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Abstract. The aim of the article is to investigate the direction of art of the early Qing Dynasty in China and the
influence of Shi Tao’s artistic thoughts on subsequent painting schools through the study of Shi Tao. In particular,
to reveal the contradictions between social reality and the artists of that time, which is important in the further
study of the history of modern Chinese art. Results. Shi Tao (1642—-1708) is a significant figure in the history
of Chinese painting. He is an explorer and revolutionary in the practice of painting, as well as an artist and art
theorist. At the same time, he is a socially marginalised person with a complex personality. For this article,
we’ve selected three of the most representative works from the three periods of Shi Tao’s life: youth, middle
age, and old age for analysis and study of the integration of Shi Tao’s Zen thoughts and artistic thoughts and to
analyse Shi Tao’s psychological activities and consciousness under the social background at that time. Scientific
novelty. Although there are many articles about Shi Tao’s art, there are only a handful of articles that integrate
Zen thought with Shi Tao’s artistic style. In this article, the author displays Shi Tao’s representative works
from different periods and conducts a systematic analysis of his representative works. Evidence of Shitao’s
Zen ontology is found in the painting. It is a study that has not appeared in other literature yet. Conclusions.
Through the study of Shi Tao, we can understand the art direction of the early Qing Dynasty in China, as well
as the influence of Shi Tao’s artistic thoughts on other subsequent painting schools. It reveals the contradiction
between the social reality and the artists at that time and plays a very significant role in further studying the
history of modern Chinese art. In Shi Tao’s works, it is not difficult to find the flowers, leaves, mountains and
rivers and the in-depth thinking and exploration of the relationship between the universe and human beings that
coincides with the philosophical thought of Chinese Zen Buddhism. Compared with Shi Tao’s artistic works,
what is more important is Shi Tao’s artistic thought. He advocates: “I naturally have my own feelings about
nature.” He dared to break through conventions and emphasize self-emotions. In the later Yangzhou School of
Painting, Shi Tao’s shadow can often be seen. He not only influenced a large number of artists at that time but
also indirectly affected future Chinese art.
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Introduction

Shi Tao’s artistic thought is a bright beacon in
the history of Chinese art, pointing the way for future
generations. His influence on the Yangzhou School
of Painting style can be compared with the impact
of Yangzhou’s economic factors. As one of the most
influential artists of the 17"—-18" century in China, his
artistic ideas are very significant and advanced, and
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this thought is based on Zen Buddhism. His painting
art is also based on Zen Buddhism.

Recent research and publications analysis. In
China, there are a large number of studies on Shi
Tao’s art and thought, including a small number
of articles on Shi Tao’s Zen thoughts. We will list
representative articles below and analyse them one
by one. In Xie Feng’s (2014) article, the process of
Shi Tao seeking inspiration for painting through

15



TEOPIA TA ICTOPISA MUCTELTBA

Bicauk KniBcbKoTO HaIliOHAIBHOTO YHIBEPCUTETY KYJIBTYPH 1 MACTEIITB.

Cepisti: MuctenrBo3Hactso. Bur. 50

ISSN 2410-1176 (Print)
ISSN 2616-4183 (Online)

various channels and methods is described. The first
half of the article introduces Shi Tao’s life, and the
second half describes Shi Tao’s artistic thoughts. In
this article, the author believes that the ontology of
Shi Tao’s paintings comes from Zen thought. Shi Tao
emphasises “self”, and Zen thought is also inseparable
from “self-knowledge”. Self-knowledge is the origin
of the human heart. The understanding of “method”
in Shi Tao’s art theory work The Discourses of Monk
Balsam Pear, the use of intangible methods to treat
tangible methods, which refers to three levels of the
artistic conception of painting are also mentioned.
After that, the author pays a lot of attention to prove
that Shi Tao’s painting theory is derived from Zen
thought. Shi Tao’s artistic thought theory is centred
on the word “I”. This is not because Shi Tao is
arrogant but because of his deep understanding and
admiration of Zen. In the article On Shi Tao’s Zen
Thoughts written by Wang Yue and Zhang Jun, they
discussed the influence of Zen thoughts on the entire
literati painting world starting from the Tang Dynasty.
Zen thoughts are the product of the “Sinicisation”
of Buddhism. The author then compared Shi Tao’s
Zen thoughts with the Zen expressed by Bada
Shanren (1626 — about 1705). Shi Tao’s landscapes
are majestic, while Bada Shanren expresses a sense
of ethereal in both composition and brushwork.
They all come from Zen Buddhism’s “pursuit of
one’s true nature”. Finally, the author believes that
Shi Tao has pushed painting to a new height, that
is a concrete practice of integrating Zen concepts
with painting techniques. Wang Nannan’s (2022)
article highlights how Buddhism was introduced
to China, it profoundly affected Chinese traditional
thought, culture and artistic aesthetics. The simplicity
spirit expressed by Buddhism was favoured by the
majority of believers. It was also favoured by scholar-
bureaucrats, who achieved their own “enlightenment”
and progress through the study of Buddhism. Since
then, Chinese art influenced by Zen thought has
acquired philosophical, emotional, individual and
other characteristics. To a great extent, it has changed
the aesthetic interest of the general public in China
towards art. In Jonathan Hay’s book (2001), Shi
Tao’s life is described in detail. This book is divided
into 10 chapters, showing his different identities in
different periods of his life. At the same time, Hay
(2001) also explores the role Shi Tao’s art played
in the cultural environment of the time. He believes
that Shi Tao’s works are a response to the cultural
modernity of the early Qing Dynasty and reflect the
changes in the social and cultural environment at that
time. In the early years of the Qing Dynasty, due to
political, economic and cultural changes, some new
trends of thought and art forms began to appear in
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the art world, and Shi Tao’s paintings represented this
new trend of modernity.

The aim of the article is to investigate the
direction of art of the early Qing Dynasty in China
and the influence of Shi Tao’s artistic thoughts on
subsequent painting schools through the study of
Shi Tao. In particular, to reveal the contradictions
between social reality and the artists of that time,
which is significant in the further study of the history
of modern Chinese art.

Results

Shi Tao (1642—1708) was a Chinese painter in the
late Ming and early Qing dynasties. His original name
was Zhu Ruoji, also known as Monk Bitter Melon.
He was a native of Guilin, Guangxi. China in the late
Ming and early Qing dynasties had just experienced
a dynasty change. Long-term wars caused China to
suffer from internal and external troubles. Shi Tao
was born in such an environment. However, Shi Tao’s
life experience was not simple. He was a descendant
of the emperor. He was hunted down by the Qing
government when he was young and was forced
to become a monk. Therefore, Shi Tao began his
wandering life, went through hardships, but out of his
extreme love for art, he still persisted in pursuing his
unique artistic path. He also had a high understanding
of traditional Chinese culture and Zen and compiled
The Discourses of Monk Balsam Pear. Although it
is a painting theory book, there is a strong sense of
“Zen” in every word, that is — the discovery and
study of “self” and “nature”. However, in the early
Qing Dynasty, the trend of copying was prevalent.
For example, the “Four Kings” of the Qing Dynasty
regarded the techniques of their predecessors (famous
masters of the Song and Yuan Dynasties) as the highest
standard. This kind of thinking was highly praised
by the emperor and the rulers and was regarded as
“orthodox” in the painting world. But Shi Tao’s view
is precisely the opposite of the theory of imitation.
He believes that the method (Mao Jianbo, 20006) itself
has no obstacles, and obstacles cannot prevent the use
of the method. This means that painting techniques
cannot restrain people, and it is not the painting
method if it restrains people. It differs completely from
the “orthodox” argument that “methods are derived
from the methods of the ancients”. He once said that
the reason why he was unique was hidden in his own
existence, as eyebrows and beards of ancient people
could not grow on his face, but his own emotions and
opinions could be expressed by himself (Mao Jianbo,
2006). This is exactly a kind of self-consciousness
and natural consciousness which invisibly not only
promoted the diversified development of Chinese art
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in the Qing Dynasty but also influenced the artistic
views of many painting schools such as Yangzhou
Painting School, Shanghai Painting School and later
generations.

Although he was an immigrant from the previous
dynasty, the traditional thought could become an
official if you study well (Zhang Duo, 2024) was
secretly buried deep in his heart. He wanted to do his
best for the country and participate in government
affairs as an official. He went to Beijing twice and
had close contacts with dignitaries and met Emperor
Kangxi. But he was never favoured by the emperor.
His behaviour was also derogatoryly termed as
“disobedience”. The particular environment and his
unique status as an immigrant from the previous
dynasty made his heart full of contradictions and
pain, so Shi Tao often travelled among mountains
and rivers. As an adult, he travelled to Hubei, Hunan,
Jiangxi, Anhui, Zhejiang and other places. His rich
experience and broad vision laid a solid foundation
for Shi Tao’s artistic master creation. Basically, on
the one hand, Shi Tao changes his living environment
through constant travel, which can greatly relieve the
troubled and contradictory emotions in his heart. On
the other hand, Shi Tao’s love for nature is equivalent
to his love for art. He advocates living with nature
and learning from nature. Thirdly, Shi Tao does not
want to be constrained by life, and his “change” is
consistent with the spirit of freedom pursued by Zen
Buddhism. He once said, “Use tangible methods to
treat intangible methods, and use intangible methods
to treat tangible methods.”

It is an unpredictable process and spirit of
negation, which is consistent with the concept that
things are constantly changing and passing, and
there is no eternal existence (Shi Huizheng, 2022)
mentioned in Zen Buddhism, that is, everything is
uncertain, involuntary, and arbitrary.

Sixteen Arhats Yingzhen Picture Scroll (Part) (see
Fig. 1) is one of Shi Tao’s early representative works.
It took a full year to complete it, and every detail on
the picture was exquisitely depicted.

: IL = .1.'*- ' I‘-—'—.";I-
Fig. 1. Shi Tao. Sixteen Arhats Yingzhen Picture Scroll
(Part). 1667. Yangzhou Musuem, China

From the perspective of art history, “Sixteen
Arhats Yingzhen Picture Scroll” is one of the
traditional painting themes mainly based on Buddhist
themes. Buddhism has spread in Chinese history for
more than a thousand years and has become a symbol
of culture and belief. The history of Buddhist
painting can be traced back to the Han Dynasty. After
Buddhism was introduced to China, it gradually
formed a unique expression of Chinese Buddhist
art, such as Dunhuang murals, Yungang Grottoes,
Maijishan Grottoes, etc. In the development of
Chinese Buddhist painting, many outstanding works
and painters have appeared one after another, such
as Sakyamuni Nirvana by the Tang Dynasty painter
Wang Daoyi, Wutai Mountain Sutra by Li Gonglin
of the Song Dynasty, Ten Thousand Buddhas’ Map
painted by the Yuan Dynasty painter Zhao Boju,
Lotus Sutra World Map painted by the Ming Dynasty
painter Zhu Da. Compared with other Buddhist-
themed paintings, Shi Tao’s Sixteen Arhats Yingzhen
Picture Scroll not only focuses on the expression of
the image but also pays more attention to the spiritual
connotation of the painting. They not only retain the
artistic characteristics of traditional Buddhist painting
but also incorporate Shi Tao’s innovation and creation.
Sixteen Arhats Yingzhen Picture Scroll is a long scroll
extending vertically. The picture is divided into three
parts: upper, middle and lower. The upper part is the
sky and clouds, the middle part is the mountains and
rivers, and the lower part is the Arhat. The three parts
transit naturally through changes in colour and form,
forming a harmonious whole. The composition of the
whole painting is very clever. The upper, middle and
lower parts are independent of each other and related
to each other. The sky and clouds in the upper part are
the background of the mountains, rivers and Arhats in
the middle and lower parts. The upper and lower parts
are connected by natural scenes, giving the picture
a sense of unity and space. Each image of Arhat in this
paintingis lifelike, showing the character’s demeanour,
personality and characteristics, and at the same time
incorporating Shi Tao’s unique artistic features. First
of all, in terms of the subject matter of the work, this
work is not only a literati painting but also a piece
expressing Zen Buddhism. The sixteen Arhats in the
painting are depicted with different expressions. Shi
Tao used varied ink lines to make each Arhat come to
life, making people feel mysterious and sacred. Some
sit quietly and meditate, some hold Buddha beads in
their hands, and some sit with their knees hugged, all
showing the freedom and detached spirit of Buddhist
practitioners. At the same time, the landscapes in
the painting are also endowed with certain Zen
Buddhist connotations, such as waterfalls, strange
rocks, etc., which are regarded as places for Buddhist
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Zen practice. The ink lines used by Shi Tao in his
paintings are simple and smooth, and he uses different
techniques, such as “points, lines, and surfaces”, to
show the rich layers and dynamic changes of the
landscape. At the same time, Shi Tao used a lot of
blank space in this painting. Through the blank space
and the spatial layout of the composition, he showed
the spatial relationship between the ink colours and
enhanced the layering and depth of the picture. Empty
space is considered to be a kind of artistic conception
and meaning. It is not only an aesthetic effect but also
an expression of state and Zen thought. This kind of
“emptiness” beauty is just in line with the thinking
of Zen Buddhism and can also express the “selfless”
spirit of Zen Buddhism. Zen Buddhism emphasises
the uselessness of words and understanding the truth
through a calm mind. Shi Tao uses the simplest pen
and ink to express the most profound thoughts and
feelings, integrating the artist’s emotions and inner
world into the picture, arousing the resonance and
thinking of the viewer. Some scholars believe that
Shi Tao was modelled after Li Gonglin, while others
believe that he actually imitated Ding Yunpeng.
However, no matter who he imitated, Shi Tao retained
a large number of personal artistic characteristics, and
they became his most representative in early paintings
and also became a pearl in Chinese religious art.

In Shi Tao’s middle age, he became fond of
landscape paintings. Searching for Strange Peaks
(see Fig. 2) was painted in 1691 when Shi Tao was
49 years old.

It can be said to be a masterpiece of landscape
painting, with a height of 42.8 cm and a width of
285.5 cm, on paper, ink. Now it is in the Palace
Museum, Beijing. Chinese landscape painting
matured in the Song Dynasty and reached its peak in
the Yuan Dynasty, represented by the Northern School
of Painting and the Southern School of Painting. Many
new artistic elements have been added to express
a more magnificent landscape. However, in the Ming
and Qing Dynasties, with the changes in social politics
and economy, Chinese landscape painting gradually
declined. Especially with the establishment of the
Palace Painting Academy, the status of literati painting
in society was gradually shaken. The establishment of
the Palace Painting Academy system clearly stipulated

the themes, techniques, and expression methods of
landscape painting, making the expression methods
of landscape painting gradually show a trend of being
fixed and standardized. However, in Shi Tao’s eyes,
painting should emphasize individuality, emotion and
freedom and not be subject to official constraints and
regulations. Shi Tao’s landscape paintings combine
the characteristics of the Southern and Northern Song
dynasties, emphasizing the freedom of brushwork
and natural creation while also paying attention to the
aura and artistic conception of landscape paintings.
Searching for Strange Peaks was his work during his
travels in Beijing. Before creating this painting, Shi
Tao had created many excellent landscape paintings.
His unique perception of natural scenery and in-
depth research on painting techniques, coupled with
the increasing maturity of painting theory, made his
artistic level increasingly sophisticated. On the one
hand, before creating this painting, Shi Tao often
visited the mountains and rivers and experienced
the magnificent natural scenery and strange peaks
and rocks. These became the source of inspiration
for his later creation of Searching for Strange Peaks.
On the other hand, Shi Tao’s creation and thinking
became more in-depth in his middle age. He paid
more attention to integrating Zen thoughts into his
landscape painting creation. This was also one of the
creative backgrounds of Searching for Strange Peaks.

Shi Tao’s Searching for Strange Peaks shows his
extremely high artistic attainments. In the picture,
there are steep cliffs, shrouded in clouds and mist,
and strange peaks and rocks competing for beauty,
fully displaying the magic and beauty of nature.
Although the whole picture is in various shapes,
the composition is rigorous, and the pen and ink are
concise, forming a unique momentum that makes
people feel the majesty and mystery of nature. Shi
Tao’s artistic attainments are reflected in several
aspects, first of all, his superb composition skills. Shi
Tao’s composition method is full of changes. He pays
attention to symmetry, layering and perspective in the
arrangement of rocks, trees, water and other elements
so that the whole picture presents a harmonious and
balanced beauty. In Searching for Strange Peaks,
the artist cleverly combines different elements such
as the mountains and rocks, the flowing water of the

Fig. 2. Shi Tao. Searching for Strange Peaks. 1691. Gugong Museum, Ch

i

ina, image on paper

Source: ("Sou jin gifeng ti", n.d.)
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waterfall, the lush green trees, etc., showing a very
high level of composition. The second is excellent
ink pen skills. Shi Tao’s pen and ink are concise and
powerful, with appropriate shades of ink forming
a majestic momentum. When he depicts mountains
and rocks, he pursues changes, superimposing and
embellishing ink colours layer by layer, making
the outlines of mountains and rocks clearer and the
texture richer. His pen and ink skills are superb. He
can not only use extremely delicate brushstrokes to
express details but also use large-scale ink to express
momentum. The third is the unique artistic conception
expression. The landscapes painted by Shi Tao not
only have the effect of realism, but more importantly,
they express the charm and humanistic emotions of
natural landscapes. In Searching for Strange Peaks,
clouds and mist linger among the strange peaks and
rocks, forming a mysterious and otherworldly realm,
giving people an elegant and distant feeling. This is
consistent with the spirit of transcending distractions
and returning to nature, advocated by Zen Buddhism.
In this painting, there are many mountains and
clouds, just like the bumps and fog on the road of
life. However, in this natural landscape, people can
find inner peace and detachment. This is also the “let
nature take its course, do not act rashly, achieve the
desired effect” advocated by Zen Buddhism.

Shi Tao’s artistic conception in his works is not
only an expression of nature but also an expression of
his inner emotions. In Searching for Strange Peaks,
Shi Tao used an “ethereal” and “nihilistic” technique
to turn the mountains, rocks, clouds and mists in the
picture into illusory forms, presenting the “emptiness
and nothingness” advocated by Zen Buddhism. This
technique does not completely abandon matter but
expresses the spiritual level beyond matter through the
illusion of matter, showing the realm of “selflessness”
Zen Buddhism advocates.

In addition, in this work, Shi Tao also expresses
the spirit of “all is changing in the world” in Zen
Buddhism through the performance of landscape
paintings. In this painting, elements such as mountain
peaks, stone walls, and water flows are in a state of
flow and change, which is consistent with the spirit
of “change and impermanence” advocated by Zen
Buddhism. At the same time, this also expresses Shi
Tao’s understanding of life. Life is like mountains and
rivers, constantly changing and passing by, but this
change also has deeper connotations and meanings.

Shi Tao returned to Yangzhou to settle down at
the age of 51. After a lifetime of wandering, he finally
found his home and began his creation and life in his
later years. During this period, his paintings made
people feel more free, bold and wanton, with superb
techniques and hearty brushwork. With various

themes, he dares to “randomly” put various colours
into the works. For example, natural ocher colour is
used instead of ink to rub out the texture of the rocks,
and natural stone green colour is used with ocher to
make full use of “dots” on the lines. The combination
of virtuality and reality is endlessly fascinating. Shi
Tao was very particular about the use of colours during
this period, using cyan, ocher, and cinnabar together,
and his artistic ideas were relatively mature. A lot of
leisure time gave him abundant creative energy, so
he created more works during this period, and they
were exquisite. This period was also Shi Tao’s most
representative creative stage.

Viewing the Mountains in Yuhang (see Fig. 3)
is one of Shi Tao’s representative works in his late
period.

Fig. 3. Shi Tao. Viewing the Mountains in Yuhang. 1693.
Shanghai Museum, China, image on paper

It was drawn based on his memory of visiting the
beautiful scenery of Yuhang. The entire work uses a
bird’s-eye view composition to show the captivating
landscape of Yuhang. In his old age, Shi Tao paid
more attention to inner purification and in-depth
thinking when creating. His works are more filled
with a quiet, profound and distant atmosphere, and
he also focused more on the simplicity and purity of
the pictures, achieving the unity of painting and Zen.
“One painting” is an important point in Bitter Melon
Monk’s Discourse, that is, it runs through the entire
picture in a highly generalized way. “One painting”
is Shi Tao’s essence summary of the painting. He
believes that a painting must express themes and
emotions by “one painting”. This “one painting”
does not refer to the writing of one stroke but to the
conception and expression of the entire picture. He
believes that the composition, brushwork, colour and
other elements of a picture must be integrated to form
a complete artistic image. And this image is “one
painting”. From Viewing the Mountains in Yuhang,
we can see that Shi Tao, in his later years, had a new
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level of understanding of “one painting”. In Viewing
the Mountains in Yuhang, Shi Tao used extremely
simple brushwork and colours but was able to express
highly profound emotions and artistic conception. The
pen and ink in the picture are clean and neat, and the
colours are fresh and elegant. The pen and ink in Shi
Tao’s late works are very concise, with almost all dry
brush. He is good at using minimalist lines to outline
elements such as rocks, clouds and mist, with a strong
sense of rhythm and charm, pursuing the effect
of “One Painting with Thousands of Mountains”,
emphasizing the meaning of nature and life and
transcending the limitations of space and time. He
believes that only after transcending the limitations
of time and space the essence of natural landscapes
and Zen Buddhism can be truly understood. In this
state, the painter’s state of mind can reach the state
of “purity and inaction”, and the paintings can
also reflect the state of emptiness and tranquillity
advocated by Zen Buddhism. In general, Viewing the
Mountains in Yuhang embodies the essence of Zen
thought. His “one painting” theory emphasizes the
change of pen and ink and the combination of lines,
integrating Zen philosophy into landscape paintings.
Most of Shi Tao’s paintings in his later years pursued
the combination of painting theory and brush and ink
techniques, emphasising that landscape painting is
based on brush and ink and framing as its essence. In
creation, he must be free physically and mentally to
express himself heartily. He critically summarized the
painting experience of his predecessors, advocated
the expression of self-individuality, successfully
connected the art of painting with Zen philosophy,
and raised the creative thinking of Chinese painting
to a new level.

Conclusion

Shi Tao is an artist with originality and profound
thoughts. He has a first-class status in the Chinese
painting circle. He is a painter who combines thinking
and painting. His painting theory had a great influence
on later generations, especially on Yangzhou and
the school of painting. Shi Tao made significant
contributions to painting creation and painting theory.
His contribution was unique. At different periods
in his life, his art showed his different styles and
different understanding of Zen. Reaching the fusion
of Zen thought and art, his great achievements laid
the foundation for the creation of modern Chinese
paintings. This article, through the study of Shi Tao,
provides a more concrete understanding of the artistic
value he created. His attitude toward art and his
emotional expression are worthy of exploration and
study by future generations. A profound interpretation
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of Shi Tao’s theory is particularly important for an art
researcher.

Scientific novelty/contribution to science. The
innovation of this article is in the fact that the author
combines the Zen philosophy in traditional Chinese
philosophy with Shi Tao’s painting concept for the
first time. Most Chinese scholars consider only the
influence of Confucianism on Chinese painting,
thereby ignoring religious issues and sometimes are
limited to studying Shi Tao’s techniques, composition,
themes, etc. This article extends Shi Tao’s painting
research towards a philosophical perspective, which
not only expands the direction of Shi Tao’s artistic
research but also provides references and help for
contemporary artists and scholars to study Chinese
art and Shi Tao further and provides a bridge for the
world to understand Chinese art.

In terms of future research directions, the author
hopes to strengthen the study of artists’ philosophical
ideas further and combine artists’ life experiences with
different philosophical ideas and artistic styles that
appear at different stages in their lives. Nevertheless,
such research remains challenging and requires an in-
depth exploration of artists’ experiences and changes
in their thinking, as well as how these factors affect
their artistic creation process and final results. At the
same time, we also need to conduct more profound
research on the specific role of Zen philosophy and
other philosophical ideas in artistic creation, as well
as how these ideas are reflected in artistic styles and
creative concepts.
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I[oenHaHHA N3€H-YYEHHS KUTANCLKOI piiocodii
i xyn0:xHb0ro ctuiaio Llu Tao

[BinbkyHs Ji
HarionanpHa akagemisi 00pa3oTBOPUOTO MUCTENTBA 1 apXiTekTypH, Kuis, Ykpaina

AHoTauist. Memoio cmammi € NOCTIPKEHHST HaNpsiIMy MUCTeNTBa paHHbol auHactii Llin y Kurai Ta BrmmBy
xynokHbpo1 ymMku [1ln Tao Ha HacTymHI XHUBOIMCHI HIKOJM KPi3b NPU3MY BHBYEHHS XYI0XKHBOI TBOPYOCTI
muTLs. CTaTTs BUCBITIIIOE MPOTHPIYYS MK COLIAJIbHOI PEANIbHICTIO Ta TBOPYICTIO XYJOXKHHUKIB TOTO 4acy,
AKLEHTYIOUHM yBary Ha BXJIMBOCTI MOJAJBIIOr0 BHBUCHHS iCTOPIi CyuyacHOro KMTailChKOro 00pa3oTBOPYOro
mucrenTsa. Pesyiomamu. JJoBeneno, mo u Tao (1642—1708) € HemepexiTHOIO MOCTATTIO B iCTOPii KUTAHCHKOTO
MAJsIpCTBa, JOCIITHUKOM 1 PEBOJIOMIOHEPOM Y JKHBOIIMCI, a TAKOK XYIOKHHKOM 1 TEOPETHKOM MHCTEITBA.
BozxHouac MuTelp € COmiaIbHAM MapriHaioM, 0araTrorpaHHOI0 OCOOMCTICTIO. Y CTaTTi NMpOaHali30BaHO TPU
penpesenraruBHi podotu [1n Tao 3 TpbOX eTamiB JKUTTS XyJOXKHUKA JUIsl BUBUCHHS iHTErpallii HOro BUCHHS
J3¢H Ta XyHOXKHIX nomisniB. Haykosa noeusna. Hespaxkaroun Ha HM3KY JociipkeHb mucrenrsa lln Tao,
€ JIMIIC KiJIbKa HAyKOBUX PO3BIJIOK, y SKHX IMOEJHAHO BUCHHS J3CH 3 XyIOXKHIM CTHJIEM MUTIL. Y Il cTarTi
aBTop BHBYae penpeseHTaTnBHI podotu Illn Tao pisHMX mepiofiB, MPOBOAMTH iXHIM CHCTEMHHH aHaIi3,
BUSIBIISIE €IEMEHTH OHTOJIOTIi [3¢H Y MUCTENBKii TBOPUOCTI XyHoKHMKA. Ha ChOTOMHI Taki TOCTiIKEHHS IIe
HE NPOBOAWINCA. BucHosku. 3aBIsIKN BUBYCHHIO XyI0XKHBOI criammuHy 1 Tao cTac MOXIMBAM PO3YMiHHS
ocobmmBocTel MucTenTBa paHnHboi auHacTii Llin y Kurai, a Takox ycBiIOMIICHHS BIUTMBY MHCTEIIBKUX JTyMOK
[1In Tao Ha iHII MIKOJIM )KUBOITHCY. PO3KPHUTTS IIPOTHPIY MiXK COLIaIbHOIO AIHCHICTIO Ta TBOPYICTIO Xy/IOKHUKIB
JOCITIJKYBaHOTO Yacy BiJirpae BaXJIUBY POJb Y MOJAIBIIOMY BHBYCHHI ICTOPIl Cy4acHOTO KHUTAWCHKOTO
mucterrsa. Podoru [lu Tao Bim3HAYAIOTHCS DTHOOKAM OCMHCIICHHSM MPUPOJH, BigoOpakaroun (iocodiro
KUTaHChKOTO J3eH-Oyaan3My. Murenp BIUIMHYB Ha 0araThboX XyZOKHHKIB TOTO 4acy, HaBayKUBCS HMOPYLIUTH
YMOBHOCTI i Ti/IKPECTUTH BACHi eMotii. Moro mprcyTHICTh MOKHA 4acTo MOGAUMTH B Ti3HIH SHUWKOyChKi
IIIKOJTi JKMBOITUCY. YpaxoByroun Mucterbke BaeHHs [Li Tao, BaXIIMBO po3mIsiaTi HOro podOTH K BaKIIMBHIA
BHECOK Yy MaiiOyTHE KNTaICbKOr0 MUCTELTBA.
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