo, 10 ’XaHp KBITIB y 0OOpa30TBOPUOMY MHCTELTBI PO3BUBAETHCI Y
B3a€MOJIIi 3 aHAJOTIYHOK KBITKOBOIO TEMATHUKOIO B JIEKOPATUBHO-TIPUKJIAJIHOMY
MUCTEITBI. 3’5ICOBAHO, 110 HA XapaKTep 300paKeHHS KBITIB Y >KMBOMHUCI BEIUKUN
BIUIMB MaJIO JCKOPATHBHO-TIPUKJIAJHE MHCTELTBO, TMEpIl 3a BCE, Ba30MHC 1
BUIIIMBKA.

Ha npuxknani npam «3axigauii ¢mirens», «llioHoBa anmbTanka», «Bisio 3
KBITAMH TIEPCUKA» JOCIIDKYEThCSI €CTETUYHA I[IHHICTh 00pa3y KBITKH Y
TpaJAMIIIINHIA KUTAWChKIN My3W4HIM npami. BusBIEHO 4yTTEBUU 3MICT 00pazy
KBITKH, KOMIIO3UIIs1 1 OCHOBHI CIO’KE€THI HanpsIMKU. Bin3zHaueHo, no o0pa3 KBITKU
BIJIIrpa€ BAXJIMBY POJIb B aKIIEHTYBaHHI yBaru Ha MEPCOHAXI, 171e1, CFOKET1 i TeMi.
BusBneno 3aranpHi MoTuBM B npami «lIlioHoBa anbranka» 1 Oaneti-geepii
«Cnnsiya kpacyHs» [lerpa YailkoBChbKOT0: Ka3KOBHII MOTHB CHY, IHOIIYK KpacH 1
npoOymxenns. [loka3zana crnopignena ponb Jyxy KBIiTiB y KuTalchbKil apami 1
®ei By3ky B 0aneri, 3HaU€HHS TAHI[IO KBITIB.

Hocmimkena mnepcoridikaris kBiTiB Y wmuctenTBl €Bporn XV — XVIII
croiith 1 Kutato. [IpoBenenHo MucTenTBo3HaBUMN aHaii3 oOpa3y OOTrMHI KBITiB
dnopu, mokazaHui xapakTep o00pasiB KBITiB B KaptuHax «Becna» (1482)
borrivemmi, «llapctBo ®mopu» (1631) Ilyccena, «Tpiymdp Dmopu» (1743)

Trenoso. Ha 0cHOBI CTBOPEHHUX THUIIOJIOTIYHUX PAAIB IMOKA3aHO 3B'SI30K XYIOXKHIX
y



o0Opa3iB 3 JITEpaTypolo, CKYJIBITYPOI, TeaTpoM, OaneTom. JlOCTiIKEeHO CHUHTE3
00pa30TBOPUOTO MHUCTEITBA 1 MY3UKH; MTOKa3aHO 0Opa3He 1 CUMBOJIIYHE 3HAYCHHS
KoJIbopy. BusiBiieHo B3aeMo3B's130k 00pasy 0oruni kBiTiB Diopu 3 oOpazom OOTruHI
koxaHHs1 Benepu (borriuemm, Kocca). [IpoBeneno midonoriuai napaneni odpasy
®nopu 1 naocekux Oe3cmeptHux Ma Iy, Jlan [aiixe, Xe CsaHb-Ty B KyJIbTYpi
Kwuraro.

3po0seHO BUCHOBKH, 110 MOTUB TPiyM]y OOTHHI KBITIB OB’ SI3aHUM 3 1/IC€I0
BIYHOTO OHOBJICHHS 1 BIIPODKEHHS NPUPOJU. PO3risa B 1CTOPUYHOMY aCIEKTI
oOpazoTBopuoro mucreursa XVII — XVIII cTomitrsa nmokasye, mo iKoHOrpadis
Tpiympy Propu TICHO MOB’sA3aHa 3 TeaTPAIbHUM JIMCTBOM 1 cleHOrpadiero.
IMIiepchbKuii KOHTEKCT BUSBJICHUN B Ha3B1 KOMITO3HIIT Themoso «Immepis daopuy.
Midonoriuynuii o6pa3 dnopu TpaHchopMyBaBcs B 300pa)K€HHS LAPIOIOYUX 0C10 3
METOI0 iX 1Jieamizailii 1 mpociaBieHHs. byna BTpaueHa MicTUYHA CyTh 00pa3iB
AHTUYHOI M1(pOJIOT1i.

BusnaueHo, mo 300pa)k€HHS KBITIB Yy €BPONEUCHKOMY JKHBOIMMCI 1
MuctenTBl KuTaro mOB'S3aHO 3 17€€r0 TapMOHIi CBITYy: KBITKa € CHMBOJIOM
nmpeKkpacHoro. 3a yaciB rjodamizamii Ta iHTerpamii kyiaetyp 3axony i1 Cxonmy
BKJIMBUM € OCMHCJICHHS IIIHHOCTI KOXKHOT 3 METOI0 B3aEMHOTO 30araueHHs.

KuarwuyoBi ciaoBa: o0Opa3, cMMBOJ, KBITKa, Xya-HsJ0, MHUCTENTBO, Kuraii,

€Bpona, KUBOMUC, OJSAT, TAHEI[b, My3HKa.
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ABSTRACT



Lai YUEGE. THE IMAGE AND SYBOL OF FLOWER IN THE ART
OF CHINA AND EUROPE. — Manuscript copyright.

Dissertation for the degree Doctor of Philosophy in specialty 023 — fine arts,
decorative arts, restoration — State institution “South Ukrainian National

Pedagogical University named after K. D. Ushinsky”, 2020.

Annotation content

The dissertation is the first comprehensive study of the image and symbol of
flower in Chinese and European art, based on a comparative analysis of typological
series of extensive illustrative material. The source base for the research — the
heritage of Chinese and European art on the theme of “flower” (painting works,
sculpture, decorative and applied arts, musical drama, ballet and literature) — made
it possible to systematize works in thematic and chronological sequence. The use
of comparative method allows the comparison of works of art in Europe and China
from different time periods on the theme of flowers and to identify common and
different features. Previously unstudied works of art from the museums of Odessa,
Kiev and Minsk are also considered.

The characteristic features of the image of flower in the sacred and
secular art of China and Europe (Buddhism, Taoism, Confucianism,
Christianity) are investigated. As a result of a comparative analysis of the themes
and stylistics of masterpieces of painting, sculpture, music and theater, typological
parallels have been identified: the image and symbol of the Chinese lotus
corresponds to the image of the lily and rose of Europe.

On the example of sculpture and painting, it is shown that the interpretation
of the body in Buddhism has a character close to the organic nature of the plant
world (assimilation to a tree, a flower). It has been demonstrated that the
appearance of Buddha is associated with the image of the lotus - the main form-
forming symbol in the creation of the image of Buddha and of the Buddhist Pure
Land (Paradise). It was found that the basis for the classical art of Europe is

formed by the art of Ancient Greece which created a canon for the image of a



person characterized by architectonics, the definiteness of the position of a body in
space.

A comparison of the canonical compositions of Buddhism and of Botticelli's
“Altar Bardi Madonna” (1485) testifies to the related iconography, to the important
role of flowers in the creation of the image of the temple of nature. Comparison of
the canonical compositions of Buddhism "Paradise of Buddha Amitabha" (907)
and "Altar to Amitabha Buddha" (593) and Botticelli's work "Altar of the Holy
Spirit" (1485) testifies to the related iconography, to the important role of flowers
in creating the image of the temple of nature. It is noted that the symmetry,
inherent to sacred compositions, conveys a state of balance, attracts a person to an
ideal world of rest.

The image and symbol of a rose and a lilie in the sacred art of Europe is
considered. It has been clarified that alongside lotus in the art of the East, the
leading place in the Christian culture of Europe belongs to the rose and the lily. In
illustrations, the kinship of the mandala of Buddhism and the Gothic rose in the
stained-glass windows of medieval temples in France — as structures of the
universe where geometry is harmoniously combined with natural forms — is clearly
demonstrated.

An investigation of the meaning of the image and symbol of rose and lily in
the iconography of Madonna in painting of the 15th — 16th centuries: "Madonna in
the Rose Garden", "Madonna in the Gazebo of Roses"”, "Madonna of the Rosary"
(da Zevio, Lochner, Schongauer, Durer). It is shown that the red dress of Madonna
is transformed into the image of a rose; the nature of the image and the color of the
blue dress of Madonna in the altarpiece of Hugo van der Goes "The Birth of
Christ" (Portinari Altarpiece, 1475) has an analogue in the aquilegia flower (the
symbol of the Holy Spirit); the white color of the lily is the key in the symbolic
and figurative solution of the painting by the master of Ukrainian Art Nouveau
Alexander Murashko "Annunciation” (1909). The analogy of the color and form of
the Virgin Mary's clothing with the symbolism of the color of the spiritual clothing

of Buddha and the bodhisattvas is investigated. The related character of the



symbolic attributes is revealed: the lilies of the Archangel Gabriel
("Annunciation") and the lotus on a long stem in the hands of bodhisattvas
(Avalokitesvara, Guanyin). The symbolic role of a flower vase in European art is
shown (“Merode Altarpiece”, 1432). The image of a lily and a lotus in secular
easel and monumental art of China and Europe is also considered.

A comparison of the compositions of European artists of the 15" century
(Upper Rhine Master, Pisanello, Gozzoli) with the works of Chinese artists (Huang
Quan, Lu Ji) reveals common qualities: naturalistic accuracy, poetry,
decorativeness, melodious plastic of a linear construction. The significance of
various materials in the particularities of the image of flower in China and Europe
has been clarified.

The hua niao genre of China and flowers in in the art of Europe are
studied in their various aspects: "The image and symbol of a blossoming tree™;
“Hua niao and baroque bouquets”; "The image of a chrysanthemum"; "The image
of a peony". While exploring the image of meihua in the art of China, we were
guided by the ancient treatises of Chzhun-zhenya (12th century) and Yuan
Hongdao, where the spiritual essence of a flower is revealed. It is shown that in the
paintings of Nicolas Poussin, "The Triumph of Flora" (1628), and of Viktor
Vasnetsov, "lvan Tsarevich on the Gray Wolf" (1889), the flowering tree is
symbolically and compositionally opposed to the dead trunk of the old one. It is
clear that, in contrast to the art of Europe, where the focus is on a person, in China
the “Bird-and-Flower Painting” genre dominates.

An investigation of the interrelation between the hua niao genre and the
bouquets of the European baroque and the still lifes of the 19th century is
investigated. An artistic and stylistic comparative analysis of the works of Wu Bin
(Ming dynasty), Ma Xingzu (12th century), Lu Ji (1425-1505) and Ambrosius
Bosschaert the Elder (17th century) is carried out. The symbolic meaning of the
images of flowers is revealed and the relationship of the studied works of art with

the religious and philosophical perception of the world in Europe and China is



shown. The related features of the gongbi style and the realistic authenticity of
decorative European floral still lifes of the 17th century are revealed.

It is noted that many of Ambrosius Bosschaert's flower bouquets are
depicted in Chinese vases with hua niao painting. A suggestion is made that one of
the discoverers of the genre of flower still life in Europe could have been
influenced by his acquaintance with the objects of applied art in China. The
different nature of the compositional and spatial depictions of flowers is shown:
free arrangement in China and symmetrical, structured arrangement in Europe;
light background in China and dark background in baroque still lifes. It is revealed
that the use of water-based paints inherent in Chinese art is aimed at expressing the
spirituality of nature, in which flowers are a symbol of beauty. The European oil
painting technique is more consistent with the transfer of the material diversity of
the world.

On the example of artistic and stylistic analysis of works, it is revealed that
the masters of the "hua niao" genre both in content and in the form of embodiment
follow the law of the universe formed in Taoism, according to which in life, as in
nature, a cycle occurs. The art of Europe is connected, primarily, with the spiritual
culture of Christianity. For the Dutch and Flemish flower still life, a moral edifying
meaning is important, a learning attitude of a person to the real world around him
Is important. Artists attune the viewer to reflect on the transience of life.

The symbolism of chrysanthemums in Tao Yuanming's poetry and in the
illustrations to his ode "Returning Home" by the Ming dynasty artist Chen
Hongshou is shown; the particular features of the artistic embodiment of
chrysanthemum in the paintings of Xu Wei, Qi Baishi, Claude Monet, M. Zhuk are
considered. It was found that in the painting of impressionism (Claude Monet) the
flower does not have a symbolic meaning. Investigation has shown that the works
of the Odessa Art Nouveau artist Mikhail Zhuk are connected with the
compositions of the masters of China by symbolism, poetic meaning, conventional

solution of space and the leading role of the line.



The study of the image of the "Queen of Flowers" peony, created by the
masters of China, shows that the artists were using the expressive possibilities of
the sumi-e and gongbi techniques. The stylistics of "bone-free" painting
corresponds to the "pictorial” style inherent in the art of European Baroque and
Rococo. It was precisely in the 17th - 18th centuries in China and Europe that the
image of the peony in painting and decorative and applied art received its
maximum embodiment.

It is shown that in the painting of European masters of the 15th - mid-19th
centuries, flowers often do not have an independent meaning and are used as
preparatory material for the creation of thematic paintings. Here flowers help to
convey the plot idea to the viewer, to understand the symbolism. As a color tuning
fork, they contribute to the creation of an expressive pictorial solution. It is shown
that the genre of flowers in the visual arts develops in interaction with an
analogous floral theme in decorative and applied arts. It is elucidated that
decorative and applied arts — first of all, vase painting and embroidery — had
influence on the character of the depiction of flowers in painting.

On the examples of the dramas "Romance of the Western Chamber", “The
Peony Pavilion" and "Peach Blossom Fan", the aesthetic value and literary
functions of the image of flower in a traditional Chinese musical drama are
investigated. The emotional content of the flower image, plot composition and the
main plot directions are revealed. It is shown that the image of flower plays an
important role in focusing attention on the character, idea, plot and theme. Motifs
common to the drama "The Peony Pavilion" and the ballet-feerie "Sleeping
Beauty" by P. Tchaikovsky: a fairytale motif of sleep, the search for beauty and
awakening. The kindred role of the Spirit of Flowers in Chinese drama and the
Lilac Fairy in ballet is shown, the meaning of the dance of flowers.

The personification of flowers in the art of Europe of the 15th — 18th
centuries as well as in the art of China is studied. An art historical analysis of the
image of the goddess of flowers Flora is carried out; the character of the images of
flowers in the paintings "Primavera” (1482) by Botticelli, "The Empire of Flora"



(1631) by Poussin and "The Triumph of Flora" (1743) by Tiepolo is shown. The
relationship between the image of the goddess of flowers Flora and the image of
the goddess of love Venus (Botticelli, Cossa) is revealed. On the basis of the
created typological series, the connection of artistic images with literature,
sculpture, theatre and ballet is shown. The synthesis of fine art and music is
investigated; the figurative and symbolic meaning of color is shown. The
mythological parallels between the image of Flora and the Taoist immortals Magu,
Lan Caihe and He Xiangu in the culture of China are drawn.

It is concluded that the motif of triumph of the goddess of flowers is closely
interconnected with the idea of the eternal renewal and rebirth of nature. An
examination within the historical context of the fine arts of the 17th — 18th
centuries shows that the iconography of Flora's triumph was closely related to
theatrical performance and scenography. The imperial context was discovered in
the title of Tiepolo's composition "The Empire of Flora". The mythological image
of Flora was transformed into depiction of reigning persons with the aim of their
idealization and glorification. The mystical essence of ancient images was lost.

Finally, it is concluded that the depiction of flowers in European painting
and in the art of China is associated with the idea of harmony in the world: a
flower is a symbol of the beautiful. In the times of globalization and integration of
the West and the East, it is important to comprehend the value of each culture with
the aim of their mutual enrichment.

Key words: image, symbol, flower, hua niao, art, China, Europe, painting,

clothing, dance, music.
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